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VBOJIHA PEY

[Ipen unraommma je meTHaecTH 1Mo peay Opoj KmmkeHcTBa, yacommca 3a CTyauje
KIM)KEBHOCTH, pOJIA U KyNType, okpeHyTor 2011. ronuHe y OKBUPY HCTPaXKUBAUKOT
npojekta Ki\ImKeHCTBO, Teoprja u WCTOpHja JKEHCKE KHHMKEBHOCTH Ha CPIICKOM
jesuky mo /915. rtomwHe, koju ¢uHaHCHpa MUHHCTApCTBO TPOCBETE, HAYKE M
TEXHOJIOMKOT pa3Boja Penyomuke CpOuje. Haxkanoct, kao u MpeTXoMHUX TOANHA, 1
neriemOap 2025. mouekyjemo ca ocehameM HapacTajyhe cTpenmbe mpe ,,0p0oI0IoMoM
nuBMIM3anmja” koju moraha caBpemenm cBer. Mmnak, m maspe BepyjeMo ma he
Pa3HOBPCHHU TEKCTOBU y OBOM OpOjy HAIIMM YMTaTe/bKaMa U YUTAOLUMA ITOHYAUTH
BpeIHE YBUAE M IOCIYXUTH Kao IIyTOKa3 y BpPEMEHMMa OIIITE HEHW3BECHOCTH,
ycMmepaBajyhn Hac ka HauMHMMa Ha Koje je MoTryhe — M HEOIXOIHO — TOBOPHTH,
MUCIIHTH | IeTIaTH. YTIPaBO O TOME HaM Y OBOj TOIMHU CBeJI0Ye OPOjHU | JI0 TaHAC Y
CpOuju HeBul)eHU CTYICHTCKH IIPOTECTH YCMEPEHH MPOTUB CBAKOT BHJIA KOPYIIIIHje
Y Hempasje, a KOju ce, u3Mel)y 0cTajor, O/UINKYjy TIaCHAM TOBOPOM, OIITPOYMHUM
TeCIIOM, Haj3aJ HEYMOPHOM U Pa3HOBPCHOM aKIIHjOM.

[Ipe Hero mTo caymHMMO Mperien TeKcToBa y Opojy 15, kenmmo na
M03/IpaBUMO W HOBY WIAHHWIy penaknuje, Mepumy Omeparuh ca YHuBep3uTera y
CapajeBy, koja Beh rogrHama BpefHo capalyyje ca KruoiceHciigom.

Hamry majoorarujy pyopuky JKeHcka KEHKEBHOCT U KYJITypa OBE TOAMHE
YUHH Ta49HO JIECET TeKCTOBA M TO HA YETUPH PA3INYNTA je3UKa: TIET Ha CPIICKOM, je/laH
Ha MaKeJOHCKOM, JIBa Ha €HIVIECKOM M, IITO je IJIaBHOM YPEeTHUKY MoceOHO aparo
— 1Ba paja Ha QpaHIyCKOM je3uKy. [IpBu on Tpu TEKCTa KOjU ce TOTUYY MECHUYKOT
CTBapajaITBa y 0BOM Opojy H3 repa je moJbcke ayropke Maxxene Mahynesud. OBaj
paja HyIu KPUTHYKO TIPENCIUTHBAE TOMOCA 3a3U/IaHe JKEHE U3 POIHE MEPCIIEKTHBE
temarnsyjyhu necme [lecanke MakcumoBuh n Buromupa Huxonuha y xoHTEKCTY
[I03HATE ercKe necMme ,,3uaame Ckanpa‘“. Pax Enene Kapny3oBcke UHTEpIIpETATUBHY
MY MTOKJIakha CEMaHTHIIN TOTIOCA U MeTaOPUIKIX MOTHBA Y TIO€3UjH CaBpeMeHe
MakeloHCKe TiecHuKube Jlnamje JlnmroBcke, nok TekcT 3opaHe Dykuh Ha Tpary
TUHOKPUTHYKAX HCTPAKWBAmkbha PETO3WIMOHUPA TECHUYKO JIeJI0 jYTOCIOBEHCKE
MECHUKAE pyMyHCKor mopekia OPnopuke Illredpan y KOHTEeKCTy KaHOHa
JYTOCIIOBEHCKE KHMKEBHOCTH. Ha mcTHM OcHOBaMa M IMO3WIMjaMa UCTyIa TEKCT
Mepume Omeparuh amoctpodupajyhn KaHOHCKY M KyITYpHY PEUHTEpIIPETaINn]y
kikeBHOT fena Haduje Capajnuh, mpBe 60ocaHcke MyCcIIMMaHCKe ayTOPKE MpHYa.
Crnene nBa pana Ha (panmyckom je3uky: Hukona bjennh ananmmsom kpaTkor pomana
Ounun caBpeMeHe GpaHirycke crincarespuiie Kamuj Jlopanc moasnadu crierupuaHo
nmicame O TpasHuHU (écriture) Te ayTopke y KOjeM JIMYHH TYOHTaK II0CTaje
YHHBEP3aJHO UCKYCTBO, ICTOBPEMEHO JINYHO ¥ KOJIEKTUBHO, MHTUMHO U apXETHUIICKO,
ok pan Jlanmene hypko m Bane AmocronoBcku Temarusyje cehame M Bpeme y
pomany Hauene wese ppankodone cnimcarespuiie Acje [lebap riae ce MHINBUIYaTHO



M KOJIEKTHBHO cehame HempecTaHo YKpINTajy y cBecTH nporaronucra. Ilocre
uHTpUranTHor paga Cape Jleuh o XUOpHIHUM HACHTHTETHMA JKEHA HA MapTUHH
MOJICPHOCTH y KOME ayTopKa rnmopeau pomad Hoge Jenene J. lumurpujesuh u nmpuue
Pasgsajarve n Haxon pasgeajarva ®enr Jyenhyn, cnean pan JacmuHe Axmeraruh
KOJHU HUCTPaxyje YJIOTy J>CHCKMX JIMKOBA Kao MeIujaTropa HHIMBUIAYATHOI U
er3UCTCHIUJATHOT pa3Boja MYIIKUX MPOTaroHucra y Hoenama Pobepra Myswuna.
Hamocnetky, Teker Mmunana CpenojeBuhia HCHHTYje XEreMOHH MACKYJIHMHUTET
y poMany Youiiu witiuyy pyiaiuyy amepudke aytopke Xaprep Jlu, a pyOpuky
3aTBapaMo JAPYTHM JI€JIO0M JOKyMEHTapHOT HCTpaknBama AHe Mutposcku ,,Kyhe
3a cehamwe Ha Hanexny [lerpoBuh™ y kojem ayTopka HacTaBjba CBOjYy MUHYIIHO3HY
aHaJM3y apxXuBCKe rpale y u3y3eTHoj] KoMOMHaIMjU ca xuBuM cehamruma Musora
Konapixa na xyhy [lerposuha y Hekagammoj Parapckoj 32.

VY oBoMm Opojy u3aBajaMO JBa WHTEPBjya O]l KOjUX je TPBU Yy BE3H ca
CTYJIEHTCKUM TIpoTecTUMa: , JMHH M1 C€ J]a CMO CTaJIHO OMJIM Ha HEKUM TIpOTeCcTHMAa‘
(pasroop ca Jlparanom [ToroBuh Boguna je brsbana JlojunnoBuh), 10K je qpyTH U3
KPUTHUKO-TECOPHjCKOT foMeHa: ,,[loe3uja je nmpakca kputuke™ (pasroBop ca Pejuen
bnay [{yllnesu Boguina je Jlyopaska Bypuh).

Crnene mpuKasd 4YETUPH H3Y3€THE KHHIC KOoje Cy O0jaB/bEHE Y OBOj
WM TIPETXOJIHO] TOAMHU: 30upka noesuje Ha oxeany u iipexo oxeana Jenene J.
Humurpujesuh, Kruiomyduse ogicene cpiickol cpegroel eexa aytopke CBeTiiaHe
TomuH, [loopuna Iasunuh Knesmunojroeuh ayropa Anexcanapa Hukesuha u JKene
Tonoi otioxa : radxcrwenuye 3001 Ungopmobupoa y Jyiocnasuju ayropke JbyOunke
[Hxopauh.

Bpoj 3arBapamo norahajem WuTepmucumrumHapHa melhyHapojgHa JeTHa
mkona: Crossing Media Boundaries: Gender and Writing Across Artistic Media
u cehameM Ha mpodecopky Asiekcanapy Bpanem koja je Owia €0 TpojeKTa
K®KeHCTBO 0/1 lEerOBOT OCHHBAA, a KOja HAaC j€ HAIyCTHIIA Y OBOj TOUHH.

V nme penakmnuje yaconuca Kruoicenciiso
Bnagumup DBypuh,
IJIABHU M OJITOBOPHH YPEIHUK



INTRODUCTION

Before the readers is the fifteenth issue of KnjiZzenstvo, a journal for studies in
literature, gender and culture, launched in 2011 as part of the research project
titled Knjizenstvo — Theory and History of Women's Writing in Serbian until 1915,
funded by the Ministry of Education, Science and Technological Development of the
Republic of Serbia

Unfortunately, as in previous years, we are greeting December 2025 with
a sense of rising anxiety in the face of the “shipwreck of civilizations” that is
striking the modern world. Still, we continue to believe that the diverse texts in this
issue will offer our readers valuable insights and serve as a guide in these times of
general uncertainty, directing us toward ways in which it is possible — and necessary
— to speak, think, and act. This is testified to, in this very year, by the numerous
student protests — unprecedented in Serbia to this day — aimed against every form of
corruption and injustice, characterized, among other things, by outspoken speech,
sharp-witted slogans, and, finally, tireless and diverse action.

Before we make an overview of the texts in issue 15, we would like to
welcome a new member of the editorial team, Merima Omeragi¢ from the University
of Sarajevo, who has been diligently collaborating with Knjizenstvo for many years.

Ourrichestsection, Women’s Writing and Culture, consists this year of exactly
tentextsinfourdifferentlanguages:fiveinSerbian,oneinMacedonian,twoinEnglish,and
—something that particularly delights the editor-in-chief—two contributions in French.
The first of three texts in this issue that address poetic creation comes from the Polish
author Marzena Maciulewicz. Her paper offers a critical reexamination of the topos
of the walled-in woman from a gender perspective, discussing the poems of Desanka
Maksimovi¢ and Vitomir Nikoli¢ in the context of the well-known epic poem “The
Building of Skadar”.

Elena Karpuzovska’s contribution focuses its interpretive attention on
the semantics of topoi and metaphorical motifs in the poetry of contemporary
Macedonian poet Lidija Dimkovska, while Zorana Puki¢’s text — following the
path of gynocritical research — repositions the poetic work of the Yugoslav poet of
Romanian origin Florica Stefan within the context of the Yugoslav literary canon.
Working from similar premises and positions, Merima Omeragi¢ emphasizes the
canonical and cultural reinterpretation of the literary work of Nafija Sarajli¢, the first
Bosnian Muslim woman writer of short stories. Next follow two papers in French:
Nikola Bjeli¢, through an analysis of Philippe, a short novel by contemporary French
writer Camille Laurens, highlights that author’s specific écriture of emptiness, in
which personal loss becomes a universal experience — at once personal and collective,
intimate and archetypal. The article by Daniela Curko and Vanna Apostolovski
examines memory and time in Les Alouettes naives by the Francophone writer
Assia Djebar, where individual and collective memory are constantly interwoven



in the consciousness of the protagonists. After the intriguing study by Sara Levi¢ on
the hybrid identities of women on the margins of modernity — in which the author
compares Jelena J. Dimitrijevi¢’s novel New Women with Feng Yuanjun’s stories
Separation and After Separation — we present Jasmina Ahmetagic¢’s paper, which
investigates the role of female characters as mediators of the individual and existential
development of male protagonists in the novellas of Robert Musil. Finally, the text
by Milan Sredojevi¢ examines hegemonic masculinity in 7o Kill a Mockingbird by
the American author Harper Lee, and we close the section with the second part of
Ana Mitrovski’s documentary research, “Houses in Memory of Nadezda Petrovic¢”,
in which the author continues her meticulous analysis of archival material in an
exceptional combination with Milos Kolarz’s living memories of the Petrovi¢ house
on what was formerly Ratarska 32.

In this issue we highlight two interviews, the first about the student protests:
“We Were Constantly in Some Kind of Protest” (Biljana Doj¢inovi¢ in conversation
with Dragana Popovi¢), and the second from the field of critical theory: “Poetry is a
Practice of Critique” (Dubravka Puri¢ in conversation with Rachel Blau DuPlessis).

Next come reviews of four exceptional books published this year or the
previous one: the poetry collection On the Ocean and Across the Ocean by Jelena J.
Dimitrijevi¢; Book-Loving Women of the Serbian Middle Ages by Svetlana Tomin;
Dobrila Glavini¢ Knezmilojkovi¢ by Aleksandar Nikezi¢; and The Women of Goli
Otok: Female Prisoners Punished over the Informbiro in Yugoslavia by Ljubinka
Skordi¢.

We close the issue with coverage of the event Interdisciplinary International
Summer School: Crossing Media Boundaries: Gender and Writing Across Artistic
Media, and with a remembrance of Professor Aleksandra Vranes, who had been part
of the Knjizenstvo project since its founding and who passed away this year.

On behalf of the editorial board of Knjizenstvo,
Vladimir Puri¢,
Editor-in-Chief



AVANT-PROPOS

Les lectrices et les lecteurs ont devant eux le quinzieme numéro de Knjizenstvo,
revue dédi¢e aux études de littérature, de genre et de culture, fondée en 2011 dans
le cadre du projet de recherche KnjiZzenstvo, théorie et histoire de la littérature
féminine en langue serbe jusqu’en 1915, financé par le Ministére de I’Education, de
la Science et du Développement technologique de la République de Serbie. Hélas,
comme les années précédentes, nous accueillons décembre 2025 avec un sentiment
d’inquiétude croissante face au « naufrage des civilisations » qui frappe le monde
contemporain. Nous continuons toutefois de croire que les textes divers réunis
dans ce numéro offriront a nos lectrices et lecteurs des perspectives précieuses et
serviront de points de repere en des temps d’incertitude générale, en nous orientant
vers les manieres dont il est possible — et nécessaire — de parler, de penser et d’agir.
En témoigne notamment, cette année, le mouvement de protestations étudiantes,
nombreuses et inédites en Serbie jusqu’a présent, dirigées contre toute forme de
corruption et d’injustice, caractérisées entre autres par la prise de parole vigoureuse,
le mot d’ordre inventif et, enfin, ’action infatigable et multiforme.

Avant de présenter un apergu des textes du numéro 15, nous souhaitons
saluer la nouvelle membre de notre rédaction, Merima Omeragi¢ de 1’Université de
Sarajevo, qui collabore assidiiment avec KnjiZzenstvo depuis de nombreuses années.

Notre rubrique la plus riche, Littérature et culture des femmes, compte cette
année exactement dix contributions, rédigées en quatre langues : cinq en serbe, une
en macédonien, deux en anglais et — ce qui réjouit particulierement le rédacteur
en chef — deux en frangais. Le premier des trois textes consacrés a la poésie, celui
de ’autrice polonaise Marzena Maculewicz, propose d’un point de vue genré une
relecture critique du topos de la femme emmurée en analysant des poémes de
Desanka Maksimovi¢ et de Vitomir Nikoli¢ dans le contexte de la célebre chanson
épique « La Construction de Skadar ». Le travail d’Elena Karpuzovska s’intéresse
a la sémantique des topoi et des motifs métaphoriques dans la poésie de la pocte
macédonienne contemporaine Lidija Dimkovska, tandis que le texte de Zorana
bukié, dans la lignée des recherches gynocritiques, repositionne I’ceuvre poétique
de Florica Stefan, poéte yougoslave d’origine roumaine, dans le contexte du canon
littéraire yougoslave. Suivant cette méme orientation, 1’article de Merima Omeragic¢
met en lumiére la réinterprétation canonique et culturelle de I’ceuvre de Nafija
Sarajli¢, premiere autrice de contes musulmane de Bosnie.

Viennent ensuite deux articles en frangais : Nikola Bjeli¢, dans son analyse
du court roman Philippe de 1’écrivaine francaise contemporaine Camille Laurens,
souligne une écriture particuliére du vide (écriture) ou la perte intime devient une
expérience universelle, a la fois personnelle et collective, intime et archétypale ;
tandis que le texte de Daniela Curko et Vana Apostolovski se penche sur la mémoire
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et le temps dans le roman Les Alouettes naives de I’écrivaine francophone Assia
Djebar, ou mémoire individuelle et mémoire collective s’enchevétrent sans cesse
dans la conscience des protagonistes. Apres I’article stimulant de Sara Levi¢ sur les
identités hybrides des femmes en marge de la modernité — texte dans lequel ’autrice
compare le roman Nove de Jelena J. Dimitrijevi¢ et les récits « La Séparation »
et « Apres la séparation » de Feng Yuanjun —, suit 1I’étude de Jasmina Ahmetagic,
consacrée au role des personnages féminins comme médiatrices du développement
individuel et existentiel des protagonistes masculins dans les nouvelles de Robert
Musil. Enfin, le texte de Milan Sredojevi¢ examine la masculinité hégémonique
dans le roman Tuer [’oiseau moqueur de I’écrivaine américaine Harper Lee, et la
rubrique se clot par la seconde partie de I’enquéte documentaire d’ Ana Mitrovski, «
Les maisons du souvenir de Nadezda Petrovic », dans laquelle 1’autrice poursuit son
analyse minutieuse des archives, admirablement articulée aux souvenirs vivants de
Milos§ Kolarz sur la maison des Petrovi¢, autrefois située au 32 de la rue Ratarska.

Cenuméro présente deux entretiens, dont le premier est lié aux manifestations
étudiantes du siecle précédent : « Il me semble que nous avons toujours été dans
quelque manifestation » (entretien de Dragana Popovi¢ mené par Biljana Doj¢inovic)
; et le second, issu du domaine de la théorie critique : « La poésie est une pratique
critique » (entretien avec Rachel Blau DuPlessis mené par Dubravka Duric).

Suivent les recensions de quatre ouvrages remarquables, publiés cette année
ou I’année précédente : le recueil poétique Sur ['océan et au-dela de I’océan de
Jelena J. Dimitrijevi¢ ; Les femmes bibliophiles du Moyen Age serbe de Svetlana
Tomin ; Dobrila Glavini¢ Knezmilojkovi¢ d’ Aleksandar Nikezi¢ ; et Les femmes de
Goli Otok : les condamnées de I'Informbiro en Yougoslavie de Ljubinka Skordié.

Nous cléturons ce numéro par un compte rendu de I’Ecole d’été internationale
et interdisciplinaire : Crossing Media Boundaries: Gender and Writing Across
Artistic Media, ainsi qu’un hommage a la professeure Aleksandra Vranes, qui fit
partie du projet KnjiZzenstvo depuis ses débuts et qui nous a quittés cette année.

Au nom de la rédaction de la revue Knjizenstvo
Vladimir Purié,
rédacteur en chef
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JKEHCKA KIBbVMJKEBHOCT U KYJITYPA /
WOMEN’S WRITING AND CULTURE



Original scientific article 821.163.41.09-1:398
821.163.41.09-1 Huxonuh B.

821.163.41.09-1 Makcumosuh /1.
https://doi.org/10.18485/knjiz.2025.15.15.1

Marzena Maciulewicz”
Institute of Slavic Studies
Polish Academy of Sciences
Warsaw

Poetry and the Burden of Creation: Rethinking the Walled-
Up Woman Folk Topos Through Gendered Lenses'

The objective of this paper is to present a reinterpretation of the topos of the walled-up
woman in contemporary poetry based on two poems: “Gojkovica” [“T ojkoBuria”] by
Desanka Maksimovi¢ (1898-1993) and “Despair” [“Oua;j”] by Vitomir Vito Nikoli¢
(1934-1994). Both poems are analyzed in reference to the epic song “The Building of
Skadar”. The interpretation of a folk text in relation to gender relations, as proposed
by Alan Dundes in his monograph The Walled-Up Wife (Dundes, 1996), serves as
a critical reference point for introducing both male and female perspectives in the
analysis of those poetic works. This paper argues that key interventions in relation
to the primary source include the centering of the lyrical subject — emphasizing
individual emotions and existential struggles — and the prioritization of the Gojkovica
figure, accompanied by the marginalization of other characters. It concludes that this
folk motif, though often regarded as marginal or peripheral, remains a fertile means
of expressing the dilemmas of contemporary human experience, particularly those
of the poet-creator. Furthermore, it continues to play a vital role in shaping local
cultural identities.

Keywords: walled-up woman, folk tradition, foundation sacrifice, gender, Gojkovica

1. The Folk Topos of the Walled-up Woman

There exists a long and multifaceted tradition of invoking the topos
of the walled-up woman centered on the motif of foundation sacrifice. At
the heart of this narrative is the figure of the woman — mother — wife who

" marzena.maciulewicz@ispan.edu.pl ; https://orcid.org/0000-0002-7704-1412

! Research for this paper was conducted within the project ‘The Topos of an “Immured Woman” in the
Cultures of Southeastern Europe and Hungary’ implemented in a period 2021-2025 at the Institute of
Slavic Studies, Polish Academy of Sciences, based in Warsaw, and financed by National Science Centre
Poland (2020/37/B/HS2/00152).
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is compelled to sacrifice her life to secure the successful construction and
enduring stability of a structure deemed essential to the community.

This folk motif originating from oral tradition, is available to
contemporary audiences in the form of songs, legends, and ballads. Nada
MiloSevi¢-Pordevi¢ emphasizes that the motif of immurement, presented
within a developed narrative and in the form of an epic song, appears in
two primary variants. Both revolve around the construction of a structure in
continual destruction. In the first case the destruction is to be halted through
the immurement of children and the offering of goods to the river; in the
second by the immurement of a woman who brings food to the builders
(Milosevi¢-Dordevi¢ 1971: 335).

In scholarly interpretations of cross-cultural character, the motif, on
one hand, functions as a remnant of ancient beliefs and rituals, on the other
hand, it reflects folk values and norms. According to the myth-ritual theory
it originates from archaic sacrificial practices required to appease otherwise
hostile supernatural spirits (Dundes 1996 after Koéhler 1896, O’Sullivan 1945,
Brewster 1971). The anthropological-literary approach emphasizes the ethical
and psychological dimensions of the story, highlighting the mechanisms
of loyalty, betrayal, and self-sacrifice. Elements of the myth-ritual theory
appear in numerous analyses by local researchers of folk art, as well as by
anthropologists, cultural studies scholars, and cultural historians, particularly
in discussions centered on the issue of human sacrifice (Trojanovi¢ 1911;
Jani¢ijevi¢ 1986; Pavlovié 1987; Petrovi¢ 1992; Peri¢ 1997; Suti¢ 2001;
Milosevi¢-Pordevi¢ 1971). In this paper, the nation-centered discourse
that dominated 19th-century interpretations of texts featuring the topos of
foundation sacrifice, particularly the emphasis on the “primacy” of a given
national variant’s origins, is set aside (Juri¢ 2020, Dundes 1996).

Two interpretative perspectives also emerge from the dual meaning
of the sacrificial foundation topos, articulated through the motif of day and
night as symbolic spaces of creation and destruction. Suti¢ identifies these
perspectives as an aesthetic one — concerned primarily with the analysis
of creative processes — and an anti-aesthetic one, which foregrounds the
barbaric dimension of sacrifice (Suti¢ 2012). Aleksi¢ similarly argues that
critical engagement tends to incline toward either the constructive or the
destructive aspect of the motif. At the same time, the semantic ambiguity
of the topos enables interpretations that incorporate the symbolism of death
(particularly of the human body) as a necessary precondition for the creation
of something new, whether a new cosmogony, family, community, or other
cultural formation. (Aleksi¢ 2013).
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Alan Dundes, in contrast to myth-ritual interpretations, which he
critiques as overly simplistic and literal in their treatment of this extraordinary
ballad? up to the present day (Dundes 1996: 201), proposes an interpretation
of the folk motif through the lens of gender relations and (fe)male capacities
for (pro)creation. In this paper, Dundes’s insights serve as a critical reference
point for adopting a gender-centered approach that incorporates both male
and female perspectives in the analysis of selected contemporary poetic
works engaging with the topos of the walled-up woman.

This article begins with a concise overview of the epic song “The
Building of Skadar”, considered the earliest published and most widespread
written version featuring the topos of the walled-up woman, which serves
as the primary source for the analysis. This introduction is followed by an
analysis of two contemporary poems: “Gojkovica” [“TojkoBuha”] by Desanka
Maksimovi¢ (1898-1993) and “Despair” [“Owuaj”] by Vitomir Vito Nikoli¢
(1934-1994) in reference to the main motives from ‘The Building of Skadar’
folk song. The discussion then turns to Alan Dundes’s interpretative framework,
which reads the topos through the lens of male and female capacities for
(pro)creation. The article concludes by summarizing the identification of both
original elements and new interpretive dimensions of the walled-up woman
topos, as they emerge through the poetic reinterpretation of the epic song. It
also emphasizes the continued significance of folk tradition and walled-up
woman motif within contemporary culture.

2. “The Building of Skadar” Epic Song

The folk song “The Building of Skadar” [“Zidanje Skadra™], the
most popular work that contains the topos of a walled-up woman, was
first published in the collection of Vuk Karadzi¢ (1787—-1864) in the early
19th century (Karadzi¢ 1823: 10-20). It was written down on the basis of
performance of the singer [guslar] Elder Rasko (of Kolasin) [Starac Rasko
(Kolasinac)]. I would like to emphasize that there exist many other variants
of folk texts featuring the topos of the walled-up woman even with the same

2 The issue of genre is problematic because folk texts featuring the foundation-sacrifice or walled-
up-woman topos appear in multiple forms, ranging from ballads to epic songs, and are designated
differently by various authors. Vuk Karadzi¢ classified ‘The Building of Skadar’ as “an (epic) song”
in his collection ‘Serbian Folk Songs, Volume Two, Containing the Oldest Heroic Songs’ (Karadzi¢,
1823, pp. 10-20). By contrast, Dundes refers to the same text from Karadzi¢’s collection as a “ballad.”
In the preface to his book, Dundes elaborates on different folklore genres (including the epic), yet he
ultimately concludes that ‘the best-studied form of folksong is the traditional ballad’ (Dundes 1996: 5).
Therefore, when referring to ‘The Building of Skadar’, I use the designation “epic/folk song”, whereas
when discussing texts cited by other authors, I adopt their terminology.
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title’>. However, I refer to Rasko’s version which serves as the primary source
for the analysis because it is the one of the earliest published and the most
widespread variant.

The song is the story of three brothers from the Mrnjavcevi¢ medieval
family, who built the castle of Skadar on the Bojana River. The eldest Vuka$in
was the king, the other two were named UgljeSa and Gojko. Unfortunately,
their efforts were not fruitful. They carried on building for three years and
during that time what was built during the day was destroyed overnight. In
the fourth year, the vila [fairy]* informs King Vukasin that the erection of the
castle requires a sacrifice, and instructs him to find the siblings named Stoja
and Stojan and then wall the children in the foundations. With the mission to
find the siblings, the king sends his servant Desimir, who eventually returns
alone after three years of searching. The vila then instructs the king to wall
up one of the brothers’ wives. The one who comes the next day with lunch
for the builders is to be walled up. Vukasin tells the brothers about the vila s
demand, and they all swear that none of them will tell a word. Vukasin and
Ugljesa, however, unveil the secret to their wives the same evening, only
the youngest Gojko keeps his word. The next day, both wives of the older
brothers excuse themselves from going to the Bojana River. Despite many
responsibilities of caring for her infant son, the wife of the youngest brother
listens to the queen and heads off with a meal for the builders. When Gojko
spots his wife in the distance, he falls into despair, sheds tears and grieves the
loss of his beloved. Gojko’s wife does not understand the situation, it seems
to her that her husband’s grief is unwarranted; thinking it is a joke, she laughs
as the other brothers and builders begin to pile stones under her feet. Only
when they reach her waist does she begin to beg for mercy and try to bribe the

3 'We can find two variants of the epic song with the same title only in Vuk KaradZi¢’s collection. The
second version, scarcely known, was published in 1974 within a second volume of the collection of
previously unpublished manuscripts of Vuk Karadzi¢, entitled ‘Serbian folk songs from the unpublished
manuscripts of Vuk Stef. Karadzi¢’ [‘Cpricke Hapoare njecme u3 HeoOjaBbeHux pykomrca Byka Cred.
Kapayuha’]. It was written down on the basis of a performance of the singer Todor Ikov Piper and
sent to Karadzi¢ by Petar Njegos (Njegos 1951). Another text entitled ‘The Building of Skadar’ was
included into Kordunas Manojlo collection (Korduna$ 1891).

* Vila translated into English as a ‘nymph’ or ‘fairy’ is a complex figure from supernatural order. Veselin
Cajkanovi¢ argues that when her genealogy is fully examined, vila emerges as a divinity of nature and
natural phenomena, inseparably and intrinsically connected to the forest, to streams and lakes, and to
the clouds (Cajkanovi¢ 1973: 278). Nevertheless, he asserts, vila can also take the form of a woman,
among others (Ibid: 278). Tihomir Pordjevi¢ upholds this statement, contending that a vila constitutes
a type of supernatural female (Pordevi¢, 1989: 57). Adnan Cirgié, considering theories about the
origin of the vilas, agrees with Kuli$i¢, who links them to the representation of the demon of nature in
animism (Cirgi¢ 2021: 191). Vilas frequently appear in oral traditions concerning the creation of ancient
strongholds and cities (Ibid: 204), and are therefore figures inextricably linked to the motif of the
foundation sacrifice. In this case, vila is a woman, a demon or deity, and a representative of nature in the
form of a river, she combines multiple characteristics that elicit varied responses from other characters.
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brothers. Finally, when Gojkovica realizes her faith, she asks Master Rade to
leave openings for her breasts and eyes to see through them and feed her son
Jovan. Gojkovica loses her voice after a week, but continues to feed her child
for another year. According to the legend, a white liquid still appears there in
the place where the mother and wife was walled up, serving as a remedy for
women who cannot feed their newborns.

Through an analysis of various texts that engage with the topos of
the walled-up woman, I have identified several distinctive features in this
particular Rasko’s iteration. It is embedded within the narrative framework
of the medieval Mrnjav¢evi¢ family; it introduces two categories of
human sacrifice — namely, a sibling and a woman; the imperative of the
woman’s sacrifice is portrayed as naturalized and uncontested; and the act
of immurement is ultimately framed as producing a positive or generative
outcome. The walled-up woman’s body functions not only as the foundational
element of an enduring architectural structure but also as the symbolic
cornerstone of a patriarchal social order. The sacrificed woman, mother and
wife at the same time, consents to her death after a process of negotiation and
continues to nurse her child until the very end. In this way, she becomes both
the foundational element of a fortress intended to protect the community from
foreign invasion and a source of life-sustaining nourishment for present and
future generations.

I argue that the features of this widely known version mentioned
above contributed to the fact that, in most cases, narratives about this epic
song and its reinterpretations have focused on issues of (self-)sacrifice (for
the community) and the struggle for power in a reality constructed by and
perceived from a male perspective. This issue, which is extremely important
to local cultures, is addressed by Tatjana Aleksi¢ in book “The sacrified body.
Balkan community building and the fear of the freedom”. Aleksi¢ referring
among other sources to the epic song “The Building of Skadar”, argues that the
process of identity formation in the Balkan region rested upon the metaphor
of the body sacrificed for the sake of the community (Aleksi¢ 2013).

Moreover, by assigning the heroes the names of well-known epic
and at the same time historical figures, the singer historicized the content of
the universal topos (MiloSevi¢-Dordevi¢ 1971), thereby situating it within a
specific local context. As a result, “The Building of Skadar” was integrated
into the broader narrative of the Nemanji¢ dynasty and, by extension, the
golden age of medieval Serbian statehood (Mojasevi¢ 1976). These historical
references thus endowed the song with a new dimension, allowing the motif
of sacrifice to be interpreted in terms of the Serbian national experience
(Devrnja 1979).
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In contrast, the emphasis is distributed quite differently in poetic
works that engage with the topos of the walled-up woman analyzed in this
paper. This shift in emphasis is explored through an analysis of contemporary
poems, examined in the following sections with regard to both their structure
and thematic layers, in dialogue with the folk epic song “The Building of
Skadar”. The main themes connected with the topos of the walled-up woman
identified as crucial include: the meaning of the construction being erected and
its connection to existence and creation; the nature of the sacrifices involved;
and the representation of the main characters (including both female and male
perspectives) in relation to the source epic.

3. Skadar Descended into Despair

The poem “Ouaj” [Despair] by Vitomir Vito Nikoli¢ (1934-1994)
was first published in the volume “/IpymoBama” in 1962 (Nikoli¢ 1962). Vito
Nikoli¢ is regarded as one of the most important and popular Montenegrin
poets of the 20th century (Rakocevi¢ 2012). On the one hand, his work
is praised for its high artistic value; on the other, Nikoli¢’s poetry enjoys
widespread recognition and popularity among contemporary audiences across
different cultural strata’.

Nikoli¢’s poems refer to difficult existential moments, and speak of the
feelings that accompany man during crises and experiencing the transience of
existence. The poet describes a lonely man in a constant struggle with the
world and himself, doomed to constant breakdowns, who is ultimately left
only with his own sadness (Rakocevi¢ 2012).

Despair

The day rises and I — Skadar,
Evil forces have

turned me

into heaps,

crushed to the foundation.
For three years they

have broken me thus,

and I can no longer

keep building myself up
and falling

5 Interpretation of Nikoli¢’s poem by Danilo Celebi¢, one of Montenegro’s well-known actors, is
available on YouTube platform: https://www.youtube.com/watch?v=AuflB9S10dA [retrieved
23.04.2025].
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down the cliffs.

Gojkovica,

young Gojkovica...

(Nikoli¢ 1962; transl. M.M.)*

The lyrical subject in Nikoli¢’s poem is a man, an artist, a poet
confronting “evil forces.” The original solution comparing to the epic song
remains the personification of the fortified castle of Skadar. The lyrical
subject, like the medieval castle, has been regularly destroyed for a long
time. He is simultaneously a perpetually disintegrating and re-emerging
fortification upon a hill, as well as every rock tumbling down its slope. Much
like in the primary source employing the topos of the walled-up woman,
the “builder” once again, at daybreak, becomes aware of the destruction of
the “foundations” that condition his existence. It is not possible to clearly
determine what the “evil forces” that drive the lyrical subject to despair are.
Perhaps his condition is due to illness, the loss of a loved one, some kind of
impotence or other traumatic events (not necessarily on an individual level)
that have made existence unbearable.

The situation of collapse or despair has been going on for three years,
which is the same as at the beginning of the song “The Building of Skadar”.
This is the moment when one learns of the failures of the three brothers related
to the erection of the building, but the necessity of the sacrifice is a matter
of the future. Faced with repeated failures, the brothers in the song decide to
wall up one of the wives who arrives the following day at the construction site
bringing a meal. In this situation, the lyrical subject realizes that the sacrifice
is inevitable, maybe his despair is caused by the awareness of the inevitability
of sacrificing an innocent being.

¢ Quaj
Jlan ocBany a ja — Ckanap,
3ne me cuie
MPETBOPUIIC
y TOMHJIE,
JI0 TeMeJba MOPYIIUIIE.

Tpu roguHe Tako oHe
MEHE JIOME,

a ja BUINIC HUjecaM Kajaap
Jia ce 3uziaM

U CypBaBaM

HH3 JTTHIIC.

lojxoBurte,

mitana [ojkoBwie...
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The lyrical subject is apparently aware of the inevitable failure of any
efforts, lacking both hope and strength. He perceives himself as unfit —whether
due to a sense of weakness, or because he believes that he is undeserving, or
unworthy. This raises the question of whether, after three years of striving, the
lyrical subject contemplates surrender in recognition of the inevitability of
sacrifice and whether his despair arises from the profound awareness that the
offering of an innocent being is both necessary and inescapable.

Also noteworthy is the implied, erotically charged relationship
between the lyrical subject and the Gojkovica, articulated in the final two
stanzas. The man appears to invoke Gojkovica. However, who she is remains
ambiguous. Does she represent unhappy love, loss, or perhaps a muse?
Similarly, the question of the lyrical subject’s identification with Gojko, the
builder and Gojkovica’s husband, remains open. The nature of the relationship
between the lyrical subject and Gojkovica, as well as his dependence on her,
remains unresolved. It is possible that he is incapable of managing without
(the assistance of) Gojkovica. Alternatively, he may feel that he is failing the
“young Gojkovica” — unable to protect her from suffering — yet at the same
time recognizes that he cannot rise, liberate himself, or succeed without her
sacrifice. The metaphor of a crumbling, unfinished, failed construction site, a
project requiring innocent sacrifices, was used in Nikoli¢’s poem to portray
the human condition from male perspective.

Poem “Despair” is a part of a consideration with universal overtones,
but at the same time it is firmly rooted in local culture. Elements identical
to, or evoking folk traditions are apparent in the poem’s composition and
thematic structure. Rajko Cerovi¢ argues that “Odmetanje” and “Ocaj” are
examples of “untranslatable” works by virtue of their association with the local
folklore-cultural model (Cerovi¢ 2022). Unlike the source epic decasyllabic
verse, “Oc¢aj” has no fixed metrical structure, which makes it structurally
reminiscent of other forms of folk creativity rather than epic song. However,
Marija KneZevi¢ points out that the last two lines together form a decasyllabic
verse and thus keep the work within the space of epic tradition (Knezevi¢
2018). The subject matter of the piece reinforces the lyrical dimension,
making the poem an example of an original combination of epic and lyrical
inspiration from folk art.

4. Liberated Gojkovica

Desanka Maksimovi¢ (1898-1993) is a widely known poet and
writer, present in the cultural life of the country for more than 70 years. The
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importance of her work is evidenced by the establishment of an institution
commemorating her achievements in 1993 — the Desanka Maksimovié¢
Endowment [Zaduzbina].

The poem “Gojkovica” was published in the poetry volume “No
man’s land” [Nicija zemlja] (1979). Despite the fact that Maksimovié’s work
is widely known, the poem received neither widespread public nor academic
attention.

Gojkovica

Time is walling me up,

but poetry opens the tower window
and with its magnetic needle

I attract the gold of the stars

And the sky high

I touch with its antennae.

Time is walling me up,

but with poetry the tower of stone

I transform into a winged abode,

from which on the rainbow I make appointments
as on a beam.

Time is walling me up,

but by the simple means of poetry
I dig myself deep underground
corridors of liberation

as if with a pickaxe.

(Maksimovi¢ 1979; transl. M.M.)’

" lojrosuya
Bpeme me 3asubyje,
aJIv [0€e3uja MU 0TBapa Mpo30p Ha KyJIH
U EB>€HOM HIJIOM MarHeTCKOM
NPUBJIAYMM 3BE3/1a 371aTO
1 BHCOKHX ce HebOeca
aHTEeHaMa hEeHUM XBaTaM.

Bpeme me 3asubyje,

A ja TMoe3HjoM KaMeHy KTy

y KpHJIaT Yapiak npeoOpHyX,

C Wera J1a JIyru 3aKa3yjeM CacTaHKe
Kao Ha OpBHY.

Bpeme me 3a3ubyje,
A ja IMO0e3MjoM ITyKOM
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The topos of walling up is the central motif of the work, each of three
strophes begins with a reference to the motif of walling up. In Maksimovi¢’s
poem, it is not a one-time act, it is a process, it takes place constantly, it
is inherent in existence. Bricking up is enslavement, imprisonment, a
circumstance beyond the influence of the individual and beyond the reach
of his causality. Time metaphorically “walls-up” the lyrical subject which
apparently identifies herself with Gojkovica, restricts and detains her/them
within a certain framework. This condition can be interpreted in several ways,
both in the context of the passing of time, old age and death, as well as the
socio-cultural framework that determines the individual’s state of enslavement.
Liberation from the time that bricks up is possible thanks to both: the poetry
and the lyrical subject herself creating the poetry. The lyrical subject’s agency
is expressed through a shift in her position within the network of relationships
that structure her engagement with the world. Modification of the verb, from
the third to the first-person singular demonstrates that shift: “(...) but with
poetry the tower of stone / I transform into a winged abode”.

The issue of the perception of time corresponds with the overtones
of Maksimovi¢’s poem “I Have No More Time” [“Nemam viSe vremena”]
(1973) where the passing is presented as a basic poetic experience and an
expression of awareness of existence, rather than a longing for the lost time
or a borderline situation of loss (implying fear of death) (Boskovi¢ 2004). The
time of the lyrical subject is not over, the text is an expression of awareness
of the value of life and responsibility for decisions, there is no more time for
unimportant, unnecessary or unnecessarily difficult matters. The overtones
of both poems “Gojkovica” and “Nemam vise vremena” indicate deep self-
reflection and a sense of agency.

The other interpretive path which strengthens the idea of the socio-
cultural framework as the reason for Gojkovica’s struggle is indicated by the
information about the tower (kula)® in which the titular Gojkovica is walled
up. The tower evokes contradictory associations, on the one hand it is an
element of a fortified building, built of stone, stable and used for protection,
on the other hand it is a symbol of confinement, captivity, restriction. Does the
tower symbolize marriage? This interpretive thread points to the theme of a
structural resemblance between the act of immurement and the rituals of both

JIyOOKO 110]] 3eMJbOM cebu J1ybem

CIIACHIIAYKE XOJHUKE

Kao ITHjYKOM.
8 The word kula is a Balkan Turkism, originating from Arabic (ar. kulla) (Skok 1972), and was introduced
into the Slavic languages through Turkish during the time of the Ottoman Empire. According to the
dictionary of Turkisms in the Serbo-Croatian language, kula can have at least three meanings: 1) a part
of a fortress — a stone building with loopholes instead of windows, designed for defense against attacks;
2) a multi-story residential building; 3) a tower (Skalji¢ 1985).
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marriage and burial — a parallel introduced in Miroslav Suti¢’s reflections on
the meaning of immurement in epic song “The Building of Skadar” (Suti¢
2012). Thus, one could conclude from this that the lyrical subject may be
interpreted as female who identifies herself with the figure of Gojkovica
as limited by the rules of the (patriarchal) world in which she lives. This
also aligns with Dundes’s proposed interpretation of the folk ballad, which I
further develop below.

5. (Fe)male Perspectives on the Burden of Creation

Alan Dundes’s interpretation of the topos of walled-up woman
presented in monograph The Walled-Up Wife offers a framework for reading
both the folk text and its reinterpretation through the lens of male and female
capacities for procreation and creation (Dundes 1996).

Dundes argues that there are at least two distinct possible perspectives:
one of the victim, the tragic fate of the female who is immured, and the other
of the male builder and tragic grief of the builder-widower (Dundes 1996:
200). Based on his analysis of numerous variants of folk narratives from
around the world, he concludes that in the Balkan tradition, the story is most
frequently presented from the perspective of the male builders (Ibid: 201).
In presenting the male perspective, Dundes refers to the night-day motif —
particularly the nightly destruction of the constructed fortress — linking the act
of building to male erection and, by extension, to male procreative capacity.
Introducing feminist reading of the ballad he argues that the plot provides a
deadly metaphor for marriage in which a wife — figuratively immured — is
forced to give up her freedom and mobility by the demands of her husband
and his family (Ibid: 200). The window, through which she can feed her infant
son, he claims, serves as the only sole point of contact with the outside world
(Ibid: 198). Dundes argues that his proposal of reading explains why female
is the one sacrificed and reveals ballad’s popularity and continuous presence
in many countries’.

The poems under discussion offer both the perspective of the woman-
as-victim and that of the man-as-builder of the fortress. They align with
existing interpretations and remain closely connected to folk tradition, yet by
introducing a strong existential perspective of the individual, they also reveal
new potential avenues for interpretation.

° Tatjana Aleksi¢ expands upon Dundes’s analysis by offering a novel framework for interpreting
the persistence of sacrificial tropes in the Balkans. Drawing on gender studies, myth studies, cultural
theory, human rights discourse, and Balkan studies, she connects these tropes to contemporary forms of
violence and processes of communal formation (Aleksi¢ 2013).
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Nikoli¢’s poem opens at least two compelling interpretive paths
connected to the topos of the walled-up woman and the foundational
sacrifice, both of which concern male and female creative potential. In the
context of the erotic relationship between the man (Skadar-Gojko) and the
woman (Gojkovica), the nightly destruction of the foundations may be read
as a manifestation of male procreative incapacity, while the relentless pursuit
of completing the construction — even at the cost of sacrificing Gojkovica —
can be interpreted as an attempt to compensate for this inability. According to
Dundes the ballad “represents wishful thinking on the part of males, that they
can create remarkable edifices just as women procreate, but the sad reality
is that the male hubris brings only death to the female” (Dundes 1996: 201).

The destroyed foundations may also symbolize the creative crisis
of the builder — be it an artist, a poet, or a creator. The lyrical subject may
be creatively barren, unable to produce, or exhausted and burdened by the
responsibility for his previous works and actions. In this interpretation,
Gojkovica may symbolize his supportive inner element — one that, likely at its
own expense, provides relief or serves as a source of inspiration. The lyrical
subject, Skadar in this reading, is a despairing man who suffers from poetic
or artistic impotence.

In the context of the distinction between the female and male creative
potential as well as perspectives on the topos reading, the analogy between
the poems of Nikoli¢ and Maksimovi¢ proves particularly compelling.
Numerous parallels can be observed between the situation and actions of
the heroines in the folk epic song and in the modern poem. Both women,
by virtue of their gender, experience certain forms of subjugation within the
dominant socio-cultural framework. At the same time, their actions extend
beyond the individual and impact the wider community. In the traditional
song, Gojkovica supports other women by “nurturing” future generations of
infants. In the poem, Gojkovica reclaims her voice through poetry, engaging
in an act of self-liberation and reasserting agency — not only for herself but
also on behalf of other women, challenging the gendered constraints imposed
by the dominant socio-cultural order.

Like most of Desanka Maksimovi¢’s poems, the piece is positive
in tone because the lyrical subject finds a way to liberate herself. Slobodan
Markovi¢ points out that Desanka Maksimovi¢ stops at key historical
moments and figures; he argues that the poet sees the boundaries that divide
eras, sees their obstacles and challenges, but at the same time, as exemplified
in the Gojkovica poem, she expresses her faith in the power of poetry: “Time
is walling me up, but poetry opens the tower window” (Markovi¢ 2004: 76).
The existence of limitations is undeniable, but in Desanka’s poem, poetry is a
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way to overcome them. Although time is limiting, poetry allows the woman
to symbolically open a window, travel and fulfill her dreams (touching the
stars and sky), create a house from a tower (depicted as a winged cardak) and
learn about herself (liberation by digging freeing passages, breaking through
them with a pickaxe). Creation and the poet’s imagination become gateways
to freedom and a source of happiness despite limitations and the inexorable
passing of time.

Aninteresting interpretive path that takes into account the extra-literary
context, other works by Desanka Maksimovi¢ and contemporary interpretive
tendencies is proposed by Celia Hawkesworth. The author of Voices in the
Shadows: Women and Verbal Art in Serbia and Bosnia (Hawkesworth 2000)
herself describes her interpretation as an alternative feminist reading, which
implies confronting the poet with the dominant heroic ethos. Hawkesworth
points out that Maksimovi¢, in her volume [ Ask for Forgiveness [Trazim
pomilovanje] (1964), which is a kind of polemic against the Dusan s Code
[Aywanos 3arxonux], gives voice to the hidden, silent figures of ordinary
medieval women. In her view, Desanka, having previously proven her
devotion to her homeland (and having become, as it were, a poetic authority
creating in the national spirit), could afford to present an alternative image as
a model that could coexist with the heroic ethos that dominates and excludes
all alternatives (Hawkesworth 2000). The poem “Gojkovica” is in line with
these motivations, the poet gives voice and agency to the heroine of the epic
song, makes her the central figure of the work without any references to the
male heroes of the epic song although she does not name her other than as in
the source song after her husband’s name — Gojko.

In both cases, the central figure of the Nikoli¢’s and Maksimovié’s
poem can be interpreted in relation to male and female creative potential —
not only connected with the roles of mother and builder, but also as an artist-
creator reflecting on the creative process, the meaning of existence, and the
existential condition that accompanies it. The difference between them lies
in the contrasting attitudes of the individuals toward the symbolic structure
undergoing destruction. The artistic work of both male and female creators,
metaphorically envisioned in reference to an edifice, is ultimately destroyed by
time or malevolent forces, in response to which the creators adopt contrasting
attitudes: resignation versus resistance. While in Nikoli¢’s poem creation is
portrayed solely as a source of crisis and suffering, in Maksimovi¢’s work it
becomes a source of freedom.

In Nikoli¢’s poem, motifs from the original folk song are employed to
depict the creative crisis of the builder-artist-poet who, in a state of impotence,
calls upon Gojkovica, which may suggest a dependence on the feminine. In
contrast, in Maksimovi¢’s poem, the figure of Gojkovica serves as a point
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of departure for the restoration of agency and the search for ways to attain
freedom. In Nikoli¢’s poem, Gojkovica serves as essential support for the
lyrical subject, whereas in Maksimovi¢’s work, the lyrical subject identifies
with Gojkovica, who independently confronts adversity. While in Nikoli¢’s
text the crumbling foundations may be interpreted as a metaphor for artistic
impotence, the tower walls in Gojkovica provoke the release of the heroine’s
creative potential, as she overcomes the crisis through an act of self-liberation.
Poetry is thus portrayed as a site of crisis and suffering, but also as a potential
space for freedom.

Interpretation of folk texts with walled-up woman topos from the
creator perspective and in the context of artistic work is neither new nor
isolated phenomenon, but rather reserved for male-centered perspective.
Moreover, it was rather marginalized in previous (re)interpretations of “The
Building the Skadar” while this narrative was dominated by presence of
historical characters, the issue of sacrifice as well as the hero and the anti-hero
figures, all not rarely connected with the struggle for influence and ideological
disputes over a national variant “primacy”. Nikoli¢’s and Maksimovi¢’s return
to the topos of the walled-up woman enables not only the development of
new (fe)male readings, but also a reconsideration of previously marginalized
interpretative tropes. These new readings of texts featuring the walled-up
woman allow for a (re)discovery of the richness of folk creativity — partially
liberated not only from gendered but also nation-centered narratives.

6. Folk Tradition Reinterpreted: Revealing New
Layers Through Contemporary Readings

Nikoli¢’s and Maksimovi¢’s poems align with existing interpretations
and remain closely connected to folk tradition, yet by introducing a strong
existential perspective of the individual, they also reveal new potential
avenues for interpretation. Moreover, they allow not only the development of
new (fe)male readings, but also a reconsideration of previously marginalized
interpretative tropes as well as the integration of both constructive and
destructive aspects of interpretation.

Both the original elements and new interpretive dimensions of the
walled-up woman topos emerge through the analysis of poetic reinterpretations
of the epic song. The representation of the main characters in relation to the
primary epic song reveals a clear prioritization of the figure of Gojkovica,
accompanied by the marginalization of other characters, most notably, the
striking absence of brothers from Mrnjavcéevi¢ medieval family. The shift in
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perspective was observed both in terms of gender (from male to female) and
subject position (from group to individual). Instead of the singer’s narrative
centered on a community story from the perspective of male builders, we
are presented with the perspective of the individual, focused on their own
existence and the process of creation. In the center appears the lyrical subject
— emphasizing individual emotions and existential struggles whether male
or female. The poems introduce exclusively the symbolic meaning of the
construction being erected presenting it as a framework for the struggle
linked to existence and creation. This perspective enables a broader and more
nuanced understanding of the nature of sacrifice in relation to the figure of the
creator, whether male or female.

Although the analyzed poetic works differ significantly from the
primary epic song, their cultural foundations remain intact, attesting to the
enduring significance of native traditions and the internalization of folk
culture, which was demonstrated by the identified presence of folk tradition
elements in the structural and thematic layers. The continued significance of
folk tradition and the motif of the walled-up woman in contemporary culture
is evident in the very fact that such a reinterpretation emerges at all.

Moreover, it demonstrates that this folk motif, though often regarded
as marginal or peripheral, remains fertile in expressing the dilemmas of
the contemporary human experience and continues to play a vital role in
shaping local cultural identities. These findings are consistent with Aleksi¢’s
conclusions, who contends that sacrificial logic is deeply embedded in cultural
texts, which function as vehicles for articulating and perpetuating communal
belonging, processes of exclusion, and the apprehension of freedom (Aleksi¢
2013).

These new readings of texts featuring the topos of the walled-up
woman allow for a less literal and more cross-cultural interpretation. In doing
so, they enable a (re)discovery of the richness of folk creativity, partially
freed from gendered and nation-centered narratives.

References

Aleksi¢, Tatjana. The Sacrified Body: Balkan Community Building and the
Fear of Freedom. Pittsburgh: University of Pittsburgh Press, 2013.

Boskovi¢, Ljiljana. “Spoznaja prolaznosti u zbirci pesama Desanke
Maksimovi¢ Nemam vise vremena.” In Istorija kao inspiracija u
delu Desanke Maksimovié¢: zbornik radova, editor Ana Cosié¢-Vukié,
Beograd: ZaduZzbina Desanke Maksimovi¢, 2005. [original in Cyrillic]

27



Cerovi¢, Radoje. “Vito Nikoli¢ ili skupa sloboda: sjecanje na crnogorskog
pjesnika kojinas je bogatio samim biserima.” In Pobjeda: list narodno-
oslobodilackog fronta Crne Gore i Boke 78 (20181): 13, 2022.

Cajkanovi¢, Veselin. Mit i religija u Srba. 1973. [original in Cyrillic]

Cirgi¢, Adnan. Natprirodna bica u tradicijskoj kulturi Crnogoraca. 2021.

Devrnja, Zora. “Moral Vision in the Serbian Folk Epic: The Foundation
Sacrifice of Skadar.” Slavic and East European Journal 23, no. 3
(1979): 371-380.

Dundes, Alan. “The Ballad of ‘The Walled-Up Wife’.” In The Walled-Up
Wife: A Casebook, editor Alan Dundes, 185-204. Madison: University
of Wisconsin Press, 1996.

Deri¢, Gordana. Smisao Zrtve u tradicionalnoj kulturi Srba: AntropoloSki
ogled. Svetovi, 1997. [original in Cyrillic]

Dordevi¢, Tihomir R. Vestica i vila u nasem narodnom verovanju i predanju.
1989. [original in Cyrillic]

Hawkesworth, Celia. Glasovi u senci: Zene i knjizevnost u Srbiji i Bosni.
Translated by Aleksandra Puri¢. Beograd: Sluzbeni glasnik, 2017.

Juri¢, Dorian. “Back in the Foundation: Chauvinistic Scholarship and the
Building Sacrifice Story-Pattern.” Oral Tradition 34 (2020): 343-364.

Jani¢ijevi¢, Jovan. U znaku Moloha: Antropoloski ogledi o Zrtvovanju. Vajat,
1986. [original in Cyrillic]

Karadzi¢, Vuk Stefanovi¢. Narodne srpske pjesme. Knjiga druga u kojoj su
pjesme junacke najstarije. Leipzig: Stamparija Brejtkopfa i Ertla,
1823. [original in Cyrillic]

Karadzi¢, Vuk Stefanovié. Srpske narodne pjesme iz neobjavljenih rukopisa
Vuka Stef. Karadzica. Knjiga druga. Pjesme junacke najstarije, editor
Vojislav Duri¢. Beograd: Srpska akademija nauka i umetnosti, 1974.
[original in Cyrillic]

Knezevi¢, Milorad. “Vitomir Vito Nikoli¢.” Letopis Narodne biblioteke
‘Stefan Samardzi¢’ 5 (2018): 49-59. [original in Cyrillic]

Korduna$, Mihailo. “Zidanje Skadra.” In Srpske narodne pjesme, 137-144.
Beograd: Srpska knjizara i Stamparija Brace M. Popovic¢a, 1891.
[original in Cyrillic]

Maksimovi¢, Desanka. Trazim pomilovanje. Beograd: Matica srpska, 1964.
[original in Cyrillic]

——— Nemam vise vremena. Beograd: Prosveta, 1973. [original in Cyrillic]

———. Nicija zemlja. Beograd: Slovo ljubve, 1979. [original in Cyrillic]

. Gojkovica. Pesme. Editor Snezana Tutnjevi¢. Beograd: Zaduzbina

Desanke Maksimovi¢, Sluzbeni glasnik, Zavod za udzbenike, 2012.

Elektronsko izdanje. [original in Cyrillic]

28



Markovié, Snezana. “Vidovi istori¢nosti u poeziji Desanke Maksimovié¢.” In
Istorija kao inspiracija u delu Desanke Maksimovic: zbornik radova,
editor Ana Cosié-Vuki¢. Beograd: Zaduzbina Desanke Maksimovié,
2005. [original in Cyrillic]

Milosevi¢-Dordevi¢, Nada. “Zidanje Skadra.” In Zajednicka tematsko-sizejna
osnova srpskohrvatskih neistorijskih epskih pesama prozne tradicije,
331-364. Beograd: Filozofski fakultet Beogradskog univerziteta,
1971. [original in Cyrillic]

Mojasevi¢, Milan. Zidanje Skadra: Jedan pokusaj tumacenja. Matica Srpska,
1976. [original in Cyrillic]

Nikoli¢, Vitomir Vito. Drumovanja. Niksi¢: 1zdanje pis¢evo, 1962. [original
in Cyrillic]

Njegos$ Petrovi¢, Petar II. Pisma I: 1830—-1837. Beograd: Prosveta, 1951.
[original in Cyrillic]

Pavlovi¢, Miodrag. Poetika Zrtvenog obreda. Nolit, 1987. [original in Cyrillic]

Petrovi¢, Sreten. “Antropologia Zrtvenog obreda.” In Knjizevnost 97, no.
11/12 (1992): 1746-1755. [original in Cyrillic]

Rakocevi¢, Bozidar. Poetika Montenegrina: crnogorska poezija XX vijeka.
Cetinje: Otvoreni kulturni forum, Nacionalna biblioteka Crne Gore
,burde Crnojevi¢”, 2012.

Skalji¢, Abdulah. Turcizmi u srpskohrvatskom hrvatskosrpskom jeziku.
Sarajevo: Svjetlost, 1985.

Suti¢, Milisav. “Zidanje Skadra.” In Hermeneutika knjizevnosti, 87-112.
Beograd: Sluzbeni glasnik, 2012. [original in Cyrillic]

Trojanovié¢, Sima. Glavni srpski Zrtveni obicaji. Srpska kraljevska akademija,
1911. [original in Cyrillic]

29



MaZena Maculevi¢
Institut za Slavistiku
Poljska akademija nauka
VarSava
Originalni nau¢ni rad

Poezija i breme stvaranja: Kriticko preispitivanje toposa
zazidane Zene kroz rodno usmerene perspektive
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poeziji, na osnovu dve pesme: ,,Gojkovica® Desanke Maksimovi¢ (1898-1993) i
,»OC€aj* Vitomira Vito Nikoli¢a (1934-1994). Oba pesnicka teksta analiziraju se u
referenci na epsku pesmu ,,Zidanje Skadra“. Tumacenje narodne balade u kontekstu
rodnih odnosa, kako ga predlaze Alan Dandes u svojoj monografiji The Walled-Up
Wife (Dundes, 1996), predstavlja klju¢nu referentnu tacku za uvodenje i muske i
zenske perspektive u analizu tih poetskih dela. U radu se tvrdi da klju¢ne intervencije
u odnosu na primarni izvor obuhvataju centriranje lirskog subjekta — sa naglaskom
na individualna osecanja i egzistencijalne borbe — kao i prioritizaciju Zenskog lika
Gojkovice, uz marginalizaciju drugih likova. Zakljucuje se da ovaj folklorni motiv,
iako ¢esto smatran marginalnim ili perifernim, ostaje plodno sredstvo za izrazavanje
dilema savremenog ljudskog iskustva, posebno onih koje prozivljava pesnik-
stvaralac. Pored toga, on i dalje igra znac¢ajnu ulogu u oblikovanju lokalnih kulturnih
identiteta.
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Jlunnja JmvroBcka (1971), ca CBOjUM MpPENO3HATIFMBHM YMETHUYKHUM H3Pa30M,
IpeCTaBIba NOCEOHO EHEHO UME Y KPUTHYKOM KOHTEKCTY CaBPEMEHE MaKeIOHCKe
noesuje. Pax nma 3a Wb 1a MHTEPIPETaTHBHY MAXHY MOCBETH CEMAaHTUYKOM
NPOMUIIUbAIY HEKUX O OMTHUX TOIOCA U CUMOOINYKO-METa(pOpUUKUX MOTHBA
KOjH Cy OO0jeKTHBH30BaHU y HEHO] 30mpiu moeswje [ panuuno ciiare (2021).
WHTepnpeTaTBHO IIIeIUIITE, €BOIUPAjyhn peaeKCHBHO-CIIEKYIaTHBHE KOMILIEKCE
n3 GprI030(CKO-er3UCTEHIN]ATUCTUYKOT KaTerOpujaTHOT pereproapa, MoJia3u o1
NPEeMHCEe TPAHHUYHOCTU Ka0 MHXEPEHTHOT, JAETEPMUHUCTUYKOT OHTOJIOIIKOT CTama
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MoCTaBJba Te3y O crtuxoBuMa Jluauje J[MMKOBCKE Ka0 yMETHUYKO) aKTyaJld3aluju
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1. CeMaHTHU3MOT HA ipaHuuHailia cocivojoa

[TnaronoBuot Cokpart Bo /oH, ja M310KyBa UjiejaTa 3a BIaXHOBEHHUETO
Ha MOETOT — Kako OUTHE KOE co3gasa, TBOPH (BO apXaMyHOTO 3HAYCH-E Ha
noinolg / poigsis), OuTHE Koe ilee — MpelaBajku ce Ha OOKecTBeHarTa BiacT
Ha MHUCTHYHaTa 003eMEHOCT Mmoj 3akpuiata Ha Mysute. Bo craporpukara
MUTOJIOTHja, MHEMOCHHA € MajKaTa Ha IEBETTE MYy3H, HO M TOCIIOJIapKa Ha CUTE
TajHU Ha BPEMETO U MHHATOTO, KOja T'H MOCEIyBa aliCOIyTHUTE CeKaBama 3a
MUTCKHTE MPANOYETOIM Ha CBETOT MPEJl MOCTOCHETO HAa 00j€KTUBHOTO BpeMe
Y aHTPOMOLIEHTPUYHATA UCTOPH]ja, a TIOJ] HeJ3UHATa 3all0Bel — OTETIOTBOPEHU
BO OUTHETO HA TIeCHaTa, HU3 BAAXHOBEHHETO HA MOETOT MOXKE J]a MPOCTpyjar
— MUCJIOBHU NPETCTaBU KOM HE TU MaMEeTH HUKO] APYr ocBeH Taa. [loetoT
MpeTcTaByBa OWTHE HA CEKAaBamHETO KOE HEMPECTajHO MOMHHU W THIIYBA,
aKkTyanu3upajku ce cebecu Kako HEyMOopeH NpubenexyBad Ha THBKara
HCTOpHja Ha CBETOT W BpemeTo. /leka moeTroT e OuTHhe Ha CeKaBameTO — BO
MHOIIITBO MOTHBCKO-TEMAaTCKU CIIOEBU OCBEIOYYBaaT U CTUX0oBUTE Ha Jlnauja
JIuMKOBCKa BO Hej3UHATa CTUX030upKa I panuuna cociiojoa objaBena Bo 2021
TO/IMHA, 32 KOja, MaKeI0HCKaTa moereca ro 0Oeiie NpuMIia U pEHOMUPAHOTO
MpU3HaHUe — Harpajara ,.bpaka MunaauHOBIM™, TOJENEHO ON CTpaHa Ha
Mer'yHapoaHHOT nmoeTcku (hectuBan Ciipyuwiku gevepu Ha tloe3ujaiid.

WNuTenektyanu3supaHuor U TUYKU-IAUJAKTUYKHOT TOH  Ha
€r3UCTEHIIN]ATUCTUUKUOT JTUPU3aM CO KOj € UMIIpernupana peduieKkcuBHaTa
CUTHATypa Ha OETCKOTO MUCMO BO / panuura coctiojoa naJlunuja JInMKoBCKa,
KaKOSpiritus movens HaIMPCKUOT Cy0jeKTBOCEKOja MCKYP3UBHAKOHCTENAIIN]a
Ha HCKa30T, TM OOjeKTUBHM3UpPA TPEBOXKHHUTE ETr3UCTECHIIMjaTHU aKCHOMH,
aropuUTE U MapaJoKCUTe HA COBPEMEHOTO OUTHE Ha CBETOT. JIMMKOBCKaA TH
peakTyanu3upa U I' TPAHCKOHTEKCTyaIH3upa TEMUTE Ha er3UCTeHIIMjaTHaTa
TEroOHOCT, JOCIYyXOT Mely HCTOPUCKOTO MHHATO M CEramHocTa BO
aKkTyanu3alyjaTa Ha €r3UCTEHIjaTa BO W HHU3 BPEMETO, er3uiidjapHara
JpamMa Ha cy0jeKTHBHATa MPOCTOPHA HEM3BECHOCT Ha YOBEKOBATa COBPEMEHA
€r3UCTEHIIMjalTHA ONCTAaHOBKA MPOMUCIICHA KAaKO aHTarOHHUCTUYKU COIUO-
HCTOPUCKHU (EHOMEH, HOMAIU3MOT, TPOCTOPHUTE MUTPALIUHU, ACTIEKTU3AIIUUTE
Ha JeXyMaHH3alfjara, er3UCTeHIIUjaTHUOT CTPaB OJ gpyiuoil, CekaBameTo,
er3uCTeHlMjamHaTa e(EeMEepHOCT, JIOMOT, HEBIOMEHOCTa, COIlMjaTHaTa
U JyXOBHAaTa amaTpUAHOCT, HAJIOKpa] — [Mpallamka apTUKYIHpPaHU BO
BIIEYATIINB HEOEKCIIPECUOHUCTUYKN (PUTypaTUBHO-PEPIECKCUBEH MaHUP.
JIOKONIKY MCTOPUCKUOT KOHTUHYYM MPETIIOCTaBYBa JIeKa 3aJe30T Ha BEKOT €
(heHOMEH MITO ja UMIUIHIIMPA COCTOj0aTa Ha er3UCTEHIIN]aIHUOT CTPaB Mpe.
JBEpUTE HAa WIHMHATA M HEMO3HATOTO — /IMMKOBCKa cyrepupa JeKa TakBara
coctoj0a He € MpeoJHa M MUHJIMBA, HO — OCTaHyBa MpeOApeAUTEeNTHa BO
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€THUYKO-€T3MCTEHIIMjaJIHAaTa aKTyaju3alyja Ha OWTHETO Ha YOBEIITBOTO.
Bo Hej3MHUOT TBOpPEUKH MOTXOJA HU3 MOJUCEMHYEH pereproap O €TUYKU
aHT@XUPAaHU TOIMOCH, C€ KOHACH3UPAHW WHAMBHAyaHAaTa KOHTEMIUIAIIH]a,
HO U yHHBEp3aJIHaTa 3arPHKEHOCT Ha UCTOPUCKOTO OMTHE HAa YOBEUITBOTO,
TOKMY HH3 edekTyalja Ha JUCKyp3WBHAaTa HWHCTaHIA Ha JIHUPCKUOT
CyO0jeKT, MpeKy KOj Ce OCTBapyBa CYNTHIHO MOTU(POHUIHO YMHOKYBAHmHE Ha
TEMIIOPAJTHO YTBPAEHUTE (POKATHU M MCKa3HU CTAHOBHWIITA, ITO K& pede
JIeKa BO HErOBHOT IVIaC UMIUIMIIMTHO C€ MEaHJpUpaaT MaHXyMaHUCTUYKU U
MAHTEMIIOPAIIHUA OAIIACH IITO C€ TPAHCKOHTEKCTyallM3upaar BO JOCIYX CO
ETHUYKHUTE M aKCHOJIOUIKY allOpPUU Ha IyXOT Ha BPEMETO, HO, OJIIIACH KOU Ce
apTUKYIUPAHU KaKO €r3MCTEHIIN]aIeH BO3IJIac Ha CEY0BEYKOTO MHOIITRBO.

OBue yHHBEp3aJIHO WHTOHUPAHH OOjeKTUBU3AIMU 32 COBpEMEHATa
€r3UCTEHIINja, BO MOETCKUOT ja3uK Ha /[MMKOBCKa c€ OTEeNOTBOpYyBaaT HU3
€/IeH HapaTUBU3UPAH IMOETCKU MCKa3 KOj MaHU(ECTUPa MHIUBUIYATUCTUYKO-
UMIIPECUOHUCTUYKY (DOKaTM3MpaHa MHTEPIIEPCOHATHA U UHTEPCyOjeKTHBHA
TUAakTHYHOCT. Jlupckuor cyOjektr Bo [panuuyna cocitiojoa, CceKoramr
UMIUTHIIUTHO WU EKCIUIMIUTHO ce oOpaka Hekomy, (YoBEKOT uiu, Mak,
YoBemTBOTO) CO TOa IITO BO TaKBHOT MOAYC, OWIyBa HUMILIMIIApAHA
npeoOpa3uTenHa KOHJEH3alMja Ha CyO0jeKTUBHUTE M HAa HCIOBEIHO-
WHTUMHUCTHYKUTE MCKYCTBA BO CEYOBEUKM CYyICTpaT Ha CIO3HajHara
katap3a Ha ¢Quiaocodpckute nparmu'. [lecHuTe — pacrnopeneHd BO TpU
CO3BYYHH IIMKITyCa, Cyrepupaar TeMaTcka Koxe3uja BO MOeTCKH [UKIM3UpPaH
TPUNTHX, aPTUKYIUPAJKU MPOPOUKO-IIPEKOPHO UMIIPETHUPAHH (HUI0codCKH
CyOnmuMaIMi KOW TMPO3BYUYyBaaT TPEBOXKHO, OUYIHYBAYKH, aBTOMPOHUYHO,
a TMpUTOA HMHTOHHPAAT U CEHTUMEHTAJTHO-MEIAaHXOJIUYHA EKCIIPECUBHA
Harjacka.

HacnoBHata cemaHTH3a1Mja Ha IpaHU4HAatia coOCiiiojoa TpaHCUeHANPa
BO TeMaTcKaTa HepBarTypa, akTyalH3upajKu ja Kako er3uUCTEHIMjaHa
U aHTPONOJIONIKA  JETePMUHAHTA BO  OHTOJOIIKO-THOCEOJIOIIKATa
aKTyaju3aldja Ha YOBEKOBaTa er3uCTeHIja. HempuKOoCHOBEHO € JeKa
YOBEKOBAaTa Er3WCTEHIMja € JUMHUHAIHO, IPaHuyHo TpPeNeTepMUHUPAHA;
CEeKoralll € HEeM3BEeCHAa, CeKOTalll € er3UCTeHIMja Ha padoT Off JKUBOTOT WIIU
CMpTTa, IOMOT WJIM TyfWHATa W BIOMEHOCTa Winu Oe3mecTtHocTa. M camara
YOBEKOBA €T3UCTEHITN]a KaKo OUTHE O/ BpeMe, KaKo aKI|ICHIIM]ja IpecpeTHaTa

! Cniopen tumosnomkute crienndukarmy, noesujara Ha Jnanja JIMMKOBCKa, KHIDKEBHATA TEOpHUja ja
JIETEPMHUHMPA KAKO ,,[I0CT-TI0€31ja” CO CaMOTO TOA ILTO CE PETCTaByBa KaKo ,,[10€31ja Ha TPEJU3BUKOT:
KpeaTHBHO U XUOPHUIHO CIIOjyBambe, OJHOCHO Me'yCeOHO MPOBOIMPAE HAa PA3INYHHUTE, COIIOCTaBeHU
TOBOPHM YMHOBH”’, ITO UMILTHIIMPA JIeKa ,,B0 cebe MMa aKkyMyJIHPaHO MCKIYUUTEHO pa3BHEHa CBECT
3a apryMEHTHUTE Ha KHIDKEBHATa TEOPHja, HO U Ha APYTUTE JUCKYP3UBHU (OPMH; BKIYUyBajKH I' TyKa
W MOCTANKUTE Ha HapaTUBH3alMja, ApaMaru3aiuja, ogHocHo, konaxor” (Lenesa 2003: 151) — wTo
KaKo OJUTMKA I'M IPeJopeyBa U CTUXOBUTE Ha JIMMKOBCKaA BO [ panuuna cociiojoa.
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OJl EHTpoNHMjaTa Ha MPOCTOPOT M HCTOpHjaTa, HENPEeCTajHO OIICTOjyBa
BO TpeleTepMUHHMpaHa MerycocToj0a Ha OHTOJOLIKO-ETr3UCTEeHIIMjaTHa
cxusMa. JKuBoTOT per se ce MOTBPIlyBa KaKO IpaHuuHa cociiojoa — npama Ha
IIOCTOEHETO IITO CE OAUTPyBa IOMEly NMOPO3HUTE T'PAaHULM Ha KMBOTOT U
cmptTa. Koneuno, JluMKoBCKa ja akTyaiau3upa U ujaejata JeKka U UCTOopHjara
cama 1o ce0e MpeTCTaByBa HApaTUB Ha IPAHUYHA COCWIOjOa — OpenyBambe
Ha CEramHocTa Koja ce akTyalu3upa nomery OKOBUTE Ha MHHATOTO HU
3a30pJIMBHOT IOIVIE] IIPE HEU3BECHATA NHUHA.

2. ErsucreHuujajsHuTe TUXOTOMUM HA OMTHETO BO
cruxoBure Ha JInauja IumkoBcka

[Ipuka3HaTa 3a )KHBOTOT, CAMHUOT I10 ce0e, MPEeTCTaByBa MpUKa3Ha 3a
e/HA IpanuyHa cociiojoa BO UMM allOpyud, aMOUBAJICHTHOCTH W TIAPaJIOKCH,
pPaHJIMBOTO YOBEKOBO OWTHE ja aKTyaJliu3Wpa CBOjaTa er3UCTEHIH]a.
,,» KHUBOTOT € c¢ mTOo ce ciayuyBa nomery yrpe u Buepa” (Jnmroscka 2021:
4), BO CEHTCHIIMO3HA MYAPOCIOBHOCT K€ H3pede JIMPCKUOT CYOjeKT BO
necHara ,,MuHato HeompeneiaeHo Bpeme’. JKMBOTOT BO CTHUXOBUTE Ha
JluMKoBCKa OuyBa MPOMHUCIICH KaKO MATeIIeCTBUE Mely JIB€ JeMapKaTUBHH,
TPaHUYHH, OJHANpEe] OOYCIOBEHH XPOHOJOIIKK OJPETHUIIM — TOMEry
suepa (Kako TEMIIOPATHO-PEMHUHHCIICHTHA OJPEAHHIIA 33 MHHATOTO) H
yitipe (Kako MPOJICTITHYKA OAPEIHWIIA 33 WIHWHATA), a BO YHj OHTOJIOIIKH
MEryIIpoCTOp Ha CTBAPHOCTA CE PACIUICTKYBa IUICTUBKATa HA YKHBOTOT, BO
KOj, IMEHO — YOBEKOT ja aKTyallu3upa CBojara er3ucteHnuja. [Ipamamara Ha
UpUCYCIEOUo U OWICYCIUEOUIO0 BO CTUXOBUTE CE IIPOMHUCIIEHU BO JTOCIYX CO
BpEMe-IIPOCTOPHATA aKTyaiau3aiuja. Tyka ce COMOCTaByBaaT yTBPACHOCTA
BO JOMOT, NPUIIAJHOCTA, HACTIPOTH OTYyI€HOCTa M 00E3MECTEHOCTa, NpPH
IITO CEeralrHOCTa C€ HaMETHyBa KakKo TEMIIOpaJlHA JETepPMUHAHTa 34
er3UCTCHIIMjaTa — 3aKJIy4OK Koj JIMMKOBCKa IO cyrepupa BO CIICAHHTE
CTHXOBH:

Koia gosnasam gexa nexoj ympen

upaulysam o my ce Cayquio.

Bo moe tipucycitiéo nuwitio iogeke He um ce cyuy8a
na gpyiuiie,

60 MOe OUICYCIIBO UM Ce CTY4Y8a Ce.

U najodbuunoitio cetauno epeme

3a meHe e cela camo muHailio Heotpegeneno. (2021: 4)
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Ersucrennujannara ceramHoCcT Ha OWTHETO CTaHyBa MUHAUIO
Heoupegeneno e6peme JNCTCPMUHHUPAHO CIUHCTBEHO O OUWLCYCIUBOULO.
JIupckuoT Ccy0jeKT ja KOHTEKCTyanusupa pasaendara on Jpyrute, on
OmmkHUTe, on JlpyruTe WITO TO OCYIITECTBYBaarT, IITO To 00jaapyBaar
Jomot. Hckymienujata Ha pasfendara M 3aMHHYBamE€TO TH HMCXOAyBaaT
mpalamara: MTO ce CIydyBa BO MPOCTOPHO-UJCHTHTETCKATa OAPEIHMIIA
Ha er3MCTEHIUjaTHOTO iiyka WTo OumyBa JloM Kora jac He € iiyka BO OHOJ
JKUBOT IITO C€ aKkTyanusupa nomery suepa u yiupe? 1llto ce cmydyBa Kora
OJIPEeyBaYKOTO celia C€ aKTyalu3upa apyrajae koe He € Jlomot, amu, camo
ajZipeca Ha Koja MPUCTUTHYBaaT U3BECTYBambaTa 32 HACTAHUTE aKTyaIM3UpaHu
BO outicyciigouio? CeraiHoTo Bpeme Koe He ce MOTBpLyBa Bo JJoMOT, cTaHyBa
BpeMe Koe MOBeKe He MOXe J1a Oujae moe, TyKy BpeMe KOoe MM Mpurara Ha
[pyrure. Bo T0j KOHTEKCT, Aau Cy0jeKTOT BOOIIIITO MOXKE J1a 1Ma CBOE BpeMe
JTOKOJIKY JKMBOTOT C€ aKTyaJu3upa MoMery yilipe u 84epa, a CEeralHoCTa ce
MPETOMyBa BO MUHATO BpeMe Koe He ro BromyBa Hero? CroieneHoTo BpeMe
CTaHyBa rpara koja ro counnyBa Jlomot — a oryfenuot otazae oMot Ouaysa
paciiesieH o1 aKTyeTHOTO BpeMe Ha ceramHocTa. BpemeTo cranyBa ockyaeHo
OJ1 CYLITHOCT U OJ1 COJIP>)KMHA — CE TIpeoOpasyBa BO €IUHCTBEHO YyeHa, JajieuHa
MpHUKa3Ha, BpeMe — MPENOJIPe/IEHO O Ouicyciligoitio Ha Cy0jeKTOT KOj He
JIOMYyBa BO MUKPOKOCMOCOT Ha /ic et nunc mTo UM npunara Ha J{pyrure.

Bo mnecnara ,,Kydepu”, xygepoii ce mpeobpazyBa Bo Mmetadopa
3a MHUKPOKOCMOCOT Ha CEKaBameTo IITO BO cebe ro omdaka u ro BIOMYBa
MaKpOKOCMOCOT Ha MCTOpHjaTa:

Bo kosuesnceinio iiog kpeseitioini na majka mu

wiio 10 gonena og ceno 6 ipag,

co logunu umaeja yuHuu 60 0ONUK Ha pudl,
ceKoja HoceOHO 3a8UIIKAHA 80 HOBUHCKA Xapiiiuja,
ceagben Hogapox, OUWINEeCI8eH CYBEHUD.

Hwm uzbnegea sicabpuiiie, um locuge mopeiio,

Kola 10 oueopusme Kosuescelo,

ce bea seKe uciousene mery ceoe. (2021: 7)

CemanTu3anujata Ha KyQepoT ce 00jeKTUBM3Mpa Kako cUMOON Ha
BEYHATa, MepeHHjaIHa U 0e3qpyro, KOHTEKCTyaIn3upaHa Kako CTapo3BETHA
U MHTCKa, OJHCEjCKa apXeTUIICKA IPaHUYHA COCHiojba Ha er3uCTeHIujara
IITO TaTyBa, CE MpeceilyBa M TajlKa HU3 CHTPONHjaTa Ha MPOCTOpPOT. Bo
CUMOOJIIMYKaTa TIOCTPOGHOCT HAa CTHXOBHTE, KypepoT Tu pediekrupa
CEMaHTHYKHUTE alCTPAaKIMU W OCKM Ha TapaJurMaTCKH 3Ha4era, BO KOU
Ce MCYMTYBaaT OJIBOGHOCTAa Mery gomoiwl W TyfOoTO ¢gpyiage, cocrojbara
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Ha amaTpyaHOCTa W er3wihjapHara TpayMa, OHTOJIOIIKaTa CXU3Ma Ha
€r3MCTEHIIMjajIHaTa MPOCTOPHA HEYTBPJACHOCT, JABONPUIIAJHOCTA BO BpeMe-
MIPOCTOPOT MOMEl'y MHHATOTO M CETallHOCTa, HO U MEMOpHjaTa Kako JIOKYC
Ha UHTUMHUCTHYKO-CEHTHMEHTAlHA My3€H3alldja Ha CceKaBamara Kako
uaeHTuTeTcKa onpeanuua. Kydepor cranyBa u auHamuueH, (iayuaeH
JIOKYyC Ha Tpaymara, BO KOj C€ 3arHe3/[yBa er3UJIHjapHO-er3UCTeHIINjaTHUOT
eMIMpHU3aM Ha CeKaBameTo. 3a0eNeXIIMBO BO MOETCKaTa IMOCTaIlKa, € Toa
IITO CEMAaHTHUYKO-CTPYKTypaIHaTa apXUTEKTOHUKA Ha MeCHAaTa € CTPOPUIHO
rpajvpaHa IpeKy ciukKara Ha KyQepoT Koja € BapujabmiHO 00yciIoBeHa OJ
KOHTEKCTYaJIHUOT pa3MaB, IPH IITO, CEKOja CIIMKA IO CO3/laBa MO3aUKOT Ha
CEeHTHMEHTAaJIHaTa UCTOPHja Ha Ky(pepoT KaKo MaTeprjain3alinja Ha ClIOMEHOT
U CeKaBambeTO, Ha HAJIeXKTa, HO U Ha Ipanuunailia cociiojoa, npeodpasyBajku
ce BO MKOHOrpadcka O3HaKa Ha MOKTa 3a KOCMHU3alMja M aKyMmyialuja Ha
COApP)KMHA U PECTOPATUBHO-IYXOBHA PEKOHCTPYKIMja Ha JIOMOT Kako
MHUKPOKOCMUYKO YIOPHILTE HAa BPEMe-IIPOCTOPHOTO YTBPIYBAHE.

Bo BoBeziHaTa ciMKa BO KOja € MPETCTABEHO KOGYEMHCelllo Ha MajKaitia
JIOHECEHO O[] ceno 6 Ipag, MUPCKUOT CyOjeKT To TeMaTu3upa TParu3MoT Ha
cenuadara, Ha Pa3srPOMEHUTE HANEKHU 3a NMOMHUpPYBamkbe Ha HEH3BECHOCTA
U CTPaBOT O] HENo3HaroTo. Bo mperpaboT Ha KOBUEKETO KaKO TOIOC
Ha CEKaBameTO W KOH3epBallMjara Ha CyOjeKTMBHOCTa C€ HaIllacTyBaar
BpeMHIbaTa IITO HE ycreasie Ja ro CO3[4aJaT 3JIaTHUOT paj — €CXaTOJIOIKU
MCXOJ1 KOJIITO € CyrepupaH NpeKy CIuKaTa Ha YuHuuilie 80 00IUK Ha pudu og
KOU UCTHEKI0 Mopellio, a iue ce camMoyHuwiiuIe, ynaTyBajkiu Ha pa3opHOCTa
Ha U3jaJOBEHUTE, OCCIUIONHM HAJIEKH, Taka IITO, BO KOBUEXKETO Cce
OCBEJI0UYBa M CMPT Ha JieJ 071 OMTHETO MITO ce cekaBa. MIHIMKAaTUBHO € 1TO
Ky(epoT e cekoraimr CUTYUpaH, 3aCOJHET I0JI KPEBETOT KaKo arcTpaxupaH
JIOKyC Ha cUMOOJHMYHA KOH3epBalMja Ha CyOjJeKTMBHATa, CEHTUMEHTAaJHA
MEMOpHja, MOpagd IITO € CONIEMAJIMBO KaKo CEMaHTHYKara cHucraca ofl
CJIMKU TOCTENEHO ce npommpysa. Cinukara Ha Kygepoild Ha 8)jKouio BO KOj
ce M3Melale cuilie 80jHU 0g Upegasarbailia o uciiopuja, ja 0TeI0TBOPYBa
UCTOPUCKATa TEKECT, MUHATOTO KOE€ OCTaHyBa 3aKJIy4e€HO BO MPOCTOpHATa
MeTadopa Ha KyhepoT — M KOe 3aroa CTaHyBa ,,[IOTUTHYKO Kydepue Ha
3abopaBot” (2021: 7). Mcropujara 1 TpayMuTe OCTaHyBaaT Jla er3ucTHpaar
€IMHCTBEHO BO OWTHETO Ha XapTHjaTa, 3aMOJIYyBajKh BO OHTOJOLIKHOT
3a0opaB, a BOCKpECHYBaaT eJMHCTBEHO BO CEKaBamETO, KaJle ce HAMETHYBa
Kako OYeBMIHA MeTapopUyHaTa eKBUBAJICHIIM]a Mel'y MEMOpHjaTa U JIOKYCOT
Ha KkydepotT. Kydepot non xpeseitioiti 6o citiygenitickuoiti gom 1o apupmMupa
CTPOE’KOT O] CIMKUTE Ha MOBECTa Ha oTaeoMHocTa. CooOpaszHo, pauycoT
Ha IJIe/{HaTa TOYKa Ha JUPCKUOT CyOjeKT ce MHTUMU3HPA, ce CyOjeKTUBU3UpA
BO JIMYHOTO UCKYCTBO HA OTY'€HOCTa 0J] TOMOT. Bo ceMaHTHUYKaTa MOTHBAIH]a
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Ha CJIMKHUTE, CCHTUMEHTAJICH 00jeKT CTaHyBa MaIlIMHATA 32 THITYBAkE MTPEKY
koja, npeky ITucmoro, JIpyrure (o3HaueHu Kako cocianapkuitie Mounionku),
T'H O/Ip>KyBaar ,,IallOYHUTE BPBKU co TaTkoBUHaTa” (2021: 7).

CeMaHTHYKOTO aKMe BO Tparukara Ha Kygepoui JIMMKOBCKa
ro o0jexkTuBU3pa MpeKy cuMOOoIMYHATA My3euszaluja Ha Kydepure Ha
3aTBOPEHUIINTE BO AYIIIBHII, KOM OCTaHYBaaT Ja er3UCTUPAAT eIMHCTBEHO KaKO
MY3€]jCKH1 €KCITOHAT ,,CO CTAKJIO 0JIBOEHH 011 1o(harot Ha mocetutenute” (2021:
7). Toacekydepu Ko 0OCTaHyBaaT CII03HAJHO 3aKIIYISHH, 2 COBPEMEHUOT YOBEK
OCTaHyBa HEMOKEH J]a JAHMjaJloTH3Upa CO HUBHATa MHEMOHHYKA COAPIKHHA,
0e3MajKy Kako Jia OTICTOjyBaaT KaKO MCTOPUCKO HapaBOyUYEHHE BITHIIAHO
Ha ja3uk HepazOupauB 3a YOBEKOT 10 KOTO UCTOpHjaTa JONMUpa MOCPEAHO U
TEKCTYaJTHO, @ THE, MOTYAIMBO TO YyBaaT OpeMEeTO Ha JKUBOTOT, CTPATAHETO
u cmprTa. Mcropujata 4oBEeKOT ja ryoH ,,BO JBOJHOTO JHO HA MOCTOEHETO”
(2021: 7), xako HapaBOy4YEeHHE IITO OJIeTHEEe, KOTa MOBTOPYBAKETO HA CMPTTA
Ha BeKe OTCYTHHTE CE PEaKTyau3upa MPeKy OHTOIOIIKHOT 3a00pas, MTO Ke
pede — mpeKy HajcTpairHaTta cMpT. Toa ce Tue Kypepu Bo KOU TYTHOT KUBOT
MOJTYAJIMBO C€ 3aCOJHYBa Kako HECIIO3HACHA TpaymMa U 3HaeHke KOM TOHAT
BO 3a00paB, a OTKpOBEHCKaTa akcuoma ITo J[uMKoBcka ja MHCKpHOUpa BO
Karap3aTa Ha IeCHara, JIyIUJHO Cyrepupa JIeKa CeKoj Yo8eK e UpuKasHd, a
0TTaMy, ceKoja UpuKkasHa e 3aieopen Kygep.

Bo necnara ,,Ilatoka3”, e peakTyaJu3upaH MHUTOT 32 UCTOPUCKHOT
HalmpeIoK © ,,3JarTHaTa e€rnoxa”’ Ha YOBEIITBOTO, MPEUCIUTAH HU3
COIIOCTaBYBamkE Ha HMCTOpHCKATa €MITUpHja Ha COBPEMEHHMETO W Te3ara 3a
SHTPONMYHOCTAa HAa HCTOPHCKOTO emnuctemMe. CTHUXOBHUTE TH UCIIEAyBaar
OHTOJIOIIKUTE TUCHApUTETH Mely Cy0jeKTUBHOTO U KOJEKTUBHOTO BpPEME,
Ol €IHa, W TPAIIAmEeTO HA GEYHOUWIO 6paKarbe Ha WCTOpHjaTa HACIPOTH
HEyMOJIMBaTa €r3UCTEHIIMjajiHa TEJICOJIoruja Ha OWTHETO Ha YOBEKOT,
of npyra crpaHa. Temarmzamyjara Ha HCTOpHjaTa KaKO AHTPOIIOJIOIIKA
JNeTepMHUHAHTa, Koja ce TmepmneTyupa ad infinitum, ce HaIOBpP3yBa BO
MeTaQOpUIKO-TTapadOTUIHOTO MPOMHUCIYBAkE HA HCTOpUjaTa Ha CBETOT,
HO W Ha YKMBOTOT KaKO CyOjeKTHBHATa MCTOpHja HA €r3UCTEHIIM]jaTa, Koja €
HETIOBTOPJIMBA, CIHOYCTpEMEHa W TIpeneTepMuHHpaHa. Meraduznykara
W eMIHpPHCKAa TMPEeJOApPENeHOCT Ha er3ucTeHnujara, JlMMKoBcka ja
MIPOMHCITYBa KaKO €r3MCTEHIINjalTHa aKCHOMa KOja IO YTBPAYBa KHUBOTOT KaKO
MaTeniecTBUE aKTyaJIH3UpaHO HAIWK ()EHOMEHOT Ha My3¢joili U HETOBHUTE
BPEMEIUIOBHU TIOCTAaHOBKH. [larermecTByBameTo HU3 )KUBOTOT 33 JTMPCKUOT
Cy0jeKT MmapaboJuYHO € CEMaHTHU3HPAHO KaKO M3BUIYBAHE€ HA MY3EjCKHUTE
yyna. BieryBameTro BO My3€jOT CO 0ogoOperaiia é1e3Huya € MHUIM]jalucKa
MeTadopa 3a pararseiiio U BIETYBamkbETO HA3 BpaTara Ha CBETOT M )KUBOTOT Ha
er3uCTeHLMjaliHaTa cBecT. My3ejCKuTe rajiepiuu OCTBapyBaar IJIOBHI0a HU3

37



OKEaHOT Ha eIMOXHTE, BO KOU, BPEMHUIbATA C€ UCHPEIUIETEHH U €HTPOIIUYHO
MIPOHHUKHATH. 3aU€KOPyBajK1 BO My3€jOT Ha )KUBOTOT M BpEMETO—Ipel OUTHETO
ce 0TBOpa HEYMOJIMBATa, KOH(Y3HA aropuja Ha U300pOT, BOIyHTapHCTHUKATA
YCTPEMEHOCT Ha COBECTa U CBECTa — CyrepUpaHy MPEKy CIUKaTa Ha JOJITHOT
XOgHUK Ha HUBOTOT NPETCTaBEH KaKO MYy3€jCKO mareuiectBue: ,,HaemHamn
CH cpeJie XOAHUK / CO TP MPOCTOPUH Ol TPU CTpaHu / 0e3 CTpenku u 6e3
Bparu” (2021: 11) — mpenympenyBa JHUPCKHOT cyOjekT. becrutomnu ce
ycus0uTe U MoTparuTe Ha Cy0jeKTOT cpeie My3€jOT Ha BpEMHEbaTa U JIOTOCOT
Ha McTopHjaTa 1Mo O1aropasyMHO O3Hau€HM IMaToka3u M nocoku. Harmenwo,
ucTopujaTa cama mo ceGe ce MoTBpAyBa Kako MOIU(OHMYHA, SHTPOIIUYHA
U arnopeTuyHa, J0JeKa HCTOPUCKUTE YUTAHKH 3allyAHO CTpemar jaa ja
panMoHanu3upaaT 1 Ja ja KOCMU3Upaar Hej3uHaTa coapxkuHa. OTTyka, Hako
JUPCKUOT Cy0jeKT Ha JIMMKOBCKa CTpeMH Jia I'M U3BHIU MY3€]CKUTE rajepuu
NPEIBUIYBajKU YTBP/IEH, AETEPMUHUPAH XPOHOJOILIKHU CJIe]], OTCYCTBOTO Ha
MaTOKa3M T'¥ NMOJIPUBa OYEKyBabara.

Coo0pa3Ho, BO 04yJyBambETO HAa MY3€]CKUOT XPOHOTOM, JicelesHala
goba WM auiiuuxaiia eiioxa O€3aMUPHO TPOTOHYBAaaT M W3HUKHYBAaT BO
JMBEPreHTHH M OECIOpeHM HACOKM; MPUMOPIUjAIHUTE U €BOJIYTHUBHHUTE
OZITJIaCH Ha BPEMMIbaTa ce MpecpeTHyBaaT BO OOpXECOBCKa, JIABUPUHTAJIHA,
KOH(y3Ha EHTpOIMja, IUTO YKa)KyBa Ha HECIHO3HajHOCTa Ha OWJIO KOj
€MMCTEMOJIOIIKH ariCOJIyT, HO M Ha Ouy/ayBayKaTa H3HeHaJja BO OeCKOHeYHaTa
apxMBH3allMja Ha IMBHIU3AIMCKOTO HCTOPUCKO EMHCTEME. Y/IBOjYBaHETO
U YMHOXYBambeTO Ha MPOCTOPHMMTE HAa MEMOpHjaTa T0 MaTepHjaau3upa
HaIJIaCTeHOTO, BPTOIIIABO, MITy3MOHUCTHYKO U HECOBJIAINBO IPOHUKHYBaHbE
Ha UCTOPHUCKUTE ETI0XH, Ta OTTaMy, MHOTY BII€UATOIM U IIETKH IpUjieraar Ha
BEKE BUJICHU!

Bpewmeitio e iiosiiopno tipeg nawaitia epa

u wieouille Upegyu 1araatii Co JHcele3Hu Koujd.
Ciapoiuo 1o uipeiinagysa HO80, HOBOWIO e Cllapo.
a uznezews caxkawi, Ho cilipenka nema,

a egeH Hoipeuler YeKop u 6eKe cu eoHu Ha3dag,

0g 3naiinaitia Macka ioneillyeéa iuena.
Yosewiitisoitio 6e311a80 jypu

6p3 JleHilama Ha uctuopujaiia

Yyj Mexanusam ce CKUHaul (2021: 11-12)

OueBuHa € KOIIMapHaTa aTMoc(depa Ha er3ucTeHIjaIHaTa cocTojoa

Ha CTpaBoOT, 6yHI/IJ'IOTO, CKCIIPCCUOHUCTUYIKHUOT KpPUK IIPEA Pa30IIaBEHOTO
rajornpamne Ha BpEMETO, KOS CCKOTrall CC ITOKaKyBa KaKo HO6p30HO,Z[BI/I)KHO,
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MTOMOKHO M TIOCTapO OJ1 YOBEKOT. be3nsnesHa e parioHann3anyjara Ha TAKBUOT
My3e] Ha BpeMHmbara, KajJe UCTOpUjaTa T MEepreTyrupa BeKe OCBEIOYCHHUTE
MoTvIaBja, KOHTEKCTYyallHO TOTBPAYBajKM C€ BO HHYEaHCKa CMHCIA Ha
300pOT, BO CBOEOOPA3HO 6€YHO 8paKarbe Ha TPEIIKUTE KaKo eIMHCTBEHATa,
MPOTOHYBa4yKa MCTOCT. Bo Taa cMucia, ersucTeHnyjara Ha COBPEMEHHOT
YOBEK KaKo 3aTajikaH MaTHUK € OCTaBeHa 00e3HaJieKeHa Ipe]| 3ararkara Ha
BpPEMETO ¥ HETOBOTO HECHOCTHMBO Opeme. [Tocnennyno, oBHe CTUXOBH TOBOpAT
3a COMOCTaBEHHOT KOHTPACT, & €JHOBPEMEHO W OMIENATHOTO CEMaHTHUYKO
co00pasyBame Mery HcuUgouioll N My3ejoiil, IPOMUCTYBajKU TO My3€jOT KaKO
cuMOOJI Ha TPAHCTEMITOpaHATa apXUBHU3AIMja Ha 3HACHETO M UCTOPUCKOTO
UBUIIN3ALMCKO UCKYCTBO, OJ1 €7[HA, U JKUBOTOT KaKO MY3€jCKO JJABUPUHTAITHO
3JaHME BO KOE€ IATEIIECTBHETO Ha ET3UCTEHIMjaTa Ce aKTyalu3upa Mery
CBETJIMHATA Ha parameTo U TeMHaTa 0e3/1Ha Ha He-OMTHEeTO, Ha eMITMPHCKaTa
THUINWHA, 071 Ipyra crpana. CoreyinBo, U )KUBOTOT OMTyBa TOKMY TOj ,,My3€]
CO €/ICH BJIE3 M €IeH M3Jie3 / KOH KOTO BOJM MaToKa3oT Ha cmprTa” (2021:
12), KaKo MTO CEHTEHIIMO3HO M BO AIIOAUKTHYHO MPEIyTpeayBame Oenexku
JUPCKHOT CyOjEKT.

Bo mwmknycor ,,Pacnarame” wHa JIUMKOBCKa c€ HCUUTYyBa
TeMaTu3alujara Ha paciagoii OpPKEeCTpUpaHa TPeKy Trpajaruja Ha
€CXaTOJIOMIKA TIOCTCKM CJIMKH W er3UCTCHIMjaIHd MeTadopu  Kaje
CyOjeKTHBHHUOT W KOJEKTHBHHOT Tparu3aM C€ CpPETHyBaaT BO YHHBEp3aJieH
nocinyx. Bo ctuxoBuTe 3a pacnarameTo Ha KyKailia, Memopujaiia, semjaiia,
bY008IIA, UGHUHATLA, HCUBOWIOW U C8ellioll, Ce HACITyTyBa TIpaayaTHUOT
CHHIIUP O]l CITUKH BO KOM C€ OPKECTPUPA MOETCKUOT PUTAM Ha TPEBOXKHOCTA,
IpaMaTu3MOT HA XyMaHUCTUYKHOT HEOEKCHPECHOHHCTHYKH  BO3IVIAC
W cyrepupaHara AuJakTH4Ka ekcTtaza. OCyMIeNIHHOT LHKIYC TECHH €
MPOHHUKHAT CO COYYBCTBEHOCTA CO 00E3INIaCEHUTE, MaJIUTe CyAOWHH LITO ja
n3pa3yBaaT YHUBEp3aJlHATa Tparuka Ha CTPAJamkEeTO HAa YOBEHITBOTO, Kaje
WH/IMBU/yaTHaTa OJIIJIacyBa BO KOJIEKTHBHATA TpayMa.

Bo mecnara ,,Kykara mro ce pacnara”, /IMMKOBCKa ja TeMaTuszupa
er3UCTeHIMjalTHaTa paMa Ha 3aryOara / pa3menodara on Jlomot. I[loerckara
MocTanka Ha aHTponoMoppu3upame M TepcoHUUKAIMja Ha KyKaila €
nepdopMupana npexy CIieT 0Jf CEMAHTUYKH €KBUBAJICHIIMU U OUYTHYBAaUKH
00jeKTUBHM3AIMM HA ¢oMOWI KAaKO KyKa WU KyKawia Kako gom. Otane,
KyKaTa Kako MaTrepHjajiHa MMIUIMKAlFja Ha MPUIAJIHOCTA, HA IOMYBAmbETO,
nedaMuIrjapu3upadku ce mpeodpaszyBa BO CHTUTET W OUTHE IITO 3aMUpa
u ucue3nyBa. Kykara e mpomucieHa Kako gov €IMHCTBEHO BO 3HAYCHETO
Ha TPOCTOPOT IMITO ja TEPUTOPHjaTM3Upa cocToj0aTa Ha er3uCTEHIUjaTra
Koja OWMIyBa MACHTUTETCKH AeTepMUHHUpaHa ox Toj Jlom, kaae ce roBopu
3a MHTUMHATa €CXaToJIoTHja Ha OMTHETO Ha JOMOT INTO ce pacmara. Bo
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CTHXOBUTE C€ paceaHd MMJIMIWUTHHU, WIN JUCTAHLUPAHU ABTOUPOHUYHU
WHTOHAIINH, [IPH ILITO, C€ UCUUTYBA CBOeoOpa3eH enurtad 3a gomoin mTo Beke
HE € KyKa, WK, KyKaiia I1TO yMPTBYBajKu ce, OKOHUYyBa Jla OuyBa govw. He e
6e3pa3IoKHO IITO OBaa Kyka Tpeda IITo MOCKOPO J1a ce ,,eyTaHU3Hupa’, UMEHO,
Kako €IMHCTBEHa NPEeTHOCTaBKa 3a, WCIpPa3HeTa Of er3UCTEHIMjaTHUTe
KauecTBa KOM I'O COUMHYBAAT HUBOTOT BO KYKailia KaKO gomM U goMoill KaKo
KyKa — Taa aa ce 0cio00au o1 cTpagamero. MHIuKaTuBeH e u anoctpogor
Bp3 CIIMKAaTa Ha 3aKjyueHuilie po3opyu Ha Kykara 3a IOCJIEAEH MaT — CIUKa
KOJallTo ja BETyBa TErOOHOCTA HA HOCTAJTWjaTa, CIMKa BO KOja ce OIIeayBa
TParu3MoT Ha paszendara, Ha HaMyLITambeTo Ha THe3oTo. Tyka oariacysa
YMHOT Ha 300ryBame co JlOMOT KOj, MCHpa3zHeT of] JyfeTo OcTaHyBa Ja
€r3MCTUpa eIMHCTBEHO KaKo KyKa, Koja, pacrnarajku ce BO CBOjOT EMITUPUCKU
Tparusam, pecTaHyBa Ja OuIyBa 1 MaTe€pujaIHO YIIOPUIITE Ha POCTOpHATa
aKTyaJn3alyja Ha ersucreHnujara. Kykara 3a3zemMa MHCTaHLIa Ha CYyOjeKT,
HO HUMIIPErHUpa 3HAuemhe W Ha CEHTUMEHaJeH 00jeKT Ha OuTHeTOo, Ha
OuIyBamkeTO, a EAHOBPEMEHO, Taa Kyka CTaHyBa M 3aryOeHa, yMpTBEHa JIyJKa
Ha ’KUBOTOT: ,,[...] 300ryM Kyko 1mTO Gemie J0M, JOMY IITO C€ra He CH HU
Kyka” (2021: 24). Cnukara Ha Kykara Kako cillapuya Koja ce oOuayBa Jia u
noOerHe Ha cygbunailia UMILTULIMpA uieja 3a 3ary0eHara Tpara Ha JOMOT
IITO MCYE3HYBa O]l CEKaBameTo: ,, T1 jaByBaar JeKka UcTpyajia Io MaroT, HO
Tparara i ce ryon”; Toa e Kykara IITO MOpa Jia c€ 3aCOJHH BO ,,/UIAIIKUTE Ha
cornctBeHute Temenu” (2021: 24), ocTBapyBajku (pUrypaTUBEH apTXETUIICKU
YHH Ha regressus ad uterum — Bpakambe BO TEMEIUTE, BO 3eMjara, BO MUTCKUOT
IPUMOpPAM]jaJIeH er3UCTEHIMjalIeH MOYeTOK, KAaKO OHTOJIOMIKA perpecuja Koja
HE BETyBa BOCKpEC, OCBEH BO CEKaBaWHETO 33 3aMHUHYBAaWHETO, HO, TaMy, BO
OUTHETO Ha MEeMOpHjaTa, gomMoill ITO BEKe HE € KYKa OCTaHyBa Jla er3ucThpa
camo Kako Onena ceHka of efHo 3ary0eHo Bpeme. [Ipocynbara moMupianBo
OZIINIacyBa JIeKa Toa € Kykara Koja ,,ke ja MpHjaBHIl 3a UCUe3HAaTa, K& CTaBHIL
oryac Bp3 CKpIIEHAaTa orpaja, / a HUKOrall HUKOj HeMa Jia ja MpOoHajae HU
xuBa HE MpTBa” (2021: 24) — coomnmTyBa JIUPCKUOT CYOjEeKT.

Bo necnara ,,Memopujata mTo ce pacnara”, ipamara Ha pacnarambeTo
ce YHHUBEp3aJU3Mpa, HO €THOBPEMEHO M Ce CyOjeKTUBU3UpA, a MPHUTOA,
3aMo4yHyBa O]l MHIUBHUAyalHaTa, CyOjeKTMBHA TparMka Ha Tpaymara Ha
pacnajnoT koj, J/[MMKOBCKa ro rpajiupa npeKy cucTtaca O €CXaTOoJOIIKH CIIUKH,
MOYHYBAjKU O] CIMKaTa Ha MHUKPOKOCMOCOT KaKO goMoul 80 pacuararee 1
MHUKPOKOCMOCOT Ha MeMopujaiiia, WId, OA O0jeKTOT Ha MeMopHjara [0
Cy0jeKTOT Ha MeMopHjaTa, KOHEYHO /0 camara MeMopHja Koja 3aMupa.
MemopujaTa € MpPOMHCICHAa KaKO BOCKPECHAT, NpeoOpa3eH U OJHOBO
MIPOHA]IeH JTyXOBEH JIOM 3a OUTHETO Ha MaTepUjaTHUOT JOM KOj ce pacmara:
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Haitiotiena co iinynkaitia Ha gywaiiia, memopujaiia wipeba
ga ce ionitia awiom Ho attiom pasipagysajru ce 60 cuid

Witlo Ke Wiy 10 u3seKysa wenoio og OyHapoul Ha otticeeciid
C€ gypu HCUBOTHOU He ja UCKOPUCIIU HA HAjgoOap HAYUH

HeJ3UHQIA XPAHAUBA 6PEgHOCHL, a MeMopujailla e XpaHda,
be3 Hea ce cnabee, ce pasdonysa, UOWIXpaHelll ce ymupa,

be3 memopuja ce paciiaraw xoia u cama ce paciara. (2021: 25)

CroMeHOT, cekaBameTo 3a 3ary0eHHoT 10M, J[MMKOBCKa I' cyrepupa
BO KOHTEKCTOT Ha IMOCJIEIHHOT MaB30jie] Ha OTCYCTBOTO, HA MPHUIIAJHOCTA,
CTeKHYBajKM 3HAuCH€ Ha HACylllHA Marepuja Koja ja eCeHIIHMjaliu3upa
er3UCTeHIINjaTa; MEMOpHjaTa CTaHyBa CHJIa IITO CE UCLPITyBa BHATPE caMara
cebe u ce mpeoOpa3yBa eTHOBpEMEHO BHaTpe camara cebe. Cnopexn Toa,
MeMopHjaTa BO CTUXOBUTE Ha JIMMKOBCKa € [yXOBEH CUMYJIakpyM Ha JlomMoT
U cocToj0ara Ha BJOMEHOCTA.

On  MHMKpOKOCMOCOT Ha  HMHJIUBHAyalHaTa MeMopuja [0
MaKpOKOCMOCOT Ha KOJISKTUBHATa MEMOPH]a, TUPCKHOT Cy0jeKT, pacrarameTo,
WM, KOJICKTHBHATA, YHHBEP3aJHAa €CXaToJIOTHja IIOBHATpPEIIHETa KOH
WHIUBHyalHATa, IO HCIIEAyBa NpPEeKy HHBHOTO MEaHApHpame €IHa BO
Jpyra BO IlecHara ,,3eMjata IITO ce pacnafa”. HeoekcrnpecnoHUCTHUKOTO
IUIATHO Ha PaclajoT ce MPOLIMPYBa BO paclaj Ha JOMOT, IIOCPETyBaHO HU3
(okanuzaiyjara Ha er3UCTECHIN]AJTHO-ET3HIINpajHaTa JpaMa Ha IPOTOHCTBOTO,
Ha cocToj0aTa Ha eKcmarpujanujara W anarpuaHocrta. JIupckuor cyOjexrt
cyrepupa jieka:

gomotll 80 cociliojoa Ha paciiararse iipeba
[...] ga ce naiiywiiu,

ga ce ipabHain jazukoild, Hacowloti u gee-wipu ¢otioipaghuu,

60 geliCcKo panye ga ce Hauukaau
par’a}bemo, gemciieoulo, Maagoculd, HCueoulo

U CO MWUNONW UOMCBUIUKAH ga ce IUpIHe U0 UAowl Ha eI3UNOUL.
Hozeine camu tnu ogaiu, konexiuugnaitia Mmemopuja iv 60gu,

Oelciiigoliio e Hacnegcitleo, HydceH gen og octiasunaiia (2021: 26)
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Coobpa3zHo, Toa € ipaMaTa BO Koja C€ ILITO i OCTaHyBa BO MPHUIIaTHOCT
Ha er3MCTeHIMjaTa € ja3ukoili Kako OJIeK Ha MPUIIAQJHOCTa Koja OiemHee,
i, 00jJeKTOT Ha TpaH3UIIMjaTa BO TPOCTOPOT — UACOWLOUI, WIH, TaK,
Qoutioipaghuuilie Kak0O UIEHTUTETCKO U CEHTUMEHTAJIHO OTEJIOTBOPEHHE Ha
MuHaroto. Toa e Apamara BO KOja BO gellicKoiio paHye Mopa Jia e CMECTH
€HOBPEMEHO IleJlaTa MCTOpHja Ha CyOJeKTUBHUOT >KUBOT. IloBTOpHO
€ OuMIVIeJIHa €BOKalMjaTa Ha E€MOTHUBHHOT CHUMOOJI Ha Kygepoil, Kako
€IMHCTBEHA Sine qua non JAWUCHO3MIIMjAa 32 COOYYBamE€ CO TErOOHOTO U
HEU3BECHO €r3WIMjapHO MCKyIIeHHe Ha Murpanujara. KoHaeH3upaHuor
eKCIpeCUBeH Habo0j BO CTUXOBHUTE, MPEKOPHO YTBPAYBa JieKa OErajcTBOTO
CTaHyBa WJEGHTUTETCKA W Er3UCTEHLHUjalHa JeTepMHMHAHTa, IpUKa3Ha
Ha OWTHETO, HO CTaHyBa M OTKPIIOK BO KOJIEKTMBHATa MeMOpHja, Kaje
WH/MBUYAJTHUOT HApaTHUB Ha OErajJCKUOT JaMEHT C€ MPHUOIIITyBa BO
KOJIeKTHBHaTa OoJka; 3arybara Ha JJOMOT CTaHyBa Tpareadja Ha JyXOT, HO
U uctopusupana ouorpaduja Ha GUTHETO BO aKTyalM3alyjaTa HU3 BPEMETO.

EcxaronomkuoT IUCKYpC CO3BYYHO MeaHJIpHUpa BO BH3ypara Ha
pacrnarameTo Ha UICTOpHjaTa, HO U BO CJIMKATa Ha HEJ3MHOTO CAMOYHHUIITYBambe
BO mecHata ,,Mctopujata mTo ce pacmara”. Mcropujara mTo ce pacmara
€ BIOpPOYEM, HapaTUB 3a TParu3MOT Ha HCTOpHjaTa Koja ce MOBTOPYBa BO
JMjaxpOHMYHATa KOHCTENalKja Ha er3UCTEeHIMjaTa Ha YOBEIITBOTO:

Bo ucitiopujatiia witio ce paciiara ciianysaut gedenoKoNiceH,
HUWIo oseKe He e gouupa,

Camo HU3 Cy30Kodcauia ioHekolaul
680 tiebe Upogupa uzbelHaliaina HecpeKka

Kaxo xola ciiauanauia opoj 36, Hu geliCKU HU JHCEHCKU,
iy tpotiagnaa 60 YOKyauille Ha Wamxo wu, opoj 43 (2021: 28)

beckoneunoro mepmnerywpame Ha wucTopujata, JMMKOBCKa TO
cyrepupa TIpeKy HEBOJHO HaclegeHaiia cygouna CcUMOOIU3UpaHa BO
waiikosuilie yeenu, Kora JAETCKUTE, HEONUTHU CTamnajia 3a JIPyMOBHUTE Ha
WCTOpHjaTa BIETYBAAT BO 8OjHUUKUINE YOKYIU HA CMPTTA WIH PaclagHATHOT
®UBOT. MlcTopujaTa ce MOTBpAyBa EAMHCTBEHO KaKo IIPOMEHA Ha PErepToapoT
Ha XPOHOTOMM3AIMjaTa Ha YHUIITYBAKETO U CTPAJAmkETO, HO UCTOpHjaTa e
KOHCTaHTa M akcuoma: ,,l Bo mpeTxofHara u BO HapeAHaTa BOjHA / TYMOTOT
Oellie UCT, CMPTTa MPOIMKCHA, a KUBOTOT — BOeHa BexkOa” (2021: 28) — ke
u3pede JUPCKUOT cyOjekT. McropujaTa € ceHka IITO TajKa HU3 CTONeTHjaTa
Kako OeCMPTeH, TPAHUCTOPUCKH Pa30pyBau, CYUCHIAHYA HA HCUBOULOT, KAKO
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LITO JIOCIEAHO OACKHYBaaT cTuxoBuTe Ha JlumkoBcka. Jlogeka ciukara Ha
OecrpeIeTHUOT MPOCTOP Ha UCTOpHjaTa CTaHyBa TOMOC Ha Tpaymara Of
KaJie IITO HUKO] HE ce Bpaka, uciiopujailia BO OBUE€ CTUXOBH, TIOBTOPHO C€
Mpepo/yBa 3a TIOBTOPHO Ja C€ pacmhajiHe co ce0e MOBIEKYBajKH IO KUBOTOT
KaKo BeYHa JKPTBA.

3aKiIy4yBameTO Ha IHMKJIMYHATA TPajalidja Ha er3UCTEHIUjaTHHOT
pacnana, okoHuyBa co CBeTOT KOj ce pacmara, kKafe ce 00jeKTUBU3UPAHH
cnukuTe Ha cMprTa Ha CBETOT Kako gom, HO pacmarameto Ha CBETOT U
KaKO J/Cpiliéa U KaKo aBTOJECTPYKTUBEH MCXO/, CO IITO C€ BOOOIUYYBa €AHA
3a0KpY>KEHO OOMUCIICHA IMKJIHM3alfja Ha TPUIAJHOCTA IITO C€ pacmara,
CJIMKa KOja ce JBMXKH O]l pacmagoT Ha MUKpokocMocoT Ha Kykara 1o Cetor,
O]l pacmajioT Ha MPOCTOPHUOT MUKPOKOCMOC, 10 KOJIEKTUBHUOT U UCTOPUCKU
MaKpOKOCMHUYKH TONOC Ha npumnagHocta. Bo ,,CBeror mTo ce pacmara”,
MPETCTaBeHA € e/IHa 0 MAJIKy I[PHOXYMOpPHA, HPOHUYHA, HO TPparu4Ha CIUKa
Ha CBETOT IITO 3aMHpa — KOj 00ecCHUJIeH He yCBOWJI HHMKAKBU CIO3HAHH]jA
01 MUHATOTO?. JIMMKOBCKA HE IO MPHUKAXKyBa pacrarameTo Ha CBETOT KaKO
OYeKyBaHa UMIUIMKALMja Ha fin de siécle — pacnarame Ha Kpajoill Ha 6eKoil,
TYKY KakKo MapajoKCaIHo pacrarame BO MyTpUTE Ha BEKOT:

IIposzopeyoiu e otnigopen, cobaiiia e camo 3a eger,
uee Ha IYIYIKU 60 IpAgUHAA, JOPIOBAH HA MACUYKALUA.

Kaxo 60 xyjua na pecitiopan Hag 8pattiaiiia Ha cobaitia UuuLysa
,, Hacmesxa” u cutiie witio My goaraaiu 6o tioceiiia

ce HACMeSHAU go YU, d HUKOMY He MY e go cmed
u pertiiouuitiaaiti pygapcko ,, Cpexno! ” tipeg jamaiiia na cvpiiia. (2021: 32)

WHaukaTUBeH € TONMOCOT Ha 3rpHKyBaukara coba Koja mpuiiera
Ha efieH capkodar Bo koj CBETOT ro MCUYEKyBa OKOHUYBAaHETO Ha CBOjara
NpUKa3Ha U KaJie IITO TOj c€ Haofa BO aBTOPE(IEKCUBHU KOHQIUKTH IMpes
YMHOT Ha HENIOBPATHOTO pacrarame. IpOHNYHOTO OUTpyBamke CO OCKAaTa Ha
YJOTHUTE, CE UCUUTYBA BO AJIETOPUUYHUOT MU3AHCLIEH YKPACEH CO jOpIOBAHO
KOra yTeIlHO ro otno3apasyBaat Ceeilioit Koj 3amupa, HO, CO JTa)KHU HACMEBU

2 TIprCyCTBOTO HAa MPOHHjaTa KaKo KHH)KEBHA MOCTarka MaHH(eCTHpaHa BO CTUXOBUTE Ha [ panuuna
cocitiojba, JINMKOBCKA ja 00pa3iokKyBa M ja MPOMUCITYBAa apCIOCTHYKH KaKO ,,elHAa OJ] Hajao0puTe
OJUTMKH Ha JINTepaTypara, HO ¥ Ha yMeTHocTa BoommTo. OcoO0eHo Ha OHaa INTO ce co3/aBa AeHec,
BO YCJIOBM Ha YOBEUKa OTYyleHOCT, Ha aOHOpMaJlHa KOMepIlHjasin3alija, Ha Ipcka robannsanyja, Ha
ryOeme Ha BPeIHOCTHUTE, [...] 1a ce HPOHU3MpPA 3HAUYM Ja Ce 3a3eMe CTaB, a CO TOA U J]a Ce MPOMEHU
HEIITO BO CBETOT, a BEYHATa jkenba Ha YMETHUINTE OMiIa CO CBOMTE Jiefla Jia TO MPOMEHAT CBETOT.
[...] UpoHujaTa Moxe na Oujae u sKeCcToKa W Oiara, © BO MOWTE Jiejia ja MMa M BO JBara oOiuKa’”
(KamymeBcka-/lpakyneBcka 2021: 127).
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KOU CIlo3HaBaar Jieka Toa € CBeTOT Koj HeMa Jia JoXKHBee Mpepoda, a Kajae
JI0 HETO JIONUpaaT pajguo BECTUTE 3a ,,HOBUTE BOJHU U (DMHAHCUCKU KpU3H~
(2021: 32), xou KaKo MPUKA3HHU HE TO 3aCErHyBaaT U HE TO TPEBOXKAT MOBEKeE,
KOHEYHO, Ouzejku Toa € CBETOT KOj € BeKe IOMHUPEH CO CBOjaTa OHTOJIOIIKA
Hens0exxHoCT, CBETOT KOTO HUTY YOasuHallla He gociiea ga io ciiacu, Kako IITO
e/IHAIll U1eaTMCTUYKH U MyApPO BOCKIMKHA JlocToeBCKH. JIMMKOBCKa cyrepupa
neka CBETOT )KMBee BO yTexara Jieka Hako 3aMHpa, BO HEro, Cenak, c¢ yuire
OIICTOjyBaaT 3a00opaBeHUTE Hean Ha 1yXoT. Bo ctuxosure, JluMKOBCKa ja
ornacyBa npecyzara 3a CBeToT IITO ce pacrara Koj ce IOBHHYBa IIpe]l CBOjOT
(haTy™m U € HEyMOIIMBO OCYJIEH Ha Tparenjara Ha CaMOyHHINITYBAamHETO U 3aT0A
HETOBHOT Kpaj HeMa J1a Ouie Huilly 3a0pasam, MUy 0ga10d4ceH Ol ,,aHTeJINTe Ha
#*uBOTOT” (2021: 32) — KaKO MITO MECUMUCTUYKU OENEkKH TUPCKUOT CYOjeKT.

3. HamecTo 3aKJIy40K

Ocoben Bmneuatok BO [panuuma cociiojpa € Toa mTo Jluauja
JIMMKOBCKa — Ha NparoT Ha CBOUTE CTUXOBH, 'M Oy TJIACOBUTE HA JIBE
UCKITyYUTEIIHU TBOpPEUKH JUYHOCTH. Hecnyuajuo e 1mro, mnoerecara
OJlTyuyBa CTUX030MpKaTa J1a OuJie OTKIIy4eHa MOTOIIMTATHO IIPEKY €BOKaIHja
Ha moeTckuTe Bockiuiu Ha l[peraecBa m Ha Konecku. [lokpaj Toa mro
JIMMKOBCKa ce TIOBMKYBa Ha TOJIEMHOT MaKEJOHCKH MOET M Kiacuk braxe
Koneckn — m30upajku ru CTHXOBUTE O] TecHata ,,/lujamor Ha MOJHOK”,
3aHUMJIUBO € IITO BO MOIIMPOKHOT KHM)KEBHO-KPUTUYKU KOHTEKCT, BEKe €
MO3HAT U MOTBP/CH KOHT'€HUJaTHUOT BOCXHUT KOj JIMMKOBCKa o OArfielyBa KOH
JIM4YHOCTa Ha rojiemara MapuHna [[BeraeBa. BriewarnuBo e mto J{lumMkoBcka
TEMaTU3UPAJKU ja poJijaTa Ha MOETOT HU3 BPEMETO, T'M M30Mpa CTHXOBUTE
on mecHara ,Iloeror” koja llBeraeBa ja m3paboryBa BOo 1923 romuHa:
,»I1l0CTOjaT Ha CBETOT M3JIMIIHM, AOAATHHU, / HueaeH XOpW30HT WITO HE T'u
Bpamu. / (I'm HEMa BO BalMTe HOTECH BEpOjaTHO, / JloM UM ce — OTHagHuTe
jamu.)” (IlBeraeBa 2001: 127). Bo ymre eqna necHa, mak, ox 1933 roguna,
[IBeTaeBa eKCTaTUYHO ja UCKAXYBa CpJieyHaTa MPeJaHOCT KOH €IMHCTBEHUOT
J0Kpaj BepeH npwujaren Ha [loetor — macaiia 3a nuwysare xako metadopa
3a OynHOCTa, BEpPHOCTA, MpPEJaHOCTa U JyXOBHATa 3ajgaya Ha OUTHETO Ha
[ToeTor HU3 BpeMumara U UCTopHujata: ,,Moi MUCbMEHHBIN BEepHBINA CTOM! /
Cnacu60 3a t0, uyto men / Co mHOIO 10 BeeM myTsm™™ (L[Betaesa 1994: 309)
— MOETCKH MCKa3, KOj MyJICUPa HAa paMHHUIITE HAa TBOPEUKAaTa KOHI€HHU]aTHOCT
Y HU3 HEOCKCIIPECHOHUCTUYKY aHTa)KUpaHaTa PETOPUYHOCT BO CTUXOBUTE HA

3 ,Moja maco 3a numryBame BepHa! / Briarogapam mro Mmuta / co MeHe 1o natuita pasau’”. C1o601HHOT
IIpereB Ha CTUXOBUTE Ha [[BeTaeBa o1 pycky Ha MaKeJJOHCKH ja3UK € Ha aBTOpKaTa Ha TPYIOT.
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JlumroBcka. [Ipeky cBoute cTHX0BH, [IMMKOBCKA ja 3acTamyBa v adupMupa
ujejara Jeka CyIITUHCKaTa ompenenda Ha raison d'étre Ha TOETOBOTO
OouTue Kako OUTHE HA ceKasarveilio, € TOKMY HErOBHOT OOUJl — pacyIIHBO
Jla TY BO3IJIACH €T3UCTCHIU]aIHUTE UCKYIIIEHH]a Ha JyXOT, KaKO ¢IMHCTBEHA
MPETIIOCTaBKa 3a MPECO3/1aBambe Ha €CTETUYKOTO U €TUYKO OUTHE HA CBETOT
MPEKy CII03HajHaTa Karap3a Ha BO3BUILICHUTE WA Ha TIOCTOCHETO.

Jlureparypa

Cvetaeva, Marina. Sobranie sochinenij v semi tomah. T.2. Stihotvoreniya /
perevody. Moskva: Ellis Lak, 1994. (Cirilica)

Cvetaeva, Marina. Pofalba na vremeto. (prepev: E. Kletnikov). Skopje: Nasa
kniga, 2001. (Cirilica)

Dimkovska, Lidija. Granicna sostojba. Skopje: Ili-Ili, 2021. (Cirilica)

KapuSevska-Drakulevska, Lidija. “Jas ne se plaSam od Virdinija Vulf, jas se
plasam od Lidija Dimkovska”. Intervju sa Lidijom Dimkovskom u
Avtorot vo ogledalo. Skopje: Polica, 2021.

Seleva, Elizabeta. Otvoreno pismo. Skopje: Magor, 2003. (Cirilica)

Elena Karpuzovska
Ss. Cyril and Methodius University in Skopje
Faculty of Philology “Blaze Koneski”, Skopje,
North Macedonia
Original Scientific Paper

The Poet, Time and Memory
in the Verses of Lidija Dimkovska

Lidija Dimkovska (1971), with her distinctive artistic expression, represents an highly
acknowledged name in the critical context of contemporary Macedonian poetry and
prose. This article aims to focus its interpretative attention to semantic reflection on
some of the most important motifs that are performed in her poetry book Boundary
Situation (2021). One of the key thematic categories in Dimkovska’s verses is
memory, conceived as a spiritual simulacrum of Home. Hence, memory becomes
the intersection point of the temporal and spatial actualization of existence. The

45



interpretative point of view, evoking speculative complexes from the philosophical
and existentialist categorical repertoire, commences from the premise of the border
as a metaphor for the forms of the existential dichotomy and ambivalence of human
being. Correspondingly, the motif of the border will be considered from the perspective
of an inherent ontological state and predetermination of the human being understood
within the causal interdependence between time and space and the psychological
and existential connection between history and memory. Through this interpretative
transcendence into the semantic universes of the poems of Lidija Dimkovska, will
be shed light on a multitude of thematic depths, such as the issues of Home and the
restorative and sentimental power of subjective memory. Furthermore, the article
will confirm the discursive modus in which Dimkovska performs the actualization
of her lyrical subject, through whose voice the poet reflects on the questions of the
fragility of the human being in the collision between the past and the present, the
aspects of dehumanization, the state of spiritual and material statelessness, the state
of the double belonging in temporal and spatial constellations of consciousness, and
also the phenomenon of the human being in the maelstrom of history. Consequently,
the interpretation suggests the thesis of Lidija Dymkovska’s poems as a deep artistic
actualization of the idea of the human as a being predetermined by time and space,
but also of the idea of the human being as the Home of Memory and Memory as
the Home of Being. For this reason, through her verses, Dimkovska, as a poet
who decides on diverse thematic levels to articulate the polysemic existentialist
metaphor of the boundary situation, proclaims and affirms the idea that the essential
determination of the raison d étre of the poet’s being as a being of memory and time
is precisely his attempt to prudently actualize the existential challenges of the spirit,
as the only presupposition for recreating the aesthetic and ethical being of the world
through the gnoseological recognition of the sublime ideals of human existence.

Keywords: Lidija Dimkovska, time, space, existentialism, boundary situation
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HoBo kpuTtHuko oxuB/baBame gena @iaopuke llredan

Onopuka lredan (1930-2016) Ouna je jyrocioBeHCKa MECHUKHEbA PYMYHCKE
HAIIMOHAJHOCTH M jeJHA Ol PETKHX ayTOPKH CBOT TOpeKia Koja je ycmena jaa
nponal)e MecTo y KaHOHY JyrOCIIOBEHCKE KibMKeBHOCTH. HheHa noesuja BperHoBaHa
je y ckiaay ca JOMHUHAHTHO MAcKyJIMHUM IMOJUTHKama Jpyre mnonoBuHe 20.
Beka, 300r yera je y KIbMKEBHOj KPUTHLHM 3aBpeAwia cTaryc Jupuuapke. Kao
pesyJsiTar Tora, 3HauajaH JIe0 BEHOT KEHKEBHOT, Al M BaHKILIDKEBHOTI 3ajarama,
oCTaje MapriuHajJM30BaH M y CEHIM HAMIAIeHOT CEHTHMMEHTAJIM3Ma IOCIepPaTHOT
necHUIITBa. MHUIMjaaHa uaeja OBOr paja NMOYMBAa Ha TMHOKPUTHYKO] XHUIIOTE3H
Jla je KEHCKO ayTOPCTBO HEOMXOAHO IMOJABPIHYTH PEBU3UjH, OITHOCHO MOHOBHOM
yuTamy U3 (PEeMUHUCTUYKOT yINa Kako OM ce uaeHTH(UKOBaie TeMe, MOTUBU H
MOCTYINIHY KOjU Cy OWJIM MOTUCHYTH YHYTap YCTaHOBJbCHE KPUTHUKE Iapajurme.
Humb je pacBeTsbaBame A0 cafa, y MOTIYHOCTH WM JIEJIMMHYHO, HEHMCTPAKEHUX
cerMeHaTa CTBapaJlauyKol OIlyca MEeCHUKUEE U MPEBPEIHOBAmE HHEHOI cTaTryca y
OKBHPY KIM)KEBHOUCTOPH]CKOT TOKa jyTrOCIOBEHCKE KibIKeBHOCTH. Kopryc 3a oBO
HCTPAXKUBAE CAYNHEH je O KpUTHUKUX TEKCTOBA Ha CPIICKOM M PYMYHCKOM jE3UKY
MyOJMKOBAHUX TOKOM Jpyre MOJOBMHE MPOLUIOr BEKa Ca HM3Yy3€TKOM HEKOJHMKO
kputhka Hactamux HakoH 2000. romuHe, ka0 U ofaOpaHe IOe3uje OBE ayTOpKE.
AmnanuzoMm ce noTBphyje ma crapanamrBo ®Pnopuke IlIredhan nHaannasu oxksupe
Jpy0OaBHE JIMpUKE y Koje je Omo cMemteno. Ha ocHOBY Tora, NaBHU AONPUHOC pajia
j€ peno3uIOHUpakhe ayTOPKE Y KOHTEKCTY JYTOCIOBEHCKE KIbHIKEBHOCTH.

Kibyune peun: @nopuka Ilredan, skeHcka moe3uja, pyMyHCKa MambHUHCKa
KEbWKEBHOCT, THHOKPHTHKA

1. YBOJ

Nme @nopuxe lllredan (Florica Stefan) Huje cacBum Hemo3Hato
IIMPO] YNUTANAYKO] MyOIUIM. Y KOHTEKCTY CPIICKE, a HEKa/a JyroCIOBEHCKe

* zorana.djukic@fil.bg.ac.rs ; https://orcid.org/0000-0002-7347-0885
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KIbWKEBHOCTH, TecHuKumba ce mnopen CreBana PawmuxoBuha, bpanka
PagnueBuha, Mupe AneuxoBuh, MupocnaBa ATuha u Ipyrux HCTHYE Kao
JeIHa oJ BaKHUX IpeICTaBHMLA CyOjeKTHBHOT jupu3Ma. HoBa renepanuja
MOCIEpaTHUX TIE€CHHKAa KO0jOj je TpuIajzana Heropaja je creuupuyan
WCTIOBE/IHU, €JIeTHYHH, MENaHXOJIWYHH TOH, KOjU je OMO y KOHTpAacTy ca
MIPETXOJHUM MHKJIMHAIIM]aMa Ka paTHUM, TPaIUTeJbCKUM U PEBOIYLIHOHAPHUM
temama (eperuh 2011: 1168-1169).

VYipkoc YMBEHMIM Ja ce Beh Ha caMOM IOYETKYy CBOje Kapujepe
OJNTy4YHJIa 3a MHCAake Ha CPIICKOM Je3UKY, Y OKBUPHMA MambHHCKE PYMYHCKE
KibxkeBHOCTH BojBoaune dnopuka llltedan nmana je jour BaKHHU]y yaory —
HE caMo Kao KibKEeBHULIA, Beh kao nmocpeanuia usmely nsejy kyirypa. beno
MECHUYKO CTBapajalliTBO aUPMHUCAHO je Ha JIBa je3uKa W TPU pasIndyuTa
IUTaHA: CPIICKOM, JyTOCIIOBEHCKOM M pyMyHCKOM. Perienimja meHe noesuje ce,
MelyTuM, ofiBHjania y KOHTPOJIMCAHUM TpaHULlaMa BIIaAajyhuxX HICOIOMIKHX
NIPAaKCU y KibMKeBHOCTH japyre nojosuHe 20. Beka. To je mompuHeno naa
nocajammy yBUaM y noetuky @nopuke lltedan renepurry ciuky o
NECHUKUBH ,,lyOOKO YpPOWEHO] Yy 3aBHYajHH, paBHUYAPCKH amOujeHT™
(deperuh 2011: 1169), oHoj koja meBa o JbyOaBH M ,,Tpara 3a JIEIOTOM U
HACTOju J1a je 3amTutu ox 3abopasa” (Lakicevi¢ 1957: 546), oHoj koja nma
,,TUTIMYHO KEHCKY CEH3MOMIHOCT®, kako mpumehyje banamh, a mpenocu
Pehen (Pehenm 1959: 477) u Tek moHeKaa HCIOJbaBa CBOJY ,,IIPUTAjEHY
aHraxoBaHOCT* (Zubac 1966: 13). MynTHANMEH3HUOHATHOCT HEHOT OIyca
KOJU C€ OMJIMKYje M3Yy3€THUM aHTaKMaHOM DPE(]IEKTOBAHUM Y H3PaKeHO]
noTpeOu Ka KpUTHIIM TPAJIUIIMOHAIHOT CUCTEMa BPETHOCTH C jJe[THE CTpaHe, U
yCIIOCTaBJbahy KOHTUHYNUTETA )KEHCKE KIbHKEBHE TPAAULIU]E C IpyTe, OCTaje
BaH KIbM)KEBHOMCTOPH]CKHX TOKOBA KAKO Ha CPIICKOM, TAaKO U HA PyMYHCKOM
JE3UKY.

Crnenehu mocrynare THHOKPUTHKE KaO CaBPEMEHOI METO/a Y HaylH
0 KIWKEBHOCTH, IPEAMET OBOT paja jecTe HOBO KPUTHUYKO OXKHMBJHABAE
crBapanamrea @nopuke Iltedan ca wupejom Aa ce JAEKOHCTPYHILE
TPaIULMOHAIIHO TaTPUjapXaJIHU OKBUD HETOBOT IPOYYaBamha 1 J1a Ce TeXKUIITE
UCIHUTHBaka IMOMEPU Ka CABPEMEHH]EM U CUCTEeMaTHYHH]jeM KPUTHYKOM
IUcKypey. TeMaTcKu M METOMOJIOLIKHY, PaJi C€ OCllakba Ha MOje MPETXOIHO
uctpaxkuame (B. Puki¢ 2024) u ncTOBpeMEHO TeXU MPOLIUPUBAKY aHATTN3E
KpO3 MpHU3MY caBpeMeHe (PeMUHUCTUYKE KPUTHKE.

V3eBumm y 003Mp Ja je KEHCKO ayTOpPCTBO OOJMKOBAHO HHU30M
pa3NMUUTUX  orpaHuyaBajyhux yTumaja  (OpyIITBEHHUX, KYJITYPHHX,
MOJUTUYKUX, HCTOPHJCKHX), a y IMJbY OOJbEr pa3yMeBama >KEHCKOT
HCKYCTBA, KIbH)KEBHA aHaIM3a Ouhe ynoTmymeHa 0uorpadcKuM eneMeHTHMa
U BaHKIIDKEBHUM aHTaXMaHWMa IecHukumwe. Kopmyc paga oOyxsara
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MIPBEHCTBEHO KPUTHUKE TeKCcTOBe 0 noe3uju Onopuke lItedan mydbankoBane
IIPETEKHO TOKOM JIpyre nojioBuHe 20. BeKa y KEbH)KEBHOHAYYHUM 4aCOMCUMA
U OIVIEZIMMA JYTOCIOBEHCKE, OTHOCHO PYMYHCKE MalbbUHCKE KEbHKEBHOCTH U3
BojBoaune, kao u onabpaHy mnoesujy ayropke. OBUM IMOCTYIIKOM TEXHU C€
pacBeTJbaBamy OfHOCA U3Mel)y pereniuje u MoeTuke.

2. KuorHu u noercku nyt ®iaopuke llredpan

Crojesutoct noetuke @nopuke lItedan aenumMuyHo je nocieauna
HEHOTI' JIBOCTPYKOI KYATYPHOT M HalMOHATHOT uieHtutera. l[lopekio,
IyOOKa MOBE3aHOCT Ca PyMYHCKOM MambMHCKOM 3ajenHurioM y BojBomunw,
paHM Tpena3aK Ha CPICKHU je3UK Y KHMKEBHOYMETHHYKOM CTBapajallTBy,
MPUIIATHOCT CTIEHU(PUUHOM jJYTOCIOBEHCKOM COLMjaIUCTUYKOM KEbH>KEBHOM
MIPOCTOPY M YME-EHHUIIA Ja je )KeHa y MYIIKOj cdepH, yKa3yjy Ha TO Ja AeJo
Onopuke Illtedpan Moxxke OMTH TymMaueHO KPO3 MPU3MY BHUIIIE PA3TUUUTHX
acriekara.

VY KOHTEKCTY jJyrocjIOBEHCKE KHMKEBHOCTH IMECHHUKHIbA IpHIaa
mital)oj reHepalyju NecHUKa Koju Cy cTacaBajH y roguHama HakoH J[pyror
cBeTckor para. CBOjUM HHIUBUAYATN3MOM OBH [TECHUIIM OOIMKOBAIIN Cy HOBY
noeTcky crpyjy. Mcrospemeno, ®nopuka Lltedan je jenna o HajBaKHUjUX
U HaJyTULAJHUJUX TNpeICTaBHHIA TeHepalje ayTopa KOju Cy MOCTaBJbald
TeMeJbe PyMyHCKe KIbMKeBHOCTH y BojBonunu. Peuenmuja ctBapanamirsa
OBE MECHUKMIbE Yy BEJIHMKO] Mepu oxpeheHa je ympaBo y CKIaay ca TUM
kinacudukanyjama. Y Tom cMuciy, Hehemo norpemmru ykosinko o dnopuku
HITedan roBOpUMO Kao 0 KEMKEBHHIIM UHje ¢y JbyOaBHE U 3aBUYAjHE ITeCMe
oboraruie jyrocioBeHCKY KEHKEBHOCT Jipyre nonoBuHe 20. Beka U Kao O
KIIDKEBHUIIY Ydje Cy AeOUTaHTCKe 30MpKe Moe3uje, MPEBOIU U €Ceju TPajHO
YTKaHU y TeMeJbe PyMyHCKEe MamUHCKe KibMkeBHOCTH Yy CpoOuju. Mmnak,
ofipel)eHN CETMEHTH H-EHOT' CTBapasalliTBa OCTajy BaH KPUTHYKOT AUCKYypCa,
Hea/IeKBaTHO UJIM HEIOBOJbHO aHATTM3UPAHU. Y3€BIIN Y 003Hp J1a TMHHOKPUTHKA
ynyhyje Ha UCTTUTHBabE IIUPEr KOHTEKCTa U 00jeANbaBamke CBUX CerMeHara
KHUBOTa M pasa onpeheHe ayTopke, aCleKTH HEHOT BaHKHLIDKEBHOT pafa U
MPUNIATHOCT (PEMUHUCTUYKOM ITOKPETY MOTY OUTH OJ1 3Ha4aja 3a pa3yMeBambe
HEHOT JIeNa.

On Ouorpadcekux nomaraka o ®mopuku Illrtedan mosnaro je na
je pohena 1930. romune y BojBohaHCkoM ceny JIokBe koje Hacramyje
PYMYHCKO CTaHOBHHUIITBO. OCHOBHO 00pa3oBame 3aBpIIMIA je Y POAHOM
celly, HaKOH uera je moxahana rumHasujy y Bpmy u crynuje ¢punosodpuje
Ha ®unozodcekom pakynrery Yausepsutera y beorpany. [Touena je na nure
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paHo, Ha pyMyHCKOM j€3HUKY, Ha KoMe u aeoutyje 1945. ronune y Anmanaxy
KivudicesHol gpywinea haxa uz Bpuya (Almanahul Societatii Literare a
Elevilor din Varset). Hegyro motom, 1949. ronune, o6jaBuia je CBOjy IpBYy
kury noesuje Ilecma mnagociiu (Cantecul tineretii), a 1953. u nmpyry
non HazuBoM Cyze u spayu (Lacrimi si raze). Y3 xwury Kopen (Raddcina)
KOja HacTaje Yak JBe JCICHUje KaCHHje Kao HacTaBaK HEHOI' CTBapaIayKor
orryca, MOMEHYTe JIBe 30MpKe MPEe/CTaB/bajy jeauHe 30UpKe moesnje Koje je
NECHUKHUIba 00jaBUIa HA MAaTEPHHEM jE3HKY.

CaMu moveny \mEeHOT MOETCKOT TyTa Be3aHU Cy 33 HajpeHOMHpAHUje
KIbMKEBHE YacONKMCEe Ha PYMYHCKOM je3uKy y JyrociaBuju TOT BpEMEHa.
[TocebHo 3Hauajan Ouwo je uwacomuc Lumina (Ceeitinocill), y KOMe je U
capahuBana kao jeiaHa of WiaHWIA penaknuje y nepuony usmelhy 1948. u
1949. 1 1954. ronune. Tokom 1953. ypehupaa je pyMyHCKO H3Aam€ Yacomnuca
Femeia noua (Hosa dicena), myOnukanuje HaMEHEHE JKEHCKO] YUTANIauKoj
nyOnmuIM Ha PYMYHCKOM je3UKy IIOKPEHYTE€ Ol CTpaHe OpraHu3aluje
Anttiugpawuciiuuku ¢ponin scena. Ilopen Tora, Ouna je aHraxoBaHa M
Ha Kpeupamwy U ypehuBamwy caapikaja NepuUOAMKE Ha CPICKOM je3uky. On
ocHuBama 1955. rogune, cBe m0 1958, Hamasuna ce Ha 4enmy penakiuje
HOBOCAJICKOT 4acoIHca 3a KEWKEBHOCT U TeopHjy [loma, KOju ce ymnpKoc
MOBPEMEHUM NpeKuAnMa myonukyje u ganac (Savi¢ u Spariosu 2011: 12-13).
VY nepuony ox 1981. 1o 1987. ronune 6uia je I1aBHA M OJTOBOPHA YpEIHHIIA
enunyje ,,[IpBa kmwura®“ Marure cprcke. Y3 To, 6aBuia ce HOBUHAPCTBOM U
6una wianuna penakuuje PTB Hosu Cap.

VY capaawu ¢ Backom Ilormom (jour jenHUM NMECHUKOM PYMYHCKOT
MIOPEKJIa KOjH j€ CTBApao Ha CPIICKOM je3HKY), AenoBame Pnopuke lltedan y
JAUTEPAPHUM KPYTOBHUMA JOIIPHUHOCHIIO j€ OOJIMKOBAKY KEHKEBHO-KYITYpHE
cuere y Bojsonunu (Flora 1971: 25-32). Ilogctunana je miaje TaleHTe U
3ajarajga ce 3a BUXOBY adupmaunujy, ,,IOCEOHO Kao INIABHU U OJTOBOPHU
ypennuk enunyje ‘[lpea kwura’ Maruue cpricke (Byjkos 2018: 50-51).

[IpuBpKEHOCT PYMYHCKOM Hapoqy, arMoc(epu CEOCKOI KHBOTa,
BOjBO)aHCKMM IPOCTPAHCTBUMA M MHHYJO] €MOXH Koja je oberexuia
HajJIerIIe roInHEe HBEHOT J)KMBOTA Haj0OJbe je ncroJbaBaia Kpo3 noesujy. 13
CHQ)KHOT' CEHTUMEHTA IpPEeMa BIACTUTOM IOPEKIY HACTala je eKCIIPECHUBHA,
MEJaHXOJINYHA, HOCTAITUYHA, MHTPOCICKTHBHA MMOE3Hja Koja je y MPBOM
pelly MapKupasa IeCHUYKH KOJl OBe ayTopke. IHCcucTHpaia je Ha TOBE3HUBaby
PYMYHCKE H CpIICKE KYJTYpe, HajBUIIIe TpeBoaehr pyMyHCKE MUCLE Ha CPIICKH
je3uk u o0pHyTo. 360r Tora ce nonpuHoc @nopuke Iltedan moxe cmarpatu
CBOJEBPCHUM M HE3aMEHJbMBHUM TPAHCHAIIMOHAIIHUM MOocTOM. Mely nucuuma
u3 PymyHuje kojuMa je MOKJIOHWIIA HajBUIIIE MK YITIaBHOM C€ U3/Bajajy
weHn caBpemenu Jlyhujan bnara (Lucian Blaga), Tynop Apresu (Tudor
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Arghezi), Beponuka ITopymbaky (Veronica Porumbacu), Huna Kacujan (Nina
Cassian), Mapuja banym (Maria Banus). MctoBpemeHo, kpo3 mpeBoheme
nena nucana nonyt Joana ®nope (loan Flora), CnaBka Anmaxana (Slavco
Almajan) u Bacuna [lana (Vasile Dan) ocrana je moBe3aHa ca KiMKEBHUM
KPYT'OM U3 KOT je MOTEeKJIA.

IIpena3zak ca pymyHckor Ha cpricku je3uk @nopuku Iltedan je orBo-
puo MoryhHOCT /1a BeHa noe3uja Oy/ie Mpu3Hara Ha IIMPEM JyTOCIOBEHCKOM
IUIaHy U CAMHUM THM JOCTyIHa OpojHMjoj uuTasnaukoj myomunu. Cryname
Ha CPICKY KIbM)KEBHY CLEHY PYMYHCKY HECHHMKHIbY CBPCTAJIO je y pel
3HAuajHUX CPICKUX KIbIDKEBHUKA ca KojuMa je M capahuBaia. AyTopka je
KpO3 CBOje eceje, KpUTHUKE MpUKa3e U JApyre TEKCTOBE MCKa3MBaja JyOOKO
MHTEPECOBAE 3a JKUBOT M pajl BEJIMKUX CPICKUX MHCAlA, O] KOjUX je Y
KOHTEKCTY OBOT pajJla Haj3HadajHHUje McTahu >keHe, MOHAjBUIIE OHE KOje Cy
y CPICKOM, HIMPEM jYTOCJIOBEHCKOM M MOCEOHO PYMYHCKOM KYJITypHOM
pocTOpy Omiie Mame Mo3HaTe.

Benuku Opoj mecama myOIMKOBaH je y PEJIEBAHTHUM KHMKEBHUM
yacomnucuMma, ajli ¥ y JHeBHOj mrtamnu. O] meproinKe Ha CPIICKOM jE€3HKY
u3nBajajy ce Jlewouuc Mamuye cpiicke, Jeguncitieo: opian JegquHciligeHOT
Hapognoocnobogunauroi ¢poniia Kocosa u Meitioxuje, /[HesHuk: opian
Hapognoi ¢pponitia, Yrasnuya: uacouuc 3a Kyniiypy, yMemHOC U gpyuilieeHa
uuidarea U I paguna: yacouuc 3a KrUudCegHOCH, YMEWHOCIU U gpyuiieeHda
duiliarea, OK Cy Ha PyMYHCKOM je3UKy TO Lumina: revistd de literaturda n
Libertatea: ziar politic-informativ sdptaminal.

IIpBy 30upKy moe3uje Ha CPIICKOM je3UKy IOJ Ha3uBOM Iako cam
ce poguna ob6jaBibyje 1956. ronune. Hakon Tora, ycnenune cy 3aiigopene
v ceeii (1958), [ozeonuine cynyy (1962), Tpeha scena (1962), Iogune moje
(1965), I nacosu u cygoune (1966), /lo osux u iiocregroux gana (1968), Meciiio
3a wyoas (1971), Vimouuwina (1973), Radacina (Kopen) (1975), Camnuya
(1975), Jywaprou xne6 (1979), Ilpenomne iogune (1980), Hanocu (1981),
3penux (1982), Mapa I'muzuh (noema) (1983), Ceeitiosuna (1984), 3eorma
(1990), Cpoic (1991), Hsoinacje (1994), Ilyii go cynya: uzdop u3 tioezuje
(1997) u Jlyga umiuya wybasu: uzbop uz wyoasue aupuxe (2005). Kacuuju
NepUo]] HEHOT CTBapalallTBa 00eexuia cy nposHa nena: Kopenu ilecme
(1982), Jluyem y nuye: s3aiiucu (1990), bpescywvyu, jesepa, iyimosarsa (1995)
u bnaio y mojoj gywiu (1997).

VY eTHYKOM, €CTETCKOM U ET3UCTEHIINjaTMCTUUYKOM CMUCITY MPO3HU
onyc ®nopuxe Iltedan ocraje moBe3aH ca mnoerckuM. Ibene mnecme
npeBoheHe cy Ha BUIlE je3uka, u3Mel)y ocTajanx Ha €HIVIECKH, (PaHIlyCKH,
HEMauKH, UTAIHjaHCKH, MahapCKu, YELITKU U IpYyTe je3uKe.
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3. [lecHukuma Koja je uamucania byoas: Ouopuka llredan y
jYrocJIOBeHCKOM KH>H:KeBHOM IIPOCTOPY

ITepuon y xome je crBapana @nopuka Illtedan mma wmcropujcKy
BRXHOCT W3 HEKOJHMKO pasjiora. Jadame WIICOJOMIKOT YTHIaja HAKOH
3aBpireTka [Ipyror CBETCKOT para yBOJIH OMTHE CTHIICKE U TEMATCKE TPOMEHE
y TOK jJYrOCIIOBEHCKE KEHMKEBHOCTH. McTroBpemeHo, npyra mosoBuHa 20.
BeKa O03HayaBa MMOYETaK CTBApama CaBpeMEHEe KIbMKEBHOCTH HA PYMYHCKOM
jesuky y Bojomunu. Pahame oOBe KHHKEBHOCTH OOCIICKEHO j& TPBHUM
ctuxopuMa recanka Jona bamana (Ion Bédlan) 1945. roguHe u ocHUBameM
KIIKEBHUX dacormca Libertatea literara (Kruowcesna cnoboga) 1946.
u Lumina (Ceeuwinocii) 1947. romune (Flora 1971: 12). JlomuHaHTHa
KapaKTepPUCTUKA HOBOT MOJIMTHYKOT TIOPETKa OWJIa je UICOIOIIKa KOHTPOIA.
VY TakBHM OKOJTHOCTHMA, KIIKEBHA KJIMMa CE IPACTUYHO MEHalla y OHOCY
Ha TpeJpaTHEe €CTETCKE BPEAHOCTH M KPUTHUKE MpucTtyne. HamerHyTH cy
3aXTCBH COIUJjATMCTUYKOT peaan3Ma, a of Mucara, KpuTudapa u uctopudapa
KEbFDKEBHOCTH C€ OYCKHMBAJIO NTOBHHOBAaKEG HOBHUM HJlcainMa. MjaeHTndaHa
arMocdepa BiIajala je U y PYMYHCKOM MAamHUHCKOM JIPYIITBY, THE CY
MPUTHUCIIM MTOCTAjalId CBE M3PaKCHHUjH. PECTPUKTUBHA MOJIMTHKA YMHOTOME
j€ HapyliaBaja KiWKEBHO-YMETHUYKUA HAJET, O YEMY Cy IOj€AMHU MHCIH
OTBOPEHO ¥ roBopuiu. JenHa ox mux Ouna je u Onopuka lllredan, koja je
MOJIMTUYKY CHUTYallMjy HaBeJIa Kao jeJlaH OJ] pa3jiora 3a HACTaBaK KHMKEBHE
Kapujepe Ha CpIicKoM je3uky. OCBpHYBIIU c€ Ha ,,CTPOTY U JIMIEMEpPHY*
arMocdepy YHyTap KEBWKEBHOT Kpyra BojBohaHckux PymyHa, mecHUKHIbA
je uCTakia Ja je MocTajlla CBECHAa OrPAaHWYCHOCTH PYMYHCKOT je3uka. Y
uHTEpBjyy Koju je nana Koctu Pomry' (Costa Rosu), @nopuka IItedan je
u3jaBuiIA:

Mehy Pymynuma cam, 3ampaBo, Ouia 3a0pameHa eCHUKUba. BepoBaTtHo
300r Tora mITO HHCaM OWJia MO BOJbU ,,TPHjYMBHPATY" M TOJUTOKPATHjH
KOja je MmoJpiKaBaja TPHjyMBUpAT pyMmyHCke Hamuje. [...] CBe je Ouio
O TIEH3YPOM, arcoyTHO cBe. Kayia cam movena Jia MHIEM Ha CPIICKOM
Je3MKy OTBOpPMWJIa Cy MM CE€ CBa Bpara KHIKEBHOI' CBETa — CBH YaCOIIUCH,
cBe HOBHHE. [lakie, HHMCaM HecTana, Kako Cy HEKH OYEKHMBAJIM, M KAaKO Ce
MOCTYTAJI0 ca MHOTUM MianuM Jbyauma (Agache 2010: 173).

[Ipenazak y CpHCKH KyJATYpHH MPOCTOP HE CaMO Ja je MEeCHUKHEU
omoryhmo na ce cnobomuuje OaBu KibMbKeBHOIINy u jompe 10 Beher
aymuTopujyma, Beh joj je 006e30eauo maio, anu JOBOJFHO 3alakKeHO MECTO

' uTepBjy je mpeyset u3 30upKe pasroBopa koje je Kocra Porry BoaHO ca HCTaKHY THM MpeICTaBHUI[MA
pyMmyHcke Kyntype y nepuoay on 1970. mo 2000. romune. Tauna roguHa WHTEpBjya ca Dropukom
Iredan Huje HaBeneHa y ceKyHaapHoM m3Bopy (Agache 2010: 173)
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y KibIDKEBHOM KaHOHY. CBOj cTaryc y KaHOHY 3ajpkajia je 3axBasbyjyhu
Jby0aBHO] M poO0JbYOMBO] TEMAaTUIM KOje CY 3aJ0BOJbaBalie TaJallibe
Kputepujyme. Ympkoc cemy, ®nopuka Illtedan je ocrama HepackuauBo
MI0BE3aHa Ca CBOjJOM MATUYHOM KYJITYpPOM.

Kpo3 aHanmu3y HCTOpPHjCKOT pa3Boja PYMYHCKE KHUKEBHOCTH Ha
teputopuju BojBoaune, Mupjana hopkoBuh noTHue ce KapakTepUCTUUHE
POAHE CTEPEOTHINHU3ALMje IPUCYTHE Y KIbMKEBHOCTH Ha PYMYHCKOM JE3UKY
Ha nosoBuHM 20. Beka. OHa HaBOAW Jla KpaTKo Mpo3HO jaeno PDropuke
HItedan nox HazuBoM Jloiopcka eaipa (Focuri de tabara) nz 1950. ronune
HEIBOCMHCIICHO TMOJApXkaBa CIMKY O CaBpLICHO] >KEHH Y COLMjaTIU3MY;
OHOj Koja 00aBJba MJEHTUYHE 33JaTKe Kao M MyIIKapal, IpUCyTHa je U
aHra)kOBaHa y 3ajeHUIH, JOIPUHOCH U3rPaaibU jYTOCIOBEHCKOT JPYIITBA,
UCKa3yje JI0jaJIHOCT OTayOMHHU, a YJeAHO je M JKeHCTBEHa, IMOPOAMYHA,
tpamuuonanna (Corkovi¢ 2014: 24). Creapajyhu oBaKBy CIHKY O JKEHH,
@nopuka lllredan ycrnemHo je ucmymaBala HACOJIONIKE 3aXTEBE, IITO Y
KOHTEKCTY MPEUCITUTHBAbA KPUTEPUjyMa KIbM)KEBHOI KaHOHA Ha Koje Hac
ynyhyje TMHOKPUTHKAa MOXKEMO CMAaTpaTH peeBaHTHUM 3a pa3yMeBambe
HEHOT' cTaTyca.

Kputnuku yBuam y penenuujy ctBapanamrsa @nopuke llredan
MOKa3alli Cy Jla je MEeCHUKUIba 3aCTyMJbEeHAa Y UCTOpHjaMa KEbUKEBHOCTH U
JPYTUM peJIeBaHTHUM CTyAMjaMa pyMyHCKe KibikeBHOCTH Y BojBoaunu (Flora
1971, Dan 1997; Agache 2010), ucropujama cprcke KinxeBHocTH (epetuh
2011) u monorpadujama nocseheHum cprickom necHUITBY (Mapxosuh
1985; Sindi¢ 2001; Xajayxosuh 2009), anmu u y IUTEpapHUM KPyroBHMa y
Pymynuju.? O 10j ce TOBOPHIO y KOHTEKCTY MambUHCKE KEHKEBHOCTH WIIN
KEHCKe jyrocioBeHcke noesuje. [Ipumar je umana noesuja, JOK Cy Mpo3Ha
7ena, eceju, KpUTHKe, MPHUKa3H M JIPyTd TEKCTOBU OBE ayTOpKE MOTITYHO
UCKJbYUYEHH U3 KpUTHUKOT AUCKypca. EbeHo cTBapanaimTBo HUKa1a HUje OUio
MpeaIMeT OMIIUPHUjUX cTyauja. To je pasmor 300T KOT ce MpHjeM MOETUKE
Onopuxke lITedan HajepuKkacHU]je MOXKE PATUTH KPO3 Yacomnuce nocsehene
KIbWKEBHUM U KYJITYPHUM TeMaMa (Kao HajUCLPITHU]U U3BOPH TIOKA3AJIH Cy Ce
Jletotniuc Maiiuye cpiicke, Ilomwa, I eguwina, Pykosewi, HUH, Cynuanux).
VY uenuHW, KpUTHYKA peIeNilyja HEHOr OIyca j€ pEelaTUBHO OCKYyIHA,
HITO jaCHO MMIUIMLIMpPA Ja MECHUKHUIbA HUJE ,,HU JIOBOJFHO OLEH-MBAHA HU
aJIeKBaTHO BpEJHOBaHA y Halloj caBpeMeHoj noezuju‘’ (Mirkovi¢ 1984: 155).

[IpBM KpUTHYKM TEKCTOBM Ha CPIICKOM jE3UKy jaBJbajy ce Beh y
NIPBOj JelleHuju cTBapanadkor pajga @nopuke lredan. ['onuny nana HakoH
nmyOnukoBama 30upke 3aisopene y ceeitl, 1959. rogune, [pamko Pehen y

2 Toxom mipouwior Beka o ®nopuku [ltedan cy y PymyHuju Hajuenthe mucand BEHA CaBPEMEHHIH
oMy T NecHuKHbe Beponuke [Topymbaxy.
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eBaJlyalldju LEJIOKYITHOT CTBapaJIalliTBa BOjBO)aHCKE MECHUKUELE TTOJIA3H O]
TBP/IHbE J1a j€ IECHUYKU U3pa3 ayTOPKE HECIIPeTaH, porodaTaH, aju CyIITUHCKU
uckpeH. Kputnuap nocebHo HarnamaBa HBEHY MAaTPUOTCKY LPTY U BEIHKY
OCJIOBLEHOCT Ha 3aBHUYajHU TIPOCTOP, ycien yera ctuxoBu Dnopuke [redan
najy jacan yBua y arMocdepy pyMyHCKe MamMHCKe 3ajemHurie. [pamrko
Pehen he m y cBojuM moTomUM aHaJM3aMa OCTAaTH MPH CTaBY Ja IOe3Hja
OBE€ NECHUKUIE HEMA AyOUHY, T€ J1a C€ OMJIHUKY]€ ,,KEHCKOM IPUPOIOM™ U
,,[IECHUYKOM HeyjenHaueHouthy* (Pehen 1962: 576-577).

Jla je jeqHOAMMEH3MOHAIHU PELENIMjCKU OKBUP KPUTUKE U3 paHe
¢aze noesuje Pnopuke LlTedan Ha CPICKOM je3UKY MOCTAO0 KOHCTAHTA Y
MpoLIeCy aHAM3Kpamba HBEHOI CTBapalallTBa MOTBphyje U KPUTHUKU TEKCT
Muxauna Xapmama TOBOJOM 00jaBibMBama 30upke Vidouuwinia (Harpanj
1973: 26). Kpo3 KpUTHYKO BpPEIHOBAIKE jEIHE KILUTE IMOE3Hje HA3Hpe Ce
TEHJEHIMja J1a LEJOKYNaH MECHUYKU OMyC ayTopke Oyje HepMaHEHTHO
MapkupaH ocehajem HOcTanruje, MEIaHXouje, Tyre U MaTeTHKe. 3a CPIICKe
KpUTHYape OBU €JIEMEHTHU TOCTajy NMPENno3HAT/bUBU U HEM30CTAaBHU Kaja je
ped o neduHUCAamy CTHIA BOjBO)AaHCKE MECHUKHIbE. Y CPEIUINTE aHAIIN3e
KOHTUHYUPAHO C€ CMELITaJy MOTHUBU JbYOAaBH, CMPTH, JKUBOTA, MJIAJOCTH,
ayTOPKHMHOT OJIHOCA IpeMa IPOoJIa3HOCTH BpEMEHA U NMEPLENLUjU IPOIITIOCTH
u Oynyhnocrtu (Sekelj 1981: 375-376). Bbena Busuja cBeta cxpaheHa je kao
U3pa3uToO peanHa, 300T yera rnecMe Koje muile He Tpeda I0KHMBIbABATU
Kao BpCTy eckanm3ma (Zubac 1966: 13). @nopuka Illtedan je necHukuma
,,OTOJbeHE eMoIMOoHaHe cyrcTanijaraoctu™ (Harpanj 1973: 26), nok je
IbCHA TI0€31ja Ha HUBOY JICCKPHIIIIH]E, JINIIEHA TyOJhe TEMATCKE TUMEH3H]E.
[TecHUYKH je3WK KOJUM C€ CIIY>)KH OKBAIM(UKOBAH j& KAaO jeTHOCTaBaH, aju
C Apyre cTpaHe ,,JeKiaparuBaH, OyHTOBHUYKH, poOycTtan® (ITpaxuh 1980:
426) u npenyH ,, TMPCKUX KuhaHKH, 0e3 yMETHHUYKOT HAllpeTKa U CTPacTH'
(Negrisorac 1982: 204).

MehyTum, ypkoc HHCUCTHpaY Ha JeTHOCTABHOCTH U MOBPITHOCTH,
noesnja Dnopuxe Ilredan mnperexxHo je eBanmyupaHa adupMaTHUBHO.
HenpaBenno O6u Omino pehm na HUjeqaH CPIICKKM KpUTHYAp HUjE YCIIeBao Aa
MIPEro3Ha BULIECIOJHOCT HEHOT MOETCKOI MUKPOKOCMOCA.

XOMOreHOCT KPUTHYKHX IpHKa3a NpBH pazduja AHTOHHMjeBHh KOju
MOKa3yje HMHTEPECOBAkE 3a BAXKHE COIMOJIOIIKE TEME YHYTap JIMPCKOT
yHHBEp3yMa oBe ayTopke. KpuTuuap moceGHO u3/Baja 3aBUYAjHY MOE3U]Y
y KOjOj mpero3Haje pediaekcujy ayTOPKUHOT JUYHOT JIOKHBJbaja KUBOTA
YHyTap paBHUYApCKOI CEOCKOT aMOMjeHTa, YUME Ce 10 IIPBU [Ty T HAroBeIITaBa
HBEH aHTaXXOBaHM Kapakrep. Mako je CHa)KHO MoBe3aHa ca KOJEKTUBHUM
MCKYCTBOM BJIACTUTOT Haposa y BojBoanHu, NECHUKNEbA KOPUCTH KEbUKEBHU
MIPOCTOP J1a U3Pa3H HE33aJ0BOJCTBO U YIIYTH AUPEKTHY KPUTUKY onpehernm
JIpYITBEHUM I0jaBamMa. Mel)y Ba)KHMM COIMjaJTHUM aclieKTHMa Halla3d ce
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U MUTambe KEHCKE MOTIa4eHOCTH, 300r yera AHTOHHjeBuh oceGHO HcThde
ayTOPKUHO OIMCHUBAKE ,,CTBAPHOCTU HEXKEJHEHOI JIETeTa, MajKe, CeJbaHKe
KOja ce My4u Tpu palamy, Ha MOCIY, Y CBAKOIHEBHIIH, CEJbAHKH KOjOj )KUBOT
3aKjama XUBOTHE 0030pe’* (Antonijevi¢ 1977: 8).

Ha To xonmuko cy ApylITBeHa MUTamba U TPAaAULIMOHAIHA (OpMa poaHE
XHMjepapxuje yHyTap MamHMHCKE 3aje[JHHLE OKynupajga naxmy Dropuke
HItedan ykazao je u Munan [Ipaxuh. ['oBopehu o kwusu Jyiapru xueo,
[Ipaxxuh yBuba TeHnEHIM]Y IECHUKHIbE A ,,CBAKU OOJMK MHIUBUIYaTUTETa
rmocMmarpa, I0KMBJbaBa U pemiasa Kpo3 npusmy conujanHor (ITpaxuh 1980:
422).

[TomenyTn mpumepu pereniuje ykasyjy Ha TO Jia j€ jJyroCJIOBeHCKa
KpUTHKa JielleHdjama Owuia (QoKycupaHa Ha MHTUMHCTUYKM CETMEHT
oryca BOjBOhaHCKe MecHHKHUHE. [IpuMeTHO je u kopuinheme HISHTHYHHX
cuatarMu: [ojko JamymieBuh Koju roBopu O ,JIMPCKO] aKIUjU* TIECHUKUHE
(1971), lamman AnronujeBuh o ,mpckoj kantuiaenn Onopuke Ilredan
(1975), MunuBoje MapkoBuh cmarpa n1a je \beHa moesnja ,,0Kpube JbyOaBu
u cioboxae’ (1985), a Jlyka XajaykoBuh nuiie o BeHO] ,,JbyOaBHO] JTUPHUITH
(2009). Ha ocHOBYy MOMEHYTHX, all MU JPYTUX CPOJHUX PEIENTUBHHUX
TyMayema, CTUYEe ce YTUCAK Jia je cTBapanadku uaeHturet @nopuke llredan
BE€3aH UCKJbYUYHBO 32 JbYOABHU U POJ0JbYOUBH JKAHP.

Jomr jeman youspMB 0Opasaiml OJHOCH C€ Ha TEHJICHIU]Y TyMauermha
noesuje Onopuke [lITedhany KOHTEKCTYy TeHEpall]jCKe M pOTHE KaTeTOpH3aIlHje.
Kpo3 nepuoa on HEKOIMKO A€lieHUja, KPUTHKA j€ MEeCHUKUbY OBOAMIA Y
napajseiny ca MO3HaTHM IVIaCOBMMA jyTrOCJIOBEHCKE YKEHCKe JupHke: Mupom
AneuxoBuh, Anom Illkepn, Becnom Ilapyn, Mpenom Bpkiban, I'opnanom
Tomoposuh um Becumom Kpmmoruh (Pavlovi¢ 1957; Pehen 1962; Zubac
1966; Dan 1997). IlecHuukn KOpIyC OBHX ayTOPKM OWO je 3amaxeH W
npuxsaheH, Mel)yTuMm, 3ajeJHUYKE KapaKTEPUCTUKE HUXOBOI MTOETCKOT KOAa
Ouse cy cBeleHE Ha ,,KEHCTBEHOCT M €MOTHUBHOCT, LITO j€ PE3yJITHpao
MapruHaju3alijoM y OJHOCY Ha CTBapajalliTBO MYIIKUX MNecHuka. On
noceOHe Ba)KHOCTH 32 KAHOH OMJIa j€ YNH-CHUIIA J]a JOMUHAHTHOCT UCTIOBETHOT
TOHA y TO€3MjU JYTOCIOBEHCKUX NECHUKHIbA MOCIEepaTHEe TeHepalyje HHje
nMala CyOBEp3MBHH KapakTep, HUTH j€ yrpoXkaBajia MacKyJIMHE KHHKEBHO-
KyATypHE Tlapaaurme. Tek KacHHUje, y OKBHPY CaBPEMEHUX HCTPaXKHBamba
y Hayly O KEMKEBHOCTH J10J1a3U J0 INPOMEHE Yy NepLenuuju 3axBajbyjyhu
KO0jOj CTBapalalITBO MOMEHYTHUX ayTOPKH 1001ja HOBY AUMEH3H]Y.

Ocnamajyhu ce Ha THHOKPUTHYKH METOJ M (PaHIyCKH MOJIEI
(eMHHHUCTHYKE TEeOpHje, HEKOIUIMHA AyTOPKH y PETHOHY BPIIU YCICUIHY
PEBU3H]Y KIIKEBHE HCTOPHjE M peaQUpMHUILIE CTATYC JUPHUYAPKH (BUICTH
Hawkesworth 2000; bamkanopcku Antuh 2020; Daki¢ 2023). YV uctoBeTHoM
KPUTHYKOM 00pacily Mpero3Hara je CKJIOHOCT Ka POIHO] CTEPEOTUITHU3AIIN]U
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Kao JIOMMHAHTHO] OJUIMIIM aHAPOLEHTPUYHOI obpacua y aHAJIUTHYKOM
MOCTYTIKY JyTOCIOBEHCKUX KEbMKEBHUX KpUTHYapa ipyre nojosuHe 20. Beka.

Vamemo sy o003up pesyiaTare MCTpakuBamba CaBPEMEHHUX
TEOpEeTUYapKu, ca CcurypHomhy Moxemo pehu na peayKIHOHUCTHUKU
NPUCTYIT KHIbMDKEBHE KpUTHKe cTBapanamty @nopuke Illredan nHuje
n3onoBaH ciyyaj. Ciauunor craBa o noetuuu dnopuke ltedan 6unum cy u
pyMyHCKH KpuTndapu. Mnak, UXoB MPUCTYTI 1ajeko je onmmpHuju. [lnpuna
carJie/laBama CTBapasallTBa OBE NECHUKUEbE Mel)y pyMyHCKUM KpUTHUapUMa
y BojBoauHM NpBEHCTBEHO ce orviea y KOHTUHYHpPaHOM Mpahemy HeHOT
KIbIKEBHOT pajia, YNPKOC UYMIEHULM Jla je MPUIIAAa0 [yrOCIOBEHCKOM
KIbHKEBHOM IIPOCTOPY Ha CPIICKOM je3nukoM u3pasy. [lopen Tora, penenuuja
Ha PYMYHCKOM j€3MKy YKJbyuMBaJla je paHa Jejla OBe MECHHUKHUHE, (a3y
nucamba Ha MaTepmheM je3HKY, NHTamke OWIMHTBAIHOCTM M KOHAYHOT
olpe/iesbHBaba 3a CPICKH je3UK, NMPO3HA Jeja, Ka0 M HeH BaHKIMIKEBHU
aHT@KMaH y JHTepapHUM KpyroBuma. KmmkeBHa KpuTHka o Dropuku
HITedan Ha pyMyHCKOM je3uKy Hajuemnthe ce MmojaBjbHBaja y CKIOIy CTyauja
nocBeheHNX HCIUTHBAKBY 0COOCHOCTH PYMYHCKE MalbUHCKE KEbHKEBHOCTH Y
CpOuju 1 leHUM MOBE3HHIIaMa ca PYMYHCKOM KibIbkeBHOIIhy y PymyHuju.

On akaZeMCKUX KpUTHKa Y KOjuMa ce MoJpoOHHUje aHaIu3upa AEJI0
Onopuke llredan um3aBajaMmo Tpu cTyauje: PymyHcKa Kroudice8HOCHL U3
Bojeogune: Ilanopama jegne uewiepiuune eexa (1946-1970), (Literatura
romana din Voivodina. Panorama unui sfert de veac (1946-1970) Pamya
®nope (Radu Flora) u3 1971, Vuusepszanrna gywa nema gomosuny (Sufletul
universal nu are patrie) Mapuane Jlan u3 1997. u PymyHncka KrvudicesHocil
u3 Bojeogune (Literatura romand din Voivodina) Karunke Arake (Catinca
Agache) u3 2010. roguse.

®rnopa je y cB0joj KibMkeBHO] uctopuju 0 Onopukiu LlItedan roopuo
y KOHTEKCTY HEHOT JIONPUHOCA MPOMOBHUCAY PYMYHCKE KIMKEBHOCTH U3
BojBonune, 360r yera je yecto noBoheHa y Be3y ca Backom [Tomom. Aytop
MOHOTpaduje MoTLpTaBa HEeM3MepaH TaJeHAT IECHUKHIbE, HO Ka0 HajBaXKHU]e
3a PymyHe u3qBaja ynpaBo npBe JBe 30MpKe Koje Cy HaliMcaHe Ha pyMyHCKOM
jesuky. Iloe3znja myOnaMKoBaHAa Ha CPICKOM (OJHOCHO CPIICKOXPBAaTCKOM
J€3MKY, Kako caM TBpPAM) HE MpeACTaBba MPEAMET HEroBOI HHTEPECOBabA
(Flora 1971: 31). Unax, 6pojue necme ®nopuke lItedan npesenene cy Ha
PYMYHCKH je3uK U 00jaBibeHe Y PymyHHju.

VpenTryHa aHANUTHYKA MapajurMa MPUMETHA je Uy KAaCHHUjUM
aHanmu3ama. VIHTepecoBame KpUTUKE OWIO je YyCMEpeHO Ha YCKO
JIETEPMUHUCAHE TeMe: IPBEHCTBEHO JbyOaBHY M pOJ0JbYOMBY TMO€3Ujy,
MOTHUBE )KMBOTA, CMPTH U MIPOJIA3HOCTH BpeMeHa, pedepeHinjy ayTopke 1a
KIbMKEBHU PaJ] HACTABU Ha CPIICKOM jE€3UKY, pajJ y KEMKEBHO] NEpUOANLIN
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Ha PYMYHCKOM j€3MKY U IOTIPUHOC IPOMOBHCAY PYMYHCKE KEbH)KEBHOCTH Y
OKBHpHMA JYTOCIOBEHCKE KYJITYpe.

IIpempaa npyre 1Be cTyauje Takohe UCTPaxyjy TOperiOMEHyTe CETMEHTE,
Arake Hynu ¥ eTasbaH yBun 'y oubnuorpadujy dnopuke llredan, nok ce y
K131 Mapuane /lad 1o pBU MyT MOMUHE KEHCKO MUTambe pedIeKTOBAHO Y
MHTEPECOBabY MECHUKUILE 32 CYIOMHY PYMYHCKHX CEJbaHKH.

Ca MHTEHIMjOM Ja Harjlacl ayTOpPKHHY CHAXHY eMIIaTHjy Ipema
CBOJUM CyHapoJHMIIaMa, /laH ce mo3uBa Ha CTUXOBE necMme Lumea cea mare
11 (Benuxu ceetni 1) y kojuiMa TIECHUKH»A MTATH 32 JIEBOjKaMa Koje ,,paHo yia3e
y KOJIO, PaHO Tpu€ Ha KBUBY, paHo pahajy neiy, y 100y kaj Ou ce jour urpanie
Majke ca JyTkoMm™. Tume ce ompapiaBa 3aKby4ak Jia je MECHUYKH JUCKYpPC
kojuM Pnopuka Illredan HacTOju Aa ,,0CBECTH M BpaTH y PEATHOCT jeAaH
TpaaulMOHANIaH, Kpajie MaTpujapxaial cBeT rpal)eH Kpo3 Nperno3HaTbuBe
ClIUKe: JyTKE KOje ce Mpojajy Ha Balapy, MoJomJbeHe (rame, rpydoct
MyIIKapana, He3aJ0BOJbCTBO MOPOJHUIIE POhEHEM KEHCKOT JieTeTa (IITO ce U
caMoj IECHUKHIbU JOTOJIUII0), cMPT HoBOpohenuaau (Dan 1997: 72).

Y mmpeM caBpeMEHOM KOHTEKCTY, PYMYHCKa KHMKEBHOCT U3
BojBoauHe mpoyuaBa ce M Kao €0 MHCTUTYLHOHAIM30BAHOT KYyJATYPHOT
Hacneha. Y TakBUM HCTpakMBambMMa HEH pa3Boj ce MocMarpa M3 ymia
KyATypHOr mamMhema, NMpH 4eMy ce MOceOHO pacBeT/baBajy Bese u3Mely
KIbWKEBHOT  CTBAapalalliTBa, KIbMKEBHE HcTOpuorpaduje M KyITypHE
MOJIMTHKE TOT BpeMeHa. Mupjana hopkoBuh ykazyje Ha TO Jja ce KEbHXKEBHOCT
Pymyna u3 BojBonuHe 06:11Kyje yripaBo Kpo3 HCTOPH]Y U KyITypHO amheme,
OZTHOCHO /12 MCTOpHj€ KEHHKEBHOCTH, MOHOTpadUje 1 SHIMKIIONEIN]e YHHE
KJbYYHE €JIEMEHTE Yy IpOIleCy KOHCTPyHCama KIMKEBHOI KaHOHA. CXOIHO
Tome, ayTopka crynuje Pamgya ®nope, Mapuane Jlan u Karunke Arake
KJacu(uKyje npemMa pa3IuuuTHUM [IPUCTyIIUMa: panuje cryauje (mehy xoje je
cBpcTaHa 1 OropuHa KBAIUTAaTUBHA CTY/H]ja) IOCTABIbajy HHTEPIPETAaTUBHE
MoJiene, J0K aHaju3€e U3 MephoAa HAKOH ocamjeceTux ronuHa (Agache u
Dan) ykibydyjy HOBHje Teopujcke m kputmuke Mmozene (Corkovié 2014:
139, 141, 142). Tume ce o0jammaBa NPUCYCTBO (PEMUHUCTHYKE KPUTHKE U
SHIMKJIONEAN]CKUX U3/lalkha Koja Hy/e BMIIEJCICHU]CKU Tperies ayTopa u
Jienia y3 aHAIUTHYKO TyMademe.

VY KOHTEKCTy UCTpakuBama penenuuje noeruke dnopuxe Llredan,
npervie] akageMCKe KpUTHKE Ha PYyMyHCKOM Je3UKy TIIOKaszyje Jaa ce
NpUjeM HEHOT CTBapasialliTBa MEHA0 y CKIAAY ca pa3BOjeM KPUTHUKHX
NPUCTYIIAa PYMYHCKHX Teoperudapa. Penenuujcku myt kpehe ce oxn
paHMX HMHTEPIPETATUBHUX OKBUpPAa MamHMHCKE KHMKEBHOCTH Ka LIMPUM,
CaBpPEMEHHMJUM MpPHUCTYIIUMa KOjH, M3Mel)y OCTalor, yKJbydyjy U >KEHCKO
HCKYCTBO.
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4. T'MHOKPUTHYKH Npeodpakaj KPUTHUKOT XOPU30HTA

Nako ManoOpojHH, KPUTHYKH OCBPTH KOJU YCIIEBajy JAa TNPOAPY
y nybsee mumensuje crBapanamTBa Dmopuke Illtedan m ocBerne Teme
BaH JbyOaBHOT JIMPCKOT OKBHpPA, MPEACTaBJbajy OCHOBAHO TIONA3MINTE 3a
OTICE)KHH]Y aHaln3y. YKa3uBame Ha ayTOPKUH M3pakeH ocehaj emmaruje
mpeMa >KeHCKO] CYIOMHH KOje MPOHANA3MMO KOJ HEKOJHUIIMHE CPIICKHX U
PYMYHCKHX TeopeTHuapa norsplhyje Xxumnoresy Aa KibKeBHH onmyc Draopuke
Hltedan Moke mnpeacTaBbaTh HUACANaH MaTepujan 3a (PEMUHUCTUYKO
YUTamke. YKOIUKO Y Taj POIEC YKIJBYIUMO U JPYTe, Marbe WU y IOTIYHOCTH
HEUCTPAXKEHE CETMEHTE HEHOT Jiejia, THHOKPUTHUKOM YMHOTOMe oborahyjemo
Joca/iallby Pelenirjy He CaMO KEMDKEBHOT OIyca OBE MEeCHUKHIbE, Beh U
JYTOCIIOBEHCKE KEHCKE MOETHKE Y IIUPEM CMUCIY.

Ca muspeM a ce u30erHe peayKIMOHHM3aM Y KPUTHUKOM IMOCTYIKY
MHTEpHpeTaImje, ceaamIeCeTuX ToMHa MPOLUIOT BeKa U3 (PEMUHHCTUYKE
KPUTHKE C€ pa3BHja MoceOHa IIKOoJa MpOoydyaBama KIIKEBHOCTH KOJy CY
nucaie jkeHe — IuHokpuiiuka. llojaM yBOOM aMepWyka TeopeTHdapkKa
Nneju loysontep (Elaine Showalter) uyBenum ecejem Ka ghemunuciiuuxum
noemiukama (Towards a Feminist Poetics) u3 1979. ronune, Koju mocraje
CBOJEBPCHM MAaHH(ECT y OKBHPY (HEMUHHCTHUKE KHHUKEBHE KpPUTHKE.
HloyBonTep y MOMEHYTOM TEKCTY TOCTaBJba TEOPUJCKE TEMEJbe HOBOT
npucTyma objanrmaBajyhn 1a je oH ,,yCMepeH Ka KOHCTPYHCamby OKBUpA 3a
aHaM3y KIMKEBHOCTH KOjy Cy THcaJje KeHe, pa3Bujamby HOBUX MojIesa KOju
ce 0a3upajy Ha U3ydaBamy JKEHCKOT UCKYCTBa, ITPE HEro Ha MpuiiarohaBamy
MYIIKUM MozenuMa u Teopujama“ (Showalter 1997: 217). YrBphuBamem
HOBOTI' MPHUCTYMA, POA MOCTaje MHTETPATHU €JIEMEHT KHIbMKEBHE aHalM3e,
a TPAAMLMOHATIHM KPUTHUYKU IHCKYypC MoJyiexe peBm3uju. Ha Taj HauwmH,
TMHOKPUTHUKA JICKOHCTPYHINE KAaHOH Kao jelaH oJ cTyOOBa MaTrpHjapXaHOT
KYJATYpHOT TOpeTKa, yKa3yjyhu Ha HeroBy H3pasuTO aHAPOLEHTPUYHY WU
PUTHIIHY MIPUPOJLY, OTIIOPHY Ha MPOMEHE U PEAYKIIMOHUCTUYKH HACTPOjEHY
npema xeHckoM ayTopceTBy (Gilbert and Gubar 1979).

[Ipe came KoHIENTyanIM3alnuje MojMa TMHOKPUTHKE, jeTUHCTBEHOCT
KEHCKE KIbM)KEBHOCTH UCTHIIAJIE Cy PpaHITyCKe PeMUHUCTHYKE TEOPETHYAPKE.
Enen Cukcy (Héléne Cixous) Kpo3 KOHIICTIT oceHcKol iucma (écriture feminine)
yKa3yje Ha crenu(uIHOCT je3uKa, CTHIA, CyOJeKTHBHOCTH M KPEAaTHBHOCTH
Ha OCHOBY KOj€ C€ KEHCKH ayTopH pasnukyjy on mymikux (Siksu 2010), ok
Jynuja KpucteBa pa3Buja Teopuje CeMHUOTHYKOT, CUMOOIMYKOT U abjeKiuje
(Kristeva 1989) kaxo 61 moHymIIa ajnare 3a ONIIUPHU]Y aHAIN3Y KEH)KEBHOT
TEKCTa KOjH MOTITUCY]je jKeHa. XUIOTE3€ OBUX TEOPETHUAPKH MTOCTAjy TeMeJb
METOJIOJIOIIKOT OKBHPA KOjUM he THHOKPUTHKA TOBECTH Y TIUTAHE MEXaHU3ME
(yHKIMOHKCAa KIHIKEBHOT KAHOHA.
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Y KOHTEKCTY CpIICKE HayKe O KHIbIKEBHOCTH THHOKPUTHKA
NpEJCTaB/ba BakKaH U HEONXOJAH TEOPH)CKO-METOAOJOMKN TPHUCTYII,
Oynyhu na je caBpeMeHMM MCTpaKMBambHMMa yTBpheHO ,,Ja je HucTopuja
CpIICKE KHbIDKEBHOCTH cinabo mpu3HaBaia ydemthe u 3Hauaj sxkeHa™ (Kox
2012: 84). Iloceban monmpuHOC pa3yMeBamy OBOI MUTama Mpyka CTyAHja
buwmwane [lojunnosuh u3 1993. ronune — [ unoxpuitiuxa: Pog u iipoyuasarse
KFoUHCEGHOCIU KOJY CY Hucane dtcene, ,,y K0joj ce IPBU IMyT Ha CPIICKO] CLIEHU
y jenHoj MoHorpaduju yBOAM M IIUPOKO OOjallaBa TEOpHja U UCTOpHja
pormHux ctynvja u 3anaana mucao (Kox 2012: 77). Ocum mto ofjarimana
OCHOBHE TeopHjcke mozesne u3Mely (peMuHHCTHYKE KPUTHKE Kao KPUTUKE
yCMEpeHe Ha MPOHATAKEHEe MU30IMHUX CTEPEOTHIA Y KEbMKEBHUM JIeIHMa
YMjU Cy ayTOpPH MYILIKapUud U THHOKPUTHKE Kao HEHE YK€ IUCIMILIMHE
OpHMjeHTHCaHe Ha >KeHe MHCIE, ayTOpKa yKasyje M Ha aHIPOLEHTPUYHE
obpacue (QyHKIHMOHHCAakba KHHWKEBHOI KaHOHA, WM KOpIyca ,,BeJIMKHX
KibUra“, motTupranajyhu ucToBpeMeHo Ja je ,,peBH3Hja OCHOBHA HI€ja CBAKOT
(emuHHCTHYKOT cTaBa 0 KaHOHY  (Doj¢inovi¢ 1993: 141).

CanuHy mnpemucy 3acTyna M amepudka Teoperudapka Jlunujan
C. Pobuncon (Lillian S. Robinson) y cBojoj crynuju HMsgaja wiexciua:
Gemunucmiuuku uzazoeu Kroudxceenom kanowny (ITreason Our Texts: Feminist
Challenges to the Literary Canon, 1983). Aytopka ckpehe naxxmy Ha TO Ja
Jj€ KIbIDKEBHU KaHOH PECTPUKTHBHA MHCTUTYLMja, M Ja TOra IOCTajeMo
CBECHHU TeK Kaja ohemo y ,,cyko6* ca mum (Robinson 1983: 83). Pa3znor 360r
KOT' He puMehyjeMo BeroBy orpaHn4anajyhy npupoy NoTH4e Of Hay4eHOoT
oOpaciia Ha OCHOBY KOI' KaHOH MOCMAaTpaMoO Kao CKyN €CTETCKHX, a He
UJCOJIOIIKUX BpeIHOCTU. POOMHCOH KaHOH Ha3WBa ,,MYyLIKUM apTepakToMm
(Robinson 1983: 84), 6ynyhu na ra oOmuKyjy MyLIKapIy, MpHIIaIHULIN
npuBuieroBane kiace. Kao peakiuja Ha oBy 11ojaBy jaBjba ce ,,()eMUHUCTHYKU
13a30B KaHOHY‘‘ KOjU HE Mojpa3yMeBa caMo KpUTHKY roctojeher npucryna,
Beh Hy/aM U anTepHaTUBHE 0OJIMKE MPEUCIIMTHBAKbA MYILIKE JOMHUHAIH]E.

CxomHO TOME, (EeMMHUCTHYKY HWHTEPBEHIM]Yy HE UHUHH CaMo
OTKpHBambe 3a00paB/beHUX U MAapPrUHAIN30BAHUX KEHCKUX InacoBa, Beh u
peeBalyalja pelerniyje cTpapajaTBa ayTOpKH KOjeé MHCTUTYLMja KaHOHA
npusHaje. Kako OMcMO TO MOCTUINIM, HEONXOIHO je Ja Yy3MeMO Yy 003Hup U
Jpyre, BaHKILMD)KEBHE CETMEHTE paja ayTopke, Koju Ou Ham omoryhwmmm
00Jpe pazymeBame (EMHUHUCTHUKUX MOTHBA U UJEja Y CAMOM KIHbMKEBHOM
CTBapaJIallITBYy.
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5. U3BaH kaHOHA: [ MHOKPUTHYKO YuTae DIopuKe
HlTedan

Uumenuria 1a cy KiIkeBHY pereniujy noetnke Onopuke llredan
Kpeupaid JOMHHAHTHO MYyIIKapuu TMOoTBphyje mpeMucy o BaKHOCTH
BEeHE peBu3Mje. Tamanmy MOIEN aHaIu3e OJroBapao je COILUjaIMCTUYKO]
TIEPIIEMIIN]H )KEHCKE TIOSTHKE Koja ce OTMKoBaia amOuBaneHTHomhy. HoBu
MOpeaK 3aXTeBA0 j€ POAHY PABHOIIPABHOCT, YCIIE] Yera Cy KeHe cBe uemrhe
MpOHaja3uie CBOJ€ MECTO Ha KIMKEBHO] CIIEHHU. McTOBpeMeHO, HUXOBO
CTBapaJIalliTBO €BATYHPAHO je KPO3 NPU3MY MaTpUjapXalHUX BPEIHOCTH
Ipy YeMy je MpuMaT JaBaH IOE€3UjU Koja oOJpa’kaBa TPaJUIMOHATHO
»KeHCcke Teme . HacynpoT Tome, ayTopkrnHa motrpeda /1a OTroJIeiM J€3UKOM
OMHUILE TEHIKY CYIOMHY PYMYHCKUX C€JbaHKU M cadyBa o] 3a00paBa CBOje
MIPETXOTHHIIC M CABPEMEHUIIE Y TIOTITYHOCTH je 3aHeMaprBaHa.

VY HacTaBKy paja CKpeHyhemo MaXikby Ha TPU TecMe KOjeé CHa)KHO
pednekTyjy ayTOpKUHY KpUTHUKY ITaTpHjapXajiHe CPEANHE Y YUJUM CE OKBUPHUMA
JKEHCKH JKMBOTH MYy4YkHu Tace. CBe Tpu mecMme garupajy u3 1956. rogune,
JlaKje W3 TOJIMHE KOja O3HauaBa MOYETHY (pa3y ayTOPKUHOI CTBapasalliTBa
Ha cprckoM je3uky. Tume norphyjemo na je @nopuka redan ox camor
yJacKa y jyrocjiOBEHCKH KHM)KEBHH MPOCTOP MOKa3WBasla MHKJIMHAIM]E Ka
(eMUHUCTHYKH aHTa)KOBaHO] MOE3UJU KOJy j€ KPUTHKa CXOAHO Biajajyhum
MOJIMTHKaMa TIOTHCKHUBAJIA.

Jenan ox mpBuUX mpuMepa (PEMHUHHCTUYKU OpPUJEHTHUCAHE TOE3Hje
kon @nopuke lltedan nponanazumo Beh y BEeHOj IPBOj 00jaB/bEHO] KHU3U
rmoe3uje Ha CPICKOM je3uKky — Tako cam ce poguna. Ilpemaa je momenyTa
30upKa 3ama)keHa y KpPUTHULHM, ofpeheHu NenoBu OBOr LMKIyCa OCTajy Y
CEHIIU JbyOaBHE M POAOJbYOUBE MoOe3uje. Y MICHTUYHO HACIOBJHEHO] TIECMH
ayTOpKa TeMaTU3yje )KEHCKO HCKYCTBO N3a3BaHO MaTpHjapXaTHUM IPUTHCKOM
na ponu mytiko aete. Hoh youn mopohaja sxena npoBoau y moiiuteu CBeTOM
Apxanreny 1a joj nogapu myuiko aere. Hakon mro ce unak paba sxeHcko, Ha
JHMIAMa MYIIKUX YJIAHOBA MOPOAMIIE yoyaBa ce MPEe3up JO0YapaH CTUXOBHMA
y kojuMa oHM ,,0kpehy rmaBy on merera” (Stefan 1956a: 33). Uctunamem
ocehaja cTpaxa KOju JINK MajKe MPOKUBJhaBa, TIECHUKUHA KOPUCTH MOE3U]y
Kao MPOCTOP 3a IUJAJIOT O OCETIHUBO] M YHYTAp PypaTHe MAalbUHCKE 32 STHUIIE
TaOyH30BaHO] TeMH. YKOIWKO FHCHY IECHHYKY BHU3HJy carieamo Kpo3
THHOKPUTUYKY TIPU3MY CTHYEMO YBH y CYpPOBOCT TPAIUIIMOHAIIHE POIHE
JTUCKPUMMHAIIN]E HAa OCHOBY KOj€ CE€ MOXKE YTBPAHWTH IIOJIOKA] PYMYHCKE
cespanke y JyrocmaBuju Ha mojoBuHU 20. Beka. Melytum, oHO mTO j€
BaXkHH]j€, y (POKyC MHTEpIpeTaIyje CTaB/ba C€ ayTEHTUYHO )KEHCKO UCKYCTBO
YMECTO JOMHHAHTHOT MacKyJIuHOT. OBaKBUM 00PTOM, TECHUKUHHA HapyIIaBa
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CYNEpUOPHOCT MYIIKE IEpPCIEeKTUBE y KHMKEBHOCTH Mokasyjyhu na je
HEMpaBe/IHO 3all0CTABJbEHA )KEHCKA Cy0jeKTUBHOCT jeTHAKO Ba)KHA.

Hctom nukitycy nmpumnaaa u necMa Majyun gom, Koja Ha MpHOIMKaH
HaYMH Jl0YapaBa CypOBY PEaJHOCT KeHE JOKHBJbEHY OuMMa HeHe hepke.
AyTopka roBopu O 00Ny MajKe YMjU je JKUBOT OOENIe)KEH MYKEBJbEBUM
nopouuma, a Koja je CBy maTmy Tpriena u 0ecrioroBopHo Hocuia 'y cebu. To
j€ eHa 4MjH je ,,MyK [IPOIIyMIIOBAO CeJbayKy MJIaJ0CT", YHjH je 11€0 )KUBOT
CTao y mMpoCTOp ,,0f cTaje 10 ambapa®, ,,01 3aJUMIbEHE cO0e JI0 TpyJIe Kamuje™,
YHjH j€ ,,J€AMHU BEPHHU MIpaTHIIAL] y )KUBOTY Iac*‘ ¥ K0joj ¢y ,,041 HenoTpeoHe
(Stefan 1956a: 37). TpaHcreHepalmjcka KeHCKa MaTHa O KOjOj MEeCHUKHEbA
TOBOPH jOIII jeAHA je Yy HU3y npehyTKHBaHMX APYLITBEHUX TeMma. TpeHyTak
y koMme hepka nperno3Haje MajurH OOJI yjelHO je U TPeHyTaK y KOMe cxBara
1a je U cama HacieqHuna tor Opemena. @nopuka Illredan oBum cTuxoBumMa
HarJIallaBa Jia TpareJyja ,eHe y narpujapxajiHoj CpeIuHH HHje jeTHHCTBEH U
M30JI0BaH Ipumep, Beh 1eo mupe KynTypHe CTBApHOCTH.

Hcte ronuHe y KHMKEBHOM 4acomucy Beiipersaua myOnuKOBaHA
je mecMa /lneena 3atiogecii. Cnyxehu ce jegHOCTaBHUM je3WKoM, Oe3
CTHJICKUX (urypa u eypemusama, ayTopka H3HOBA YNTAOLMMa MPUOIIIIKaBa
TpayMaTW4Hy CBaKOJHEBUIly »EHE 3apoOsbeHe y Opaky ca HOpPOYHHUM
4OBEKOM: ,,y cebm: curypro he nohm mmjan* (Stefan 1956b: 10). Motus
CTpaxa MOHOBO je MPHUCYTAaH Y CTUXOBMMA KOjH JEKOHCTPYHILY CTBAPHOCT
BpeJlHe, MMOKPTBOBAHE U TOTIaYeHe KeHe ca cena. tben xkuBoT onpehen je
narpujapxajHuM oOpacluMma, a HBeHa yjaora cBeieHa Ha poba Koju 00aBiba
Telke (pu3nyKe MOCIoBe JTIOK UCTOBPEMEHO BOJAM MCUXUUYKY O0pOy ca Bulle
reHepalyja MyIIKHX YJIaHOBa IOPOIUIIE, BbUXOBUM KapaKTepUMa 1 MOPOYHUM
HaBUKaMa.

Kpo3 necmy /[{nesna sainoseciu ®dnopuka llltedan oTkpuBa HauuH
Ha KOjU JKEHCKO TENO0 U HCKYCTBO OJpakaBajy peduieKCHjy IpyIITBEHE
cTBapHocTH. JKeHCka maTma MNpencTaB/beHa j€ Kao A0 KOJIEKTUBHOT
POAHOT WACHTUTETa W He Tpeba je HOKUBJ/bABATH KAo WHAWBUIYAIHY.
I'MHOKPUTHYKUM YUTakeM (POKYC KPUTHUKOT TUCKYpCa C€ MEba U Cyrepuliie
Jla ce OBa M JIpyre TeMaTCKU CPOJHE IMeCMe MOTY TyMaduTH Kao UCTOPU]jCKO
CBEJI0OYaHCTBO MaTpujapxaiHe penpecuje. [I[pomena nepcrnekTuBe 10BOAU 10
3akJbyuka ja noesuja Gnopuke lItedan Haguazu rpanue ”HTUMUACTHYKOT,
KOH()EeCHOHAHOT ’KaHpa 3a KOjU Ce BEPOBAJIO Ja MPEICTaBba HEH MOETCKU
JIOMET.

MehyTum, KiHKEBHH TEKCT HE MpEACTaBiba jeANHY cdepy y Kojoj
ce Mory aerekroBatd hemuHucTHYkd MOoTUBH. [loetnka ®nopuke Ilredan
MOXE C€ MHTEPIPETUPATH 3aj€HO Ca HEHUM JaBHUM JI€JIOBABEM, OJHOCHO
yuemheM y JAHMCEMHHALUjU HU7Eja O POAHO] JEAHAKOCTH KpPO3 TO3UIH]Y
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ypennuiie yaconuca Femeia noud (Hosa sicena), tnacuna Auniiugawucitiuyukol
@ponitia dHcena HAMEHEHOT HKEHCKO] YMTAJa4yKoj IMyOIMLIM Ha PYMYHCKOM
je3uky y JyrocnaBuju. YpeIHUWYKH CTaTyC IOJpPa3yMeBa0 j€ CeNeKLHjy
caJpxaja y Wby OCHAKMBamba JKEHCKOT Iaca. 300r Tora OBaj MOJATaK
U3 meHe ouorpaduje ocraje BakaH y KOHTEKCTY CarjielaBamba CBEYKYIHOT
JIONIPUHOCA MECHUKUILE Pa3BOjy JKEHCKE KyIType Ha OBUM IPOCTOpUMA U
HIMPEHY eMaHIUIATOPCKUX MOJIUTUKA ITyTeM MIEPUOTUKE.

Wako ypenHUYKH CTaTyC ayTOpKE HE YMHH JI€O LIEHTPAIHE aHAJIN3e
paza, Kpo3 OBaj acleKkaT BaHKHILIDKEBHOI 3ajaramba ayTOpKe MOXKEMO
noZipoOHUje pa3jaCHUTH HEHY YJIOTY Y KYJITYPHOM M POJJTHOM OKBHPY BpEMEHa
koMe je mpumnanana. To morBplyje mecma Beruxu uniiunepep, 00jaBibeHA
1979. ronune y Jlewioiiucy maiiuye cpiicke, Koja C€ MOXE UYUTATH Kao
ayrobuorpadcka cimka U3 KHUBOTa eCHUKUbe. Kpo3 my 1001jaMo npuiIuKy
na yponumo y cset @nopuke Lltedan n oTkpujeMo 1e10Be BEeHOT UCKYCTBA!

Y 0BOM celly unTasia caM IecMe U IeBajia y Xopy
VY oBOM ceny uyBajia KaHTap U MEpUIIa KUTO
3a BEJIMKY IMaJHy TOIUHY

u Bpahana ce kyhu cyborom

ca cto Mopasa 3a hahy
VY oBoM ceny Ipaaia 300poBe HEEbOM
CHpOMacH Cy CIyLIalii MJIaJu Cy Urpaiu oko (andape
a CTaplLy Cy UILIH y LPKBY
VY oBoMm ceny Ouia cam arutarop u agexejka...

(IItedan 1979: 585)

[Ipemaa ce HuKaga HUjE NeKIapucana Kao peMHUHUCTKHIbA, Dnopuka
[tedhan MOHOCHO je HCTUIANA CBOJy MPHUIATHOCT AHMMUDAUUCTHUUKOM
@ponity ocena (ADXK). OBaj momarak aparoieH je 3a (peMHUHHCTUYIKU
KOHTEKCT, Oyayhu ma ra He TymMauuMmo camo Kao Ouorpadcky pedepeHiy,
Beh kao ememeHT kputhuke aHanmm3e. Cmyxehu ce OBakBHM MOAEIOM
caBpeMeHe uHTeprperanuje ctBapanamrsa Onopuke [tedhan moapxkaBamo
npemrice (EMUHUCTHYKE KpHUTHKE, Kao u cTtaB Hune bajm (Nina Baym) o
HEPACKUJIMBOCTHU Be3e u3Mel)y )KUBOTHOT MCKYCTBa U MOETCKOT M3pa3a *KeHa
(Baym 1993).

Y KOHTEKCTY JOTPUHOCA YCIOCTaBJbalkhy JTHHH]E KEHCKE KIMKEBHE
TpaauLIMje HaIPOCTOPY OuBIIIe JyrociaaByje BaXKHO j€ yKa3aTh M HapO3Ha Jiesia
aytopke: Kopenu iiecme (1982), Jluyem y nuye: 3aiucu (1990), bpescyvyu,
jezepa, uyiiosarwa (1995) u braio y mojoj gywu (1997). Peu je o 30upkama
eceja Koje TpaauIMOHAIHA KIbIKEBHA KPUTHKA y TOTIYHOCTH M30CTaBJba,
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a Koje ayTopKa KOPUCTH Kao MECTO 3a M3HOLICHE CTaBOBAa U Pa3MUIILJbamkba
0 Hajpa3IMYUTUJUM KEWKEBHUM, KYITYPHUM, HCTOPH]CKUM, MOJTUTHYKUM U
JPYIITBEHUM I0jaBaMa. HapounTy HaKJIIOHOCT U MHTEPECOBAKE UCKa3yje Ka
’KeHaMma Koje Cy OCTaBWJIE Tpar y JyroclIOBeHCKO] KynTypH. [lopes Bennkanku
kao mTo cy Jlecanka MakcumoBuh m Mununa CrojaaunoBuh Cpnkumba,
@nopuka Hltedan naje mpocTtop U Mame MO3HATUM KIbMKEBHHUIIAMA KOje
IVIaBHU KEMKEBHOMCTOPUJCKU TOK Maprusanusyje. Mehy muma cy T'opaana
Tonoposuh, Jlapunka JeBpuh, Marnga Cumun, Jlanuna Byjkos, T'opaana
hupjanuh, Hesena Buromesuh, Becna Erepuh, Bjepa Bykmmh Buromeswuh,
Jbwbana lyranuh, Una Jyn-bpona, [lapa Cexynuh. MictoBpemeHo, naxma ce
MOKJIakka M JKeHaMa Koje Cy ce OCTBapuiie U y o0acTu Hayke, nonyTt Mpene
I'punkar nnu Baanucnase l'opauh IletkoBuh.

C 0063upoM Ha TO J1a je y 0BOM pajay (oKyc UCcTpakuBarma Ha OE3H]jH,
MIPO3HO CTBApaJalITBO O3HAYaBAMO CaMO KaO Ba)KaH CETMEHT ayTOPKHHOT
olyca KOju je MOoTpeOHO cucTtemarn3oBatu y OyayhHocTu. YkasuBameM Ha
notpely aHanM3e noe3uje y KOMOMHALM]U ca IPYTUM KEMXKEBHUM OOMUIIMMA
u 6uorpad)CcKuM eJleMeHTHMA 3aIlPaBo yKa3yjeMO Ha UHTEHIIN]Y NECHUKHIE
Jla Kpo3 pa3nuuure GpopMe cTpeMH BellnYamy KEHCKOT HCKYCTBA U UyBamby
KEHCKOT Haceha y jyrociOBeHCKOM KYJITYpHOM IPOCTOPY.

6. 3ak/byuak

[lojam poaHe AMCKPUMMHAIM]E Yy KHIMDKEBHOCTU Hajuenthe ce H
y OpBOM pely OIHOCH Ha >KE€HEe MHCLE KOje je CTPOro TpaJulMOHAIHU
KIbWKEBHOMCTOPUJCKM TOK HM3Yy3€0, Ydja Cy MMEHa ocTana 3a0opaBibeHa
u Herno3Hara. Ho, He Tpeba 3aHeMapUTH UYUHCHUIy Ja OBaj (EHOMEH
4yecTo JeNyje Jpyraudje M Kpajie mapajgokcaiHo. byheme cBectu o
MapruHaIu3alMjy )KeHa y pa3InduTUM JIPYIITBEHUM U KyATYpPHUM cepama,
M3a3BaHO HE3ayCTaBJbUBUM DPa30yKTaBambeM (EMHHUCTHUYKE HIEOJIOTHjE Y
19. Beky, mpoy3poKoBao je oapeheHe mpoMeHe U y TOMEHY KHHKEBHOCTH.
XKene cy nocreneHo noyesne aa 100Hjajy IpU3Hamka y CBOJUM HAIMOHATHUM
OKBHPHMa, HO YECTO j€ CTaTyC KOju Ccy 3aBpehuBase 610 ycinoBbeH opeheHnm
¢dakTopuma. TeHAEHLHMje KHUKEBHE KPUTHKE Ja JKEHCKY KHMKEBHOCT
3aTBOPH y KPYT JUPCKOI, CEHTUMEHTAJHOI, MOBPIIHOT, MHTHUMHUCTHYKOT,
KOH()ECHOHAJIHOT, TE Ja je Ha Taj HAYMH JUCKPEIUTYyje Yy OHOCY Ha MYIIKY,
rokasalie Cy ce Kao M3pa3uTo JUCKPUMHUHATOPHE U y ofpeheHo] MepH yak
noryoHHje 071 caMOr' UCKJbYUHBamba. AMOMBAJICHTHOCT KIbM)KEBHE UCTOPH]E
KOja HICTOBPEMEHO Jaje MPOCTOp ’KEeHama, aJli ra ¥ OrpaHryaBa, pe3yaTupaia
jeé CcTBapameM TpajHO HEraTUBHOI OKBUpPA 32 MHTEPIPETALHjy >KEHCKOT
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nucma. TuMme je mperno3HaBambe HUXOBE KHMKEBHE BPEIHOCTH MOCTAJIO
oHeMoryheHo — cBe /10 1ojaBe THKOKPUTHKE.

HcTpaxuBame peleniuje KibMKEBHOT U KyITypHOr paga diaopuke
HItedan ymHorome noteplyje npeMucy GeMHUHUCTHYKE KPUTHUKE O MTOBPIIHO]
U aHAPOLEHTPUYHO] MATpPHUIM KIM)KEBHOI KaHOHa. OBa ayTopka HHje
HEMo3HaTa IIHWPOj YUTAJAYKOj MyONUIM, HApOTHB, YBpIITEHA je y OpojHe
AHTOJIOTH]jE CPIICKOT TIECHHIITBA,’ /10 je KaHOHA U OWia je Je0 00pa3oBHOT
cucrema. MehyTuM, carefaBambe HEHOI IeJIOKYITHOI OIlyca JIOBOAM Hac
710 3aKJby4Ka Ja KPUTHYKH JIUCKYpPC M30CTaBJba HETOBE 3HAUYajHE CETMEHTE,
KOJU CaBPEMEHHUM IPHUCTYIIOM HE CaMo Jla MOTy O0OraTuUTH pelemniyjy, Beh
JPAaCTUYHO MPOMEHHUTH MPEJICTaBy O OBOj MECHUKUIGU Y HIMPEM KYITYpPHOM
KOHTEKCTY.

[Toesuja @nopuke llItedan nenom yuctuny jecte HoleHa ocehamem
Jby0aBU, HOCTAJITHje, KaTKaJ M MaTike, HO OHa MCTOBPEMEHO Ipe/CTaBiba
€TMYKU M JpYyITBeHH u3pa3. Kpo3 mpusmy JIMYHOTI, NMECHUKHIbA TOBOPU
O KOJIGKTUBHOM — JKEHCKOj CYIOMHHM, MaTpujapXajHOM PYypaHOM CBETY,
TEJIECHOCTHU, UIEHTUTETY, UCTOPUJU U KYJITYpPH HE jeaHor, Beh 1nBa Hapoxa.
W3a nupcke nenore meHE JbyOaBHE TOE3Mje€ OCTaje CaKpHUBEH YUTaB CBET
npernyH 0oja, Hempasze, reHepalujcke Tpayme, ocehaja Hemohu. Io yrmemy
Ha CTBAapHOCT KOjy pe(dexTyje, MOoeTCKe CIMKE MaTpujapXalHOr JAPYIITBA
BEOMa Cy omTpe, 0e3 JMPCKUX yKpaca u eypemnszama. TakBUM MOCTYIIKOM
Onopuka IllTedan KmbMKEBHH TEKCT IMPETBapa y CBOJEBPCHY COLMjATHY
KPUTHKY, Tpakeh Kpo3 CBOje CTHUXOBE IPABIy 3a CBE MPOMAILICHE >KEHCKe
cynOuHe. 3a by KIbHKEBHOCT HEMa CaMO €CTeTCKY, Beh U MOpallHy BPEHOCT,
U YIIPaBO Taj acreKaT BbEeHOT CTBapallaliTBa Tpeba n3auhu Ha NOBPILKHY.

3 Mely HajnosHatujuM wu3aABajaMo: Auilionoiuja iociepaiine cpiicke ioesuje (npup. Musmsoje
Mapxkosuh, 1992), Vuupexcosa kruia nmybasne tioesuje (npup. Cnobonan Munuh u bynumup daruh,
1999), Anuitionoiuja cpiicke woesuje 20. éexa (npup. Munmusoje Mapxkosuh, 2000), Cpiicka wybasna
woesuja: antionoiuja (npup. Crojan bepoep, 2002), Kag ce nebo myitiu: aniionoiuja iecHuka goouiiiHuka
naipage ,, Munuya Ciiojagunosuh Cpiikurea “ (npup. Jlanuna Byjkos, 2004), /Ipaioyene peuu. uz6op
us3 tioesuje XX eexa (mpup. Onra Casuh, 2008), Hajneiiwe wybasne iiecme cpiickux ecHukurba (Ipup.
Topnana Cumeynosuh, 2013), 365 wybasuux: (anitionoiuja cpiicke mybasue iioezuje) (ipup. Musor
Jankosuh, 2021).
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Reassessing Florika Stefan’s Literary Legacy

Florica Stefan (1930-2016) is one of the rare authors of Romanian nationality to have
secured a place within the canon of Serbian literature. Alongside Stevan Raickovi¢,
Branko Radic¢evi¢, Mira AleCkovi¢, Miroslav Anti¢, and others, she stands out as
one of the key representatives of subjective lyricism. Her work was not marginalized
by literary history; on the contrary, she is cited in all major histories of Romanian
literature in Vojvodina, as well as in numerous monographs and anthologies dedicated
to Serbian poetry. Nevertheless, her oeuvre has long been interpreted through the
predominantly masculine critical frameworks characteristic of the second half of the
twentieth century, which led to her being categorized primarily as a lyrical poetess.
As a result, a significant portion of her literary and extra-literary engagement has
remained overshadowed by the pronounced sentimentalism associated with postwar

poetry.
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The analysis of Florica Stefan’s life and work is further complicated by her
simultaneous affiliation with Serbian, Yugoslav, and Romanian literary spheres. It
is therefore essential to examine critical discourse in both Serbian and Romanian in
order to determine her canonical status more precisely. This paper offers, on the one
hand, an overview of existing critical interpretations of Stefan’s work, the literary
canon, and its influence on the educational system and broader cultural context;
on the other hand, it provides a new, comprehensive feminist analysis. The study’s
underlying premise rests on the gynocritical hypothesis that women’s authorship
must be revisited in order to identify themes, motifs, and strategies suppressed within
the established critical paradigm, with the aim of challenging and destigmatizing the
category of women’s lyric poetry.

Florica Stefan’s poetry is indeed partly shaped by feelings of love, nostalgia, and
at times suffering, but it also constitutes an ethical and social expression. Through
the prism of the personal, the poet speaks of the collective — of women’s destinies,
the patriarchal rural world, corporeality, identity, history, and the culture of not one
but two peoples. Beneath the lyrical beauty of her love poems lies an entire world
saturated with pain, injustice, generational trauma, and powerlessness. Reflecting the
realities she portrays, her poetic depictions of patriarchal society are stark, stripped
of lyrical embellishment or euphemism. In this way, Florica Stefan transforms the
literary text into a form of social critique, seeking justice through her verses for all
the unfulfilled destinies of women. For her, literature has not only aesthetic but also
moral value — and it is precisely this dimension of her work that deserves to be
brought to light.

Keywords: Florica Stefan, women’s poetry, Romanian minority literature,
gynocriticism
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The first Bosnian Muslim woman author Nafija Sarajlic,
and the rediscovery of her writing in relation to the canon

The aim of this paper is to analyse the stories by Nafija Sarajli¢ (1893-1970) in
the relation to Bosnian Muslim literary canon, double standards towards women,
restrictions, negation, trivialization and inferiority of the female experience. The
phenomena described therein are the anxieties of authorship, the literary authority
and influence, often overshadowed by the author’s autobiographical relationship
with her husband Semsudin Sarajli¢ (1887-1960). The focus of the analysis is
her decision to stop writing due to family and social reasons. Therefore, from the
example of Nafija Sarajli¢, the ideal model of the woman-victim, or the Angel in the
House, was built into the Muslim [Bosniak] literary canon. This paper will expose
the distorted canonical image and feminist neglect of the first noted strategies of
resistance to social dominance, as well as provide an explication of the complex
position of the woman writer in the public sphere. With this interpretation, keeping
in mind the literary injustice done to this author, I represent a cultural reinterpretation
of Nafija Sarajli¢. This paper offers a gynocritical reading of the works of the first
Bosnian Muslim woman prose writer, Nafija Sarajli¢, in the context of the historical
Muslim Women’s Question and canon. This approach involves the reconstruction
of the historical context of Bosnia under the Austro-Hungarians, as well as the
particularities of Islamic tradition and culture, thereby highlighting the abandonment
of writing.

Keywords: canon, Nafija Sarajli¢, anxiety of authorship, literary authority,
abandonment of writing.
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1. Who’s afraid of Nafija Sarajli¢?

Nafija Sarajli¢ (1893—-1970), hailed as an icon of the contemporary
construction of the national Muslim [Bosniak] literary canon, is a challenging
scholarly phenomenon. Her figure is placed under the impact of the
manipulative processes of canonization in the hands of men, directed a[gains]t
women. Although she represents a minority as a woman who received a ticket
to recognition, it is necessary to reflect on the motives of her canonization.
This careful research method is essential for identifying and addressing the
overlooked aspects of the tradition, shedding light on “the representation of
female with the very analytical instruments that caused this subordination”
(Latkovi¢ 2018: 125). In this scholarly context, particular attention should be
drawn to the negotiation and struggle that occur within the literary field. The
initial aspect concerns the status of women within the literary canon and the
issue of the appropriateness of their writing. The succeeding aspect involves a
re-evaluation of the author’s efforts to influence literary order and to ascertain
literary writing merits. The prevailing focus of available research on this
author is on her biography, which is not surprising given the implications it
might have for the justification of the method of choosing Nafija Sarajli¢ for
inclusion in the literary canon.' It is noteworthy that Nafija Sarajli¢ was among
the first women educated to become a teacher, and is also considered to be
the first female prose writer in the Bosnian Muslim community. Nevertheless,
the aforementioned assertions do not align with the predominant narrative
concerning the author’s image and public position. The underlying reasons
for this discrepancy are not readily apparent. Rather, the emphasis is on the
fact that she was the wife of the writer Semsudin Sarajli¢ (1887-1960), and
the events in her own life that led her to give up both teaching and writing. In
other words, it is about “reaffirming her role as a model Muslim woman who
abandoned her teaching, as well as writing, careers for the sake of her family”
(Omeragi¢ 2023: 96).

The purpose of this article is to include Nafija Sarajli¢’s work in
this context and determine its relevancy. This is part of the process of the
“reinterpretation of female authors who have already gone through the chasm

! The shift in political systems during the 20th century led to Nafija Sarajli¢’s subsequent decline
into literary obscurity, primarily due to her short writing career, and the historical flux of Bosnia’s
political landscapes. The gender, ideas, and writing style of the author were simply not aligned with
the prevailing trends of the time. Interest in the work of Nafija Sarajli¢ only revived after her death
in 1970, when researchers turned their attention back to Muslim literature (Isakovi¢ 1972, Idrizovi¢
1977, Salihbegovi¢ 1980, Ljiljak 1986, Isakovi¢ 1987, Rizvi¢ 1990). During the 90s, this previously
limited interest underwent a radical transformation, driven by the establishment of the Bosnian Muslim
national literary canon. In this new canon, Nafija Sarajli¢ occupies a key female role (Durakovié, 1995
and 2012, Memija 1997, Brka 1998, Begi¢ 2002, Piri¢ 2010, Tomasevi¢ 2021).
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of canonization cancellations and who, after the initial national passions were
silenced” (Latkovi¢ 2018: 125), became its dislocated part. A central concern
of this research is to highlight and validate the contributions of Bosnian
Muslim women’s literature to Bosnian culture, as well as within the broader
South Slavic literary tradition. On the other hand, I aim to intervene in the
national interpretations of her work, thereby overcoming isolationist principles
and ensuring inclusion in contemporary research streams. Additionally, this
research aspires to reinterpret Nafija Sarajli¢’s contributions within the context
of contemporary feminist discourse, thereby facilitating the formal integration
of her work into the domains of local and comparative gynocritics. From the
perspective of a gynocritical reading, this paper will interpret the biography
and works of Nafija Sarajli¢. As defined by Elaine Showalter, gynocriticism
is a “female framework for the analysis of women’s literature”, and the mode
“to develop new models based on the study of female experience” (Showalter
2012: 28).

In the official national-canonical narrative, Nafija Sarajli¢ is examined
in the light of loyalty to the male discourse. The degree of loyalty is reflected
not only in her literary tactics but also in her decision to remain in the private
sphere and to assume the roles of mother and housewife. The fundamental
characteristics of this discourse are contained in the subjectivity in the
estimation of excellence, aesthetic values, and mainstream politics, which,
to paraphrase Nina Baym (Baym 1981), are placed at the heart of a particular
tradition. The canon manifests a profound asymmetrical and heteronormative
structure, rooted in the perpetuation of a model of subordination for female
author.? These characteristics indicate that the ideal image and patriarchal
essence of women in national culture, which are systematically reflected
through literary discourse, are crucial to the concept of the canon. According
to Lillian S. Robinson, the canon may be perceived as an “entirely gentlemanly
artifact” (Robinson 1997: 3) in which women are generally not portrayed “as
active agents rather than passive ‘images’ or victims” (Ibid: 6). In light of this
perspective, it is possible to revise the processes of canonization that have
been marked by distrust of women’s talent, the subsequent labeling of their
work as trivial, and the ultimate doubt put forth on their excellence. As Nina
Baym has explained, “[t]he critic does not like the idea of women writers, does
not believe that women can be writers [...]” (Baym 1981: 124), and therefore,

2 The canon has been the subject of considerable criticism, including, but not limited to, issues of
status between high and low forms of literature, an interpretive misreading of female authors, the
marginalization of the female experience, and the inadequate representation of female characters by
authors (Robinson, 1997), as well as all aspects of male authors’ canon supremacy (Kate Millett, 1969;
Ellen Mores, 1976; Elaine Showalter, 1977; Sandra Gilbert and Susan Gubar, 1979; Annette Kolodny,
1980; Nina Baym 1980, 1992).
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they exclude women writers, which leads to their invisibility in the canon
itself. But what does it mean to integrate an author like Nafija Sarajli¢ into
an official literary framework, as Nirman Moranjak Bamburac¢ sees the canon
as being founded “in the canonization of tradition” (Moranjak Bamburaé
2005: 60)? This suggests the question of whether female authors are truly
“cemented into canons like icons”, as this researcher asserts, because “in the
built-in foundations windows are left for their breasts, so that they can feed
their successors” (Ibid: 53).° Thus, the edifice of Nafija Sarajli¢’s integration
into the national canon is predicated on patriarchal conceptions of her life as
a victim, particularly the prioritization of her marital and familial duties over
her own aspirations. As Melika Salihbegovi¢ has described, the literary path
of Nafija Sarajli¢ was as “a victim of the fate of a married woman and mother
whose eldest daughter dies” (Salihbegovi¢ 1980: 23). The major criticism of
her stories was the “underdeveloped plot”, the lack of “literary power to delve
deeper into life”, the fact that “she did not deal with the subject in a wider
sense”, the “modest artistic power” (Idrizovi¢ 1977: 618), and the “unfeminine
nature of her writing” as a fidelity to male culture and connection to tradition
(Avdagi¢ 2003: 127). In a more general manner, her stories are characterized
as “lyrical prose” (Durakovi¢ 1995: 11), that is, “lyrical-meditative prose [...]
with an accentuated educational appeal and moralizing character” (Durakovi¢
2012: 271). In contrast to the aforementioned major critique, the focal point
of this article is not only the revision of her canonized image but also her
exposure to the canon through her partnership with her husband, a fellow
writer. Moreover, Nafija Sarajli¢’s personal written remarks can be examined
as her insights on the status of women in the literary field.

In the book Brnmjica za vjestice (2021), Dubravka Ugresi¢ draws
attention to the chronic underrepresentation of women authors in the corpus
and canon of Croatian literature. She identifies the contributions of these
figures in the form of informative appendices attached to the sketches of
epochs in the development of literature, and at the level of diminishing the
importance of genres (women’s poetry and children’s literature, romance
novels) and authors, such as Cvijeta Zuzori¢, who served as muse to male
writers. Additionally, this formula was previously elaborated by Dunja Detoni
Dujmi¢ (2001), who emphasized how female authors entered the canon due

3 Nirman Moranjak Bambura¢ proposes that the image in question originates from South Slavic folk
or oral poetry, as exemplified by “Zidanje Skadra”. The poem presents a heroine who is sacrificed by
her husband in the name of building the city. The woman’s breasts, partially exposed through a narrow
opening, serve as the focal point of the image, while the rest of her body is concealed by a wall. It is
crucial to highlight the profound sacrifice, as it ultimately reduces her to reproductive function. Even
when women are subjected to such practices, patriarchal law forces them to focus on nurturing and
preserving their offspring.
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to the trend of historical and religious writing, and also due to their focus
on mysticism.* In her prior work, Dubravka Ugresi¢ in Doba koze (2019)
examined the mechanisms of memorization, noting that leading canonical
authors, including Ivana Brli¢ Mazurani¢ (1874-1938) and Marija Juri¢
Zagorka (1873-1957), were “the most frequent victims of such [canonical]
constellations” (Ugresi¢ 2019: 172). These comments are of substantial
importance within the context of Bosnian Muslim literature and women
writers. In the particular example of Nafija Sarajli¢, we encounter two
phenomena: the underrepresentation of female figures in the traditional canon
and the crucial issue of the hesitation to approach a gynocritical revision of her
canonical position. This phenomena occurs through processes of codification
in literary history, incommensurability in reception, institutional denial of
their authorship, and even the legalization of timely recognition. The purpose
of this article is to challenge both phenomena.

The research on the canonization practices of Nafija Sarajli¢ is absent
from the Bosnian-Herzegovinian and Bosniak [Muslim] micro-planes.
The motivation behind this phenomenon is primarily stemming from the
reluctance to challenge the prevailing discourses that uphold the authority
of the established canon, to paraphrase Annette Kolodny (1980), at “the
expense of half of the population” (Kolodny 1980: 19). It is also relevant
to consider the reduced need for revision, as such approaches are often met
with resistance due to their potential conflict with the established canon and
its “discriminatory cultural practices” (Ugresi¢ 2021: 44). Women frequently
play an active role in the preservation of the established literary canon. The
behavior is due to the fact that “women workers in the field of literature
often listen to unwritten, deeply rooted — perfidious rules out of a desire to be
admitted to the gates of the canon” (Omeragi¢ 2024: 217). In this pursuit, they
tend to select subjects that are more aligned with a gynocritical perspective
towards canon ideology. The “recognition” of a writer, such as Nafija Sarajli¢,
does not guarantee that her biography and work will be revalued, despite the
urgency to resist the ideological apparatus that adapted her to the canon.

In the article “Nevolje s kanonizacijom”, which is among the few that
takes as its point of discussion the relationship of women authors with national
canons in Bosnia and Herzegovina, the author Nirman Moranjak Bamburaé
identifies models of representation that are organized “in the context of the
patriarchal code, the context of ‘general” humanity, the context of physicality/
eroticism, or in the epic code” (Moranjak Bambura¢ 2005: 67). All models

4 As feminophile research indicates, Croatian women writers, despite the diverse subjects they addressed
and their innovative methods, were conscious of social and “traditionally conditioned male supremacy”
(Detoni Dujmi¢ 2001: 182).

73



that reinforce the canon by incorporating others, are put in the fundamental
service of subordinating women authors. They also facilitate the production
of these women as effective signifiers of “absence—not only the excess of
the hierarchical model of canonization, but also of an entire alternative and
suppressed history” (Ibid: 71).° The biography and prose of Nafija Sarajli¢
were approached from in a series of readings that did not give consideration
to the harmfulness of her canonically excluded inclusion, nor to the local
nor the wider historical context. Existing interpretations both historical as in
the case of Celia Hawkesworth (2000), and pro-feminist by Anisa Avdagi¢
(2003), Vildana Pecenkovi¢ and Nermina Deli¢ (2015), Zlatan Deli¢, and
Ifeta Lihi¢ et al. (2017) were determined by the positive discrimination
toward the work and life of Nafija Sarajli¢, but also by the failure to consider
her resistance strategies, while confirming the idea of her affirmation of the
masculine discourse and system. Fabio Giomi (2015, 2021), in contrast,
has recreated the significant historical context of women’s writing during
the Austro-Hungarian administration. Giomi’s analyses, however, have not
undergone a more detailed examination of aspects of the stories by Nafija
Sarajli¢, specifically those to which the storyteller refers to questions of the
canon. In her article “The Muslim Women’s Question and the Emancipatory
Potential of Nafija Sarajli¢’s Literary Work in the South Slavic and European
Context” (2023), Merima Omeragi¢ reconstructed Nafija Sarajli¢ within a
macro context, aiming to explore the reflections of the teacher’s vocation in
the narratives.

In a similar way that Toril Moi (2002) demanded a feminist re-
evaluation of Virginia Woolf, in the feminist text in which the author was
exposed to readings according to which the author is “insufficiently feminist,
or praised on grounds that seem to exclude her fiction” (Moi 2002: 18).
Toril Moi posits that this action is indicative of an underlying unconscious
dynamic that does not effectively challenge the prevailing institutions and
interpretations that dominate the field. This article will aim to reinterpret
Nafija Sarajli¢’s oeuvre within literature and feminism. The main focus of
this article is on the collection of stories by Nafija Sarajli¢c Teme (1986),
which was published posthumously, and 70 years (1986)° after their initial
appearance in the journals Zeman and Biser (1912 —1918). Despite her

5 The article to which I am referring, although it describes the analysis of another canonized author,
Jasmina Musabegovi¢ and her novel Skretnice, is important because of the author’s effort to create a
foundation for approaching the research of mechanisms and patterns on which the position and figure
of the Bosnian Muslim woman in the national canon is produced.

¢ The publication of a book in Mostar was planned in 1916, but postponed due to World War I. After
a lengthy interval, the first edition was finally published in 1986, when Zadrugar printed her first
collection under the title Teme.

74



presence in the established literary canon due to her markedly dissonant
voice, the central focus of this research is an in-depth literary analysis of her
stories, which encapsulate specific elements that we identify as canonical.
These elements serve to more dynamically ascertain the author’s standpoint
and her relationship to her own literary work and text, as well as to social
movements.

With this theoretical context I will provide the analysis not only of
Nafija Sarajli¢’s prose but also of her connection to literature, and to the
patriarchal law of literary canon seen through feminist literary criticism. On
the first level, I will shed light on the textual relation between the author and
the Bosnian Muslim literary canon with key characteristics of a masculine
literary authority and a history of critical reception. The strategic objective of
this research is to provide a comprehensive analysis of the challenges faced by
woman author, including the impact of her husband’s authoritative role on her
own literary pursuits, the anxiety of authorship and the challenges she faced
in her personal life. Ultimately, this study will address the phenomenon of
women authors abandoning their professional literary and writing endeavors.
In particular, this level engages in a careful explication of the context of
the emancipatory strides made by Bosnian Muslim women with particular
attention to the unique characteristics of their tradition and culture.” It is
evident that the subject of analysis is of crucial importance to the objective of
the article, which is to innovate the study of Bosnian-Herzegovinian literature
and to integrate the topic of the Bosnian Muslim woman into academic
discourse.

2. Context: The Muslim Women’s Question in Bosnia
and Nafija Sarajli¢

The life and stories of Nafija Sarajli¢, the first Bosnian Muslim
woman writer, were influenced by the change in culture that happened when
the Ottoman (1463-1878) and Austro-Hungarian (1867-1918) systems
shifted. The sociopolitical microcontext of her life and work was significantly
influenced by domestic social movements that gave rise to significant
inquiries. This is primarily evident in the educational policies initiated by the
new Austro-Hungarian administration, which advocated imperialist values
and industrial needs with the objective of integrating the previously non-

" These emancipatory steps occurred during the historical period of the Austro-Hungarian administration
over the territories that are parts of contemporary Bosnia and Herzegovina (1887—-1914).
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participating female population into the working class.® The emancipatory
aspect of education has been demonstrated to provide women with a significant
source of economic independence, as well as the opportunity to lead debates
on “issues contested in everyday life” and “for a broadening of women’s
access to public roles” (Offen 2000: 29). This trajectory was also observed
in the suffragette movement in Europe, the Austro-Hungarian Empire, and its
provinces, which posed a substantial challenge to the emancipation of women.
It was the Bosnian Muslim women themselves and their community that
initiated the Muslim Women’s Question. The issues raised by this decades-
long debate were based on “hijab, cultural and educational emancipation,
participation of Muslim women in public life [...], women’s rights in Islam,
and employment and work outside the home” (Kujrakovi¢ 2009: 101). This
led to the development of a polemic within the broader context of progress
and modernity in post-Ottoman Bosnia.” The basic question that arose there
was “re-examining the current position of Bosniak women in society and the
family” (Ibid: 103). In fact, the gist of the argument was that “women began
to be considered unfit to accomplish their role as mothers and educators of
future generations, and then became an object of reform and regeneration”
(Giomi 2021: 4). The space that opened up for these women was primarily
due to their intellectual and humanitarian efforts and organizational work.'
Nafija Sarajli¢ was born in 1893 in the Sarajevian tailor and merchant
family Hadzikari¢. In a social environment characterized by the Muslim
community’s deliberate auto-isolation, motivated by a desire to preserve their
cultural heritage and religion, the writer’s father Avdaga HadZikari¢ made the
groundbreaking decision to educate all his daughters, including Nafija, as well
as her four sisters. Nafija Sarajli¢ went to Hermanovice ruzdija (Hermanovica’s
Muslim female primary school) and then attended a Muslimanska Zenska
preparandija (Muslim women’s teacher school). Consequently, they became
among the first Bosnian Muslim women to receive a formal education, the
highest available for girls in Bosnia at the time. The difficulty for Muslim

8 The official administration gradually took a lax line toward the conservative Muslim community, as
their attitudes regarding public non-religious education were motivated by the practice of separating
male and female children in classrooms and schools.

® The Muslim Women’s Question was started in 1908 and ended in 1950, with the Law Prohibiting
the Veil and Bourque in the Socialist Federal Republic of Yugoslavia (SFRY). The discourse was
characterized by a dichotomy between traditional and modern strands, exemplified by the community’s
stance on Islam and Sharia on the one hand, and the recognition of Western achievements and the
emergence of feminist global movements on the other.

10 During the first half of the 20th century, these included the Gajret (1903) and Osvitanje (1919)
societies. It is also important to point out the publication of the first Bosnian Muslim women’s
magazine as part of the movement of the same name, the action committees and the women’s section.
Unfortunately, the magazine Dulistan, which was dedicated to the social and cultural empowerment of
Muslim women, was published for only a brief period from March to May of 1926.
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girls to attend school and then to enter professional work is described by
Mina Kujovi¢, who states that in 1911 the Ulema-MedZlis did not allow the
establishment of a Muslimanska Zenska preparandija because of the Sharia
law' regarding the veiling of women, as well as the prohibition on them working
in public schools (2010). Those rare Bosnian Muslim girls who were trained
as teachers as part of their courses were only able to work in Muslim religious
schools for girls, known as mektebs. This is primarily due to the perception of
this position as “extensions of the motherly role and therefore less threatening
to men’s professional interests” (Offen 2000: 96). Pedagogical work was
instrumental in catalyzing emancipation processes. For Nafija Sarajli¢, that
was her entry into the field of emancipation, as she was “allowed to pursue
her educational work and thus become a part of public life” (Omeragi¢ 2023:
96). In her semi-autobiographical story Rastanak, she depicts the unfortunate
ordeal her protagonist faced when she was disciplined by school authorities
for her endeavor to offer additional educational instruction to female students.
Nafija Sarajli¢’s tenure as a teacher was brief, lasting a mere three years. Her
decision to leave the profession was “by collusion between institutions and
the school system [which] were reflected in her personal life when, at her
husband’s request, she left her post and the teaching profession” (Omeragi¢
2023: 102-103). Nafija Sarajli¢’s husband, as her daughter Nerdeta Sarajli¢
has noted, believed that his wife’s primary responsibilities were to prioritize
her family and raise her children.'

Nafija Sarajli¢ burst onto the literary scene at the same time as her
teaching career, coinciding with a period of intense controversy surrounding
Muslim Women’s Question. While men have dominated discussions, Muslim
women authors and intellectuals have also taken part in the debate about their
own emancipation. Therefore, it is necessary to reemphasize the connection
between emancipation through education and the fact that, for the first time,
women authors expressed their opinions and experiences in the form of
“women’s writings of that time which remains mostly unknown or marginalised
until today” (Petrovi¢ 2019: 56). This subject was also addressed by authors
who were educated and oriented towards tradition, including Nafija Sarajli¢.

The period of the creation of her works was marked by a noteworthy
controversy between traditionalists and modernists and with the Muslim

' Sharia is a set of religious laws based on the interpretation of the Quran. During the Austro-Hungarian
rule, this legal system was inherited by the Ottoman Empire in the Bosnian Muslim community. It
remained in effect until the end of the Second World War. Contrary to the rigid views often associated
with Sharia, Islam actually promotes the emancipation of women through education, as education is
considered an obligation (farz).

12 The oral testimonies of Nafija Sarajli¢’s daughter are retrieved from the text: “Nafija Sarajli¢,
knjizevnica, intelektualka i borac za prava Zena: Muskarcu se ne ustaje, pa makar to bilo i dijete”.
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Women’s Question. It heralded “modernism as a movement promoting
a reform of the social position of the Muslim woman and her status”
(Kujrakovi¢ 2009: 119). This issue was important for the Muslim community
due to traditional attire, educational and cultural emancipation, Islam and
employment (Kujrakovi¢ 2009). Even though it was unable to start its feminist
movement, Bosnia changed profoundly during that period. Imperial education
policy aimed at the female population triggered a broader conversation about
the women’s position in society. The Muslim Women’s Question initiated
the creation of the model for the modern European Muslim women. In the
particular case of a Bosnian Muslim woman, this model reflected the pre-
dominance of traditional over modern values of economic empowerment and
proper education. Under the influence of the intellectual elite, which advocated
for the Sharia tradition, the problem was reduced to female morality. It was
defined by Islamic teachings and a “patriarchal viewpoint of the society of that
time; about a Muslim woman as a proper mother, wife and housewife who
has to be educated to respond to challenges in her family and society” (Jahi¢
2015: 119). The discussion was primarily dominated by men, “but there were
also the voices of women and girls, educated in schools and religious schools,
who promoted the rising interest of the female generation towards education”
(Ibid: 118). The rare female voices in the public spaces came from the press.
The few women involved in the question mostly wrote under an alias. Hasnija
Berberovi¢ Vahida (1893-?), Sefika Bjelevac Nesterin (1894—1927), Hatidza
biki¢ (1889-1918), Nafija Zildzi¢ (1888—1941), and Nafija Sarajli¢ were
among those who wrote texts for different journals. Nevertheless, there were
more proponents vying for the traditional strengthening of the private sphere
or “stressing motherhood and domesticity as the best and most fulfilling
course for women” (Giomi 2015: 8). But even this challenge to traditional
values and the opening up of access to education did not mean a rejection of
the veil “or a challenge to the sexual and confessional segregation of Muslim
women” (Ibid: 6).

Nusret Kujrakovi¢ (2009) pointed out that only an educated woman
could contribute to the process of the Muslim community’s exit from a
deep material and spiritual crisis. The writings of Nafija Sarajli¢ with her
protofeminist awareness about education articulates women as instigators of
the reform of the role of Muslim woman disposed towards a social renaissance.
An important phenomenon that marked the works of Nafija Sarajli¢ is the
relationship to writing or viewing her literary work as a profession. The canon
erases the woman writer and classifies her today under the terms of a woman-
victim model. The dangerous model of the victim in contemporary culture is
the place for the creation of the desirable figure of the Bosnian Muslim woman.
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3. Canon trouble

In her writing, Nafija Sarajli¢ sheds light on the position of women in
Bosnian Muslim society, and the clash between Islamic and universal values,
which are symbolized by a man. In her stories, she depicts the difficulties of
Bosnian Muslim women'’s lives, the choices and societal pressures that place
them in the appropriate sphere of the home, as well as their contact with the
male-centered world of literature and the primary processes of canonicity. An
existing oversight in the interpretation of Nafija Sarajli¢’s work, and even her
subordinate position in the canon, is related to the lack of decoding the coded
messages of gender inequality, which will be analyzed in the further course
of the article. Beyond the reintegration and reconstruction of the Bosnian
Muslim women’s tradition in itself, but also in the broader comparison
that this study foresees, a new reading aspires to something that Lillian S.
Robinson challenges in the literary canon lists as a “the feminist efforts to
humanize the canon” (Robinson 1983: 86). In addition to interventions in
the canonization of women writers, this work will disrupt leading biases
regarding women writers on the basis of their sex and gender, affirming their
struggles for voice and social position. This strategy will achieve the goals
of the research, summarized in national reaffirmation. It will also reinforce
criticism of canons based on author negative experience.

Negative connotations of heroines and women writers are a product of
a rigid gender double standard. It is not only an issue of its time, but it “still
remains in the literary world. The man still stands as the dominant figure,
and the woman is forced to ‘prove’ her worthiness” (Howell 2015: 25).
The concept of female inferiority has its roots in socially delegated gender
differences, which Elaine Showalter sees as a condition of critical discourse in
the evaluation of novels by female authors, which are “recognizably inferior
to those by men” (Showalter 2009: 76). The fundamental assumption of this
set of stereotypes is that not just the female body, but also the female mind, is
“an inferior instrument” (Ibid: 76). The second determinant from the binary
patriarchal pair of philosophical mindsets is the opposite superiority. In the
literary field, the symbolization of a man as an authority is maintained by the
concept of superiority, while a woman is defined “by restrictive notions of the
role of women” (Landy 1988: 21), and the image of herself in literature “is
that of silence” (Ibid: 20). As women writers were beginning to see their own
position in the sphere of literature, they were also working on breaking the
myths about gender.

A different deliberation of the canon, when it comes to Nafija
Sarajli¢’s prose, is how she argues against the notion of substandards and
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imputed inferiority. A new evaluation with a focus on the imbalance of the
literary hierarchy and the silencing of the female experience is affirmed
through examples from the author’s prose and biography. I will concentrate
on the described discouragement of women writers through the relationship
with her writer-husband, anxiety of authorship, and the vow of silence as an
abandonment of writing.

Appropriating the writer by the national canon is aided by the powers
to glorify the victim as an exalted pattern. In this sense, the context of Bosnian
and Herzegovinian women writers who position in the canon is important, as
they are “part of the literary game and a symptom of its symbolic excess”
(Moranjak Bambura¢ 2005: 71). The prevailing canonical perspective on
Nafija Sarajli¢ is that she was the wife of the writer Semsudin Sarajli¢.
The fact that she abandoned her writing career to prioritize her familial
responsibilities and raise her children is frequently discussed in an affirmative
light. The third problematic aspect concerns the emphasis on the modesty of
her work, which lacks a thorough analysis of her prose. The canonical image
of Nafija Sarajli¢ is constructed upon these three profoundly patriarchal
foundations. In a specific sense, Nafija Sarajli¢’s personal history functioned
as a key that unlocked the door to the canon for her. Nafija Sarajli¢ paid the
price for entering the canon by becoming a model of the victim. Indeed, an
inadequate focus on Nafija Sarajli¢ serves to reinforce the prevailing male-
dominated canon, thereby perpetuating their order, standards and distributed
positions. Consequently, this persistent allusion to the women’s role is a
constant reminder of their marginalization and underrepresentation in the
literary field. The sensationalization of Nafija Sarajli¢’s life has contributed
to a distorted image in the canon and to restrained readings. Submission
to the canon through history, as well as the reception of the writer’s work,
appear as the product of the stereotypes about the female sex. It is a reflection
of the social women submission, or the way in which the artistic leads the
gender “ideology into an ideal, into a myth that works to extend precisely
that which it obscures it provenance” (Jehlen 1981: 578). The image of Nafija
Sarajli¢ was created, because she openly spoke about the difficult experience
of being a Muslim woman. The grievous injustice to her in the reception can
be rectified through a re-vision of the canon. To do this means prioritizing
the analysis of the heroine and writer in a way that, as Myra Jehlen states,
places at its center “an investigation whose categories and terms [are] derived
from the world of female experience” (Ibid: 56). To that end, the feminist
scholars’ task also contains what Lillian S. Robinson (1983) names a protest
against the systematic neglect of women in the canon. Nafija Sarajli¢’s prose
and her experiences of the culture against the modernization of the women,
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needs to be based on examination of the canon’s features. “We have to return
to confrontation with ‘the’ canon, examining it as a source of ideas, themes,
motifs, and myths about the two sexes” (Robinson 1983: 96). The return to
the canon shall mark the articulation of the different spectrum of troubles with
canons that women have defined.

Women’s resistance to a canon could be understood from the manner
of representation of the figure and subject of the author, pinned down by her
inability to articulate herself. In her semi-autobiographical story Teme, Nafija
Sarajli¢ speaks of “a female writer’s struggle to define herself as a writer”
(Schwartz & Thorson 2017: 41). Nafija Sarajli¢ and her heroine are struggling
to be an accomplished author, but instead they are establishing themselves
in relation to the culture of male authority. The relationship between Nafija
and her husband Semsudin Sarajli¢, the writer and her “role model, teacher
and the first critic” (Tomasevi¢ 2021: 189), constitutes the basis of the story.
In general, this is a well-known, canonical model of discourse about women
writers and the ways in which they are subordinated, but it is also, as Marcia
Landy (1988) suggests, an important link that needs to be analyzed in order to
understand the influence of social structures on the writer and on the art itself.
Such a discourse, which assumes that women are by nature more family-
oriented than men, embodies the biographical records. This literally means
that “the biographies of women authors chronologically integrate information
about their marriages and children into the text” (Tuchman & Fortin 1984:
80). As in the example of Nafija Sarajli¢, in Bosnian Muslim literature, female
authors are biographically described based on their relationships with men, as
was Sefika Bjelevac for her marriage to the writer Abdurezak Hivzi Bjelevac
(1886—1972), and Hatidza Diki¢ in relation to her brother writer Osman Diki¢
(1879-1912).

The question arises as to what this outward classification of women
authors actually generates. The response to this is to be found in their voices.
Nafija Sarajli¢ put her protagonist woman writer in “opposition to a male
character who makes a decision about the value of the literary work, someone
who publishes literary work and creates what is called canon” (Deli¢ 2016:
79). With the story Teme, the position of the woman writer is mapped within
the cleric-patriarchal surroundings. The field of public space implies the
existence of the male authority, which comes with the intention to discourage
women in their efforts to write. In the conversation between spouses in the
story, two angles of the same problem appear: patronizing by the author to
the woman author, and the concept of anxiety of authorship. Struggling to use
words to articulate art, without predecessors and with different experiences of
the literary canon, a woman author becomes fearful in her attempt to master
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writing. Consequently, the author turns to a man who is a “precursor incarnate
of patriarchal authority” and attempts to “enclose her in definitions of her
person and her potential which, by reducing her to extreme stereotypes (angel
/ monster) drastically conflicting with her own sense of herself — that is, of
her subjectivity, her autonomy, her creativity” (Gilbert & Gubar 1984: 48).
With her story, the author confirms this hierarchy and distribution of power —
for, the author asking her husband for “his opinion she asks him to read ‘a few
themes that [she’s] tried out’ (Sarajli¢ 2010: 262). The text concludes with his
response” (Schwartz & Thorson 2017: 41-42), which included confirmation
of reading, corrections, and finally a rebuke to the question of whether her
writings were valuable:

‘Beginners should not ask this question. When a person feels a drive to
work toward the greater good, he should do so, all possible recognition
notwithstanding.’

And I understood that he approved.

Therefore, here I have strung together a few themes that could be expanded
if there were only more leisure time, but that is unattainable to me (Sarajli¢
2010: 263).

The dynamic between the heroes mirrors the woman’s submissive
role as an author, a sentiment that underpins the atmosphere of the story.
The imbalance in the relationship serves to reinforce the discourse and
rigid responses exhibited by the way the hero regards her authorial needs,
and interaction. This quotation lends further insight into the phenomenon of
“their internalization of restricting views of their creative potential” (Landy
1988: 21). Nafija Sarajli¢ offers an illustration of how the response of an
authority figure, in this case the heroine’s husband, to her literary endeavors,
exerts a decisive influence on the female concept of self-valorization. In
sum, the author uses this dynamic to capture the heroine’s consciousness as
a dependent self who cannot, as Sandra Gilbert and Susan Gubar judge for
the Victorian model of womanhood, “take seriously the struggle of authors
or their characters for self-sovereignty” (Gilbert & Gubar 1984: xxxviii).
The narrator’s timid approach in asking for her male authority’s approval
to write is an act that determines the prominence of her identity as a woman
author. The heroine struggles with the contradiction triggered by the creative
need and conditions of gender determination in the historical moment.
This phenomenon establishes a context for an experiential position, though
culturally specific that is reflected in the narrative and that has been found to
be a universal experience of women writers: the anxiety of authorship. This
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concept is delineated by the two aforementioned researchers as “a radical fear
that she cannot create, that because she can never become a ‘precursor’ the act
of writing will isolate or destroy her” (Ibid: 49).

This story Teme also points to consumption of time for the woman in
a household. In the end, “probably justifying the shortness of her texts, she
says that they are sketches which could be built upon in the time of leisure,
unattainable to her” (Memija 1997: 250). The interpretative accent is placed on
the power relations between the characters. That imbalance is the mechanism
through which the woman writer is kept in the culturally desirable position
— in the private sphere. Before she dares to ask him about his readings of her
notes, the husband-writer categorically retorts: “The books you are reading,
I’ve read them before; carry on with your fancywork; I have far too many
affairs of my own; and housekeeping is the least of my concerns” (Sarajli¢
2010: 261).

Establishing his superiority, the writer represents the patriarchal
expectation in relation to prescribed female duties. The heroine should learn
from her husband, the writer. In terms of her biography, a bit of information
provided by Nafija Sarajli¢’s granddaughters about her relationship with her
husband Semsudin is important: “when she got married, she had a complex
about our late grandpa, because grandpa was already an established name
and his works had been published”.’> This complex, which describes the
relationship between the spouses, is central to the opposition of the woman
writer and the male writer. Women writers cannot identify with men because
they have a different experience of a writer’s identity. This is why Sandra
Gilbert and Susan Gubar examine the importance of male authority in the
construction of the female writer’s personality in the sphere of “the fierce
power struggles in which they engage in their efforts of self-creation, yet
seem to the woman writer directly to contradict the terms of her own gender
definition” (Gilbert & Gubar 1984: 48). Her identity is defined within a hiatus
of the desire to create and the discouragements which are created by the
cultural binary matrixes.

When Nafija Sarajli¢’s heroine evaluates her own writings by reducing
their importance, she does so in accordance with society’s dominant ideas
about family life. From description of her own attitude towards writing,
it is possible to see that her heroine lacks the resistance to the effects of
socialization which begin with “a battle for self-creation [which] involves
her in a revisionary process” (Ibid: 49). This can be read in her description

13 See: oral testimony of the Nafija Sarajli¢’s granddaughters: Kapetanovi¢, Tarik, “Pri¢a o Nafiji
Sarajli¢”, posted August 8, 2016, by Tarik Kapetanovi¢ channel, YouTube, 8.43, https://www.youtube.
com/watch?v=INh8xPvjbxM (last access: 2025-03-19).
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of writing on “papers” and creating “little things” and “weak expressions”.
Nafija Sarajli¢’s work also lacks the revolt against the patriarchal literary
system which could have helped her to become a writer for the rest of her life.
In addition to the aforementioned descriptions of her own weak expression
and little things, Nafija Sarajli¢ also referred to her work in this story with
the epithets “modest attempts”. In the story 7eme, she describes the feeling
of anxiety of authorship, based on which she builds her relationship with
the authority: “I don’t have many of them, only a few attempts — I accepted
a couple of papers and raised them in my hand. I recognized them easily,
because there were corrections of my weak contents in a few places” (Sarajli¢
2010: 261, 263).

The issue here is the women writers’ realization that “their work was
viewed as sub-standard and unimportant, but instead of deterring them from
writing, it seems to have made them all the more determined to succeed
and make their voices heard” (Ryan 2010: 80). The problem with the self-
evaluation of one’s writing stems from the lack of literary predecessors, which
is exemplified by the way that Nafija Sarajli¢’s writing manifests itself as
pioneer work in prose. But because she is alienated as an outsider, where does
she fit in without a history of her own? Canonical approaches to literature
are distinguished by a system that reward work by male authors with the
highest reviews, while works of women authors are assessed on relatability
and whether it is at all significant. Such a position results in a marginalization
of women authors.

The character of the story, an author named Muhamed, refuses to read
what his wife wrote, mocking the form of writing, style and even her effort.
The heroine of the story accepts the normative ideals of writing, but she is
curious to hear her husband’s comments, because this will sway how she
feels about the worth of her writings. Through her descriptions of anxiety
surrounding her belief in herself as an author, the critics are left with the first
trace of feminine awareness of their position and the problem of writing.

Her doubt in herself as a woman writer is further complicated by the
restraints imposed by the character Muhamed. The character as authority
prevents his wife’s writing with his ironic comments, and his underestimation
of any form of female literary expression. “In any text then, male readers
who find themselves outside of and unfamiliar with the symbolic systems that
constitute female experience in women’s writings, will necessarily dismiss
those systems as undecipherable, meaningless, or trivial” (Kolodny 1980: 6).
Trivialness as a weakness is associated with the works of women writers. A
similar pattern emerges in the example of Nafija Sarajli¢, who, as described in
the introduction to this article, has mostly been criticized for the weakness of
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her work. However, the gap between the complicated situation of abandoning
writing and, on the other hand, the contemporary canonization aimed at
reinforcing the patriarchal structures of the Bosnian Muslim literary canon,
sheds light on the dilemmas about the insignificance of work that Nafija
Sarajli¢ faced and referred to in her stories.

The main problem is the lived experience of the female sex and
identity within a certain culture. In that sense, the heroine and Nafija
Sarajli¢ create an intimate ambiance the figure of the ideal passive woman.
In their historical space, they both write an écrifure which is different from
the recommended role model. The text is created based on “the differences
between traditional female preoccupations and roles and male ones who
make a difference in female writing” (Showalter 2009: 9). Cynthia G. Wolff
starts with the assumption that exclusion from the public sphere determines
“the woman’s role so that an accommodation can be made between public
and private” (Wolff 1972: 206). Through her gender, text and experience,
the woman writer becomes excluded from the canon due to being inferior to
man. The expressions of the character of the story are the reflection of this
domination visible through his syntagms which denounce woman writing:
“‘ah’ and ‘wah’” poetry, discussions, dramas with “male women and strange
language”, novels “with the role model — a heroine — guzzling and spending
the wealth”. Those texts “hurt” Muhamed, because they did not have a didactic
note that appeals to women, “even more so since nothing appeals to them — no
matter what is being written for them — because they do not read it” (Sarajli¢
2010: 262). The character’s comments are a product of the negative reception
of women’s literature.

Even though the critical text ties Nafija Sarajli¢ to her husband, in
some cases her prose has been evaluated as that of a higher quality. Alija
Isakovi¢ praises Nafija Sarajli¢ and “her witty, lively conversation, clean
language and mild sarcasm, concise” (Isakovi¢ 1987: 43). Even though the
claim that she outdid her contemporaries, as well “her husband Semsudin,
who was incomparably more famous in the literary circles” (Idrizovi¢ 1977:
619), critics emphasize the impact that Nafija Sarajli¢’s husband left on her
work. It is certain that the major influence he left on her definitely separated
Nafija Sarajli¢ from her writing. Her prose is distinguished by “formal
innovation and experimentation — it has commonly been referred to as literary
modernism” (Schwartz & Thorson 2017: 27). As Agatha Schwartz and Helga
Thorson explained, Nafija Sarajli¢ shaped a genre “emphasizing women’s
experiences”, which “shows how these genre experiments accentuated gender
related realities or inequalities” (ibid: 34, 41). Nafija Sarajli¢ subverts writing,
offering a chronicle of the lives of Muslim women and their social struggles.
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Nafija Sarajli¢’s book of stories, Teme, is an innovative work, formed with the
economy of women’s time. The author’s prose is deeply feminine, original
and vivid, critical about her own work and society (Idrizovi¢ 1977), and very
didactic (Ljiljak 1986).

This is defined by the attitude towards the Bosnian Muslim woman,
or as Alija Piri¢ (2010) states in the patricentric literature of the revival, the
conditions are defined by education, the nonexistence of a literary foremother,
disapproved writing, descriptions in androcentric texts and with the role of
the housekeeper and protector of family values. “[Nafija Sarajli¢] was denied
the possibility of narrative autoreflection”, and therefore her writing gains
value on the road of its disruption of the “androcentric canon of the traditional
culture” (Durakovi¢ 2012: 303). The fact remains that Sarajli¢’s stories “shook
certain opinions that women should only deal with housework and take care
of their children to their foundation” (Ljiljak 1986: 15).

Emphasizing the information about the writer’s pioneer work is
a part of the canonical narrative. This is the way national literature builds
an affirmative image of its own diversity, and celebrates a harmless figure
of a woman whose writing was subordinate to her family. The former can
be traced in the literary anthology Biserje where the editor Alija Isakovi¢
emphasizes that “Sarajli¢ had no forerunners in the environment from which
she arose” (Isakovi¢ 2002: 300). Also, Aleksandar Ljiljak underlines that
the author “could not have had a role model in the Bosnian Herzegovinian
‘female prose’ for the simple reason that we only meet female fiction writers
later in Bosnia and Herzegovina” (Ljiljak 1986: 7). In her readings, Celia
Hawkesworth identifies Nafija Sarajli¢ as a writer of “evident talent whose
sketches certainly deserve a be better known” (Hawkesworth 2000: 254,
256). Zlatan Deli¢ signalizes the “inability to articulate the feminine literary
creation through the figure of the female subject which writes [...] and the
male character who makes a decision about the valorization of the literary
work, as someone who publishes literary works and creates what will become
canon” (Deli¢ 2016: 79). Nafija Sarajli¢’s prose must be uncovered in the
dimension of the importance of the female literary subject’s articulation —
who writes about problems with her own quill, but who also makes decisions
which point towards the inability to act.

Along with the shaking of the traditional family models through
educational campaigns, the Austro-Hungarian policies on female employment
were also highly important as a part of the Muslim Women’s Question. Other
than the economic independence of women and the strengthening of a woman’s
authority, a special aspect of the discussion was about women’s clothing style
and the Sharia laws that prohibited mingling with men, and whether Muslim
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women can/should be permitted do work. As has already been pointed out,
Nafija Sarajli¢ was also in a rare profession in which women were expected
to try their hand. She left teaching and “agreed to this [her husband’s] request
without a dilemma [...] and dedicated herself to the upbringing and education
of her children”." The profession of the writer was determined by the forced
return to the private sphere. The decision was made based on the imperatives
of family authority, and this action confirms the degree of social reduction and
the struggle of educated Bosnian Muslim women to “confront a traditional
and religious ideology” (Omeragi¢ 2023: 103). The point is that despite
the education and aspirations of Muslim women, the difference between
men and women was reinforced by the asymmetry between them and the
traditional view of both education and profession. Preparing women to be
teachers meant that this knowledge would help them in “childrearing and the
administration of the domestic space” (Giomi 2015: 6). But Nafija Sarajli¢ is
not the isolated author who automatically adopted this traditional model of
the mother-educator, even if it led to her ultimate retreat.

The fundamental assumption, that is, the precondition for women
writers who want to write professionally, was stated by Virginia Woolf. In the
essay A Room of One'’s Own (1929), this author states that a “woman must
have money and a room of her own if she is to write fiction; and that, as you
will see, leaves the great problem of the true nature of woman and the true
nature of fiction unsolved” (Woolf 2015: 3). These necessities for writing are
preconditions that relate to the position of a woman writer and the problem
of writing in the context in which it is being written. A specific symbol which
is present in Nafija Sarajli¢’s fiction is the motif of the writing desk. In her
story Teme, the heroine invokes the desk and directs the antagonist to it, as
it becomes the part of an ideological current and our model for elementary
deliberation about the condition of women’s own writing.

‘And why don’t you cast a glance at my desk, to see what’s there on it?’ ...
‘Ah, you don’t know — I tell him, hesitantly — there are also manuscripts on
my desk’ (Sarajli¢ 2010: 261).

The narrator’s manuscripts “share space on her desk with her
embroidery and the household bills to which she must attend” (Schwartz &
Thorson 2017: 42). The literary text struggles for time with the family. Nafija
Sarajli¢’s stories reflect brevity and simplicity because of the lack of time
and the effect of anxiety of authorship. Cynthia G. Wolff (1972) identifies
the problems of entering an appropriate marriage and motherhood and

!4 The oral statement of Nerdeta Sarajli¢, the daughter of Nafija (see: 2017).
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accepting the private sphere as the exclusion of the women from literature.
The role of women in the family unit includes not only the care of children
and other family members, and the organization of time and resources, but
also a system of power distribution under the authority of the husband. In
contrast to the authoritative husband, there are wives who, as Gisela Bock
puts it, “support the man through their work™ (Bock 1992: 3). In light of this
experience in the private sphere, what is left for female authors, apart from the
internal examination of themselves? In fact, let us recall Elaine Showalter’s
characterization of Elizabeth Barrett Browning’s letters, in which this author
struggled “between her womanly love and ambition for her husband and her
conflicting commitment to her own work™ (Showalter 2012: 30). The revision
of'the institution of marriage is marked by an analysis of women’s intervention
in public life, i.e., the courage of women writers to document, question and
provoke men’s responses.

The accent is placed on femininity and social interpolation of the
biological and familial characteristics. The doubt created between the
expectations and the needs is heightened with the idea that women need to, for
their own good, accept the “restraints of male-dominated marriage; for their
intelligence, however great, cannot compensate for biological inadequacy”
(Wolff, 1972: 214). Nafija Sarajli¢ and her heroine are examples of a woman’s
respect towards her husband as a literary and familial authority, which she
describes:

And finally, his assessment ‘it’s good’ or ‘alright’. That made me happy. — 1
would just get angry when I would have a few lines crossed out, those that
I had thought should have stayed written or when I would notice the final
assessment ‘sufficient’ or ‘at least’. Somewhere — why should I hide it from
you — there would be rebukes about how I should rewrite which excerpt.
What can I do — it’s the beginning, and not my only job (Sarajli¢ 2010: 263).

The woman writer puts forward two observations: disagreement
with the character’s suggestions and the burden of economy of family time.
This nicely reflects the duality of anxiety of authorship and lack of time
as determining factors. She considered her time for writing “stolen from
her family” (Tomasevi¢ 2021: 187). Indeed, the heroine, as well as Nafija
Sarajli¢ herself, tries to determine her own value, which eludes her, because
she seems insignificant in comparison to the figure of her husband. With
literary authority of the character Muhamed, without ancestors, both heroine
and Nafija Sarajli¢ do not possess adequate tools to oppose the hierarchy. In
short, Nafija Sarajli¢ “ironically refuses her husband’s suggestions” (Ljiljak
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1986: 15), because she recognizes the aesthetical requests of literature and
its potential for engagement. Because of the time with family, the heroine,
as well as Nafija Sarajli¢, is facing a ““proper’ submission to her husband”
(Wolff 1972: 213). The patronizing attitude of a husband author is the
essence of woman’s submission. The exit from the public sphere is a question
of the potential resistance and self-realization of a woman who would be
represented “as political rebellions against the system of male-dominated
marriages” (Ibid: 213). Having found a stronghold for the preservation of her
talent, a liberated woman would represent danger for all social orders. Due to
primary stereotypes, a woman is accused of not being interested in marriage
and motherhood, or should she choose to write, that it would be at the expense
of her innate tasks.

In the meager data available about Nafija Sarajli¢, there is a statement
by her grandchildren who claim that their grandma “was hindered in a way by
grandpa [Semsudin]”.'s With the decision to abandon her writing and dedicate
her time to her family, and with the death of her first daughter, Nafija Sarajli¢
was neutralized as a writer in competition. Dragana TomasSevi¢ interprets
Nafija Sarajli¢’s gesture as decision to assume a patriarchal role “triggered by
the guilt over her child’s death” (Tomasevi¢ 2021: 191). Ellen Moers reminds
us that women writers “can manage with an hour or two of writing time,
before the baby cries, because they carry their work in their head the rest of
the day” (Moers 1976: 12). However, family is not the only cause for women
to give up writing. Under these circumstances, writing was not a harmless
profession, as was with the case of Nafija Sarajli¢, which was encroaching
on her husband’s vanity and the patriarchal, as well as traditional-religious,
order. Only by her withdrawal was peace restored to the family, which Virginia
Woolf (1931) thought had been disturbed by the scratch of a pen.

Sharia is also another factor that contributed to her decision to abandon
writing. A compromise with her husband and the acceptance of erasing
herself from the public literary space was the result of reaching the perfect
model. Despite their involvement in the Muslim Women’s Question, women
found themselves at the borders of dominant ideology, which “left no space
for free judgement and decision making of a woman about her own position,
needs and aspirations” (Jahi¢ 2015: 119). Fabio Giomi has highlighted the
temporary nature of writing in lives of Muslim women writers from Habsburg
era. Specifically, the transition from public to private life was characterized
by the predominance of the latter, as evidenced by the fact that “marriage
and motherhood represented for almost all of them the end of the writing
experience” (Ibid: 7). Therefore, Nafija Sarajli¢, was taking into account

15 See: “Pri¢a o Nafiji Sarajli¢” (2016).
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tradition, and husband’s request to dedicate herself to the family, after the
painful tragedy of the loss of her daughter, and probably her own sense of
guilt in regard to it. Nafija Sarajli¢ was made to become the ideal model of
the Bosnian Muslim woman-victim who gave up her profession. This event
actually embodied the centuries-old experience of women — being herded into
their own quarters, to use Dubravka Ugresi¢’s (2019) phrase. As a result,
she has been canonized as the distorted model which remains exalted even
nowadays in Bosnian Muslim literature.

In Professions for Women, Virginia Woolf equates a woman’s
engagement in the family with unselfishness, obedience, and the economy
of giving. The woman has perfected the family life, “constituted that she
never had a mind or a wish of her own but preferred to sympathize always
with the minds and wishes of others” (Woolf 2008: 142). The phantom that
stands between the author and her paper, embodying a disruption in women’s
writing, represents the universal women and even the Muslim woman-victim
model. In relation to interpreted dimensions of the biography and work of
Nafija Sarajli¢, one cannot but realize that she lost economic independence
when she left her teaching job and her desk. The writer did not win a room
“hitherto exclusively owned by men” (Ibid: 145) and she did not destroy, in
Virginia Woolf’s words, the Angel in the House. As an Angel, the Muslim
woman-victim model is also the ideal model of a passive and pure woman,
submissive to her husband. Nafija Sarajli¢’s short period of active writing
reflects teaching and writing experiences, as a testimony to the inception of a
new emancipation practice of European Muslim women.'®

Despite her modest opus, Nafija Sarajli¢ was guided by the imperative
“one needs to write” (Sarajli¢ 2010: 324), which she talks about in the story
Nekoliko stranica. This was a huge step not only on the new path for Muslim
women, but for emancipation of the literature from dominant patriarchal
viewpoints. Nafija Sarajli¢’s work represents a serious contribution to
bringing to life a key historical moment in the modernization of Bosnian
Muslim women. This call for awakening from the lethargy of traditional
misogyny was social. Her verses from a poem she wrote in the period of
World War I “Ustaj, Zeno™ are relevant, because they are the testimony of an
all-out struggle of a woman for a better society and wakening “from nooks
and retreats” (Sarajli¢ 2010: 92):

16 Although she had given up on her professions, Nafija Sarajli¢’s life mission was to teach illiterate
women, advocating feminist views in the family, and managing the group Osvitanje (1919). Osvitanje
was the first Bosnian Muslim association dedicated to solving the Muslim Women’s Question through
cultural and economic practice, with an aim to educate women.
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Rise Woman, / [...] you hear the ringing voice / of a woman of the world
calling you / to rise, to fight / for the freedom of human race and salvation
(Sarajli¢ 1997: 92).

Therefore, a feminist reading of the data crosses its paths with the
question of emancipation, and it has articulately taken into consideration
multiple potentials of her work. In his book, Neminovnosti: bastina, kritika,
Jjezik, intervju, Alija Isakovi¢ makes a point about her abandonment of writing:
“There was no one there to tell her how wrong she was. And what a sin —
reality’s victory over lyrical prose. Nafija certainly dropped her quill, but it
would have been better had her husband done it instead!” (Isakovi¢ 1987: 44).

4. Conclusion

The starting point of this article was a feminist and gynocritical
revision of the works of the first Bosnian Muslim prose writer, Nafija
Sarajli¢ in the context of her position as the most important women author
in the national literary canon. Compared to different canonical practices and
discourses, which aim to create the model of the woman-victim or are based on
sensationalism and lack an interpretation of the text, the goal of this research
is mirrored in the creation of the new connections between biographical data,
stories, and the historical context in which Nafija Sarajli¢ wrote. At the same
time, the focus of the research is on the traces and links of Nafija Sarajli¢
with the literary structure and elements that form the basis of the canonical
experience today.

The second foundation of the research is the historical context of
the Muslim Women’s Question, which is viewed in the light of regional
emancipatory tendencies and practices, but at the same time with its
specificities and in relation to the writings of Nafija Sarajli¢, who was part of
the first wave of this movement. The central analytical interest is placed on
the neglected elements of Nafija Sarajli¢’s stories, in which she first detected
the position of a Bosnian Muslim woman in literature and society. The
phenomena of the anxiety of authorship, literary authority and influences, the
Angel in the House model, and abandonment of writing were examined in
light of anticanonical ideas. Research indicates that Nafija Sarajli¢’s prose is
a rudimentary descriptive act or strategy of resistance against the patriarchal
social practices with which literature and the canon count, and which also
dictate the image of the woman author and the ways of her public acting and
writing.
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Prva bosanska muslimanska spisateljica Nafija Sarajlic i
razotkrice njenog pisanja u vezi s kanonom

Ovaj rad je zasnovan na pretpostavci potrebe inovativnije analize prica prve bosanske
muslimanske autorke prica Nafije Sarajli¢. U svojim zapisima autorka je ostavila
tragove koji svjedoCe njen odnos sa elementima koje identificiramo kao strukture i
zakonitosti knjizevnih kanona i uopste polja knjizevnosti. Glavni fokus u ovom radu
¢ine veze autorke sa iskustvom negacije, obezvredivanja, trivijalizacije, guranjauralje
inferiornosti zenskog znanja i talenta, te na koncu djelovanje dvostrukih knjizevnih
standarda kada su u pitanju autorke u okviru bosanskog muslimanskog knjizevnog
kanona. Drugu dimenziju ¢ini i postavljanje rada ove spisateljice u povijesne okvire
bosanskog Muslimanskog Zenskog pitanja. Teze¢i ostvarenju postavljenih ciljeva,
u ovom radu se specificna paznja posvecuje analizi specifi¢nosti taktika otpora
dominantnim vrijednostima kanona u djelu Nafije Sarajli¢. Stoga, ovo istrazivanje
se hvata u kostac sa slozenos¢u fenomena strepnje od autorstva i aspekata i funkcija
knjizevnog uticaja i autoriteta. Posebna dimenzija analize je predstavljena u nac¢inu
ispitivanja moguce refleksije privatnih dogadaja — zahtjev supruga i tragedija smrti
kéeri, te porodicnih obaveza na povlacenje iz javne sfere, kona¢nim napustanjem
pisanja. Ovaj potonji fenomen se ispostavlja kao temelj na kome je izgradena
kanonska figura Nafije Sarajli¢, to jest model zene-zrtve ili andela u kuci. S ovim
¢lankom se razotkriva iskrivljena kanonska slika i feministi¢ko zanemarivanje prvih
strategija otpora drustvenoj dominaciji, ali i radi na pravovremenom opisu slozene
pozicije autorke u javnoj sferi. Imajué¢i u vidu kanonsku nepravdu ucinjenu ovoj
autorki, s ovim istrazivanjem predstavljam kulturnu reinterpretaciju Nafije Sarajli¢ u
duhu i koordinatama ginokritike.

Klju¢ne rijeci: kanon, Nafija Sarajli¢, strepnja od autorstva, knjizevni autoritet,
napustanje pisanja.
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A sa parution en 1995, le récit Philippe de Camille Laurens constitue une ceuvre
unique en son genre. Racontant I’événement tragique survenu un an avant, I’autrice
introduit dans la littérature francaise contemporaine un sujet tabou, a savoir la
mort d’un enfant-bébé. En entreprenant d’écrire sur son deuil, I’autrice revient sur
cette tragédie afin d’en analyser les causes et de dénoncer a la fois les conditions
déplorables des maternités de I’époque et certaines responsabilités institutionnelles
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d’examiner le sujet tabou susmentionné dans ce récit, mais aussi sa réapparition et sa
fictionnalisation dans d’autres ceuvres de Camille Laurens, telles que Dans ces bras-
la (2000), Cet absent-la (2004) et Fille (2020). Nous tenterons de montrer comment
les éléments autofictionnels constituent la narration de 1’autrice, en analysant s’il
existe chez elle une « spécificité de 1’écriture féminine de soi » (Baudouin, Leclerc
2013).
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1. Introduction : le bébé et la littérature

A la différence des autres formes artistiques (la peinture ou le cinéma),
la littérature a longtemps ignoré la figure du bébé ou ne 1’a mentionnée
qu’incidemment. Lorsqu’il apparaissait, il n’occupait qu’un role secondaire,
servant uniquement a mettre en relief un personnage principal ou une situation.
L’enfant, en revanche, était beaucoup plus présent dans la création littéraire,
ce qui souléve un enjeu central : la marginalisation du bébé dans la littérature.

Cette absence s’explique d’abord par I’imprécision du terme lui-
méme, souvent confondu avec celui d’enfant.> Selon les dictionnaires
(Larousse ; Robert 1997 : 208, 760), I’enfant désigne 1’étre humain de la
naissance a 1’adolescence, englobant ainsi la phase du bébé. Ce n’est qu’a
I’époque moderne que I’enfant est devenu objet d’éducation, d’investissement
et d’amour.

C’est précisément en raison de ce vide historique et culturel que le
bébé n’a pas eu de place dans la littérature, jusqu’a Camille Laurens. Mais,
dans les derniéres décennies du XX¢ et au début du XXI¢ siecle, la situation
a changé, en premier lieu grace aux auteurs féminins, car il s’agit d’un des
thémes féminins privilégiés. Alexandre Gefen note que « le récit de deuil
est devenu un sous-genre majeur de la production littéraire contemporaine,
a la croisée, du tombeau mémoriel, du récit traumatique et des écritures
biographiques » (Gefen 2018 : 1). Depuis les années 1990, la littérature
frangaise voit se multiplier les récits de deuil d’enfant, souvent d’inspiration
autobiographique.’ Ces textes « se situent au croisement du tombeau lyrique,
de la biographie et de I’essai » (Saliot 2019 : 54).

Chez Camille Laurens, ce théme est associé a la mort et au deuil. Née
en 1957, Camille Laurens est une des écrivaines francaises les plus étudiées
et les plus traduites au monde. Autrice d’une douzaine de romans, elle entame
sa carriere littéraire en publiant sous un pseudonyme épicene, afin d’éviter
toute identification liée au genre. Les quatre premiers romans, /ndex (1991),
Romance (1992), Les Travaux d’Hercule (1994) et L’Avenir (1998) forment
une tétralogie, bien qu’ils puissent étre lus séparément. Ecrits comme un
dictionnaire sur un ordre alphabétique, du premier chapitre commengant par
la lettre A dans Index jusqu’au dernier chapitre commencant par la lettre Z
dans L Avenir, ces quatre romans de C. Laurens construisent un labyrinthe a
la manicre de Borges ou fiction et réalité s’entremélent.

2 Sur les raisons historiques et sociologiques de cette absence, nous avons déja écrit (v. Bjeli¢ 2019 :
173-182).

3 Citons-en les plus remarquables : Bernard Chambaz, Martin cet été (1994), Philippe Forest, L’Enfant
éternel (1997), Sarinagara (2004) et Tous les enfants sauf un (2007), Héléne Cixous, Le Jour ou je
n’étais pas la (2000), Laure Adler, A ce soir (2001), Aline Schulman, Paloma (2001), Jacques Drillon,
Face a face (2003) ou Anne-Marie Revol, Nos étoiles ont filé (2010).
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Mais un événement tragique survenu en 1994, entre la publication du
troisieme et du quatriéme roman, change complétement son procédé narratif
et le choix des sujets qu’elle abordera dans sa future production littéraire.
C’est la mort de son bébé deux heures apres sa naissance. Comme « [1]a mort
d’un enfant invite a se questionner sur la validité et la pertinence des théories
du deuil et ses représentations » (Hugueny-Léger 2019 : 144), peu apres
cet accident, en cherchant a comprendre ce qui s’est passé et pourquoi, elle
commence I’écriture de sa premiere autofiction, publiée sous le titre Philippe
chez P.O.L. en 1995. Elle s’oriente vers I’autofiction, vers 1’écriture de soi, a
la premiére personne, bien qu’elle avoue que « pendant longtemps, pour [elle]
la phrase impossible a commencé par Je », parce qu’elle trouvait jusqu’a cet
évenement « impensable, ou, pour mieux dire, impraticable, d’écrire Je dans
un texte destiné a étre publié, rendu public », Je n’étant pour elle que « le
pronom de I’intimité » (Laurens 2013 : 81).

Camille Laurens ose écrire sur la mort d’un bébé, sujet tabou par
excellence dans la littérature. De nos jours, de nombreuses études s’attachent
a la représentation du trauma dans la littérature en analysant comment celui-ci
peut étre écrit et lu dans un cadre littéraire (Peyrat-Apicella, Le-Berre 2020),
ce qui montre que la littérature doit relever un double défi : dire I’indicible
de I’expérience traumatique et trouver un lecteur capable d’accueillir ce récit
sans le réduire a une simple confession. Dans ce contexte, le récit Philippe
de Camille Laurens apparait comme un texte paradigmatique qui explore
les fronti¢res entre témoignage intime et écriture littéraire, articulant une
démarche qui reléve clairement de 1’autofiction.

2. Autofiction, trauma, écriture féminine

Comme on le sait, le terme autofiction a été introduit par Serge
Dubrovsky en 1977, lors de la publication de son roman Fils, désignant « la
fiction d’événements et de faits strictement réels » (Doubrovsky 1977 : 4¢
de couverture), soit un hybride entre 1’autobiographie et le roman. Alors
que I’autobiographie classique, telle que définie par Philippe Lejeune dans
Le pacte autobiographique (1975), implique une corrélation claire entre
auteur, narrateur et personnage, l’autofiction questionne cette relation.
L autofiction est devenue « un mod¢le d’écriture, tout d’abord trés nettement
lié¢ a ’expérience psychanalytique de 1’association libre, puis plus largement
a une forme moderne voire postmoderne de I’autobiographie » (Jeannelle
2013 : 224). Elle permet a I’auteur de partir de sa propre vie, tout en la
fictionnalisant, en la complétant et en la transformant. Philippe de Camille
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Laurens est un exemple paradigmatique d’une telle pratique : le texte s’appuie
sur un événement réel — la mort de son fils nouveau-né — mais est en méme
temps construit comme un acte littéraire, ou le trauma personnel devient le
sujet d’une formation artistique. A I’origine signifiant une blessure infligée au
corps, une blessure physique, le terme de trauma est depuis Freud interprété
comme une « blessure infligée a 1’esprit » (Caruth 1996 : 3), une blessure
psychique.

Les études sur le trauma montrent que I’expérience traumatique,
par nature, échappe au langage. Elles « soulignent a maintes reprises son
caractére indicible, ainsi que la nécessité de le dire » (Havercroft 2005 :
122). Cathy Caruth soutient I’idée freudienne que le trauma ne peut pas étre
pleinement représenté au moment ou il survient, car « la littérature, comme la
psychanalyse, s’intéresse a la relation complexe entre savoir et ne pas savoir »
(Caruth 1996 : 3), mais il revient plus tard, sous forme de répétition et de
témoignage forcé. En analysant la manicre dont le trauma ruine la possibilité
méme du récit, Anne-Martine Parent souligne qu’il est indispensable de
transformer 1’expérience traumatique en narration afin qu’elle puisse étre
intégrée dans I’histoire psychique du sujet et perdre son pouvoir de hantise,
car « seul un récit peut parvenir a y introduire du sens » (Parent 2006 : 115).
En effet, le trauma, en lui-méme, n’est pas un événement saisissable par
le langage, c’est « le récit qui, a partir du choc traumatique, constitue une
‘histoire’ » (Parent 2006 : 115).

L’exemple de C. Laurens confirme cette conception du traumatisme
comme retour différé du réel : peu apres la tragédie, elle a commencé a
écrire, tentant d’articuler ce qui était alors indicible. Ainsi, I’écriture devient
un espace ou il est possible de transmettre simultanément 1’impuissance et
la nécessité de parler du trauma. Dans Philippe, le témoignage n’est pas
seulement un acte individuel, mais aussi une forme de communication avec
le lecteur qui devient témoin a son tour. A travers ce récit, I’autrice cherche
une forme d’expression capable de transmettre 1’intensité de la douleur sans
tomber dans le pathos ni Iartifice littéraire.

Dans le contexte de 1’autofiction de Camille Laurens, la question de
«I’écriture féminine » est particulierement importante. Dans son manifeste Le
Rire de la Méduse (1975), Héléne Cixous invite les femmes a écrire avec leur
corps, car « il faut que [leur] corps se fasse entendre » (Cixous 2024 : 14), c’est-
a-dire a intégrer au texte leurs propres expériences du corps, de la maternité et
de la sexualité. Laurens le fait de maniére tres directe : elle décrit la grossesse,
I’accouchement, la douleur physique et psychique, la perte d’un enfant et sa
propre maternité, qui n’a duré que quelques minutes. Ecrire sur le corps, dans
ce contexte, n’est pas seulement un processus littéraire, mais aussi un acte de
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libération et d’affirmation de soi. Dans les débats sur '« écriture féminine
de soi », on souligne souvent que les femmes, en raison de leur statut social
et de I’éducation qu’elles recoivent, intériorisent ou refoulent leurs désirs et
leur identité. L’autofiction peut « s’ancrer dans un présent ou I’auteur, sous sa
propre identité, fouille, raconte sa vie a la recherche de lui-méme » (Strasser
2016 : 29). L’écriture permet alors d’exprimer cette expérience intime et de
la transformer en un acte de libération et de construction d’une individualité
nouvelle, mais « on ne peut la réduire a cela » (Baudouin, Leclerc, 2013).
L’ceuvre de Laurens unit ainsi expérience intime et discours public si bien
qu’on peut parler de « la spécificité de I’écriture féminine de soi » (Baudouin,
Leclerc 2013).

3. Ecrire le deuil : Philippe

Philippe s’inscrit dans la « littérature de deuil », sous-genre littéraire
qui prend des formes diverses, allant de la narration intime a une analyse plus
générale de la condition humaine face a la mort, et qui englobe des écrits variés
(romans, biographies, poémes, autobiographie, confessions). Il appartient
également a un ensemble de récits testimoniaux qui « posent énormément
de questions sur notre manicre d’appréhender la maladie, la mort, la perte, la
souffrance » (Rosier 2019 : 32). Elise Hugueny-Léger constate (2019 : 144)
que « la mort d’un enfant représente un bouleversement dans 1’ordre supposé
naturel des choses » et renvoie aux observations de la psychanalyste Martine
Lussier, qui, « dans Le Travail de deuil, note que la mort d’un enfant fait
partie, avec les morts violentes, les suicides, ou le cas d’un enfant qui perd ses
parents, de ce qu’elle nomme les deuils ‘compliqués’, qui ne suivent pas le
méme cheminement qu’un deuil ‘normal’ » (Ibid : 144), en ajoutant que, « en
ces circonstances, nous pouvons parler de traumatisme » (Ibid : 145).

En présentant* son récit a Belgrade en 2023, I’autrice a affirmé que,
jusqu’alors, Philippe n’avait été traduit qu’en serbe, et qu’une traduction
allemande avait été¢ envisagée. Cependant, lorsque I’éditrice s’est rendu
compte, au cours d’une conversation avec ’autrice, qu’il s’agissait d’une
histoire vraie et d’une expérience personnelle, elle a décidé de ne pas le
publier, estimant que le sujet risquait d’étre trop douloureux pour le public.
Cela témoigne a quel point ce sujet est encore tabou méme aujourd’hui.

Le roman Philippe représente une rupture dans la création romanesque
de I’écrivaine. D’une part, il constitue le passage de la fiction de ses premiers

* L’autrice a séjourné a Belgrade en mai 2023 ou, dans le cadre de la manifestation Journées Moliére,
elle a présenté les traductions serbes de ses ouvrages Philippe (Vaganar, trad. Nikola Bjeli¢) et Fille
(Akademska knjiga, trad. Svetlana Stojanovic).
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romans a ’autofiction intimement liée a son vécu. D’autre part, il inaugure
une maniere nouvelle d’écrire le deuil, en le transformant en une expérience
partagée avec le lecteur. Ayant décidé d’écrire sur son deuil, car, comme le
dit Philippe Forest, « [l]e deuil oblige a dire » (Forest 1998 : 191), ’autrice
entreprend de raconter son expérience tragique, afin de s’expliquer a elle-
méme les circonstances qui y ont conduit, de souligner les mauvaises
conditions dans les maternités de I’époque et de questionner certaines
défaillances médicales, mais aussi d’apporter du réconfort a ceux qui ont
vécu une expérience similaire.

Philippe est un récit court et unique dans son genre. Il offre le
témoignage de 1’écrivaine sur les moments difficiles qu’elle a vécus avec
son mari a 1I’époque. Le texte est organisé en quatre chapitres — « Souffrir »,
« Comprendre », « Vivre », « Ecrire » — qui correspondent & autant d’étapes
du deuil. Composé ainsi, le récit est avant tout un souvenir des beaux jours
de la grossesse, des jours de joie et d’attente impatiente mais prudente, ainsi
qu’une histoire sur la difficulté de vivre les premiers jours et mois apres la mort
du bébé. Ce point est développé dans le premier chapitre intitulé « Souffrir ».
Le chapitre suivant, « Comprendre », adopte un ton plus factuel et présente, a
partir de données précises, la négligence du médecin ainsi que la douleur de
la mére confrontée a cette épreuve, tandis que ’autrice tente d’analyser les
circonstances qui ont conduit a cette mort tragique. Puis, dans le troisiéme
chapitre intitulé « Vivre », I’écriture devient une tentative de donner un sens
a I’événement et de trouver la force de poursuivre malgré la douleur. Enfin,
la derniére partie, intitulée « Ecrire », représente le cri de I’écrivaine, une
tentative de ressusciter 1’enfant mort, de le sauver par les mots et de donner
un sens a sa douleur.

Un aspect formel remarquable de Philippe réside dans le choix des
titres des chapitres : ils portent pour titre des verbes a I’infinitif. Ce n’est pas
anodin, car I’infinitif est un mode verbal qui exprime 1’action a 1’état pur,
dégagée de toute détermination temporelle ou personnelle. En choisissant ce
mode, Laurens met en avant non pas des états figés, mais des processus en
cours. Ainsi, I’'usage de I’infinitif souligne I’intention de 1’autrice de passer
de la simple constatation d’un état (la souffrance, I’absence, la douleur) a
I’énonciation d’une action possible. L’infinitif n’indique ni sujet ni temps
précis : il projette 1’expérience dans une dimension universelle, transposable
a tout lecteur, et ouvre la possibilit¢ d’un mouvement. Le deuil n’est pas
décrit comme une fin en soi, mais comme une série de passages qui dessinent
un cheminement. L’usage de I’infinitif traduit une volonté de transformer
I’expérience traumatique en action narrative et existentielle. Laurens explique
pourquoi elle s’est décidée a écrire son deuil : « Ecrire Philippe m’a permis de
ne pas mourir moi-méme » (Laurens 2014 : 15). Ainsi, méme face a la perte
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irréversible, I’écriture devient une maniére de continuer a agir dans et par le
langage, la fagon de survivre et un geste de résistance a I’oubli.

Laurent et Christian Demoulin notent que dans ce roman Camille
Laurens n’écrit pas, mais « pleure son bébé mort-né¢ » (2005 : 37). Il faut
souligner que le bébé dont elle écrit n’était pas mort-né, mais décéd¢ deux
heures apres la naissance :

Philippe est né le 7 février 1994 a D. [...]

Philippe, né a 13h10, mort a 15h20, tu as eu deux heures pour accomplir ta
vie d’homme, en faire le tour. Et moi, avant de te reposer dans ce berceau
sans roulettes ni draps, avant de m’arracher a la caresse de ta chair — ta peau
veloutée, tes joues rondes, tes mains longues, tes pieds immenses — moi,
j’ai eu deux minutes pour étre mére. Enfant défunt, mere défunte. (Laurens
2013 :16)

En écrivant cela, Laurens anéantit non seulement 1’existence de
I’enfant, mais aussi celle de la mére. Voulant comprendre, elle se met a écrire
ce récit, passant ainsi du deuil a 1’action, I’écriture devenant un lieu de deuil,
mais aussi une tombe qui garderait son enfant perdu et en préserverait la
mémoire.

En écrivant sur les personnes qui passent a la retraite, Héléne Eraly
dit que I’écriture peut représenter un projet de conceptualisation de son avenir
a la maniere autobiographique. Autrement dit, la capacité d’écrire permet de
dépasser les circonstances, méme les plus douloureuses. On peut de la méme
manicre expliquer ce passage du deuil a I’écriture chez Camille Laurens, car
« la capacité de se raconter et d’intégrer les épreuves de la vie dans un projet
personnel favorise le dépassement de 1I’épreuve » (Eraly 2013). Donc, ceux
qui savent manier I’écriture, comme elle, « sont en capacité de réinventer
un futur praticable » (Baudouin, Leclerc, 2013), c’est-a-dire un futur qui
n’arrivera jamais :

Peu importe 1’age auquel meurt un enfant : si le passé est court, demain est
sans limites. Nous portons le deuil le plus noir, celui du possible. Tous les
parents pleurent les mémes larmes : ils ont des souvenirs d’avenir. (Laurens
2013 : 68)

Pour Laurens, I’écriture n’est pas un moyen d’échapper au réel mais
un acte de confrontation directe avec la souffrance. A ce propos, Alexandre
Gefen souligne que « Camille Laurens met en place un rapport inversement
proportionnel entre authenticité et sécurisation de soi : plus le récit est prés
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[...] de I’événement ressenti, plus il sera efficace pour guérir son narrateur.
» (Gefen 2017 : 136). Chez elle, I’écriture devient un espace de survie, une
maniére d’habiter I’absence tout en refusant le silence. L’écriture est donc une
maniere de surmonter le deuil :

J’écris pour dire Je t aime.
Jécris pour desserrer cette douleur d’amour. (Laurens 2013 : 81)

Mais D’autrice n’écrit pas pour se faciliter la vie, elle écrit pour
prolonger la vie de son béb¢ disparu.

J’écris pour que tu vives.
Ce qu’aucune réalité ne pourra jamais faire, les mots le peuvent (Laurens
2013 : 81)

L’écriture de Laurens dans Philippe se caractérise par la sobriété et la
densité. Les phrases sont bréves, souvent nominales, et traduisent la nécessité
de dire. Le je narratif, que ’autrice refusait jusque-la, s’impose désormais
avec force. L'usage de I’adresse directe a I’enfant — « J*écris pour que tu vives
» — instaure une relation paradoxale : I’enfant est absent, mais présent dans
le texte. On retrouve également des figures de répétition qui mimétisent le
ressassement traumatique, ainsi que des métaphores corporelles qui inscrivent
la douleur dans la chair du langage. Le récit devient ainsi non pas un lieu de
tombe, mais un lieu de vie.

Laurens illustre parfaitement le passage du silence a la parole. Son
écriture ne vise pas seulement a exprimer la souffrance, mais elle devient une
forme d’action : dénoncer les conditions médicales, interpeller la société et,
surtout, transformer la perte en mémoire partagée. Ce récit de deuil constitue
« un hommage et une biographie mémorielle » (Gefen 2017 : 240), ce qui
correspond parfaitement a la démarche de Laurens, qui inscrit la mort de son
enfant dans un horizon de mémoire plutot que dans I’oubli. Le texte agit a la
fois comme tombeau littéraire et comme acte de résistance : il refuse 1’oubli
et affirme la possibilité de créer a partir de I’absence. Ainsi, Philippe dépasse
la simple confession intime pour s’ériger en témoignage universel, ou chaque
lecteur peut reconnaitre 1’écho d’une douleur qui excéde le cadre individuel.

103



4. De l’individuel au collectif : I’écriture du deuil dans
Dans ces bras-la, Cet absent-la, Fille

Le theme de I’enfant perdu fait I’objet de réécritures récurrentes chez
Camille Laurens. Elle mentionne cette mort dans son roman Dans ces bras-la
(2000), puis dans le récit Cet absent-la (2004). Dans son roman Fille (2020),
elle réécrit la méme situation de Philippe, mais cette fois en la fictionnalisant.

Dans Dans ces bras-la (2000), récit qui lui a valu le prix Femina, la
mort de I’enfant ne constitue pas le theme central, mais elle réapparait par
allusions et éclats mémoriels. Le roman s’intéresse aux relations amoureuses
et au corps féminin, mais 1’expérience du deuil y est sous-jacente : elle
transforme la maniére dont la narratrice pergoit 1’ intimité et rend problématique
la possibilité méme de se laisser aller a ’amour aprés une telle perte. Le bébé
disparu devient ainsi un point aveugle qui hante le texte, révélant combien la
perte bouleverse non seulement le rapport a la maternité, mais aussi au désir
et au lien affectif.

Dans ce roman, méme si le motif de ’enfant perdu se manifeste a
plusieurs reprises, un seul chapitre est intitulé « Le fils ». L’autrice y thématise
le trauma de la perte de I’enfant a travers un double mouvement : du personnel
vers ['universel. Le point de départ est ce fait intime, la mort d’un fils, que
’autrice finit par ne plus évoquer, réduisant sa réponse a une formule devenue
supportable : « J’ai deux filles » (Laurens 2000 : 190). Pourtant, le fils perdu
demeure présent comme une béance irréductible. Dans la partie centrale du
texte, ce manque prend une dimension générale : Laurens montre que la figure
de I’enfant manque a toutes les femmes, qu’elles aient connu ou refusé la
maternité, ainsi qu’aux hommes, méme a ceux qui se dérobent a la paternité.
L’autrice souligne la dimension archétypale de ce vide en écrivant que «
[tJous les hommes sont péres » (Laurens 2000 : 191).

Cetexte fonctionne ainsi comme un pont entre le récit autobiographique
intime et la dimension collective, universelle de I’expérience humaine de la
perte. Le fils est a la fois Philippe, I’enfant réel, et une figure archétypale de
I’enfant qui manque a tous, femmes et hommes, meéres et peres confondus.
Laurens construit ici 1’écriture de la béance’, une écriture de la faille, ou la
béance n’est plus seulement la sienne, mais est élevée au rang d’une expérience
existentielle universelle. Ecrire sur soi devient 1’« expression d’une volonté
de représenter, d’écrire la vie en la confrontant a ce qui ne peut étre dit »
(Crémaux-Bouche et al. 2024 : 1).

Dans Cet absent-la (2004), le motif est abordé plus directement. Le
titre méme suggere une écriture de la béance, de ce qui n’est pas la mais

5 Dans la perspective lacanienne, la béance désigne la faille constitutive du sujet, toujours ouverte,
signe de désir inassouvi mais moteur de la sensibilité et de I’imaginaire (v. Lacan 1973).
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continue de structurer la mémoire et 1’identité. En parlant de la photographie
comme médium, Laurens affirme que « la photographie est le meilleur support
de la mort » (Laurens 2004 : 35). Elle avoue avoir quatre photographies de son
fils décédé¢ (prises, comme c’est ['usage, a la maternité apres sa mort), mais
en soulignant qu’elle ne les regarde jamais, car c’est « une chose affreuse
que d’entrer mort dans le souvenir » (Laurens 2004 : 44), et qu’« il y a des
souvenirs qui tuent » (Laurens 2004 : 52). Dans cet extrait bouleversant, la
figure de Philippe mort devient 1’axe central de la narration, non pas comme
un simple objet de mémoire, mais comme un symbole complexe qui ouvre
des questions d’identité¢, de mémoire et de la possibilit¢ méme du langage.
Laurens convoque sans cesse son fils, en le présentant comme « 1’alpha
et "oméga » de son visage (Laurens 2004 : 39), c’est-a-dire comme le
commencement et la fin de toute existence propre. Philippe apparait comme
une figure paradoxale : il est a la fois ’enfant qui ne grandira jamais et le
sujet a qui I"autrice donne des yeux pour la voir alors qu’il n’existe plus. Sa
mort n’abolit pas sa présence, mais 1’intensifie d’une certaine manicre, en le
transformant en un mort qui regarde.

Les photographies de Philippe occupent une place particulicre : elles
sont ambivalentes, a la fois preuve de vie et preuve de mort. Elles rappellent
la these de Barthes selon laquelle la photographie est « I’image vivante d’une
chose morte » (Barthes 1980 : 123). C’est la que réside la dimension tragique
: I’'image confirme la réalité de I’enfant, mais en méme temps elle scelle sa
mort irrévocable. Laurens insiste aussi sur I’insupportable de ce témoignage :
les photographies existent, mais elle ne les regarde pas, car ce serait affronter
I’impossibilité de ranimer I’enfant.

Particulierement fort est le motif « entrer mort dans le souvenir »
(Laurens 2004 : 44). L’autrice se demande si le souvenir est possible lorsque
quelqu’un n’a pas vécu assez longtemps pour laisser une trace. Sa réponse
est que 1’« on ne se souvient pas des morts, on se souvient qu’ils ont vécu »
(Laurens 2004 : 45). Philippe, comme les enfants morts dans les guerres, les
camps de concentration ou les catastrophes, n’est pas présent dans la mémoire
en tant que « mort », mais en tant qu’étre qui a respir¢, dont le cceur a battu.
Ainsi, la mémoire ranime ce qui a disparu : non pas le cadavre, mais la vie
qui fut.

De cette facon, Philippe devient non seulement le fils perdu, mais aussi
la métaphore de tous les disparus et victimes. Dans I’écriture, il se transforme
en figure commune de mémoire, semblable a celles que nous connaissons a
travers les portraits du Fayoum (Laurens 2004 : 46). Ces portraits, avec leur
regard sérieux et pénétrant, semblent défier le temps et transmettre le secret de
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I’existence.® De la méme maniére, le visage de Philippe acquiert dans le texte
une qualité de permanence : son regard, bien qu’inexistant dans la réalité,
continue de survivre dans la mémoire et dans les mots. La littérature acquiert
ainsi la force de mettre en lumiere une expérience insoutenable dans la réalité
: parler d’un enfant mort, mais comme de celui dont I’existence continue de
nous regarder et de nous pénétrer. L’insoutenable, ou plutot I’indicible, « parce
qu’il est 1ié au trauma provoqué par I’expérience-limite, donne toujours lieu
a des modes de représentation relevant d’une poétique de la trace comme
présence d’une absence ou absence d’une présence » (Crémaux-Bouche et al.
2024 : 4)

Dans Fille (2020), surtout dans sa deuxieéme partie, Laurens reprend
la situation initiale de Philippe en la transposant dans un cadre romanesque
plus large. Elle passe du témoignage personnel a une fictionnalisation et a
une voix collective. Alors que dans Philippe la perte de I’enfant est racontée
directement, dans Fille le méme motif recoit un autre traitement. Ici, la perte
de I’enfant est fictionnalisée et intégrée a une fresque sur la filiation féminine
qui embrasse plusieurs générations. L’autrice y évoque de nouveau le fils
mort. Mais, a la différence de Philippe, écrit a la premiere personne, ici la
perte est mise en sceéne a la deuxiéme personne, ce qui instaure une distance et
permet de fictionnaliser 1’expérience traumatique. Ce glissement se manifeste
aussi dans le changement de nom : I’enfant regoit un prénom seulement dans
un moment liminal, lorsque la mére murmure a la pédiatre « Tristan, Tristan
», mais celui-ci est aussitot annulé par la phrase « L’enfant est mort [...]
Il n’a pas de nom » (Laurens 2020 : 179). Tristan (du latin tristis — triste)
est un prénom symbolique qui porte en lui la tristesse, I’amour tragique’ et
I’inéluctabilité¢ de la perte, soulignant une fois de plus la différence entre
I’écriture testimoniale de Philippe et I’écriture fictionnalisée de Fille. La
mere hésite a utiliser le prénom préparé pour un enfant vivant et choisit plutot
un nom déja destiné a un enfant qui peut mourir. Par ce geste paradoxal,
Laurens montre combien le langage est lui-méme imprégné de pressentiment
et combien le fait de nommer devient une manicre d’accepter ’indicible.

La fictionnalisation permet ainsi que le trauma ne soit plus
exclusivement privé, mais qu’il devienne un matériau littéraire partagé
avec les lecteurs. Dans cette partie du roman, Laurens montre comment la
maternité est a la fois un privilége et une contrainte, et le corps un espace de
joie mais aussi de perte. Ecrire sur le corps et ses limites devient un acte de
libération : le langage n’est pas seulement un outil d’expression, mais un lieu

6 Tableaux réalistes peints sur des planches de bois dans I’Egypte romaine (I"—III° siécle), placées sur
les sarcophages a la place des masques. Certains de ces portraits sont exposés au Louvre.

7 Pensons a I’amour tragique de Tristan et Yseut.
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ou I’on fait revivre ce qui a été perdu et ou le vide prend forme. La deuxieme
partie de Fille fonctionne ainsi comme un prolongement de Philippe : la
douleur personnelle demeure au fondement, mais se transforme en archétype
universel du manque. C’est ainsi que Laurens réalise 1’écriture de la béance,
une écriture ou la perte individuelle s’éléve au rang d’expérience collective
et devient partie prenante d’une vision littéraire plus vaste de la femme, du
corps et du langage. L’expérience individuelle permet a 1’autrice d’offrir
une réflexion non seulement sur la maternité, mais aussi sur la condition des
femmes et leur rapport au corps et au langage. Ce déplacement du témoignage
intime vers la fiction élargit la portée du theme : la douleur singuliére se
transforme en matériau littéraire universel, capable de dire non seulement la
condition féminine mais surtout I’expérience humaine de la perte.

5. Conclusion

Avec Philippe, Camille Laurens signe 1’'un des premiers texte
contemporains consacrés a la mort d’un nouveau-né, expérience parmi les
plus traumatiques pour des parents. C’est un avertissement sur I’importance
des mots, mais aussi une preuve que la vie est encore plus importante, une
preuve de la primauté de la vie sur I’écriture et du corps sur les mots. Mais
cette primauté de la vie ne nie pas la persistance du vide : au contraire, elle
en révele toute la force, rappelant que la littérature demeure le seul lieu de
résistance ou il est possible de faire revivre avec des mots ce qui s’est passé,
mais aussi ce qui aurait pu se passer.

Comme le constate Laurence Rosier, la littérature de deuil apparait
« comme un terrain exploratoire » (Rosier 2019 : 39). Les écrivains qui
« choisissent de partager par 1’écriture leur drame nous interrogent aussi
sur notre statut de » lecteurs et résistent a 1’injonction sociale de « faire son
deuil » dans une temporalité jugée acceptable. Ecrire et réécrire, revenir sans
cesse sur la perte, c’est refuser que le deuil se réduise a I’oubli (Rosier 2019 :
39-40).

Camille Laurens développe dans son ceuvre une méditation sur
I’impossibilité d’oublier, sur le poids du vide et sur le paradoxe d’une
présence inscrite dans le manque. Ses textes illustrent parfaitement la logique
du « travail du deuil » : il ne s’agit pas d’effacer, mais de trouver un langage
pour habiter I’absence, pour combler le vide, écrire la béance. Ils témoignent
du passage de I’émotion et du vécu a I’action : I’écriture devient un geste de
survie et de résistance, mais aussi un remede, un acte thérapeutique par lequel
I’autrice transforme la douleur en langage. A travers cette transformation,
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I’ceuvre de C. Laurens fonctionne a la fois comme un reméde et une
expérience cathartique, et elle manifeste également la valeur éthique de la
littérature : les mots ont la capacité de transformer la douleur en sens, de
donner forme a I’indicible et d’inscrire I’expérience traumatique dans une
mémoire partagée. Ainsi, Camille Laurens montre comment la littérature
contemporaine peut affronter les tabous les plus douloureux et transformer
I’expérience individuelle en mémoire collective.
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Huxona bjeanh
dunoszodcku paxkynrer YauBepsurera y Humry
JlemapTMaH 3a (paHIlyCKH je3UK U KEHKEBHOCT
Hu (CpGuja)
OpuruHaiH{ Hay4YHH paj

IIucame o ryOUTKY erera:
ox emouuje 10 akumje y neiry Kammj Jlopanc

Kana je o6jaBsben 1995. ronune, kparku poman Quiauii Kamuj JlopaHc npecTaBibao
je JeIMHCTBEHO JIeNI0, jep je TPBU MyT Y CaBpeMeHO] (hPaHIyCKOj KIbIKEBHOCTH Y
IIPBU IIJIaH CTaBUO CMPT Oebe, Taly-TeMy Koja je JoTaj Ouiia MapruHaju30BaHa U
cucremarcku npehyTtkusana. [IpunoBenajyhut o cOncTBEHOM TParuyHOM HCKYCTBY,
K. Jlopanc ucTtoBpeMeHO HACcTOju Ja ceOu pa3jacHU OKOJIHOCTH KOje CY JIOBEJIE JI0
CMPTH JIeTeTa, Ja yKa)ke Ha HEOIrOBOPHOCT M 3aHEMApHBabE y MOPOIUIUIITAMA
JIeBE/IECETUX, Alld M J1a TIOHYAN MOTYRHOCT yTexe, COJIMIapHOCTH U MPEro3HaBamba
CBUM YHUTAOIMMAa KOjU Cy CE€ CYOUMJIM ca CIMYHUM IryOuTKOM. Ha Taj HaunH, TH4HO
CBEIOUCHE MNpepacTa y KIMKEBHH YHH OTIOPA, ald U Y MPOCTOP KOJICKTHBHE
UACHTH(HKALH]E.

@uuil je yjeHO U NPEIOMHH TPEHYTaK y cTBapanadkoj mytamu Kamwj Jlopasc:
rocJie MpBUX pOMaHa y Kojuma je ToMuHupana Gpukuuja, ona ce okpehe ayropukuuju,
XKaHpy Koju he 00eNexXnTH e ajbh pajl. Y HalleM YWIaHKY [TOKa3allid CMO KakKo ce
oBaj Ta0y-MOTHUB Jlajbe Pa3BHja Y BbEHOM OIyCy: y poMany V iiom 3aipsajy (2000)
OH Ce jaBJba Kao TpajHa CeHKA Yy 033 JMHHU JbyOaBHHUX MPUYA, Y TEKCTY ,,1aj OACYTHH
(2004) nmocraje Tema Be3aHa 3a UTame cehama, 10K y pomany JKencko (2020) noduja
HOBO 00JIMYje: UCKYCTBO I'yOWTKa ce (PMKIMOHAIN3Y]je, CMEIITa Y IIUPH HapaTuB O
YKEHCKO]j JIMHHUjU CPOZCTBA H TPAHCPOPMHUILIE Y apXETHIICKY (QUTYpY TIpa3HUHE.
AHamM30M OBHUX TEKCTOBa mokaszanu cMo na Kamwuj Jlopanc obnukyje crienuduano
MUCamke O MPa3HUHU y KOjeM JIMYHM TYOMTaK MOCTaje YHHBEP3alHO HCKYCTBO,
MCTOBPEMEHO JIMYHO M KOJICKTHBHO, MHTUMHO M apxeTuricko. tbena mposa cmaja
emMoljy U akiujy. Peun mocrajy cpeincTBo ja ce Tpayma OOJIUKYje, 3a0eiIeKu U
npeHece, alli M J1a Ce U3 e U3ByuYe eTHYKU cMmucao. Ha taj Haumu neno Kamuj
Jlopanc moTBphyje He caMo KaTtap3uyHy U TepanujcKy (YHKIHU]Y KEbHKEBHOCTH, Beh
U BEeHY €THUYKY MO, ClIOCOOHOCT J1a TipeoOiuKyje 00J1 y CMHUCA0, JIa TpayMy YIIHIIE
y je3HK U MPETBOPH j€ y KOJIEKTUBHO ceharme U YiH oTropa 3a0opasy.

KibyuHne peumn: ryOuTak jaerera, )KajoCT, Tpayma, akiidja, ayTo(UKIIHM]ja, KEHCKO
NMcame 0 ceOu, PUKIIMOHATH3AIIH]a
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Writing about the Loss of a Child:
From Emotion to Action in the Work of Camille Laurens

Since its publication in 1995, the short novel Philippe by Camille Laurens has
represented a unique work in the history of contemporary French literature, as it
brings to the forefront for the very first time the death of a baby, a taboo subject
that had been almost entirely silenced both socially and literarily. By narrating her
own tragic experience, Laurens seeks at once to clarify for herself the circumstances
that led to the child’s death, to draw attention to negligence and irresponsibility
in maternity wards of the 1990s, and to offer a possibility of comfort, solidarity,
and recognition to all readers who have faced a similar loss. In this way, personal
testimony becomes not only a literary act of resistance but also a space of collective
identification.

Philippe also marks a turning point in Laurens’s creative trajectory: after her first
novels dominated by fiction, she turns to autofiction, a genre that would characterize
her later work. In our paper we show how this taboo motif further develops in
her oeuvre: in Dans ces bras-la (2000) it appears as a persistent shadow in the
background of love stories, in Cet absent-la (2004) it becomes a theme tied to the
question of memory, while in Fille (2020) it takes on a new form: the experience
of loss is fictionalized, embedded within a broader narrative of female lineage, and
transformed into an archetypal figure of absence.

Through the analysis of these texts, we demonstrate that Laurens shapes a specific
writing of absence, in which personal loss becomes a universal experience — both
individual and collective, intimate and archetypal, her prose unites emotion and
action, converting autobiographical testimony into a shared cultural memory.
Words become a means of shaping, recording, and transmitting trauma, but also of
extracting ethical meaning from it. In this way, Laurens’s work confirms not only the
cathartic and therapeutic function of literature but also its ethical power, its ability
to transform pain into meaning, to inscribe trauma into language, and to turn it into
collective memory and an act of resistance against oblivion.

Keywords: loss of a child, grief, trauma, action, autofiction, feminine writing of the
self, fictionalization
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La mémoire et le temps dans
Les Alouettes naives d’ Assia Djebar

L’auteure analyse les thémes de la mémoire et de ’identité dans le roman Les
Alouettes naives d’Assia Djebar, en basant son approche en premier lieu sur la
sociologie de la mémoire de Halbwachs, et, pour le cas de I’analyse de la mémoire du
personnage de Rachid, « ’homme déchiré », sur la théorie freudienne de la mémoire
et du traumatisme.

Dans I’analyse de la mémoire des trois protagonistes du romans, Omar, le narrateur
autodiégétique de I’histoire de son amiti¢ avec Rachid, nous avons conclu que la
mémoire d’Omar est le point de rencontre de sa mémoire du couple d’amis qu’il
formait avec Rachid, la derniére coincidant en partie avec leur mémoire de famille,
avec la mémoire des opposants du régime colonial, toutes étant intériorisées et
intérieures. La mémoire de Nfissa est, a son tour, au croisement des mémoires dont
les plus prégnantes sont la mémoire familiale, celle que nous nommons la mémoire
des femmes du patio, et la mémoire des maquisards. Quant a Rachid, sa mémoire est
refoulée, comme conséquence de ses expériences traumatiques dont la premiére et la
plus décisive était la mort de sa sceur Zhor.

Finalement, la derniére partie de ’article propose une réflexion sur les rapports des
temps des diverses mémoires collectives d’Omar et de Nfissa, en concluant que dans
certains cas de figures, nous avons remarqué le phénomeéne, étudié par Halbwachs,
des « faisceaux » de temps (Namer 1997).

Mots-clés : Djebar, Halbwachs, mémoire collective, trace, temps

1. Introduction

Les Alouettes naives (1967), le dernier des quatre romans d’Assia
Djebar considérés comme ses romans de jeunesse, est une ceuvre qui annonce
déja la thématique principale de ses ceuvres de maturité, en ce que s’y sont
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enchevétrés les thémes de la mémoire individuelle et collective, de 1’identité
et des séquelles qu’y laissent les traumatismes, notamment ceux de la guerre.
Les thémes de la mémoire et de 1’identité dans 1I’ceuvre romanesque de Djebar
sont, entre autres, traités par Jenny Murray, qui dédie le premier chapitre de
son ouvrage Remembering the (Post)Colonial Self. Memory and Identity in
the Novels of Assia Djebar' a1’étude des ceuvres de jeunesse de la romanciére,
dont Les Alouettes naives (Murray 2008 : 31-51). Murray y adopte 1’approche
philosophique en s’appuyant sur la pensée de Saint Augustin sur la mémoire,
exposée dans les Livres X et XI de ses Confessions. Quant aux autres études
des Alouettes naives, c’est a la problématique du temps et de la temporalité
que Denise Brahimi (Brahimi 2008 : 129-141) a consacré un article.

A la différence des ouvrages cités, nous aborderons le théme de
I’identité et de la mémoire, individuelle et collective, en nous appuyant sur
la sociologie de la mémoire et notamment ses ouvrages clés, La Mémoire
collective (1950 et 1997) et Les Cadres sociaux de la mémoire (1925 et 1994)
de Halbwachs, ce dernier ouvrage étant d’ailleurs celui ou le sociologue
francais a introduit le concept de la mémoire collective. Ensuite, nous
aborderons le théme de la mémoire du point de vue de la psychanalyse de
Freud et de ses exégetes pour analyser la mémoire de Rachid, « ’homme
déchiré » (AN : 362) qui est, avec Nfissa et le narrateur Omar, un des trois
protagonistes du roman.

1.1. La mémoire individuelle, point de rencontre des mémoires
collectives

John Locke définit I’identité d’une personne par sa conscience (angl.
Mind),* terme qu’il avait d’ailleurs introduit et inventé (cf. Ricceur 2000 :
123), et celle-ci « par sa mémoire et par sa capacité a rendre des comptes a
elle-méme » (Ibid. : 124).

En s’opposant a I’individualisme psychologique de Bergson, dont
il était 1’¢leve, Maurice Halbwachs aborde la mémoire en sociologue, en
prenant en compte le rdle de la collectivité et donc des mémoires collectives
dans la formation du Moi et dans la constitution de la mémoire individuelle.
Tout en adoptant I’idée de la mémoire comme conscience, son apport original
est non seulement d’introduire la notion de la mémoire collective, mais de
postuler une nouvelle définition de la conscience individuelle — et donc de
la mémoire individuelle. Selon Halbwachs, la conscience individuelle n’est
point isolée, enfermée en elle-méme, mais elle participe a un degré plus ou

' En se souvenant du Soi (post)colonial : Mémoire et identité dans les romans d’Assia Djebar (ma
traduction).

2 Locke affirme que « la conscience fait 1’identité personnelle » (Locke 1983 : livre I1, ch. XXVII, § 10).
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moins important a un certain nombre de mémoires collectives. Une mémoire
collective est « la mémoire d’un groupe [sociétal] » (Halbwachs 1997 : 97),
la mémoire d’une société,’ et elle concerne les événements ou les personnes
dont ce groupe conserve le souvenir. L’apport original de Halbwachs a la
notion de mémoire est qu’il postule donc « le collectif comme I’essence de la
mémoire » (Namer 1997 : 265). Ainsi la pensée de Halbwachs part-elle d’une
mémoire psychologique vers une mémoire culturelle. Le sociologue précise :
« Nous dirons volontiers que chaque mémoire individuelle est un point de
vue sur la mémoire collective, que ce point de vue change selon la place
que j’y occupe et que cette place elle-méme change selon les relations que
j’entretiens avec d’autres milieux. » (Halbwachs, p. 94-95, cité par Ricoeur
2000 : 151).

Lesociologue oppose ainsilamémoire collective d un coté a lamémoire
individuelle, les deux étant intériorisées, et de I’autre coté, a la mémoire
historique.* Toutefois, Halbwachs conclut que la mémoire individuelle est
presque inexistante car « on ne se souvient jamais seul » (Ricceur 2000 :
148). En effet, nos souvenirs qui nous semblent étre les plus personnels sont
ceux qui ont été formés par I’interaction complexe de plusieurs mémoires
collectives : c’est la complexité de leur genese qui laisse I’impression que ces
souvenirs sont individuels et uniques.

Vu que tout individu fait partie d’un nombre plus ou moins grand de
groupes sociétaux au cours de sa vie, Halbwachs développe « I’idée d’une
conscience qui enveloppe en son intériorit¢ une pluralit¢ des mémoires
collectives virtuelles » (Namer 1997 : 264). La conscience individuelle
n’est donc « que le lieu de passage de ces courants [de pensées collectives]
» (Halbwachs 1950 et 1997 : 190), le moi étant le point de rencontre de
plusieurs mémoires collectives® intériorisées qui sont en interaction et qui
restent toutefois indépendantes 1’une de I’autre, comme il le précise dans le I'V*
chapitre « La mémoire collective et le temps » de La Mémoire collective (Ibid
: 143-192). C’est davantage la définition de la mémoire individuelle plutdt
que la seule notion de mémoire collective qui constitue I’apport original de
Halbwachs. Le sociologue définit donc la mémoire individuelle et 1’identité

3 Halbwachs souligne que deux personnes forment déja une société (cf. Namer 1997 : 272).

* La mémoire collective, dont le cadre est un groupe sociétal, est vivante, intérieure et intériorisée, alors
que la mémoire historique, ayant pour cadre la nation, est extérieure, et englobe un passé vu comme
mort, comme précisément du passé (cf. Halbwachs 1997 : 97-142).

511 faut spécifier que la mémoire collective concerne les divers groupes constituant la nation, et non
pas la nation elle-méme, et qu’elle représente le groupe vu du dedans. Dans sa définition de la mémoire
collective, Halbwachs I’oppose a la mémoire historique, ou a I’Histoire, comme suit : « C’est un courant
de pensée continue, d’une continuité qui n’a rien d’artificiel, puisqu’elle ne retient du passé que ce qui
est encore vivant ou capable de vivre dans la conscience du groupe qui I’entretient. Par définition, elle
ne dépasse pas les limites de ce groupe. » (Halbwachs 1997 : 131).
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personnelle comme le croisement des mémoires collectives et des mondes
culturels intérieurs qui y coexistent et dont la conscience opere le choix, en
actualisant I’une ou I’autre des mémoires collectives, en fonction des besoins
ou des exigences du présent :

« Mais nous dirons plus exactement que notre moi actuel n’est que le lieu
de rencontre d’un certain nombre de t€émoins donc chacun est sans doute le
méme mais dont chacun, en méme temps, parle au nom d’un (groupe). »
(Halbwachs 1950 et 1997 : 51, variante 1).

Nous commencons 1’étude de la mémoire dans Les Alouettes naives
par I’analyse de la mémoire d’Omar, le narrateur autodiégétique du récit de
son amitié¢ avec Rachid, son parent et meilleur ami d’enfance et de jeunesse.
Puis nous étudierons la mémoire de Nfissa et celle de Rachid, en soulignant
que le cas de la mémoire de Rachid est a part : sa mémoire étant en partie
refoulée et inconsciente, nous aurons recours a la pensée de Freud pour
I’analyser. En dernier lieu, nous étudierons le rapport et la corrélation entre
les temps des mémoires collectives de Nfissa et d’Omar.

2. La mémoire d’Omar

La mémoire familiale d’Omar coincide en partie avec la mémoire du
couple d’amis qu’il formait avec Rachid,® parce que lors de ses études au
lycée, Omar avait été accueilli a Alger par la famille de Rachid, dont le pere
¢tait son demi-oncle paternel.

La mémoire du couple des deux amis regroupe les plus saillants des
souvenirs d’enfance et d’adolescence ayant valeur, pour la plupart d’entre eux,
de véritables rites de passage, comme le souvenir de circoncision commune.
Omar le narrateur se souvient que c’était en compagnie de Rachid qu’il a fait
pour la premiére fois ce qui lui a fait découvrir la sexualité, la mort, la nature
humaine, et la société : ainsi, a la mort de Zhor, sceur de Rachid, les deux
amis ont-ils commis « le premier péché : prendre de I’alcool dans notre bonne
ville musulmane » (AN : 87). Puis, vers dix-huit ans, Omar a eu sa premiere
expérience érotique et sexuelle grace a Rachid qui I’avait emmené chez
Madame Roberte, a I’unique bordel de la Casbah. Ensuite, c’était toujours
Rachid qui I’avait emmené, aprés leurs retrouvailles aux fronticres algéro-

¢ Ce n’est que dans la troisieme partie du roman, et notamment a la page 291, que 1’on apprend le nom
de famille de Rachid, Abdeljeffar.
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tunisiennes, chez deux danseuses a Tunis, deux « alouettes naives »’ dont la
plus jeune, Samia devint la maitresse d’Omar.

D’autres souvenirs faisant partie de leur mémoire collective sont ceux
ou les deux amis, mis face a 1’altérité, ont appris a 1’accepter : c’est le cas de
leur amiti¢ commune, quand ils avaient environ six ans, avec Bou Kabous,
« mangeur de scorpions » (AN : 50), un mendiant errant, et surtout leur amitié
avec les prostitués du bordel, en particulier avec Meriem, « la putain au
prénom chaste et au regard triste » (AN : 57), qui devint la premiére maitresse
d’Omar, qu’il désignait méme comme sa « premicre épouse » (AN : 127) et
dont il évoque la mort précoce d’une pleurésie, et les funérailles qu’il avait
organisées avec Rachid.

Et finalement, la mémoire des amis recouvre chez Omar les souvenirs
de son amour pour Nfissa, femme inaccessible car épouse fidele et dévouée
de Rachid. Nfissa, femme idéalisée, seul amour véritable d’Omar, devant
laquelle le jeune homme s’était agenouillé pour lui faire sa déclaration dans
un €lan de passion, sera aussi la raison pour laquelle Omar décidera de rompre
sa vieille amitié¢ avec Rachid, conscient qu’il lui faudra désormais éviter a la
fois Nfissa et son époux.

Si se souvenir des autres signifie avoir gardé le contact, ne serait-ce
qu’en pensée, avec eux, avec le groupe dont ils faisaient partie,® alors pour
Omar, le narrateur, nous narrer le récit de son amitié avec Rachid révéle sa
nostalgie de I’amiti¢ perdue et le désir de retrouver, par et dans son récit, la
complicité avec son grand ami, avec celui pour qui il avait été, le temps de
leur enfance et de leur jeunesse, son « frére » (AN : 56). Malgré la rupture
en apparence définitive de son amitié avec Rachid, narrée dans les derniers

7 Comme nous I’explique la romanciére dans sa Préface des Alouettes naives (AN : 7), le titre du roman,
polysémique, se référe au surnom utilisé par les soldats pour désigner les danseuses d’une tribu jadis
célebre comme tribu guerri¢re, mais laquelle était, a I’époque de 1’entre-deux-guerres, dans la phase
de la décadence, suite a la colonisation francaise. Rachid se sert de la méme expression pour parler
avec affection de Nfissa, son épouse (cf. AN : 482). L’on sait la signification de I’image de I’alouette
dans la poésie des troubadours, par ex. dans le poéme de Bernard de Ventadorn « Quand vei la lauseta
mover » [Quand je vois I’alouette mouvoir] ou I’oiseau représente la métaphore de la femme qui se
donne entiérement au plaisir d’amour, a la différence de la dame insensible pour laquelle languit le
pocte (Fabre 2010 : 124—127). Par conséquent, 1’expression « les alouettes naives », polysémique, dit,
par une Djebar féministe, ’acceptation de 1’autre, son droit a I’amour, le respect et la valorisation de
la femme quel que soit son statut social, malgré la dépréciation des femmes comme la danseuse Samia
dans une société patriarcale.

8 Dans sa réflexion sur 1’oubli, Halbwachs postule que 1’on ne peut évoquer un souvenir qu’a la condition
de faire toujours partie, ne serait-ce qu’en pensée, du groupe dans le cadre duquel le souvenir a été
engendré, d’étre capable d’adopter son point de vue et de s’identifier avec lui. Il précise : « Quand nous
disons que I’individu s’aide de la mémoire du groupe, il faut bien entendre que cette aide n’implique
pas la présence actuelle d’un ou plusieurs de ses membres. En effet je continue a subir I’influence d’une
société alors méme que je m’en suis éloigné : il suffit que je porte avec moi dans mon esprit tout ce qui
me met en mesure de me placer au point de vue de ses membres, de me replonger dans leur milieu et
dans leur temps propre, et de me sentir au cceur du groupe. » (Halbwachs 1997 : 182). Si tout lien est
vraiment interrompu avec la collectivité, si plus rien concernant le groupe ne répond a I’intérét actuel
de la personne, alors on ne se remémore plus.
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chapitres du roman, bien que, dans sa nouvelle vie aux frontieres et ses
nouvelles préoccupations, I’Omar du début du roman semble avoir entierement
oublié Rachid et leur grande amiti¢, I’évocation de leur mémoire commune
— par et dans la narration, avatar de 1’écriture — atteste que le groupe d’amis
inséparables qu’il formait avec Rachid existe encore. Et c’est a travers et par
ses souvenirs de leur amitié, et donc par le récit qui le thématise, qu’Omar, le
narrateur, rétablit le lien avec son ami, malgré la séparation, malgré 1’absence,
ce lien qui n’avait jamais été entierement rompu, sinon il n’y aurait pas de
trace,’ pas de « semence de remémoration » (Halbwachs 1997 : 55), qui est la
condition nécessaire de la persistance ou de 1’évocation du souvenir.

L’autre mémoire intériorisée d’Omar est la mémoire des opposants
politiques au régime colonial. Partisan de 1’indépendance de son pays,
Omar avait été emprisonné en France avant la guerre de 1’Indépendance, et
il partageait ainsi la mémoire collective des opposants politiques au régime
colonial, qu’il évoque en narrant le récit de son séjour en prison, au premier
chapitre de la troisiéme partie du roman, « Aujourd’hui ». Toutefois, par
certaines de ses réflexions, déja a I’époque, il se démarquait des points de vue
de ceux qu’il désigne comme « fréres » (AN : 227), montrant son désaccord
avec leur idée du rdle de religion dans leur combat : Omar avait refusé de
se joindre a la priere commune, alors que la religion était présentée comme
« un facteur de solidarité nationale » (/bid.: 229). On le menaga, et il n’était
accepté que grace a la protection, a 1’autorité et au charisme d’un prisonnier
de longue date, Belkacem, profondément respecté de tous pour son passé de
manifestant nationaliste a la fin de la Deuxiéme Guerre mondiale.

2. 1. Le cas de Nfissa : I’enchevétrement de la mémoire familiale, de
la mémoire des maquisards, et de celle des femmes du patio

Nfissa, double de la jeune Djebar,'® est le personnage du récit
autodiégétique narré par Omar, et [’héroine d’un second récit, raconté par
un narrateur extradiégétique ayant recours a la focalisation interne — en
occurrence le point de vue de la jeune femme, et dont le sujet est précisément
le passé et la mémoire de Nfissa, étudiante et maquisarde, les deux récits étant

° Dans le méme paragraphe (voir la note supra) Halbwachs précise qu’il faut qu’une personne, ou un
événement ait laissé la trace dans la mémoire [consciente de la personne et son groupe : Halbwachs, en
sociologue, ne s’intéressant pas a I’inconscient], et c’est le cas de la personne ou de 1’événement qui
répond toujours a un intérét, un besoin ou une préoccupation du groupe : « On y trouve [dans le temps
collectif] inscrite ou indiquée la trace des événements ou des figures d’autrefois dans la mesure ou ils
répondent et répondent encore a un intérét ou a une préoccupation du groupe. » (Halbwachs 1997 : 55).

10 Nfissa lui ressemble déja par sa vie, sa double culture, algérienne et francaise, et méme son aspect
physique : « [...] elle, toujours si longue et presque maigre, silencieuse, les yeux démesurément
ouverts » (AN : 19).

118



enchevétrés dans 1’architecture du roman. La mémoire de Nfissa est un point
de rencontre de la mémoire familiale, de la mémoire des maquisards, ainsi
que de la mémoire que nous nommons la mémoire « des femmes du patio »,
et la mémoire du village.

Chez Nfissa, la mémoire des maquisards évoque surtout un événement
douloureux : la mort de Karim, son fiancé, tu¢ avec quatre autres maquisards.
Cette mémoire peut en partie coincider avec la mémoire des femmes : c’est le
cas, par exemple, quand, en se remémorant son passé au maquis, 1’étudiante
se rappelle avoir dansé souvent, le soir, dans une cabane du douar avec les
villageoises qui y étaient rassemblées.

Le narrateur accorde une valeur particuliere a la mémoire des
femmes qui est souvent enchevétrée avec la mémoire familiale chez Nfissa,
comme dans le cas de ses souvenirs des danses et autres réjouissances lors
des fétes de mariage, 1’été de ses seize ans dans sa ville d’origine, ou de ses
souvenirs du bain maure le jeudi, lieu privilégi¢ de la complicité des femmes
de leur village, mais aussi lieu mythique des premiers souvenirs d’enfance
de Nfissa, lieu surtout évoquant 1I’image de la mére, sa tendresse, sa beauté
et son €élégance. Quant a ces fétes de mariage, Nfissa se souvient avoir aimé
danser seule, au centre du patio, et avoir pu méme assister, voilée, et un peu
a distance, a la danse des Européens, en compagnie de ses tantes et autres
parentes de Cherchell. Cela leur aurait été impossible dans d’autres villes,
aux moeurs plus patriarcales que ne 1’étaient ceux de la Césarée, ville dont la
population était d’origine andalouse.

L’épisode du bain maure!! est un autre exemple de 1’enchevétrement
complexe des mémoires collectives intérieures et intériorisées dans lamémoire
individuelle du personnage. La premi¢re mémoire réactualisée dans ce récit
est la mémoire familiale, puisque le bain maure, souvenir particuliérement
chéri par Nfissa du temps de son enfance, lui rappelle sa mere, alors si jeune
et si belle, et qu’il est révélateur de la relation tendre et harmonieuse entre
la mere et ses fillettes. Le bain était I’une des occasions privilégiées pour les
fillettes d’admirer 1’¢élégance et la beauté de la mere, qui, citadine de Césarée,
¢tait la seule des clientes du bain maure du village a avoir un coffret de bain
précieux, un véritable objet esthétique. La seconde mémoire actualisée est
la mémoire des femmes, le rituel du bain hebdomadaire au bain turc, décrit
en maints détails et représenté comme un rituel voluptueux, était apprécié a
la fois pour la convivialité et les contacts sociaux entre les clientes du bain,
bourgeoises dont c’était la seule sortie autorisée de la semaine, la seule fois
ou elles pouvaient quitter la maison, en dehors des fétes de mariage évoquées
supra, plus rares, ¢évidemment. Et finalement, il y a la mémoire du village : le

I Les souvenirs du bain maure sont narrés au cinquiéme chapitre de la premiére partie du roman (cf.
AN : 141-157).
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bain maure était le lieu ou les femmes échangeaient des potins, tout comme
les nouvelles des événements importants pour la vie sociale et la mémoire de
la communauté entiére — les noces, les enterrements et les circoncisions.

Et sile narrateur insiste sur les souvenirs de Nfissa concernant ces fétes,
ou sur les souvenirs de Nfissa se rappelant sa mere I’emmenant avec Nadjia,
sa petite sceur, au bain maure, s’il insiste donc sur les souvenirs relevant de la
culture arabe et orientale, c’est pour suggérer, nous semble-t-il, que, malgré le
parcours différent choisi par son pére Si Othman, malgré son accés aux études
et méme aux études supérieures, interdites a ses cousines, et méme a ses deux
sceurs ainées, malgré le fait qu’elle ne portait qu’exceptionnellement le voile,
Nfissa fait toujours partie du groupe des siens, des femmes de sa famille, des
femmes du patio, et par-dela, de sa culture, et qu’elle continue a en partager
la plupart des valeurs, car, comme le souligne Gérard Namer, « au cceur de la
remémoration il restait I’expérience fondamentale d’un sens partagé par je et
par les autres. » (Namer 1997 : 264).

2. 2. La mémoire de Rachid, « homme déchiré »

Dans le cas du personnage de Rachid, héros de guerre de
I’Indépendance, qu’Omar pressent étre un « homme déchiré » (AN : 362), ce
sont la mémoire familiale et la mémoire des maquisards qui nous intéressent
particulierement. Or, il faut souligner qu’a cause du procédé de la focalisation
externe utilisé pour approcher ce personnage, le lecteur n’a jamais acces
aux pensées de Rachid, mais uniquement aux paroles, gestes et actes de ce
personnage renfermé et introverti, si bien que le lecteur ne peut qu’émettre
des conjectures concernant la mémoire du protagoniste.

Une partie de la mémoire de Rachid n’est pas consciente : elle est
refoulée,'? suite a ses expériences traumatiques, et le contenu de celles-ci ne
sera entierement révélé par Rachid que dans la troisiéme partie du roman,
intitulée « Aujourd’hui ». Il faut souligner que ces expériences traumatiques
ne sont pas seulement celles qu’il a vécues pendant la guerre, la premicre et
probablement la plus douloureuse étant la mort précoce et tragique de Zhor,
sa sceur bien aimée, et méme avant cela, le mariage de celle-ci, vécu par
Rachid comme un sacrifice de sa sceur qui n’avait que seize ans quand on
I’avait donnée au fils d’un riche propriétaire des hauts plateaux.

Pour analyser la mémoire de Rachid, il nous faut recourir a la pensée de
Freud, car on remarque chez Rachid une véritable compulsion de répétition,"

12 Le refoulement est un processus pathogéne ou pathologique ou la censure défend a une pulsion (ou
a un souvenir de 1’expérience traumatique) de se manifester et de devenir consciente, si bien que la
pulsion reste inconsciente, et se manifeste en tant que symptome (cf. Freud 1922 et 1961 : 275).

13 La compulsion de répétition est le symptome d’une névrose. Freud dédie son essai Au-dela du principe
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qui se manifeste dans les symptomes tels que les cauchemars dont il souffre,
ou son fréquent recours a I’alcool, ce penchant a boire étant la conséquence de
ce que Freud appelle le retour du refoulé.'* Rachid est un homme qui souffre,
I’échec du refoulement produisant toujours une grande souffrance (cf. Harrus-
Révidi 2012 : 46). Et, ’alcool levant les inhibitions, ce n’est que lorsqu’il
s’enivre que Rachid peut verbaliser son expérience traumatique, s’ouvrir a
Iautre, a ses proches, en I’occurrence a Omar ou a Nfissa. Ainsi, lors d’une
soirée entre amis a I’Aquarium, leur café habituel a Tunis, ayant appris que
Rachid venait de leur pays, le vieux garcon de café voulut-il se renseigner sur
le sort des siens — des gens de son douar d’Ouled-Brahim. Rachid le rassura
en lui disant que tous les habitants du douar étaient évacués vers la plaine
et logés dans des centres spéciaux. Puis, ce soir-1a, I’ami d’Omar quitta le
cercle de leurs amis plus tot que d’habitude, sans explication. Une fois rentré
chez lui, Omar, chez qui Rachid logeait provisoirement, retrouva son ami
ivre, ayant bu, entre temps, une bouteille entiere : celui-ci finit par lui avouer
que seulement les femmes et les enfants avaient été évacués, alors que les
hommes du douar étaient tous morts, tués, et qu’il les connaissait tous.

Si Rachid reste fixé, comme « cloué » a son passé traumatique et
traumatisant évoqué ci-dessus, s’il revit ces souvenirs douloureux avec
la méme intensité comme si c’était la premicre fois, c’est parce que « les
processus psychiques inconscients sont en soi intemporels » (cf. Freud 2010
[1981]: 79) et qu’« ils ne sont pas ordonnés temporellement, que le temps
ne les modifie en rien et que la représentation du temps ne peut leur étre
appliquée. » (Ibid.)

3. La mémoire collective et le temps : le regard de
Nfissa ou le temps du souvenir

Ce roman de la mémoire et du souvenir offre maints exemples de
I’enchevétrement des mémoires collectives intérieures des personnages
dans et par le souvenir, et, par conséquent, de I’enchevétrement des temps
collectifs. Nous en relevons quelques-uns des plus complexes.

Au second chapitre de la premiére partiec du roman, intitulée
« Autrefois », le narrateur présente les perceptions et les souvenirs de Nfissa,

de plaisir a1’étude de la compulsion de répétition comme réponse de I’individu & un événement ou une
situation traumatique, prenant comme exemple le cas de son petit-fils, I’enfant en bas age, qui devait
faire face a I’absence de la mére, ce qui est traumatisant pour un petit enfant (cf. 2010 : 50-58).

14 « Le refoulement est nécessaire et fécond chez tous les étres humains, et aboutit, quand tout va bien,
a une formation de substitut [...] ou, au contraire, quand se profile, dans les circonstances précises, un
retour du refoulé, il produit des symptomes. » (Harrus-Révidi 2012 : 46).
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le soir du retour a la maison paternelle, en ayant recours a la focalisation
interne. Avant de s’endormir, 1’héroine se rappelle son emprisonnement au
camp militaire, la visite que son pere lui avait rendue en prison, et au cours de
laquelle le pére, d’habitude digne et réservé, s’était mis a pleurer devant elle.
Puis, elle se rappelle avoir revu en mémoire, dans I’isolement et la solitude de
la prison, la matinée de la mort de Karim, son fiancé, tu¢ avec quatre autres
magquisards.

Ensuite, alors qu’elle s’endort dans le grand lit & baldaquin de la
demeure paternelle, dans la chambre contigué a la salle de séjour et qui n’en
est séparée que par un rideau, Nfissa se souvient des nuits de ramadan de
son enfance, quand, couchée dans le méme lit que Nadjia, sa sceur cadette, et
leur aieule octogénaire, elles entendaient les adultes levés avant I’aube et qui
étaient déja en train de manger, autour d’un véritable festin. Ensuite, ’héroine
se souvient d’un incident survenu plus tard, lors de sa premiére ou seconde
année d’études, quand elle eut trés peur : c’était lors de son départ pour le
magquis avec Karim, quand leur voiture a été arrétée par les militaires pour un
simple contrdle.

Dans ce chapitre la conscience de la jeune héroine devient donc un point
de rencontre de plusieurs mémoires collectives intérieures et intériorisées déja
évoquées supra : la mémoire familiale ou la mémoire d’enfance, la mémoire
des maquisards, la mémoire religieuse (puisqu’un souvenir heureux évoque
les nuits de ramadan a la maison paternelle), et la mémoire du couple qu’elle
formait avec Karim. Ce va-et-vient constant entre les mémoires différentes
implique aussi une temporalit¢é complexe, chaque mémoire ayant son
propre temps, les temps des différents groupes étant « impénétrables 1’un a
I’autre » (Halbwachs 1997 : 189).!° Selon Gérard Namer, il y a la un véritable
« faisceau » (1997 : 265) des temps différents.

L’épisode du bain maure, déja analysé supra'®, offre un autre cas
intéressant pour1’analyse des rapports entre les temps des mémoires collectives.
Dans cet épisode, le temps de I’enfance y coexiste, il est contemporain du
temps présent, parce que la Nfissa qui se souvient de son enfance est en méme
temps une Nfissa adulte qui accompagne de nouveau sa mere au bain, comme
elle le faisait jadis. Si se souvenir, « c’est retrouver le passé dans le présent »
(Halbwachs 1997 : 236), I’héroine qui se souvient est dans un présent trans-
temporel : tel est le temps du sujet du souvenir, comme le souligne Gérard
Namer.'” Ce n’est ni le temps de son enfance — temps de la mémoire familiale,

15 Halbwachs précise : « IIs subsistent d’ailleurs I’un a c6té de ’autre. » (Ibid.)
16 Cf. supra la section II.2. « Le cas de Nfissa. »

17 Namer, postfacier de La Mémoire collective dans 1’édition Albin Michel et exégéte de la pensée
de Halbwachs, précise a propos du temps du souvenir : « [...] je ne suis ni dans le passé, ni dans le
présent, ni dans un futur, quand je me remémore je suis dans une espéce de présent trans-temporel. Et la
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ni uniquement le temps des maquisards — temps de ce retour du séjour en
prison — ce sont les deux simultanément.

4. En guise de conclusion : le réve de Nfissa d’une
mémoire intégrale

A la fin de la section dédiée a 1’analyse des temps des mémoires
collectives, nous nous permettrons une petite digression, concernant non plus
les mémoires collectives de Nfissa déja évoquées, mais peut-étre sa mémoire
d’écrivain, vu que le personnage est, nous I’avons déja démontré supra, le
double de la jeune Djebar. En effet, c’est la réflexion du personnage de Nfissa
qui retient ici notre attention. Dans 1’épisode du bain maure, Nfissa se dit
que la trace la plus ancienne de sa mémoire, c’étaient précisément ses pleurs
quand sa mere lui lavait les cheveux au bain turc du village, quand elle avait
deux ou trois ans. Et I’adolescente de regretter que les images de son corps
de jadis — de ce corps malingre de fillette — se soient perdues : « Ou est-il le
miroir qui, dans la mémoire, garderait intacts tous nos contours et nos images
qu’a I’instar de nos actes, nous ne voyons jamais complets, ni méme réels,
les photographies n’étant que mouvements brisés, entrechoqués. » (AN : 148)

Il nous semble que cette réflexion sur le temps et la mémoire faite
par le personnage de Nfissa exprime le réve d’une mémoire intégrale,
une mémoire ou rien ne serait perdu, et qui, archivage total, ressemble a
I’inconscient bergsonien. En effet, a la différence de Halbwachs qui pense la
mémoire comme une reconstruction'® ou plutdt une reconstitution'® du passé,
Bergson considérait la mémoire comme une conservation intégrale : « Le
point original, le passage a la limite proprement métaphysique dans son ceuvre
consisterait alors surtout dans le fait de considérer que cette conservation est
immédiate, intégrale et indéfectible [...] » (Forest 2012 : 33).

Nfissa exprime le regret qu’une telle mémoire n’existe point, elle
regrette I’incomplétude de la mémoire, son c6té lacunaire, imparfait. Or,

premiére dimension du temps c’est ce vécu trans-temporel : j’ai rendu présent par la mémoire collective
I’expérience passée comme co-présente a I’expérience présente. Ce n’est pas une confrontation, c’est
une expérience d’identité. Je suis le méme qui me souviens du temps ou j’étais avec ceux dont je me
souviens. » (Namer 1997 : 286)

'8 Halbwachs précise : « [...] le souvenir est dans une trés large mesure une reconstruction du passé a
I’aide de données empruntées au présent [...]. » (Halbwachs 1997 : 119).

¥ D’apres Halbwachs, la mémoire reconstitue le passé, ce verbe dénotant la part de I’incertain et de
I’hypothétique que comprend le processus de la reconstitution, et le role de I’imagination, que 1’on sait
étre « maitresse d’erreur et de fausseté » (Pascal 1976 : 72, pensée n° 82—44). « Le renversement de
La Mémoire collective c’est qu’il ne s’agit plus de dire que le souvenir est une reconstruction faite du
passé en fonction du présent : ¢’est bien plutdt une reconstitution du passé ; c’est essentiellement une
reconstruction du présent en fonction du passé. » (Namer 1997 : 272).
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la mémoire comme reconstruction du passé, c’est I’entreprise d’Omar le
narrateur, qui ne peut que reconstituer et nous restituer des bribes de son
passé a partir des souvenirs qui lui reviennent des limbes de I’oubli, souvenirs
réactualisés par la rencontre inopinée du vieil ami d’enfance. C’est également
I’entreprise du narrateur extradiégétique de I’histoire de Nfissa qui jamais ne
nous donne I’histoire entiére et chronologique de la vie de son héroine.
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Secanje i vreme u romanu
Naivne Seve Asje Dzebar

Clanak analizira temu se¢anja u romanu Naivne Seve Asje Dzebar, pozivajuéi se
na Albvasovu definiciju individualnog secanja kao raskrs¢a na kojem se ukrsStaju
pounutarnjena kolektivna sec¢anja. Tako smo prvo analizirali li¢no secanje
troje glavnih likova, Omara, Rasida i Nfise, pri ¢emu je Omar ne samo lik, ve¢
i autodijegetski pripovedac jedne od dveju narativnih potki koje struktura romana
isprepli¢e — price o svom prijateljstvu s RaSidom i se¢anjima na njihovo zajednicko
detinjstvo i mladost. Za Omarovo secanje je znacajno kolektivno secanje koje je
dijelio s Rasidom, ali i ono boraca za nezavisnost Alzira, dok je u Nfisinom slucaju
najvaznije porodi¢no se¢anje i ono koje nazivamo secanje ,,zena iz dvorista“. Kod
Rasida je situacija posebna: kako je jedini od protagonista romana kojem se pristupa
samo postupkom spoljasnje fokalizacije, njegovom secanju Citalac nema direktan
pristup, te ¢e se u trecem, poslednjem delu romana otkriti da se kod Rasida radi o
potisnutom secanju kao posledici ratnih trauma. U tekstu se ujedno razmatra odnos
vremena pojedinih kolektivnih svesti, pri ¢emu je kod slozenog ukrStanja razlicitih
kolektivnih se¢anja u individualnoj svesti protagonista prisutan fenomen ,,snopova‘
vremena (cf. Namer 1997).

Kljuéne rijeci : Dzebar, Albvas, kolektivno secanje, trag, vreme
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Memory and time
in Assia Djebar’s novel Les Alouettes naives

The article analyzes themes of collective memory and time in Assia Djebar’s early
novel Les Alouettes nadves basing its approach firstly on Halbwachs’s sociology of
memory, and, in the case of the protagonist Rachid’s memory, on Freudian thought
of trauma.

Halbwachs, contrary to Bergson, sees the individual conscience and the individual
memory not as being limited to a person, and thus closed in itself, but as a meeting
point of different collective memories, where the latter concept is defined as a
memory of a particular social group.

The article author first analyzes the memory of Omar, Nfissa and Rachid, the three
protagonists of the novel, commencing his analysis with the study of the memory of
Omar, the autodiegetic narrator. Omar’s individual memory is seen as the intersection
of family memory, of collective memory he shares with Rachid, his closest friend,
and of partisans for independence memory, all those collective memories being
interior and interiorized. Moreover, the first two memories are closely interwoven,
as Rachid is Omar’s relative.

According to Halbwachs, the very existence of a recollection proves that all
relationships with a particular social group have not been broken. Thus, although
Omar had to break his long-term friendship with Rachid after having expressed his
love to Rachid’s wife Nfissa, Omar’s recollections of Rachid, his telling us the story
of their childhood and youth memories, recreate the bond between them. Thus, Omar
who remembers, is not alone, but in a sense still makes part of the small group of two
intimate friends he constituted with Rachid.

The most important collective memory concerning Nfissa’s character is the family
one in which her recalling her young mother’s taking her and her sister to a ritual
weekly bath in a Turkish hammam in their childhood has a privileged place. The
family memory is interwoven with the memory of “women of patio”, as the author
article names the group including Nfissa’s close and distant relatives, but also her
mother and her two elder sisters, who were confined to their home since the age of
eight. As in the above-mentioned case of Omar, Nfissa recollections, her memories,
such as, for example, the memories of dances at women’s gathering at wedding
parties, prove that in spite of her being a university student, and an emancipated
young woman to a certain degree, she stills has not broken all her bonds with those
“women of interior”. That implies that Nfissa, Djebar’s double, has not broken her
bonds with her ethnic, national and religious origin and background that still remain
an important part of her identity.
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In the case of Rachid, “divided man”, the external focalization denies the reader
the access to this character’s thoughts. As a reader can only make hypothesis based
on Rachid’s behavior, gestures and what this taciturn character chooses to say, it
is only in the last chapters that it is revealed that Rachid memory is a repressed
one, as consequence of his family and war traumas, where the first “trigger”, the
first traumatic event was his young sister Zhor’s death during his adolescence. The
inhibition failure is the source of Rachid’s great suffering and his nightmares. The
unconsciousness being atemporal, Rachid’s traumatic past is not past nor dead at all,
and it cannot fade away, diminish its force, nor be forgotten, but is always latent and
thus tormenting him.

Each collective memory having its own particular time, the last subchapter of the
article studies the correlations of those times, which create in some cases the “time
cluster” (Namer 1997), as times of different collective memories are separate one
from another.

Key words: Djebar, Halbwachs, collective memory, trace, time
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Capa JleBuh"
YuuBepsutet y beorpany
Ounonomku Gakynrer

Hcrok, 3anan:
XuOpUIHHU UAEHTUTETH K€HA HA MAPTUHAMA MOJEPHOCTH

O, cBe te HOBe! OHe, cupore, HemTo xohe a He 3Hajy mTa. byHe
ce, 0TUMajy ce, 6exe Ol Ty X Mpeapacyaa u oneT uM ce Bpahajy.
Pane, a mta cy ypanuiie, ¥ Ta MOTY YPaJauTH y 3¢MJbU MpakKa u
xmanaohe? Y jemHoj 3arynjbUBOj aTMOC(hEpH OHE CHPOTE Cambajy
CBEX M 4HCT 3pak DpaHIycke, 3eMJbe KOjy MOxkIa HUKa] Hehe
BHJIETH, a TOJUKO je BOJIE, TOBOPE H-EHUM CJATKUM jE€3MKOM, U
cBHUpajyhm meHe Mellonrje, 3aHoce ce, Hamajy ce, dekajy... lllra
yekajy? Bpeme ctoju, a oHe, BbUHE TOIMHE, HHIH KUBOT MTPOIa3H.
(dumutpujesuh, 2012: 177)

OBaj panx mopenu poman Hoese Jenene J. Jlmvutpujesuh u npuue Pasgsajarve n
Haron pazgsajarna ®enr JyenhyH, hoxycupajyhu ce Ha lHXOBE MPOTAaTOHUCTKUILE,
®darmy 1 Hanxyy. HakoH yBogHOT TIperieaia )KHBOTa M CTBapasalliTBa ayTOPKH, 1aje
ce Kparak MpuKa3 MOMEHYTHX JeJia, IIPH YeMY CE YoUaBajy CIMIYHOCTH PEJIEBAaHTHE 32
aHaJIM3y U3 yIvia TeopHje XUOPUIHNX UACHTHTEeTa XoMHrja babe 1 koHIenTa qyooke
Tpaucrpecuje bussane JlojunnoBuh. Kao qogatan nHTEpIpEeTaTHBHA OKBHP, Pall Ce
oclIama Ha 1MojaM HHTepceKmoHarHocTh Kumbepiu Kpenro, kojuM ce ocBeT/haBa
MHOTOCTPYKa TOTJIAYCHOCT jyHaKWmba. Pam mokasyje ma XUOpHUIHW HACHTHTETH
JYHaKuWmba, paszaneTux wu3Mel)y TpaauIHMOHAIHOT W MOIEPHOT, CTapor W HOBOT,
Hcroka n 3ananma, mponsBone y mHUMa HETIOMHUPJGUB PACKON KOjU BOIH HUXOBUM
Tparenujama. Kao morBpay obpacta, y aHaau3y hemo YKJbYIUTH U TpaUaKu pOMaH
Ilepceiionuc Maphan Carpanu. Mako Ha TpeHyTaK oCHaXyjyhu, TBOjaku HICHTUTET
MIPOTAarOHUCTKHUIbA HATIOCIETKY HE Haa3W YIMOPHUINTE y JPYIITBHMA KOja Mpoja3e
KpO3 paHe W HeCTaOMITHE TIPOIlece MOICPHU3AIIH]E.

Kibyune peun: Jemena J. JImmurpujesuh, @enr Jyeuhyn, Hose, ,,PazmBajame”,
,,HaKoH pasmBajama’, XHOPUIHHN HICHTUTETH, TyOOKa TpaHCTpecHja

" srlevic79@gmail.com ; https://orcid.org/0009-0004-7752-4045
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1. YBoa: :KeHCKH INIaCOBH y TypPOYy/JIeHTHUM BPeMeHNMA

Jenena Jlumurpujeuh pohena je 1862. romune y Kpymesmy,' denr
Jyenhyn ({33CE) 1900. roqune y nposunmujun Xenan (71 74), rpamxy huju
(#84%). O6e ayTopke cTBapajy y OypHHM HCTOPHjCKUM OKOJHOCTHMA: JeeHa
JumuTtpujeBuh cBeOYM Kpajy OCMaHCKE BIACTH M CTHIAKky HE3aBHCHOCTU
Cpbuje 1878. romune, a ®enr JyenhyH Kpajy AMHACTHUKOI MepHOAa U
ocHuBay PemyOnmuke Kune 1911. romumne. OcHuBame HOBUX JpiKaBa
JIOHEJIO je CBE caMOo He MHp, IOIITO ¢y 00a mpocTopa yop3o Ouna 3axBahena
HOBMM cykoOMMa M Hemupuma. JeneHa JlumutpujeBuh ydecTBoBaja je
kao OonHuyapka y bankanckum paroBuma (1912-1913), a @enr Jyenhyn
je, ca cBoje cTpaHe, Omia aKTUBHA YYECHMLA JEMOHCTpalMja YeTBPTOT
Mmaja 1919.2 Tlocroju aHermoTa 0 TOME Ja je, HAKOH IITO HX je mpodecop
3aKJby4ao Ha YHUBEpP3HUTETY, pa30ouiia npo3op, 3axBajbyjyhu yemy cy oHa u
ocTaje CTyJeHTKUIbE ycrene a n3al)y Ha yiauily U NpUKJbyYe ce MpoTecTuMa
(Dooling, Torgeson, 1998: 103). O6e ayropke Beh y nBageceTum 00jaBibyjy
cBoja mpBa Jena. Jeirena JlumurpujeBMh TOKOM IeNIOr >KUBOTA IyTyje U
OIHUCYje KUBOTE JKEHA IIMPOM cBeTa, a ympina je 1945. ronune y beorpany.
@enr Jyenhyn je 1925. maructpupana Ha [lekuHIIKOM yHHBEp3UTETY, a
1932. rogune, y MOJTUTUYKN HECTAOMIIHUM BpEMEHHMa KoOja Cy MPEeTXOAMIIa
Kunecko-jamanckom pary (1937-1945), ortumna je y ®paniycky, rae je
3aBpIIMJIA JIOKTOPCKE CTyauje U3 KmukeBHOCTH. [lo moBpatky y Kuny
IpeaBaja je KHHECKY KEbHKEBHOCT Ha YHUBEP3UTETY U xkuBena y [llanaynry
(L17R) cBe mo cBoje cmptu 1974. ronune.

O0e cy y cBojuM Jenuma, y jeKy palama HallMOHAJIHOI HAECHTUTETA
U BEJIMKUX JPYLITBEHUX IIPOMEHA Y CBOJUM 3e€MJbaMa, y BpeMe U3HalIaXemha
HOBMX BHUJIOBAa MOJIEPHOCTH, JlaBaJle IJ1ac )keHama, 300T uera cy HepeTko Ouie
kputukoBaHe. Penr JyenhyH, 3ajeqHO ca ocTalMM CIMcaTesbUllaMa PaHor
nBajeceTor Beka y KuHu, Tpru KpUTHKe IPEeBAacXOAHO Of JIEBUYApa, KOjU ce
JIBaJIECETHX U TPUIECETUX TOJIMHA 3aJIaXKy 3@ AHTAKOBaHY, PEBOTYLIUOHAPHY

! Tlpernen »xuBota u aena Jenene J. Jlumurpujesuh nocrynan je y 6asu Kmuoicencilieo, Ha aapecu:
http://knjizenstvo.etf.bg.ac.rs/sr/autorke/jelena-j-dimitrijevic

2 lemoHcTpanuje 4. maja 1919. rogune n3dune cy y IlekuHry Kao peakimja Ha oiuyKy Bepcajckor
cniopazyma (1919) npema ko0joj cy Hemauke koHnecuje y lllanayrry npumnane Janany. TakBy oapenOy
KHHECKa jaBHOCT JOXKHBEJIa jé Kao MOHIKEHe M HOBM OOJIMK HMMIIEPHjaIMCTHYKOT MOTYHIHaBarha.
CryzeHTH, KojuMa cy ce yOp30 NPUKJbYUYHIIN PAJHHUIM U IIUPOKEe HAPOIHE Mace, U3alLIHN Cy Ha YIHLE
y 3HaK MPOTECTa, YMUME je TIOKPEHYT CHAKaH Talac aHTHUMIIEPUjaIUCTHYKOT PACTIONOXKEHa U YjeIHO
obenesxxeHo Oyheme MonepHe HaIlOHATHE CBECTH. Y IIMPEM CMHCIY, OBaj fnoralhaj mpeicTaBibao je
kyamuHanujy Iokpera 3a Hoy kyntypy (H1 3 ALIZZ))), sanoueror 1915. roaune, Koju je IPOMOBHCA0
njieje MoAepHu3aluje, 1eMOKpaTuje, Hayke U 3aroBapao OTBapame NpeMa 3arnaaHuM uaejama. [lokper
je MMao JaJeKoCeXHEe MOCIEAUIe HE CaMO Ha JPYIITBEHO-TIOJIUTUYKOM, Beh M Ha KynTypHOM H
KEIDKEBHOM IUTaHy. 300T CHAXHOT OJfjeKa, YIpaBO CE JAEMOHCTpAIlHjeé YETBPTOT Maja y3UMajy Kao
ofesexkje LENOKYIHOT IPOIIECa, T1a CE YUTAB MOKPET HEPETKO HazuBa [lokperom uerpror maja (F1./4
iza)).
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KIIKEBHOCT. Y 00pOU 3a MOJIEpPHU3ALIN]Y 3€MJbE U IPYIITBA, TEME U JIUKOBU
KOje Cy MYIIKH ayTOpW MpPEIACTaBUIM Kao BEIHYamhe HHIUBUAYATHOCTH
y oumMa renepanuje I[lokpera yeTBpTOr Maja OWiIM Cy HpPOTPECHBHH,
JIOK Cy WCTH JIMKOBH KOJI KEHCKHX ayTOPKH OWJIH, cMaTrpayio ce, IpeBHuIle
CEHTHMEHTAIHU U eMoTuBHU.? [Topet Tora, HaKOH MITpajkoBa U Hepeaa 1925.
TOJIMHE, KIMKEBHOCT je MocTaja jeJuHH MpocTop Oopbe U crora cy 4ecto
Ha METU KPUTHKE OMjia CBa OHA Jiesla Koja HHCY, IPeMa IBHUXOBOM MUIIBEILY,
BEpHO OJCIMKaBajla JIPYLITBO W XUBOT nomiadeHe kiace. Kox Jenene
JumurpujeBuh cutyaryja jecte Omiia YHEKOJIHMKO Apyraddja, mpe cBera 300r
YUH-CHUIIE Ja j€ BeH poMaH o0jaBmiia Cpricka KibMKEBHA 3aJpyTa, ajld HU TO
]OJ HHj€ MHOTO ITOMOTJIO J1a TI0OH]je Behy MaXKiky UCTOpHUYapa KEbMKEBHOCTH. Y
3eMJbH je Y TO BpeMe MocTojaa cTpyja, ciinyHa oHoj y Kunu, koja ce 3anarana
3a MaTpUOTCKE TeMe U ocehaj KoJIEeKTUBHE OATOBOPHOCTH MHUCHA. 3aHUMAbE
Jenene lumutpujeBuh 3a xxene, u To TypKkumbe, y TAKBOM BpeMEHY OUE€KHBAaHO
je Haunwio Ha ornop.* Bnagumup BorikoBuh To cymupa y cBOM MOroBopy 3a
neno Iucma uz Conyna Jenene JlumutpujeBuh, kaia Kake J1a je OHaA MOYWHUATIA
,»HEKOJTMKO I'peIlIaka Koje CpIicKa HCTOPH]ja KEbMKEBHOCTH HUKAJI HHj€ MOTJIa 1a
joj onpoctu. [IpBo, Ouna je xeHa; Ipyro, joi rope, Ouna je GeMUHUCTKUbA; U
Haj3a/1, BEpOBATHO IO by HAjTOPE OJ1 CBEra, T'ajuiia je CUMIIAaTH]e U pa3yMeBambe
nmpema cBety Mmycinumanckor xapema“ (Boskovié, 2008: 116). Y tom cmucty
cy, kaxo nena Jenene umutpujeuh, Tako u nena @enr Jyenhyn, 6nna puhena
Kao ,,MeKa‘“, , KeHCKa", ,,CCHTUMEHTAIHA" (M CaMHM TUM Mambe BPEIHA), CaMO
300T YMELEHULIE [ CY Y BEJIMKUM MOJICPHUCTUYKHUM IIOAyXBaTHMa ITOKYyI1aBajie
J1a IOLMpajy MO3ULK]Jy U UCKYCTBO keHe. Ha ToM Tpary cy u KapakTepuCTUYHU
ynpaso poman Hoge (1912) Jenene J. [lumutpujesuh u npuue ,,Pa3npajame
(B4, 1923) u ,,Hakon pasnsajama‘ (FEZELLJE, 1923) ®enr Jyenhyn, koje
heMo y 0BOM TeKCTy aHAJIM3UPATH.

2. Kencku JuKoBU HA packpuihy moxepHu3anuje

[Ipe Hero mTo npehemMo Ha aHATM3E OBUX JIe)Ia U BbUXOBHX JYHAKHIbA,
KOPHCHO je OCBPHYTH C€ Ha MHUCA0 KOjy je y MPEATrOoBOPY 3a CBOjy 30HPKY
Toxnuy ("W, 1923), m3neo Jly Cjyn (&)

3 O peuentuju @enr Jyenhyn sume y: Feng: 2004. O mos10%ajy crimcaresbuila i lHXOBHX JI€lla HAKOH
IToxpera 4eTBPTOTr Maja, O T3B. ,,Kpajy KEHCKE KEMKEBHOCTH, Kako je OHa Ha3uBa, BUAeTH y Larson:
1988. Ona ykpaTko Jaje IpHKa3 )eHCKe KEbIKEBHOCTH U Be3e U3Mel)y yKeHa 1 KIbIIKeBHOCTH, a OHJIa ce
(oxycupa Ha nonoxaj bunr Cun (VK/0») u Juur Jlunar (1 3) kao ,,penpe3eHTaTHBHUX" CHMCATE/bUIA
Te reHeparje.

4 Buliie 0 TOMe, Ka0 U TEHEPAIHO O OJHOCY MCTOpHYapa IpemMa MOJAEPHUCTKHI-AMA, BUIAETH Y KEbU3U
Marpanene Kox, ...xag cazpemo kao xynitiypa, Cilieapanrauiitico cpickux ciucatmiebuyd Ha UoveiiKy
XX 6exa (kanon-scanp-pog), beorpan, Cnyx6enu rmacuuk, 2012, 98—123.
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3amMucinu jeqHy reo3neHy Kyhy 0e3 ujeqHor mpo30pa U MajiTeHe HeYHUILITHBY.
VY B0j YBPCTUM CHOM cIlaBa TOMUJIA Jbynu Koja he ce yop3o yrymuTu. Ho,
nowmro he ymperu y cHy, Hehe oceTutu HukakaB 0oi. E cax, ako BukHemn
W3 CBEr miaca ma npoOyauIll HEKOJHKO HUX KOjH MMajy JIaKIIM caH, Aa
aM MHCIHMII Aa Ou TUM HecpehHuIMMa y4uHHO JOOpO THME LITO OM MM
JI03BOJIMO Ja TaTe 300T CBECTH O HEYMHTHOCTH npezctojehe um cmptu?’

Oga HanetocT u3Mel)y cBecT 0 HeMOhU M kKeJbe 3a JeTT0BABEM, KOjY
Jly Cjyn obnukyje kpo3 meradopy rBosfeHe kyhe, mpumerHa je koj obe
Hallle jyHaKuibe, U BHJIeheMo y K0joj MepH je Oarl Taj MOMEHAT HaleTOCTH
3HauajaH y mHUXoBuUM xuBotuMma. Kao Jly CjyHoBu ,HecpehHuuu®, u one
cy OymHe, anu 3aro OOJIHO CBECHE COICTBEHOT 3aroueHHMINTBAa. Kao mTo
cMo Beh pewin, o6a nena najy mac KeHama y TEIIKUM BPEMEHHMa: C
jenHe crpaHe BUAMMO Typkumby youn MiasoTypcke peBoidyliHje, a ¢ Apyre
Kuneckumwy y nocraunactuukoj Kunu. [IpBa cnuunocT oriena ce ynpaso y
OKpYXXemHMa ITPOTAarOHUCTKHA, a TO Cy MaTpHjapxaiHa APYIITBA Y POIECY
MOJICpHHU3AII1je, OIHOCHO Yy jeKy BEJIMKHUX APYUITBEHUX, EKOHOMCKHX H
MOJUTUYKUX POMEHA.

IIpemna poman Hose omucyje xuBoT Typkuma youn MiagoTypcke
peBoITyIHje, HeHTpasIHu 1eo0 (hadyne ynHM JbyOaBHa puya. [ 1aBHA jyHaKUba,
Emup-®arma, jomr y IeTHHBCTBY, 300T ,,cyjeTe” CBOr oll@a — KOjH, HAKO
npesupe EBpomy, HHCHCTHpa Ha TOME Jla HeroBa hepka caBiajga eBpOICKe
je3uke — nobuja eBporcke yuutesbuie. Ha taj HaunH, Beh Ha caMOM MOUeTKy
KHMBOTA OHA je mojesbeHa u3Mely aBe KyaType: cia000aHor (Kako ra 6ap oHa
JOKMBJbaBa) 3amazaa u 3arBopeHor Vctoka. Y3 cBe 1o, mopen cebe uMa u
TeTKy Apud (Apud-rtejse), ,,ipoOyheny* sxkeHy Koja ce 6opu 3a ,,ocnodolheme
xapema®. 3aHeTa TaKBUM YTHUIlajUMa, OHA TOJMKO Xyau 3a [lapusom nma ce
3aJby0JbYj€ y CBOj€ YUUTEJBHIIC U YaK ,,Camballle UyJHOBATE CHOBE: /14 j€ YOBEK,
MyX T€ B0j MuIie cTpankume™ (Jumutpujesuh, 2012: 12). Yekopo, kana je
JeIaH YOBEK ,,eBPOICKH " MO3PaBH JIOK CTOjH Ha OAJKOHY, OHA CE MPBU IMyT
3a5py0Jbyje y MyIkapua. MHade, cBaku je cycper usmely mymkapua u xeHe
y BEHOj KyITypu HemMoryh, 1a U He TOBOPUMO O OHUII0O KaKBOM ,,eBPOIICKOM
no3npasibamwy*, jep ce Typkume ynajy ,,no cauuu®. Taksa ynaja mperuia
je n ®darMu, anu OHa, MAKO TEIIKO, YCIeBa Jla pacKHHE Ty Bepualy U yaa
ce, M0 CBOjoj BOJbH, 3a [lemama. HakoH KpaTKoTpajHOT IepuoAa JAWBHOT
3ajeAHUYKOT )KMBOTA JBOj€ MJIaIUX OMYUEEHUX ,,eBPOTICKMM BpeIHOCTUMA,
darma otkpuBa 12 je [leman, koju 10 Taja roBopu ca HOM Ha (PPaHILyCKOM

5 OBaj uuTar je ca KuHECKor mnpesena Mupjana Ilaeiosuh y cBom pany ,,Kpuruka tpagumuje y Jly
CjynoBom ’JlHeBHHKY jemnor nmynaka’ (I[TaBmosuh, 2019: 536). Ha cprickom je3uky oOjaBibeHa je U
nesokymnHa 36upka 1977. ronune, y npesony I[letpa hypuwuje, mocpento, ca eHrieckor je3uka. Hacinos
30HMpKe MPEBEJIeH je, CXOAHO M3/Iamby Ha EHIIECKOM, Kao [1o3us na opyoicje.
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Y KeJM 4Yak Ja u3ale ca ’hOoM HaroJbe, 3alpaBo MPOIAaau CTYACHT U JICYCHH
ankoxonuyap. Ilocie pa3Boga u aymeBHOr HemHupa 000je MIIAJANUX, OHU CY
WIaK pemeHu aa Oymy 3ajeJHO U TO, HU Mame HH Bulle, O0exxehn y EBporry,
rae [leman HacTaBsba CBOje peTxoaHO 3anmouere ctyauje. Onnazak y [apwus,
Mel)yTuM, He HCIIOCTaBJba C€ Ka0 OCTBAPEHC OHOT JYyro OYCKHUBAHOI CHA,
jep darma cxBara na oHa EBponu He mpunana, ¥ 1a TaMo HUKal Hehe OuTH
npuxBahena. Pazouapana u y [lapus u y [lemana, ona ymupe ox ry0epkysose,
aJIM TIpe Tora yCIreBa Jia momiake CBojy hepky Hazan ,,0Iy", ca MoIOoM ja je
BacIHTaBa M 00pasyje TpaauIMOHATHO.

3HatHO Kpahe geno, mpuroBeTka ,,Pa3aBajame’ cacToju ce o micma,
yyja je ayropka Haunxya, nmkosoBaHa JIeBojKa Koja ce, Kako ca3HajeMo, BpaTuia
kyhu 1a BUJIU CBOjYy MajKy, KOjy HHUj€ BUJIENA O] TOUeTKa [IKoIoBama. JKenehu
7la je TI0 CBaKy ILIeHy ,,Ja“ y Beh yroBopeHu Opak, Majka je Ap»KH 3aTBOPEHY Y
cobu. Hamxya ce, ¢ 1pyre cTpaHe, TOKOM IIKOJIOBamba 3aJbyOnia v, Ha Tpary
3amaiHuX JbyOaBHUX POMaHa Ha KOje Ce BHILE ITyTa Y IICMY IT03UBa, YBPCTO
Bepyje aa he jaunHa muxoBe JbyOaBu unak modeautu. Kama joj pohanu mohy
y MOCETy (M TOM MPUJIMKOM JOType MaJjo manupa u ojioBke), npumehyjy na je
JI0CTa CMpIIaa, IITO MOTBPhyje IeHEe PeUH Ja je CIPEeMHa J1a )KPTBY]€ )KUBOT,
anu "He U cnodoxay Boske (Feng, 1998: 4). Jenuna mena Temikoha je y Tome mro
he, Mo kuHECKOM 00MYajy, OUTH caxpameHa y TPOOHHIIN TOPOTUIIE 32 KOjY je
npenasuheno aa ce yna. Kako yckopo cxBara Ja je BeH4ame HEMHHOBHO, OHA
WIaK O/Tydyje Aa moderHe u cBoM ,,BosbeHoM , [lIu [leny, kaxxe ma je dyeka
,»Ca JIpyre CTpaHe 3ujia‘, YuMe Ce 3aBplliaBa lEHO MUCMO.

CAMYHOCT HAIIMX TPOTArOHMCTKHIbA TOJNHMKA je Ja CE MOXKEMO
3aMUTaTy Jla M nucMo koje nume Hamxya moxe na Oyne M nmucMo Koje Ou
®arma Hanmcana [lemany npe muxosor oanacka y I[lapus. [Topen Tora, nako
y OBOj IIpuuu He BUauMO jaa i ¢y Hauxya u lllu [len Hanmocietky ycnenu
7a TO0ETHY, MOXXEMO C€ OCHOBAaHO YNHUTATH Ja JIM OM W OHHM YTOYHIITE
cBoje Jby0OaBu npoHanu y EBporu. Pa3pememe Hamie quieMe J0HOCH HaM
npuroBeTka ,,HakoH pa3iBajama‘, Koja IpecTaB/ba HACTABaK IPBE MpUYC.
Osora nyrta uutamo rmac Hauxyune cectpe u Beh Ha moueTky ca3zHajeMo
na je Hamxya m3Bpmmmia camoyOucTBO. Y OBOM Jieny, Takohe, IEeHTpaHu
MOMEHAT 3ay3MMa IMUCMO, KOje OBOra IyTa aJpecupa Majid, a Koje HheHa
cecTpa mpoHanasu Ha kpeeTy. Haume, Hanxya oBom npuiinkom npusHaje aa
j€ \eHa ,,liofieJbeHoCcT n3Mely jbybaBu mpeMa BOJHEHOM U JbyOaBU Ipema
MajIi OMiia TOJIMKO OTPOMHA Jia je MOCTalla HEMOAHONIbUBA. Y MOCICIHBIM
TPEHYyLIMMa JKMBOTA, JIOK C€ Y COOM O] K€ OMpallTa nopoaua, 10 be A0J1a31
[Iu [len xoju, ,,y TOM TPEHYTKY HHj€ MHOTO Ti1akao. CaMo je HammIao HemTo
y pyKaBy, cTaBHO TO y ycTa u nporytao“ (Feng, 1998: 38).

Kipydna mapasnena n3Mel)y oBa /iBa jiefna oriieia ce yrpaBo y A0AUpY,
KOHTAaKTy jyHaKumba ca EBponom, a Taj KOHTaKT OCTBApHO C€ MPEKO HEKOT

132



BUJIa BacTIUTama Win oopazosama. Mako darma Huje popmaiHo oOpa3oBaHa,
nonyT Hauxya, oHa je unak koj kyhe nmana yuntesbuie, 1 To EBpornsbanke,
MIPEKO KOjUX je Ha HEKM HAYWH MMaJla MPHUIIUKE J1a C€ YIO3HA ca €BPOIICKUM
TpagunMjamMa. BUTHO je youuTH TO IITO 00pa3oBame CIYXKH HCKIBYYHBO
,00JbEM MHpa3y™, TOK ce He O4eKyje Jla OMJI0 Koja O JyHaKHHa HACTaBU
cBOj mpodecuonannu pas3Boj. OHe U Aajbe 0CTajy 3apobJbeHE Y CTPYKTypHU
TpaaUIMOHAIHUX MONhHM, y K0jOj UM 00pa3oBame HE JIOHOCH ci1obony, Beh
caMo CBECT O COICTBEHOM poncTBy. OHe cy ce, 1akje, Y CBOjUM I'BO3JEHUM
kyhama npoOynune, anu HUCY y MOTyhHOCTH Jla CBOj IMOJIOXKa] Y APYIITBY
IIPOMEHE.

ITopen Tora, obGe neBojke cy 3arBopeHe. daTma *KHUBH y MHCTHUTY-
[IMOHAIM30BaHO] M3omauuju (y Xapemy), Koja je Hacraja Kao pe3yaTar
KYJATYPHO-PEITUTHJCKOT, TpaJulMOHaNIHOr moperka. C japyre crTpaHe,
3atBopeHocT Haumxye jecre ¢usuuka, pe3ynTar HEKOr BHJa KazHE: Majka
je ,,IpuMopaHa‘ 1a je 3aTBOpH Kako OM morna na je yaa. Mako 3aroueHocT
Hauxye Huje MHCTUTYLIMOHAJIHA Y OHOM CMHUCIY y KoM je To darmuHa, U
Hallla KUHEeCKa JyHaKWba HaJla3|u ce y TAKBOM JPYIITBEHOM KOHTEKCTY KOjU
Ty 3aTBOPEHOCT ToJIepHIle, 4ak 1 oxpadpyje. Coba, nakie, HIje XapeM, aju je
pe3ynTaT ucTe CTPYKType — aTpujapxajiHe KOHTPOJIE )KEHCKOT Tela U n3bopa.
VY ToM cMHCITy 3aTO4EHOCT je MeTadopa HEeTOKYTHOT KEHCKOT M0JI0XkKaja.

YTounite cnobomae 3a KojoM 00€ jyHaKuEe JKyAe orieaa ce y
EBponn. Kao ®darma, tako u Hamxya, 3aTBOpeHe, *Kyae 3a 3amaioM, Tj.
3amaJiHAM cucTeMoM BpenHoctu. To je, omer, youwsuBHje koj dartme,
KOja JIOCJIOBHO MJeanu3yje 3amaj U Koja je TOJUKO omuumeHa [lapuzom,
(GpaHIlyCKUM je3UKOM U (paHIyCKOM KIbMD)KEBHOIINY J1a ce 3abyOJbyje y
cBoje yuutespuue EBporsbanke. Kog Hanxye HemamMo Tako €KCIUIMLUTHY
3asbyOJpeHOCT y 3amaj, ald ce OHa 4ecTO IO03MBa Ha 3arajHe JbyOaBHE
pOMaHe WJIM TeHEePaTHO 3aMajHe KibHKEBHUKE Y KOJUMa BUIH OTEJIOTBOPEHE
uneana ciobogHe JspyOaBu. Ona nurtupa [erea (Johann Wolfgang von
Goethe), UpBunra (Washington Irving), [llekcninpa (William Shakespeare),
nomumbe Toncroja (Jlee HuxomaeBnu Tomnctoit) m M63ena (Henrik Ibsen),
aJli HE CTIOMUIbE HUJEIHOT KMHECKOT KIMKEBHHMKA MU KEbMKEBHHULLY. Tako
BUIMMO J1a OHA JKUBU y OKBHPY 3allaJIHOT MHCAOHOT YHUBEp3yMa, jep 0K
KPHUBH CBOjY TPaaulIM]y, KOPUCTH 3alajIHy JIa je MOKake Kao ujaeai caodoze.
CBe panmoHaIHO, KyATYPHO, JaKiie, 10ja3u ca 3amnaja.

3amaa, kKao uaean, cuMmMOoiu3yje 3a  jyHakume OopOy 3a
c10001Hy Jby0OaB, OJHOCHO MpaBO Ha camMocTaidHu u300p maptHepa. Obe
MIPOTArOHUCTKHELE CBOjY MOTIAYEHOCT OCBElINyjy HAPOUUTO OHOT TPEHYTKa
Kajla Cy Ha Mpary yziaje y yroBopeHe OpakoBe Koje He kene. Y CKIamy ca
TPATULM]OM, Y 00€ KyATYpe POAUTEIBH OIUIydyjy O M300py CyNpy>KHHKa,
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ITO, y b UXOBUM OYMMa, HUj€ clly4yaj Ha 3anany (Mako u Tetka Apud jennom
npuiaukoM Harmamasa ParmMu ga HE y EBponm cuTyanuja HUje TOJMKO
0ajkoBHMTa KaKBOM je OHa 3amuIlLba, PaTtma TO onbuja Jga mpuxsaru). Y
He3amnaJHuM JIPYIITBUMA j€, Y TOKY IMOKpeTa 32 eMaHIUIaIujy *eHa, oopoa
MPOTUB YTOBOPEHUX OpakoBa, a y KOPHUCT clI0OOAHOT M300pa mapTHepa,
Ouia M3pa3uTo peBOoNyIMOHapHa cTBap. Tako y KuHM HacTaje 1eo muKiIyc
JyHaKHba (11 1 MHOTO JK€Ha Y CTBaPHOM JKMBOTY) KOj€ Cy Ha3BaHe ,,KHHECKe
Hope®. Hanme, 3a paznuky ox M63eHOBE paMe y K0joj KEeHA HAIYIITa MYyXa
jep je oHa ,Ipe CBera 4oBEK™, OBIC MMaMO NPOTArOHHCTKHILE, Ma YaK H
MMPOTArOHKCTE, KOjU HAIYIITA]y CBOje ponuTesbe y 00pou 3a crmodbomxan uzdbop
napTHepa, packuajyhu ca TyroBeKOBHOM KOH(DYITMjaHCKOM Tpaauiidjom. Ha
TOM Tpary, u @arma ce y MOoTIyHOCTH YKJIana y ciuKy kunecke Hope — wak
uMa U Kpaj KOju oJroBapa TakBoj ¢palbynu — oHa O€KH O]l CBOJUX POAMTEIhA Y
XKeJbH Ja ce yaa mo cBoM Haxohewy. C apyre crpaHe, aa Jid HaMm Kpaj DeHr
Jyenhynune npude no3BospaBa aa u Hamxyy tako mmenyjemo? To murame
0CTaje OTBOPEHO, a JEIMHO IITO MOXEMO JIa KOHCTATyjeMO, U JIa C€ TI0 TOM
nutamy cinoxumo ca @enr bun (Feng Jin), koja Hanxyy unak npuxsara
kao kuHecky Hopy, jecTe To ja Hamia criucaresbulla, 3a pa3iuKy Of BEeHHX
CaBpPEMEHHKa, ,,HHje HaIIalllaBaia peBOIYIHOHAPHU 3HAYa] OJUTaCKa KHHECKE
Hope u3 marpujapxanne mopoaMiie. YMECTO TOra, y CpPEAMIITE 3ariera
CTaBJba yOOKY MaTlky KOjy jyHaKWba TMPOXKUBJhABA Y TPEHYTKY pacKua ca
nopoauriom™ (Feng, 2004: 133). HajcHaxxHUjU OTHOP TPaJAMIHM]U KOJU OBIE
BHJIUMO CaJIpXaH je yrpaBo y 00pOu 3a ciio0o1aH n300p mapTHepa, U y TOM
CMHCITY MOKeMO TpuxBatuTh U Parmy u Hawmxyy, KOJUKO roj ce OHE He
o0a3upase Ha CBOj COIIMOEKOHOMCKH TOJIOXKAj, Ka0 HEKU BUJ ,,HOBE JKEHe".
VY TakBOM JpYyIITBY, Y TPEHYTKY HOTIYHE 3aTBOPEHOCTH M OJBOJEHOCTH, Ta
Hau3Ie] HaMBHA, HE Tako OWTHa 60pOa, MpeaCTaBIba IIABHU OOJUK TEXKHE
3a eNeMEeHTapHy CJI000my ¥ cCaMUM THM 3Ha4yajaH BHJ MPOTECTa MPOTHB
naTpujapxajHor ApymTBa. Y u300py KOjU BHMa HHjE JO3BOJHEH OIVIeaa Ce
HenocTarak cioboze. Tako Emup-®arma n Harxya He ocTajy acHBHE KPTBE
cucrema, Beh Boge 6opOy, ¥ TO BPJO OMJIYYHO, IITO CE OIiefa y pedynma
Hamuxye: ,,Teno u ’KUBOT MOTY J1a KPTBYjeM, aJld ClI000Iy BOJbE HE — O€3 me,
cMpT MH je npaxa“ (Feng, 1998: 4).

To Hucy cBe mapasene oux naena. [lopex Tora, Ha mpumep, U y
JETHOM M y IPYTOM CITy4ajy enucTonapHa opma 3ay3uma 3Ha4ajHO MECTO. Y
pomany Hoee micMa u THEBHHIIM UTPajy U3y3€THO BaXKHY YIIOTY, © JIOK je KOJI

¢ O Baxxnoctu Te hopme 3a poman Hoee rosopuia je Marnanena (Koh, 2012: 154-155). Hauwme, ona
Haramnasa Tpojaky QyHKIMjy mucma y pomany: (1) mucma mpeacTaBibajy elIeMEHT KOjH ITOMake Ja
ce pajma pa3BHje WM Nak yop3a; (2) mojeanHa cy mucMa 3ampaBo JIMPCKa UCIIOBECT o Jbybasw; (3)
TojeIMHa MICMa MMajy M3pa3uTo MyOnMunucTHuKo-ecejuctuuka obenexja (Koh 2012: 155). ,Tume
nmicMa 100ujajy y TeKCTy HapOYUT CTaTyc, ajld y UCTO BpeMe OCTajy M3BaH IVIAaBHOT TOKAa Hapaiuje,
yiHehH WIMaK CacTaBHU CJIEMEHT Ma)XJbUBO OCMUIIJbEHE CTPYKType poMana™ (McTo).
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@eHr ,,0CHOBHA® MPUYA Yy IEIOCTH Ca3aHa O]l MHCMa KOje JyHAKHba THIIIe
CBOM BOJbEHOM, a U Yy HACTaBKy npuue, y npuau Haxkowx pasgeajarea, CTOXKEP
MIPUIOBETKE MIPECTaBba HeHO TUCMO MajIlH.

CBe y cBeMy, 11eJ1a OBa CIIO)KEHA IIpUYa JOBOJIU 10 YHYTapH-ET packoia
KOjH C€ OJIBMja KOJ HAIINX MPOTarOHUCTKHbA. Mlako Hau3Ien y moTmyHOCTH
MIPUXBATHUBIIH ,,3aMaIHA" UICHTUTET, OHE CXBaTajy Jla ce y HhUMa 3alpaBo
Oope /1Be cTpaHe, /1a ce y ’huMa Boau 6opOa 1Bajy cBeToBa KOju, Kako yOp30
CXBaTajy, HE MOTY MOCTOjaTH CUMyATaHO. TakBa yHyTapma MOAECJHEHOCT
BOJIM HAaC Ka TEOPHUJCKUM KOHIIENITUMA XUOPHIHUX HICHTUTETa U AyOOKe
TpaHcrpecHje, kojuma hemo ce MOCBETUTH y HACTaBKY.

3. Teopujcku acnekTH: XUOPUIAHU UAEHTUTETH, Ty0OKa
TPAHCIPecHja U HHTEPCEKIIUOHATHOCT

Hajnpe hemo nena ananusuparu momohy nojMa XUOpUIHUX UIACHTH-
TeTa, Koju pa3Buja Xomu baba (Homi Bhabha) y cBom nmeny Cmewsinarse
kyniype u3 1994. ronune. [lozajMuBIIM TEPMHH U3 XOPTUKYITYpE, OH
MOKYyIIaBa pedjy ,,XHOpHua* (Kao jeAMHKE HAacTaje yKPIITamheM Pa3IHuuTHX
BpCcTa) Ja 00jacHU WJICHTUTET KOjU ce dopMupa y moaupy kyiarypa. babda
OBHM IIOJMOM JIOBOAM y TNHTame npuxBahieHy OWHApHOCT KOJOHHjaJHOT
cucTeMa — KOJOHHU3aTopa M KOJIOHM30BAaHOI — W yKaszyje Ha OHa ,.MecTa
mmehy“. OH ce, Tako, HE MOXE ,,y TOTIYHOCTH CIOXKUTH ca DaHOHOM
(Frantz Fanon) na nmcuxwuku u300p jecTe ‘WiM moctatu 0eo Wi HecTaTH .
[Tocroju u amOuBanenTauju, Tpehu n360p* (Baba, 2004: 222). [TomTo Tako
KOHCTPYHCAH HJICHTHTET HE MOKe J1a Oy/ie HU BepHa KOIIWja, ajli HY MOTITyHa
JPYTOCT, OH Ta Ha3uBa XHOpUIHOMINY.

baba xubpunHocT neduHMIIE Kao ,,IPEBPETHOBAIE IPETIIOCTABKE
KOJIOHHjaJTHOT MJICHTHUTETA IyTeM MOHABJbakha JUCKPUMUHATOPHUX yUMHAKA
uaeatuteta” (Baba, 2004: 209). [Ipyrum peunMa, KoJIOHHjaaHa MOh cTaiHO
MIPOM3BOAM WACHTHTETE, M KaJa ce OHM IOHOBE, TO c€ yBek jnoraha ca
M3BECHUM HMCKPHBJBEHEM, YHME C€ PAa30TKPHBA TO Jla OHH HUCY TPUPOTHH,
Beh koHCcTpyncanu. KoJoHH30BaHM MOXKE HETPECTaHO TEXHUTH Aa Oylae Kao
KOJIOHHM3ATOp, ajli Y TOME HHKaJa He yCIieBa y MoTimyHocTH. Mnak, ynpaso y
TOj ,,HEMOTITYHO] KOITHjU** OTBapa ce MpOoCTOp CyOBEep3Hje, MPOCTOP MOAPHBAHA
ayTOpHUTETa KOjH ,,Ilorie] TucKpuMuHucaHor okpehy ka oky mohu* (Mcro).
Kononnjanna moh mokyimasa 1a JUCHUIUTAHYjE, alli KICTOBPEMEHO HEXOTHIIE
MIPOM3BO/IM HOBE HJICHTUTETE KOjH jOj U3MUIY ¥ MOTY C€ OKPEHYTH IPOTHB Hhe.

XuOpuIHU UACHTUTET HUjE, JAaKJIe, YUCTO ,,Melame’ KyiaTypa, Beh
MIPOCTOP CTBaparma HOBOT 3HA4Y€Ha M MOTEHIHUjAIHOT oTropa. baba ra Buan
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Kao Tpehu mpocTop, MPOCTOp CyOBEP3UBHOT MOTEHIIMjalla, Y KOjeM Ce MOXe
POAMUTH OTIIOP JTOMHUHAHTHUM KOJOHHjaJHUM HapatusuMma. Crora, y ,.chepu
M0jeIMHAYHUX MJECHTUTETa M TOjeJUHAYHUX €r3UCTEeHIIMja, OBaj Iojam,
HaIpOTUB, MOKE JIOBECTH J0 MPUXBATIFUBOT, MOJHOIIJBHUBOT, a Y M0jeTUHUM
CllyyajeBUMa  KpPEaTWBHOT, IMOJCTHULAJHOL,  JAMJaJIOUIKOT, JIBOIJIACHOT,
JMHAMUYHOT, JELEeHTpUpaHor, (uIyuaHOr W mpoxumajyher camocrojama
pasnmuuutux Kynrypa*“ (Becanovi¢ Nikoli¢, 2011: 152).

ITojam xoju heMO KOPUCTHTH J1a YHOTIYHHMO aHAJIU3y OBUX JIMKOBA
jecre nojam 1y0oKe TpaHCTpecH]je, yBeJeH y KibH3H [Ipaso cynya: gpyiauuju
mogepruzmu (2015) busbane JlojunHoBuh, a OCEOHO y KOHTEKCTY Jeia
Jenene JlumurtpujeBuh ananusupano y pafuy ,,[ypcku Ha hupumuiu: 1yooka
TpaHncrpecuja y neny Jenene JumurpujeBuh® (Turkish in Cyrillic: Deep
Transgression in Jelena Dimitrijevic’s Writing). Jlyboka TpaHcrpecuja
O3Ha4aBa CUTYyallH]y Yy KOjOj JIMK, FpyIa JUKOBa WM IeJOKyITHA KYJITypa, He
MoOTy OWTH CBPCTaHU Y Je[IHY jacHO AieuHuCcaHy KaTteropujy. OHU Cy 1€0 BUILIE
UACHTUTETCKUX OKBUPA HCTOBPEMEHO, 300T uera Cy MapruHaIM30BaHN Y CBUM
KOHTEKCTHMA KOjuMa MPUIaajy, ITO UX YUHHU ,,ayTcajaepuma‘ ([lojunnosuh,
2015: 79). OBa mnosunuja WX YECTO MPUMOpaBa Ha TmpuiarohaBame
MOJTUTUYIKUM, €TUYKHM WM €THUYKHM HOpMaMa Koje JJOMHHAHTHO JPYIITBO
Hamehe — mro Hajuenthe HUje ocTBapuBO. Pazior nexu y ToMe MTo, yMecTo
WHAMBUIyaHE NpPOMeHe, Ny0oKa TpaHCrpecuja 3axTeBa TpaHchopMmariujy
LIEJIOKYITHOT JIPYLITBA, KOje HE yclieBa Ja NpuxXBaTH ,Japyrauuje”. OHa je
,YTOIIM]JCKU TIpOjeKaT KOju cTBapa KOH(UIMKT Ha KoMme ce Oaszupa 3aruier
(Mcro). Bynyhu Temko pemus, Taj 3arieT ce 3aBpiiaBa Hajuenrhe HecpehHuM
ucxoznoM. TepMuH mak uma U Te Kako Be3e ca cTBapHourhy. YrnpaBo Jenena
JumutpujeBuh, kao u @enr Jyenhyn, onucyjy mpoiece MoJepHHU3aIN]je KOjU
Cy C€ OJIBHjaJIH JTAJIEKO O OHOTA IIITO CE Ha3WMBa INTABHIM TOKOM MOJECPHH3MA.

Jlok mojaM XuOpUIHOCTH MOKA3yje KaKo ce UISHTUTETH Ipajie, 1yooka
TpaHCIpecHja MOKa3yje KOJUKO APYILITBO HHUjE CIIPEMHO J1a TAaKaB UACHTUTET
npuxBatu. Jpyrum pedrMa, KOPUCTUMO KOHLENT XHOPHIHOT HAECHTUTETa
Jla OCBETIMMO TPOIIEC UCHTUTETCKE KOHCTPYKITH]E JIBE]y JyYHAKHIba KOje Ce
HaJase pasarere n3Mmel)y TpaaAuInoHaTHUX K MOJEPHUX KYATYpHHUX oOpasara.
C npyre ctpane, 1a 6McMO MOKa3aJIH KaKo Te€ XUOPUIHE TO3UIIHM]e HUCY HYKHO
ocHaxyjyhe (6amr HarpoTHRB), OCIakaMo Cce Ha TojaM AyOOKe TpaHCTpecHje,
koju ynyhyje Ha HeMoryhHOCT BUX0OBE HHTETpalyje y APYyIITBO.

Kao nonmarnu anar kojum hemo mokasaTy MOJI0Kaj HAIIKUX jYHAKUIbA,
ocnoHnheMo ce HaKpaTKoO U Ha TEOpHjy MHTepceKUnoHamHocTu. Kumbepin
Kpenmo (Kimberlé Crenshaw) y cBoja nBa Tekcra, ,,Jlemaprunanuzamnmja
npeceka pace u nona“ (Demarginalazing the Intersection of Race and Sex,
1989) u ,,Manupame maprune: IHTEepCEeKIIMOHATHOCT, MOJIUTUKE UACHTUTETA
¥ Hacwbe Haja 000jeHuM >xeHama“ (Mapping the Margins: Intersectionality,
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Identity Politics, and Violence against Women of Color, 1991), pa3Buja oBaj
KOHLIENT Kako OM yKa3ajia Ha HAYMH Ha KOjU Ce pa3IMYUTH OOIHLH OllpecHje
(o, paca, Kj1aca, CEeKCyaIHOCT) Periuhy U He MOT'Y CBECTH jeIHU Ha JIpyTe.
HckycTBO moTiIaueHor, HauMe, HUje MPOoCT 30Up pa3IMYUTUX ONpecHja Koje
Tprnu. Tako MCKyCTBO LpHE keHe (Ha uujeM npumepy Kpenmo u pasBuja
CBOjy TEOpHjy) HHje 30Mp CeKCH3Ma M pacu3Ma. YMECTO TOra, pa3iuduTh
00Uy AMCKpUMHHALIMjE Tpekianajy ce u melycoOHO ycloxmaBajy, mna
TaKo CTBapajy KBAIUTATUBHO JIpyradrje UCKyCTBO KOje C€ Mopa carjie/aBaTh
ylnpaBo M3 Te Tauke npeceka. OHa je MHTEPCEKLUMOHATHOCT pa3BHJa Kao
aHAJMTUYKHY ajaT 3a pa3yMeBame UCKYCTBa MOjEANHIIA U TUME TE ClTydyajeBe
YYUHWIA ,,BUAJBUBUJUM  HAjTIpE UHCTUTYIIMOHAIHO, aJTH M Ha IIHPEM ILIaHy.’
Ta Teopuja HaM je KOPUCHA KaKO OMCMO NMPHUKA3aJIX BUILIECIIOJHY HOTJIAYE€HOCT
K0jOj Cy OmIie U3NoXKeHe KeHe Ha MapruHaMa MOAEPHOCTH.

4. ®arma u Hauxya: KOHCTPYKIHUja U CJIOM XHOPHUAHUX
HICHTUTETA

Y yemy ce omiena Hajupe XUOpPHIHOCT HamMX jyHakuma? Kao
,OPHjJEHTAJIKe yIO3HaTe ca 3alaJHUM BpPEAHOCTMMA W Tpalullfjama,
Kao hepke ,,TpaAMLIMOHATHUX MajKH, MajKl KOjeé 4yBajy U OTEJIOTBOPY]Y
,,ICTOUHY KyATYpY, aJIi YjeIHO U Kao hepke Koje 5Ky/e 3a MOJIEPHUM, HOBUM,
one Beh y ceOu HyxHO HOce xuOpumHOocT. Kog ®darMe je eKCIUIMIUTHUjE
IpUKa3aHa Kyama 3a EBpormoM, mTo je y oapeheHoj MepH, HapaBHO,
JI03BOJBCHO (POPMOM H JIy)KUHOM TeKCTa.® Y KOHAUHWIM UIAK BUAUMO 1a
o0e xyze 3a Tyhum cBeToM, KpUTUKYjyhH IPUTOM CBOjY, ,,JoMahy* KyaTypy.
Beh y npBoj peuennnu nucma Hauxya uzpuumro xaxe: ,,BosbeHu, Hucam Hu
MOMHUIIJbaJa J1a he Hall MaXxJbUBO OCMMIIJBEH IJIaH OCYJETUTH OBO Ha3aHO
npymtBo® (Feng, 1998: 3). Hasusajyhu cBojy KyaTypy ,,Ha3aJHOM™, OHa je
jacHO TpezAcTaB/ba Kao MpEenpeKy Ha IMyTy CBOJUX CHOBA M, jOII OWUTHH]E,
TUME TIOKa3yje Ja CBOje MeCTo He Moxke Hahu y TakBoj cpeaunu. darmy, ¢
Jpyre CTpaHe, YIO3HajeMo J0CTa ,,paHuje’ ¥ CaMUM THM CBEJOYMMO HEHO)]

7 Kumbepnn KpeHino ce KOHKpETHO 0GaBWiia MHCTHTYIMOHAIHHM Ipakcama Koje He MpPerno3Hajy
BUIIECJIOjHY NOTIAYEHOCT IpHUX XkeHa. Hajnpeje, y NpBOM TEeKCTY, KpUTHKOBAJIA aHTUIHCKPUMHHALIOHO
IPaBO 3aTO IUTO TPETHUPa PACHY M POJHY JMCKPUMMHALM]Y Kao [BE O/BOjEHE KaTeropuje, YuMe cy
Clly4ajeBH LIPHUX JKCHa OCTaJM HEBHIUbMBU. Y JPYroM TEKCTYy OHa HponyOsbyje CBOjy TEOpH]y,
1oka3yjyhu Kako ApyuITBo MpaBHUM, COLMjaTHUM WM EMUHUCTHYKUM npakcama (curypue kyhe) ne
yCIIeBa Jia 3aIUTUTH CBE JKEHE jep 3aHeMapyje pacHe, KJIacHe U YaK je3nuke Oapujepe Kao Ipernpeke Ha
TOM IIyTY.

§ AHanM3y OBOTI pOMaHa M3 MOCTKOJIOHMjAIHOT yIiia ypaamia je u 3opuna beuanosuh Hukonuh y ceom
TEKCTY ,,[lapamokcu XUOPUIHOCTH, OpHjeHTaIM3Ma (0anKaHu3Ma) U Cy0anTepHOCTH Yy poMmany Hose
Jenene JJumutpujesuh (2011).
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KyImu 32 EBporiom u nipe Hero je yno3Haina [lemana. Hauxya ce ogBojuiia on
MOPOMIIE U OTHIILIA HA IIKOJIOBALE, U HA Taj HAUMH Onia u GU3NYKH yaa/beHa
O] MaTpujapxajiHe KylIType Koja Jy je Mak uekana Jia ce BpaTH. 3axBasbyjyhu
cyjeTHoMm oity, @arma je ogpacrana nopen Typkume, ,,koja joj Tymaun Kopan
U TOBOPU O CBETOCTH 3arBopa’, U PpaHIyCKHIE, KOja jOj ,,4UTa poMaHe
u omnucyje yapu ciaobdoxne (Jumurpujesuh, 2012: 22). Tako je oHa jour Ha
MOYETKY >KMBOTA XKHBEJa MojieJbeHa u3Mel)y Be KyATypHe Tpaauliuje: OHa
xuBH y Typckoj, a cama o @paniyckoj. Mako ce 3aiby0sbyje y yuuTespulie,
cama fa he nahu ®paniy3a koju he roBOPUTH €HITIECKU M CBUPATH KIIABUD U
ca kojuM he nmo6ehu y EBporny. 3aHMMJIBUB je B€H pa3roBOp ca CeCTPOM:

— Mu cmo HoBe, a oHe cy EBporubanke, @pannyckume. Illta mu nmamo
asujarcko? Hu roBop, HU XasbHHE, YaK HU XO, YaK HU MOKpETE.

— Yak HM Mucin, 4ak HA ocehama, je i, Emup?

— W 10 He, 3aBpim rourha na omneT ceae y HaclOmady, 3arpiu ce ca CECTPOM
Ofl CTpHUIIAa M YHAECHILE, BPJIO THXO, jeIHY CEHTHMEHTAIHY M MOHOTOHY
TYpPCKy NECMHUIly, [1a C€ 3acMejallie IITO MEeBajy TYPCKH, U 3arajuiie Mo
urapy, y3Buile Majo BpaT u mnoyeme ¢ MHoro emonuje: “Come! O, come,
my life’s delight!“ (Mcto, 9-10).

VaeHTUTeT Koju ce KOJ HAIllMX JYHAKHHba CTBapa HE MOXKe Tako OUTH
HU ,,OpUTHHAJIAH", jep HACTaje MPEeKO YMHA TOHABJbAA, HUTH ,,MICHTHYAH",
jep ra oapehyje pasnuka (Baba, 2004: 202). ®aTtma Heku BHI 010alMBambHa
CBOje KyAType u3paxana Beh y Toj ,,ieBojauko]* da3u — cama Ja ce obnadu
u cpehyje xkao EBporubanka, a Mp3u CBE ILTO WHAYE ,,KPACH'* CTAPOTYPKUILE:
,,MIIQIeK Ha rpiy, enud nzmel)y oOpBa, cacraBibeHe 00pBe* (Jumurpujesun,
2012: 16). Nnave, Beh y cBeTiy HHMXOBOI BaCIHUTaBamba WM 00pa3oBamba,
OHOCHO OHOra INTO y IHUMa ceje KOopeH pacuena wusmely monepHor
U TPAAMLMOHAIHOL, BHUIMMO HUXOBY [JBOCTPYKY IOTIA4€HOCT: U Kao
KOJIOHHjaJIHOT/APYTOT, ¥ Kao KeHe y MaTpujapXajHOM JAPYLITBY, 300T yera je
yIpaBo Ba)KHA MHTEPCEKIIMOHATHOCT.

@darma u Hauxya, nakie, He NpHUCBajajy HEKH HIACHTUTET KOJU
»paspemiaBa TeH3ujy usMel)y nBajy kynrypa“ (Baba, 2004: 211). V wmuma
U Jajbe o0e MmocToje Hekako jacHo pasrpanHuuyeHo. Koxg Haumxye mmamo Ha
MOYETKY BMJJbUBHje H3paKeH MOKYIIa] ,,CKJIafa”, MOKyIIaj clajamba THX
pa3IMYUTHUX CBETOBA, WJIH ,,JIBOJHY JbY0aB*, kako DEHI TO OmHCYyje Yy OBOM
neny. JIok mperpuyaBa CBOM BOJHEHOM H-€H pa3roBOp ca CECTPOM, Koja He
pa3yMe 3aIlITo ce OHa BpaTHJia 1a BUJM MajKy HaKo je 3Haia mra he ce necuty,
OHa BPJIO jacHO Kaxe: ,,Bomum Tebe u, Takole, BOIUM U CBOJy MajKy, a CBaKa
Jby0aB Ha CBeTy je cBeTa, Omia To JbyOaB M3Mely MylIkapua M KeHe WIH
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Jpy0aB uzmely majke u gerera” (Feng, 1998: 4). IlpBy sby0aB oBIe BUIUMO
Kao OHaj ,,MOIEPHU" JIe0 e, a JPYry Kao OIMYEHE ,,TPaJUIMOHAIHOI,
U Te JIBe YBPCTE JbyOaBM J103BOJbABAJY HEHY (HaWBHY) Bepy y MoryhHoct
IUXOBOT carnocTojama. BpeaHo je ncrahu aa, 3a pa3nuky o ocTaliux npuya
TOT' MEpHOJIa KOje OMHCYjy ojla3ak ,.kuHecke Hope™ ox cBoje mopoamie, y
KOjMMa Ce Kao IJIJaBHU aHTAaroOHMCTA Hajuerrhe jaBsba MOpOAUIIA Ha YHjeM YeTy
je oran, @enr JyenhyH kao IaBHO OIMYEH-E TPAIUIIH]je 1aje ,,BOJbEHY MajKy .
TakaB nuk je, ycyauhemo ce aa Kaxemo, ,,JIOTOJHUJU 32 HEOMHUPJHUBU
Cyko0 Koju ce paha yHyTap jyHaKume.

Haunxya y ce6u MMa HEMHHOBHO ype3aHe oOWdYaje CBOje KYNIType.
becripekopHa MOCIyIIHOCT JeTeTa je BeoMa OWTHA OJUIMKAa KHHECKe
TpaaulMje, a yrpaBo TO BUAMMO kajaa ce Hauxya ynura na a1 61 oHa ,,Moria
Jla ce Ha30B€ YOBEKOM'* KajJa He OM MMaja HU TPYHKE JKeJbe Jla ce€ BpaTH U
Buau cBojy Majky (Feng, 1998: 4-5). C npyre cTpaHe, 10K TOBOPU O IbUXOBO]
POMaHTHUYHO]j JbyOaBH, OHA c€ I031Ba HA €BPOIICKE Jby0aBHE poMaHe, Ha Jage
mnagoi Bepitiepa, Tafa MUPOKO MO3HATOT ¥ 3HauajHor Jena y Kunu, momume
N63ena, Toncroja, nutupa Xamiera.

Kox ®arme Hemamo M3pa)keHO OHO IITO OMCMO MOINIM J1a Ha30BEMO
,»CKIIaJ", ,,cCaXKUBOT JIBejy KynTypa (Wiau 6ap *keJby 3a TAKO HEYMM) TOIUKO
jacHo kao kox Hamxye. OHa mpusHaje na ,,u3 H€ CBaKM 4ac IPOTOBOPU
Typkuma“, kaga kaxke a CBOI' My)Xa He O Bosena kaja Ou O6uo mamu, jep
KEJH J1a ra, ciayliajyhu ra, rieia y o4 ¢ HOAMTHYTOM IJIaBOM — TEK Taja Ou
0610 3amTUTHUK, Opanunal, Mmyx (Jumurpujesuh, 2012: 29). Oqmax norom
ce mpekopesa: ,,[la 3ap oBako MHCIM OHa KOja cama O PAaBHONPABHOCTHU
u3Mel)y Myxa ¥ skeHe?*, Te palMoHalu3yje CBoje ,,ucraje’ 1 3akjbyuyje jaa
Ce OYMIVIETHO HE MOXKE ,,pa30pUTH 3a JJaH OHO IUTO C€ 3UJajJ0 BEKOBMMA*
(Mcro). Tek y jeAHOM TPEHYTKY MOXKEMO Ja Ha3peMo HEIITO Ha Tpary Tor
CY’)KMBOTa JIBEJy KYITypa. Y TPEHYTKy MaTie, HaKOH IITO je MpexHuBena
CHa)kaH eMOTUBHHU 001, OHa 3adyje Ilac Myje3MHa ca MMHApeTa, 3arjadye u
OCETU C€ MYCIMMAaHKOM ,,i HajMambHM JaeiauheM cBoje aymie” u cxBara Ja
Cy HbEHY Bepy, OHY JIely, KOJOM je HEeHe Yy4uia, ,,M30Mauuii Hepa3syMHHU
(Mcro, 96). U Gam Tana, kaga ocsemhyje, Oynu, mpuxsaTa, 4yak BOJH CBO)
MYCIMMaHCKU UJGHTUTET, OHa ofMax notoM mutHupa lllexcnupose ctuxose.
VY Tome ce omiena JIENnoTa BeHOr ,,ABOCTPYKOT " HIEHTUTETA.

Hame mnpoTaroHMCTKMI-€ Ha Taj HAa4YMH IIOTKOMAaBajy OWHapHe
nojienie (MCTOYHO-3aMaHO, TPAAULMOHAIHO-MOIEPHO) U TOCTajy CyOjeKT
y Tperna3HoM, HecurypHoMm mpoctopy. Kao mrto je pedeno, mehytum, te
MO3HIIM]€ YIIPABO 300T CBOj€ HECUTYPHOCTH U ITPENa3HOCTHU Hy/le CyOBEp3UBHU
noreHnujai. To kog darme BUANMO y cienehum pedunma:
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Emup-®arma Oaum mornen ¢ HEKMM 4ygHHM ocehameMm y mposope ¢
peleTKaMa, ¥ pBH My T Y KHUBOTY: Kyha leHUX pOAnTEIba YUHHH jOj C€ Kao
xaricana. /.../ U ona he Ty, u3a TUX T'yCTHX pelleTaka U BHCOKOT 3uAa Aa
BeHe 0e3 cyHua u Bazayxa. OHa HeMa MpaBo Ha cyHLE W Bazayx! U yuuHm
jOj ce ma 1o caja TO HUKaJ HHje TIOMHCIWIA, Ma MOILITO ce BelUKa Karuja
OTBOpH, OHA MOTpUa, TYpHY cpeamy: xohe na mporectyje, na Buue (Mcro,
20).

N wnako ce ona ,,0yHu, anu npoTuB kora, To He 3Ha“ (Mcro, 21), TO
JecT, uako je mweH OyHT joIl yBeK HejacaH M 30ymyjyhu, oH ce y Ho0j HUIaK
paba. Ha kpajy kpajeBa, mpeBpaTHHUYKH, PYLIHIAYKH ITOTEHIMjall Orviesia ce
yIpaBo y lUX0BOj 00pOu 3a ci10001HY JbyOaB, Ka0 OCHOBHOM BHUYy OTIIOPA H,
Kao pe3yJsiTaT Tora, y ’bUXOBOj OMITYYHOCTH J1a U3 CBOj€ KYJITYPE OLY.

C npyre crpaHe, ynpKoC YMEEHUIM J1a HAM OBO 3a TPEHYTaK HYIH
NPUIIMKY, KPEAaTUBHOCT U JICTIOTY, y J€JMMa Cy Halle jYHAKUEE y CBOM
MOKyIIajy uaeHTH(uKanuje ca 3anagHumM cy0jeKToM yOp30 cXBaTHIIe 1a OHE
Hucy 3anaj. M He caMo TO — HEero U J1a je Cy>KUBOT JBajy UIECHTHTETa HeMOTyh.
To, oner Bp:o jacHo, uctuue Hauxya: ,,Hucam cxBatuina 1a, Mako je CylnThHa
CBake Jby0aBH jeJHA T€ UCTA, FbEHU PA3IMUUTH aCIIEKTH HCIIOJbaBamba J10J1a3e
y TakaB Mel)ycoOHu cyko0 na He Mory uctoBpemeno omncraru® (Feng, 1998:
5). Wnu, Mano 3aHMMJIbUBH]jE, Kajla 4yje CBOJY MajKy KaKo je IpIH KOJ CECTpE,
OHa He CXBaTa 3alllToO je BUX JBE HE pa3ymejy, kaj je VpBUHT pekao aa ce
CBaKH ILJIaH KOjU ce Thde Jby0aBu Moke onpoctutu (Mcro, 13).

VY pomany Hoge Taj Tparm4aH TpeHyTak Haciyhyje jom darmuna
0aka, Tj. HeHe, y pa3roBopy ca ®aTMHHUM oLEeM:

— Majunne, aa cam 7ao jou TeT, geceT myTa 3a PaTMUHO yueme, a He Oux
YKaJMo: BOJIMM IITO MH je Khu oOpa3oBaHa.

— U ja, cune, Bonum, anu ce u 60juM. Jla je Onio jeqHo M Apyro, HUKaKo
o0oje. Kopan 1 pomanu, penieTke 1 eBpOICKO yUeHhe, MEHH C€ YNHH, CHHE,
He uae. Anax Heka Ham ymyapu @army (Jumutpujesuh, 2012: 23).

VY TOM CMHCIy HUje HM CIIy4ajHO IITO C€ 3a4eTaK HEHOI cykola ca
[lemanom Ha3upe Gamr Ha moueTKy pamazana. @armuna cectpa Mepcuje he
3HaTHO Tpe HE CXBATUTH Ja Cy UM yuuTesbuie PpaHIlyCKUBbE ,,CTBOPUIIE
6on (Hcto, 66), mok he cama ®@arMa 1ocTa KacHHje TEK MO3aBUACTH OHUM
’KEeHaMma Koje jOIll YBEK ,,camajy 4apoOHu caH Mcroka®.

Hanxya Beh mame-BHILIE 3aTHUEMO Y CTamy packoia. OHa je ymnpaBo
300r HepazyMeBama JpPYINTBA 32 HEH WACHTUTET U 3arBopeHa. [lomaio
POMaHTUYApPCKHU OIUCYje CBOjYy MaTHY:
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300r jpy0aBH MpeMa Majly, HACaM Ce YCy[auia Ja pacKuHeM Bepualy ca
nopoauuoM JIny, u 300r Tora cam ce Bparuia jAa je BUAUM. 300T JbyOaBH
peMa BOJbEHOM, CIIPEMHA CaM Jia )KPTBYjeM yIiiell y APYLITBY ¥ IOPOIUYHY
cpehy. Ilucan oBe Tparenuje je jbydaB, a ja cam y miaBHoj yno3u (Feng,
1998: 12).

WuTepecanTHo je na UCTY ,,KpU3y HIEHTUTETa™ cpeheMo u y aemy
Ilepcenionuc Maphan Carpanu. To je rpaguuku pomMaH, OJHOCHO CTPHIL, Y
KOM ayTOpKa TroBOpU O (CBOM) ofpacTamy 3a Bpeme MpaHcke peBosynmje
(1978-79). Hakon mro je otumnuia y AycTpujy y Haau Aa ,.Bepcku Hpan
3aMEHHU CBETOBHOM U oTBOpeHoM EBpomom™ (Satrapi, 2023: 163), ona y
JEAHOM TPEHYTKY y MOTIYHOCTH opdallyje CBOjy HaluuoHaiaHOCT. Hamme,
JEAHOM TIPWIIMKOM jOj Ha JKYypKHU IMpHJIa3u JCYKO KOME Ce OHA IMpPEeICTaBIba
ka0 PpaHIyCKHba, Ha IITA jOj OH oxroBapa: ,,Je n? Mmam dynan Hariacak
3a Opannyckumwy* (Mcro, 203). Kako ce To yop30 npodyno, 4yBLIH 1A jOj
ce y xadpuhy mopesa miKoie MOACMEXY]y, OHA OUTyYHO W BPJO arpecHBHO
Hactyna: ,,Je3uk 3a 3ybe unu hy Bam ra oncehu! Ja cam Upanka u tum ce
nonocum!*“. OHa oTpun, OpU3HE y IUIad, anu ce yop30 ca moHocoM npuceha
O0aknHUX peun aa Oyae cBoja M BepHa ceOu, 1a cxBaTa Jia ce, YIpKOC HbEeHUM
Hajpa3IUYUTHjUM MOKYIIajuMa J1a ce MPETBOpH y EBpoOIbaHKy, OHA HHUKAJ
nehe yxionutu (Mcto, 205). ¥V EBpony oxnasu u ®@arma, camo, 3a pasiuky
ox1 Maphan koja o/1a31 110 CaBeTy M )KeJbU POIUTEIba, OHA O/IJIa3U cama — JOIII
npeuusnyuje, 0exu. Mnak, kaga npBu myT uzalhe Ha ynuIly, CTaBjba LICIIUP
Ha IVIaBy, YUMe ceOU MCIyHaBa Ty Jyro camaHy >KeJby, KaJa je MUCIUIa /1a
he ,,momynetu on pagoctu (dumurpujeBuh, 2012: 252), anu, no cpehe ne
J0J1a3u — OHA je unak TyxHa. M yop3o nmpumehyje na y Ilapusy ,,uma iBa
HapoJa, jeIaH O KPBU U Meca, IPYTu o1 KamMeHa u Oponse... OBU ApyTH CBU
uMajy Aylly, U ja MHOT€ MO3HajeM, aJldi MU jé MWJIO IITO MMaM MO3HaHHKE
0ap mehy Hapogom o kamena u 6ponse (Mcro). Kao u Maphan, ona cxsara
Jla HY TI0 YeMy He Ju4uu Ha DpaHIyCKUbY — ,,0HE IPYKUHje XOJe, APYKUHje
cejie, OHe ce JApyK4Irje CMe]jy, OHE IPYKIHje TOBOpE, OHE APYKUIHje U3roBapajy
p* (Ucto, 253).

MaphaH y moueTKy To HeyKJaname He BUAU Kao MPENpeKy 3a )KUBOT
y EBponn, anu yop30, 300T 4MIBCHULIE J]a CE HUje CHAILIA Y IBOjaKo] yI03H,
Hamymra Ayctpujy na 6u ce Bparuna y Upan. Taga on e 4yjemMo JUPIHUBO
NpU3HAE: ,,Y3€ea caM CBOje CTBAapH... Be3ajla MapaMy... U MO3/paBuiia ce
ca JUYHUM U JPYIITBEHUM cioboxama... MiMana cam Tako jaky morpely na
ce BparuM kyhu* (Satrapi, 2023: 253). Hapasno na je u @arma, kao Mapham,
umaina norpely ga ce Bpatd Kyhu, camo mTo OHa HHje Owia y cCUTyauuju
Jla je Mopoaulla MpuXxBaTu. Mu uyjeMo HheH TyXaH MokiIny: ,,Ciarka moja
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oranbuno! Kan Oux T ce Moriia BpaTuTH, ja He OMX ry0uia BpeMe y camamby
0 JlenoTama Tyhux 3emasba, HEro OMX pajawia Ja HaM TH TOCTaHeIl Jera.
Anu, TBOja Kamuja MeHM je 3aTBopeHa. Kanx mohe pen ma ce orBopu, Ouhe
noukan” (Jumutpujesuh, 2012: 257). Mako cama He ycrnieBa Jia ce BpaTu, OHa
I1aJb€ CBOj€ JIETE; U TO je HEH OJIrOBOP: OHA HHUje TOBOJHHO jaka Jia MoJIerHe
MPUTUCKY TaKBOT MJICHTUTETA U, CHMOOJINYKH, fieTe Bpaha kyhu y3 moi0y na
Oy/ie BaCIUTaHO TPAJUIIMOHAIHO.

HpaHcka MpOTaroHUCTKUIba, C Jpyre CTpaHe, yCcleBa Jia ce BpaTw,
HO, HU TI0 TTIOBPATKY Y ,,CBOjY KynTypy", Maphan ce He cHana3u. CXxBaTUBIIN
Jla HUILITa He MoxXe Ja OyJe Kao mpe, OHa MocTaje ,,3anaamakuma y Mpany,
Wpanka Ha 3amany* — ApyruMm peunma — ,Huje Humra™ (Satrapi, 2023:
283). TexxuHy OBHX peuH yBHl)amoO TeK y pedeHMIH koja cieau: ,, Tako
cam omiyumia na ympem™ (Mcto). Mery xespy nobuja u Hauxya, camo mro
j€ OHa, HaXaJIoCT, MpeTBapa U y PEajHoOCT. Y MUCMYy KOje OCTaBJba MajlH
o0jalmana joj CBOj OCTYIAK U MOJIU j€ a je He KPUBH, jep ,,TO IITO HaC je
pacTaBUIIO HHje Mamak JbyOaBu, Beh cynaap 1Be HemoMupsbHBE uzaeje. AKo ce
TaKBU CylapH y OyayhHOCTH He MCKOpEHEe, OBAaKBe Tpareiuje HuKajaa Hehe
HecTaTH ca no3opHuile yoBedyanctsa™ (Feng, 1998: 36).

W3 yumenune na Hamxya He mpoHanma3u MeCTO y CBOjOj KYNTYypH,
OHa, KaKo cama Kaxke, skenu Ja oze. [lonera pomanTiuHuM ocehambruMa, oHa
roBopu na 6u noderna u ca llu [lenom >xuBena ,,Hacpen mopa“ (Mcro, 13).
Wnaxk, nmamo pasiora Jia Bepyjemo Ja, YKOJIUKO OH ,,MO/IepHa™ cTpaHa BbEeHOT
UACHTUTETa 3aHMcTa IpeBiajaia, oHa Ou Takohe oTumuia Ha 3amal, Koju
no3Haje, kao u darma, caMo U3 mpuya U TEKCTOBA, U3 CBOJUX XKeJba U MITy3Hja.
3a pa3nuky of BbeHe, Kynrypa UpBunra Ou, y leHHUM ounMa, Ouia crpeMHa
na ,,olpOCTH CBakM IUTaH ypaheHn u3 jpy6aBu‘. Kox ®@arme u MaphaHn, koje
ony y EBpomy, Ha Kpajy ¥ CBEZOUYMMO TOME Jla C€ MPOCTOP, MHHIIMjATHO
3aMUILbEH Ka0 YTOUMIITE NMPOCBETUTEIHCTBA U CI000JE, MpeTBapa y HOBY
30HY M30IaYeHOCTH W pa3ouapama. Hemamo ocHoBa Ja BepyjemMo Ja Ou
Hauxya noxuBena apyrauuje McKycTBo. Ha Taj HauMH ce ,,3a0KpyxKyje’
Tpareauja BUXOBOT HENPUIIAIakha U lbUXOBE MapriUHaIM3altje.

[Iparehu nedpunnnmjy 1y6oke TpaHcrpecHje, MOKEMO J1a 3aKJbyUYuMO
MOJIOKA] HAIMX jyHaKuma. [IpBo, OHE HE MpPUIIAAajy HUjEIHO] YCTaJbeHO]
KaTeropHju — HE MOT'Y c€ YKJIONHUTU HU y VICTOK HU y 3anaj, HU y TpaJulujy
HU y MozepHOcT. OHe cy ,,ayTcajaepke” y CBaKOM JIPYIITBEHOM KOHTEKCTY.
Ilopen Tora, mpunyhene cy na mporiase Kpo3 HEKM BMJ Ipuiarolhasama
— CBe IMOKYIIaBajy Ja ce YKJoIe, anu Oe3yCIeIIHO, jep pellemhe HHje
TpaHchopmalmja nojeaAuHIa, seh menor 1pymrsa. J[pyrum peunma, jyHakHmbe
HE CTpajiajy jep cy oHe came ,,orperne, seh 300r cucrema Koju je 3aapT u
HenpoMeHJbUB. KoHayHO, ”MaMo yTONH]CKH TpojeKar koju paha koHpiaukTe
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u Hecpehy: BUXOBE JKeJbe 3a JbyOaBiby, c100010M, EBponioMm, 3HameM — cBe
Ce OHE HUCIOCTaBJbajy Kao YTOIMjCKE TEXKH-€, U Oalll 3aTo ce MpeTBapajy y
Tpareaujy.

C npyre crtpaHe, BUAEIM CMO Ja HUXOBAa MapruHalIM3aldja He
MPOUCTHYE HCKJbYYHMBO U3 poja, Beh u3 cmpere poaHe, KylITypHE U
T€ONOJIUTHYKE MO3UIIH]j€e — ILITO Ce, JaKJe, MOXKE aHAIU3UPATH U KPO3 IPU3MY
uHTepceKImoHanHocTu. Kiaca je, ¢ npyre cTpaHe, oHO 3axBajbyjyhu uemy
7071a3e y Ty CUTyauujy ,,ipodyhenoctu’ u 3axpaspyjyhu uemy onzia u 100ujajy
moryhHoct na ony y EBpomny. Maxo cy ce npoOynuiie u3 cHa, y mpudama je, Kao
1o o0pacity, IpeACcTaBbEHO TO KAaKO UX JAPYLITBO HE MPUXBATA U KAKO, HAKO
npobyheHe u cBecHe CBOTI MOJIOXKaja, OHE HUCY Y MO3MLHUJU J1a Ta] MOJI0XKA]
noOosbiajy. 3ayBek yxmahene y momeny m3mely Mcroka m 3amana, Hare
OpHjeHTaJKe Ha 3amajy, 3analmakumbe ko Kyhe, y Tom cmuciy cy u Mctok n
3amnas, anu ucTo Tako HU McTok HU 3amaj, ako ¢y yomITe OMIIo ITa O TOora.

VYkonuko ce BparuMo Ha nutar Jly CjyHa ca moyeTka TeKcTa, MOKeMO
OBa JIPYILTBAa Y CAMOM 3a4e€TKy MOJEpPHHU3AIN]CKUX Mpolieca 3aMUCIUTH Kao
rBo3feHy kyhy 6e3 mpo3opa, a @army u Hauxyy kao JmkoBe 3aTBOpEHE Y
0], Ka0 MPOTAarOHUCTKUILE KOje, MpodyheHe, mpeacrasibajy oHy ,,HecpehHy
HEKOJIMIMHY KOoja MaTu y jaay HeuszOexxkHe cMpTu™. Tako y pednma TeTke
Apud gyjemo ucry nunemy koja mopu u Jly Cjyna:

OBO mWITO Mpeay3uMaM: BaCIHUTaBambe U MPUIPEMame KeHa, Mace, yjeqHo
je u Oyheme. A na im je 1oOpo, Aa HUje rpex Aa ux npodyaumo? Owe jout
carajy yapoonu can Hcitioka. Kaxo he um 6utn xag ce u3 Tora ayOoKor
CHa TPTHY: Jia ce He ocere HecpehHe? Jla He MPOKIHMIY OHOTA KOjU HX je
pooyauno? (Jumurpujesuh, 2012: 60).

Ta pedrnexcuja ogpakaBa HaETOCT KOja MOCTOjU U3Mely 00pa3oBama,
OZTHOCHO YIIO3HaBamba ca HOBUM M OJa)K€HE CUTYPHOCTH y IO3HATOM CBETY.
HemunoBHO je meHo kosebame n3Mel)y Oyhema skeHa u ctpaxa Ja he ynpaso
To Oyheme noHEeTH maTmy. Y TOM CBETIY, H€H OArOBOp IOCTaje jacaH U
rOTOBO HeuzOexkaH: ,,/la ux He OyIMMO: HEK CIaBajy, HEK Cambajy 4apoOHU
cat Mcroka. Konuko Mu rmyTta iol)e 1a npokyHeMm oHOTra KOju Me je poOyIro*
(Ucro, 117).

5. 3akibyuak: ,,Hana gexu y oynyhnocru*

Jeneny J. [lumutpujeBuh u @enr JyenhyH nosesyje Hajupe YMmHECHUTIA
Jla Cy y paHUM MOJICPHH3AIINjCKAM TOKOBHUMA MOKYIIIaBajie Ja Hal)y u orumry
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MECTO U YJIOTy jKeHe. 3a pa3nuky on Oyhema HallMOHAIHOT HUICHTUTETA,
BEJIMYakha CBOj€ 3eMJbE U CIIMYHUX MATPUOTCKUX MOTHUBA, HUX CYy 3aHUMAJe
OBE ,,Mame OMTHE* TeMe, ITO je U pasjor 300r Kojux jena (Ia v ayTopke)
HHUCY 3a/100Mi1a 3acinyxeHy naxmwy. Kao 3aHUMIJBMBH TpuMepu 30yHEHUX,
,HeCHa)eHnX“ M HecTaOMIIHUX J>KEHCKMX cy0jexkara y TUM BpeMEHUMa, Y
oBOM paay cmo ananmuzupanu Emup-®army m Hauxyy, neBojke paszamere
m3mel)y ,,MonepHor u ,,ctapor csera. Kako je MopepHu3aiija He3amnagHux
3eMajba, Kao IITO Ce IMOKa3aslo, HYyXKHO y onxpeheHoj MepHu ykibyduBaia u
BECTEpHU3AIN]Y, HALllE JYHAKUELE OCTaJle Cy TaKo MOJeJbeHEe Ha MyTy u3mely
Hctoka u 3anana. Kao rinaBHe KOHKpETHE CIMYHOCTH OBUX IPOTArOHUCTKHIbA
U3IBOJWIM CMO Hajlpe HUXOBO YIO3HaBawme ca EBpomoMm, Ouio myrtem
(dopmanHOr 00pa3oBama WK IMyTeM KyhHOT BacliuTama. 3aBe/ieHe 3araJHuM
(;bybaBHUM) pomanuma, @atma u Hamxya cBOjy KynTypy BHIE Kao HYXKHO
Ha3aJHy, U3 4era Npou3uIa3y BbUXOBa HapeIHa CIMYHOCT, a TO je Ky/Imba 3a
3anazsoMm, Tj. ,,3aMagHUM BpeaHoCTUMA™. M KOJl jesiHe U KOA JIpyre youyaBamo
on0aruBame CBOje TPAJUIIMje Y KOPUCT MOJIEPHUX, HOBUX HJieja. TeK TakBo
OKpYXeHhe MOXKE MOCIYXMTH Kao YTOUMIITE HHUXOBO] KeJbH M OopOH 3a
cnobony, koja ce y Hajsehoj mepu ucmnosbaBa kao 60pba 3a cioboman u3dop
napTHepa, ajli ce He orpaHuyaBa Ha To. [lopexn Te, youwbHBa je joIl jeaHa
napajena, a TO je 3aTBOPEHOCT JIBejy jyHaKuma — uako je darma 3aTBOpeHa
WHCTUTYLIMOHAJHO, Yy XapeMmy, W Hauxya >XuBUM y KyATypHU KOja HbEHY
3aTBOPEHOCT TOJIEpUINE M, Y HEKOM CMHCIy, omoryhyje. YmpaBo Ham je
TEOpHja UHTEPCEKLMOHATHOCTH MOCIYXUJIa J1a PACBETIIUMO Ty BUILIECTPYKY
MOTJIAYEHOCT OBHX JIMKOBA, Jep OHE HE TpIIe ONPECHjy camo 300r KaTeropuje
pona, Beh 300r npeceka poaHe, TeONOTUTHYKE, KYATYPHE U KJIaCHE MO3UIIHje
y K0jOj ce Hajase.

W3 cnpere TakBUX OKOJIHOCTH, ,,II0/I€JbEHOCT " JIUKOBA aHAJIM3UPAIH
CMO M3 yIVIa TeopHje XUOPUAHUX HUICHTUTETa U TyOoke TpaHcrpecuje. ok
HaM je MPBU KOHIIENT PACBETIMO MJEHTUTETE MPOTArOHUCTKUIA, OJHOCHO
MIOMOTao Jia pa3yMeMo HHUXOBY 30yH-eHY, ajli He HYXKHO oOecxpabpyjyhy
MO3UIIN]Y Ha ,,pacKpiihy KylITypa““, HOTOBHM HaM je MOCIYXHO Ja pa3yMeMo
MOCIIEINIIE CMEIITakha TaKO CTBOPEHUX UICHTUTETA y ofipel)eHn qpyImTBeHn
KOHTEKCT. XUOpHJ Kao TakaB HHje MPOKIET CBOjoM cynOouHOM. Hampotus,
,»[a]KO ce yurHaK KOJIOHHjaTHe MOhHM BUIM Kao MPOU3BO/IHa XUOpUAN3aLnje
a He Kao OyyHa 3aMoBECT KOJIOHHMJAJTUCTUYKOT ayTOPUTETa WM THXO
cy30Hjame JOMOPOIAUKUX TPaIullHja, Taja 10Ia3H J0 jeHe BaXKHE IPOMEHE
nepcnektuse (Baba, 2004: 209). Ha npumepuma darme u Hauxye, a
yjenHo u Maphan, ucrnoctaBuiio ce, MeljyTum, 1a Takas ,,COj HHUjE YCIEO
Jla U3pa3u CBE CBOj€ JAPAKECTH: CBOjy OTBOPEHOCT, JICHIOTY M IOTEHIHjall
3a oTnop. Pa3nor cMo Haluu y YMEBHEGHUIM J]a Hallle JyHaKUHbe, HEMUHOBHE
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,»ayTcajepKke, He Haula3e Ha MPUXBaTambe y KyJATypaMa Koje HUCY CIIpeMHe
Jla IpUrpIe ,,Apyraurje’. A KOJIMKO T0Jl U Ha KOje rojl HauyMHEe MOKYyIlaBae
Jla ce y TakaB KOHTEKCT YKJIOIE, OHE HY>KHO OCTajy U3BaH, jep 3alpaBo HUCY
OHE Te KojuMa je TpaHcdopmanuja norpedbna. Haume, ,,0Ho0 mro ce cMmarpa
MOTIYHUM THPEOKPETOM HEONXOAHHMM 3a JEAHOT ayTcajaepa WM TpyIy
BUX Hajuemthe [6u] Momio ma Oyne pelieHO MPaBUIHUM OOpa30BameM U
OlyCTajarmbeM O]l HOPMAaTUBHOCTH INIaBHOT JpyIITBeHOT Toka“™ (JlojunHoBHA,
2015:79).

3a Kpaj, YIPKOC Ty>KHUM ITpUYaMa HallluX jyHAKHEa, MOXKEMO JIH OBY
MIPUYY 3aBPUIMTH Y KOJIUKO-TOIMKO JienieM Tony? Tetka Apud, kaa npounrta
darmune peun — ,,04n MU Ce 3acemY]y, a ja Kao Kpo3 Marty BUAUM IpolJbe
C OTBOPEHUM I'poOOBHUMA 32 Hoge... /.../ 3ap BaM je OCTBapeme cHa rpodsbe?
(dumutpujeuh, 2012: 258) — 3a TpeHyTak oceha mMoryhHOCT mpomeHe u
usrosapa: ,,0, ve, EMup nymo! To HOBo rpo6sbe je 3a cTape. .. 3acTaBy IOHOBA
y3uMaM | UJIeM Ja BUu4eMm, fa OyuM Halle *KeHe, 1a Tpaxe mnpaso...« (Mcrto).
Hu cama, mel)ytum, HUje uMana cHare Jia 3aBpIid MUCAO0, A3 U3TOBOpH Ja he
ce 6oputu 3a ,,(paBo CyHIA", U ,,KJIOHY Ha y3rIaBJbe u ckionu oun‘ (Mcro).
VY npuun o Hauxyn, nok ce Illu Ilen ompamra ox me, ®eHr 1aje roToBO
HepealiHy CIEHY y KO0joj Cy CBHU MPUCYTHH OOYy3€TH YapoiHjoM JbyOaBH,
yKJbyuyjyhu ¥ Majky. AKO CMO y MajiM BUIETH OJIMYEHE Tpaaulivje, OHAa
TUM 4yuHOM DEeHr MOoX/1a >KeJIM Jla OCTaBM YTHCAK Ja JIPYIITBO HUIIAK MOXKeE
o6utu nmpomemeHo. Mako TO 3a TpeHyTak 3aucTa MOXe Ja ce MpOTyMauu
MO3UTHUBHO, UTIAK HUj€ JOBOJHHO JIa CE HA TO OCIOHHMO.

Jly CjyH ca cBoje cTpaHe ONTUMHCTUYHO OJ[roBapa:

»AJIll aKo Cy ce HEeKH O] BbUX MpOoOyInIx, OHAa He MOYKEII J1a Kaykell Ja
Hema Hajze aa he ce Ta rBozaena kyha cpymmuti.” Mctunu 3a Bosby, ynpkoc
HEKUM MOjUM YBPCTUM yBEpeHUMa, Hala ce, UMaK He MOXKe OTIHCATH, jep
oHa nexxu y Oynyhaocru (Pavlovi¢, 2019: 536).

Y Tome eBeHTyanHo MoxeMo Hahu ymopuiute. Hamxya moxaa
YTEIIHO, ajiu cBakako MohHo yoehyje IIu [Iuna y cBom mucmy: ,,[Ipokpumin
CMO KpBaBH IyT 3a c10001y JjbyOaBu. Tpeba 1a mokakxeMo Taj mMyT MJIAJNMa,
y Hanu aa he ycmeru.” (Feng, 1998: 13). YnpaBo To Ham [aje mpuiuke aa
BUIMMO HEKy HUT ONTHMHU3MAa, jep ,,Haja Jnexu y OyayhHoctu®. Tpareauja
HAIllUX jyHaKHmba J100uja Tako AUMEH3Ujy npoboja — OHe He BUAE pe3yaTar
cBojux OopOu, amu kpue myT 3a Oyayhe reneparmje. Kao 3akipyuak Tora,
MOXXEMO C€ MOCTYKUTH HuTaToM u3 [lucama uz Conyna (1918), nena Ha kome
ce 6a3upa paama pomana Hoge: ,,Haioj renepanuju je HajTexe, Ha Ipeiomy
je, Tpeda n1a u3BpIuu jena npeodbpaxaj (Jumurpujesuh, 2008: 63).
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East, West:
Hybrid Identities of Women on the Margins of Modernity

This paper compares the novel Nove by Jelena J. Dimitrijevi¢ and the short stories
“Separation” and “After Separation” by Feng Yuanjun, focusing on their protagonists,
Fatma and Naihua. The introduction provides an overview of the authors’ lives and
work, highlighting their efforts to give voice to women during periods of intense
social transformation and the formation of national identities — an endeavor that
inevitably exposed them to criticism. Dimitrijevi¢ portrays a Turkish woman on the
eve of the Young Turk Revolution, while Feng Yuanjun depicts a Chinese woman
in post-dynastic China. After a brief presentation of the works, the paper identifies
the central similarities relevant to the analysis. Both protagonists come into contact
with Europe, a contact mediated either through formal education or the presence
of European teachers. At the same time, both characters are confined — Fatma
institutionally (in the harem), and Naihua temporarily, through physical restriction as
aform of punishment. Yet, both confinements stem from the same underlying structure:
patriarchal control over women’s bodies and choices. Consequently, both heroines
yearn for Europe and perceive it as a refuge of freedom, primarily understood as the
freedom to choose their own partners. This desire represents their most significant
form of resistance to the patriarchal communities in which they live. These complex
stories lead to an inner division within the heroines, who realize that two opposing
sides, two identities, are struggling within them. For this reason, the analysis is
grounded in Homi Bhabha’s theory of hybrid identities and Biljana Doj¢inovié’s
concept of deep transgression. The notion of hybridity is employed to shed light
on the process of identity construction in characters torn between traditional and
modern cultural models. At the same time, in order to show that hybrid positions are
not necessarily empowering (on the contrary), the study relies on the concept of deep
transgression, which underscores the impossibility of integrating such identities into
society. Additionally, Kimberlé Crenshaw’s concept of intersectionality is employed
as an analytical tool to highlight the protagonists’ multiple forms of oppression.
Their oppression does not stem solely from gender, but from the intersections of
gender, cultural, and geopolitical positioning. As a confirmation of this pattern, the
paper also incorporated an analysis of Marjane Satrapi’s graphic novel Persepolis.
Examining the lives of the protagonists demonstrates that their hybrid identities
produce an irreconcilable inner split, which, in such societies, inevitably leads
to tragedy. The study concludes that neither Fatma nor Naihua belongs to any
established category; they cannot be accommodated within East or West, tradition
or modernity, but remain “outsiders® in every social context. In their attempts to fit
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in, they undergo ethical, political, and identity negotiations, but these prove futile, as
the solution lies not in the transformation of the individual, but in the transformation
of society as a whole. Their longing for freedom and for Europe is revealed as a
utopian project that generates irresolvable conflicts. Thus, while hybrid identity
carries within itself a subversive potential — as shown through the cases of these
protagonists — it ultimately fails to find grounding in societies undergoing early and
unstable processes of modernization.

Keywords: Jelena J. Dimitrijevi¢, Feng Yuanjun, Nove, “Separation”, “After
Separation”, hybrid identities, deep transgression, East, West
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Er3ucTeHIujajqHo H MOEeTHYKO 3HAYEH€ JKeHe
y HoBeJiama PoGepra My3maa'

VY TeKcTy ce UCTpaxKyje yaora KEHCKHUX JIMKOBA Kao MeaujaTopa WHANBUAYATHOT U
€r3UCTEHIIMjaTHOT pa3Boja MYIIKMX MPOTAroHUCTa y HoBenama PoGepra Mysuima.
Kpo3 amamm3y womema ,Ipubha“ u ,Ilopryranka“ ykasyje ce Ha HaYMH Ha KOjH
JKEHCKH JINKOBY — YaK M KaJ[a 0CTajy HEMPU3HATH U HETIPENO3HATH — QUTYPHUPA]y Kao
KJbYYHH (DaKTOPH Y OTKPUBAIY 3HAU€Ha U CMUCIIOBA YHYTap MYIIKE €T3UCTEHIH]e:
KpO3 BUX jyHaru 1001jajy MO31B 3a YHYTPAIIkU PacT, ajll ce KPO3 IUX OraliaBa
u TpaHcueHneHTHo. ['puba je XoMoBa mocpeaHnna Kka CMpTH, ajli U JbyOaBHUIIA Y
BpEMEHY Y KOME CTyTa Y IOJIUp ca apXeTUIIOM CeHKe, oK [lopTyranka urpa KJby4dny
yIory y Tporiecy umHAmBHAyanuje ¢on Kerena, rme mpecymHa yiora IpHIaaa
pa3Bojy M WHTETpHCamy HWeroBe jkeHcke crpane. Tymauehwm ,Ilopryranky* kao
aJIeTOpH]jy TICUXOJIONIKOT Pa3Boja, y KOjeM apXeTHUIIOBHU IOMYT aHUME, aHUMyca U
CEHKE WTpajy KJbY4HY yJIOTY, U (PAaHTaCTUYHHU MOTHB TYMadyHMMO Y HCTOM KJby4dy:
aHTporioMoppu30BaHy W JIeHU(PUKOBAHY MadyKy pa3yMeMO Kao UyAeCaH IPUIIHB
JKEHCKOT TIPHUHIIMIIA, KOjU MHALKpPA TyOOKe IMPOMEHE Y CBUM JINKOBHMAa W pelaBa
Jpy0aBHHM Tpoyrao. OcnamameM Ha aHAMMTHIKY ricuxosorujy K. I Jynra, MysunoBy
MMOETUKY W MOTYNHOCTH aJerOpHjCKOT TyMadema, OCBETJhABAMO ET3HCTEHINjaIHY
Y TIOETUYKY YJIOTY JKeHE: UCIIOCTaBJba Ce J1a Cy OMTHO Pa3jMuWTH CTBAPHO MECTO
JKEHE y JKMBOTY jYHAaKa M MECTO KOje je jyHaK cMmarpao na joj mpumnama. My3ui y
OBE HOBEJIE YTKHBA apXETUIICKU CaapiKaj, HAa YeMy JOOPHM JeJIOM MOYMBa HUX0Ba
TajaHCTBEHA NMPUPOA, alTu M KJby4HA yiora kojy ['puha u [lopTyranka 3amo0ujajy y
JKUBOTHIMA jyHaKa.

Kibyune peum: Pobepr Myswun, ,I'puba®, ,llopryramka®, apxeTWnoBu, >KEHCKH
TIPUHIIAIL.

* institut.skp@gmail.com ; https://orcid.org/0000-0002-9919-8832

! Pax je Hactao y OKBUpY Hay4HOuCTpaxkuBaukor paga HMO mo Yrosopy ckiorsbeHuM ca MuHU-
CTapCTBOM HayKe, TEXHOJIOIIKOT pa3Boja u uHoBanuja PC 6poj 451-03-136/2025-03 ox 27. 1. 2025.
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1. ¥YBoa

30upka HoBena Tpu owcene (1924) cnama y cam BpX cTBapalaliTBa
PoGepra Mysuna (Robert Musil), y3 manexko mo3HaTuju, amu 300T CBOT
o0uMa Mame YuTaH pomaH Yoesex He3 ceojciiasa. 11a umnak, y cprickoj Haylu
0 KIbMKEBHOCTH jellBa Jla ce mucaino o Ipuma dcenama, mTO MOTBphyje
YUbEHUIA Ja je o1 npearosopa 3opaHa KoncrantuHoBuha npBoM cprickoM
u3namwy 1969. roguHe ma A0 MpBOT TEKCTa O jeAHOj ON HOBena, ,, [OHKU™
(B. Axmeraruh 2019), mponuio moja Beka. TakBO 3aHEMapHUBame MOXKIA
je mocnenuia Ipyrux MpUOpUTETa y KEM)KEBHO] HaylM, a HUje HU CAaCBUM
HEOYEKHBAHO aKO C€ MMa Yy BUIY Ja Cy, OCUM IPUIOJHUX 4IaHAKa, U O
Yoseky Oe3 ceojcitiasa HamucaHe Tek nBe MoHorpaduje (Pobdepiu My3un:
usmehy yuiouuje u noaumuxe gyxa Cpnana borocasibeBuha, 1993. u Jbybas
be3 ceojciiasa: o ogHocy mybasu u meiiagope y geny Pobepiia My3una
Karapune Bemosuh, 1998), kao u cBera aBe cTyauje y yaconucuma (,,Podept
Mys3un u Yosex bes ceojciiasa™ Jocuna badbuha® u ,,’CBecHu ytomnuzam’
Pobepra My3mina“ Ceetomupa JankoBrha,® H3BOPHO HAIMMCAH HA HEMAUKOM).
Wnax, Tpu sicene cy jeqna o Haj3HaYajHUjUX 30MPKU HOBEJIA MOACPHUCTHYKE
€BPOIICKE KIbMKEBHOCTH. Mako TeMaTCKH UCTPaxyje MYIIKO-KEHCKE OHOCE
U YHYTpalllle KOH(IUKTE, IITO jé YBEK aKTYeIHO, keHa HajBeha BpeqHOoCT
nexu y My3ua0BOM HM3y3€THO U3HU]JAHCUPAHOM U MPELM3HOM je3UKy. AyTop
yclieBa Jia MCTOBpEMEHO Oyle MHTEJIEKTyalaH U CyreCTHBAaH, OCTaBJbajyhu
YTHUCAK J1a HETrOB jJe3WYKH U3pa3 HajaMalllyje camy CI0KEHOCT CTBApHOCTU
KOjy OIHucyje.

Y 30HpI1K TOCTOjU OrPOMaH packopak n3Mel)y HaclioBa CBaKe MojeInHe
noseue (,,I' pubha“, , Ilopryranka®, ,,ToHka*) u lbeHOT caJip:kaja, MOceOHO y IpBe
nee.* HacnoB cyrepuiiie a Cy jKeHe LIEHTPAIHU JUKOBH [IPUYa, a CTPYKTYPa,
Kao U ’bUXOBa HApaTUBHA MEPCIIEKTHBA, IPBEHCTBEHO CE OCIIamhajy Ha MYIIIKe
MIPOTArOHUCTE U HBUXOBO JKUBOTHO UCKYCTBO. Packopak usmely ouekuBama
Koje cTBapa HaclioB U (alyse mpencTaBba BaXKHO IMOJIA3UIITE 32 HUXOBY
aHaJIu3y, CHTHAJIM3Upa Pa3IuKy u3Mel)y 5KMBJbEHOT U IUTEPapHO YOOINYEHOT
UCKYyCTBa, a pOpMHUpa U TAjaHCTBEHY aTMoc(epy yclie[ BEJIUKOI HeCKJajaa
u3Mel)y Tora Kako cTBapu M3MIEeNajy M IITa OHE YUCTUHY 3Haue. JKMBOTHU
norahaju jyHaka ce yoONnu4aBajy ylaHYaBamkEM MOTHBA M BOJAE HEKAKBOM
HCXO/Y, aJIU carvie/JaH! Y LIeIMHU [TPY>Kajy APYTradu]jy CIUKY 0]l OHEe popMUpaHe

2 O6jassben y Tpehem apoipamy 1988. (Tox. 16, 6p. 59, crp. 384-391).
3 O6jassben y yaconucy Jeno 1975. (Ton. 21, k. 21, 6p. 11/12, ctp. 1545-1568)

* O camoj ToHKH ca3HajeMo, Ma KOJHKO TO Omino HeoxapeleHo, Bumie Hero o I'puhu u IMopryranku,
a YMICHUIA Jla je aHAIM3HM HbeHEe JIMYHOCTH ¥ IOHallamka MOoCBeheHO MyIIKap4eBO OINCECHBHO
MIPOMHIIIBAGE MIAK j€ YMHH CPEIHUIIBIUM KapaKTePOM.
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(oKycoM Ha IpeIoueHH NpebH I1aH. My3HuiioBe HOBelle HAJIMKY]y KyTHjama
C IyIJIMM JHOM: YaK M KaJa je pedy o 30MBambuMa CBAKOJHEBHOT KapakTepa
(campxkaj ,,I' pubhe’), one cy HeyxBaTJbUBE U eHUIMaTHUHE. Taj yTHCaK mucall
HE Tpajy CKpUBAKHEM OJl YUTalala, MOTHCKUBAKEM Yy TO033JUHYy OHOTra
IITO je BaXKHO HEro ympaBo CYNPOTHO — Pa30TKPUBAHEM, HACTOjameM J1a
Ce YMTaBO OOMJbE yTHCAKa CYNMPOTCTAB/BEHUX BPEIHOCHHX IOpenaKa,” Win
pa3/1BOjeHUX BPEMEHCKUX MEePCIEKTHUBA, IPEACTABU OJ]j€IHOM U TAKO 3aXBaTH
LIEJIOBUTOCT ’KMBOTA. AyTOp ycIieBa Ja IyHONOM je3HKa IMpeBajia HEroBy
JMHEAPHOCT. ,,My3WI yMECTO J1a CJIeH Kay3aJHO-XPOHOJIOIIKH TOK paibe
packuzia ca TuM npuHiunom. IloBesaHoct ycnocraBiba MoMohy ClioeHOTr
UCTpeIUInTamka 3Hauemwa, oadaiyjyhum mnpuToM CBako I0jeTHOCTABIHEHO
NpUKa3uBame CTBapHOCTH. [laxmba yhTaola ce moMmepa ca pajme Ha Je3uK U
Ha caMmy cTpyKTypy 3Hauema™ (Celer 1989: 381).

VY cynbunn My3uaoBUX MYIIKHX MPOTarOHUCTA JIBEjJy MpHUa Koje Cy
opne y HameM Qokycy (,,Ipuba“ u ,Ilopryranka®) sxeHa je maeaan3oBaHa
WM 00jeKTUBM30BaHA: WJICAIHHU JPYyrd WIH CeKcyalaHH o0jekar.’ JbyOaB
Ce y HIbUXOBOM HCKYCTBY jaBJjba Kao ICHXOJIOIIKA MPOjeKiHja (IIPOU3BOJ
COIICTBEHUX NoTpeba, cTpaxoBa U (haHTazuja), ajau ce UIMAaK, KpO3 KOHTAKT
ca ’KEHOM, y HMCKYCTBY MyIIKapala IojaBJbyje HEIITO HITO OCTajeé W3BaH
HUXOBOT' pa3yMeBama, a MPECyIHO UM OOJHKYje KUBOT. YIPABO je IPOCTOP
TOI' HEMo3HaTor MMeHoBaH kao [puba, Ilopryranka m Tonka: MymIKuM
MPOTArOHUCTHMA OTKPHBAjJy C€ HETHMpaHH WM TOTHCHYTH HPOCTOPU
KHUBOTA, KOjU pal)ajy HEeIOyMHULIe, ATy, HECHANIAXKEHE U JI0OBOJIE Y MUTAHbE
HBUXOBY 1o3uijy Mohu. XKena, Maja nocpesoBaHa MyIIKOM MEPCIEKTUBOM,
(GyHKLIMOHHUIIIE Kao MeIujaTtop Ka cepama Koje mpeBaszuiase palnoHAIHO
MOCTAaBJbEHE OKBUPE >KMBOTA jyHaka. Y MOCIEIH0] HOBEJIH, MPHUIOBEaaY
3aksbyuyje 1a je ToHka MoXkaa npencTaBsbala ,,lI03UB" KOjU HHje MPEro3Hao
Ha Bpeme. CiuaH MOTHMB Hana3uMo Uy ,,I puhu®, rae ce nojasipyje uaeja aa
je OHa Jieo mociama.’

Eizuciienyujanno 3nHauerbe 'y OBOM TEKCTY HE OJHOCH C€ Ha
er3UCTEHIM]aTUCTUUKY (hrino30¢ujy, Beh Ha OHO IITO MPOU3IIA3U U3 KUBOTA
KOJH1 jJyHAI! BOJIE, HA OCHOBY pallMOHAJIHUX U pAllMOHATMCTUYKUX KOHIEMIIH]a
KOjMMa HacToje 1a OCMHUCIIE CBOj€ MOCTOjame. Mlako je ouuriieIHo 1a 3a jyHaka

> Ha npumep, cykob aykropujanHor u (UrypaiHor miaca y Hapauuju ,Ipuhe, Ha mra je ykazana
Bpurura Poxrep (Brigitte Rottger) (Jennings 1984: 62).

¢ CtBapu CTOje JApyraumje y HajIyoj HOBeNH ,,JOHKH“: MyIIKapal ¥ KEHa Ce YUCTHHY IO3Hajy W
pOBo/Ie XKHUBOT 3ajeHo. CyoueH ca TOHKMHUM CH(UIIICOM, LITO C& MOXKE 00jaCHUTH CaMO HEBEPCTBOM,
aiu uMajyhu HermocpeaHoO UCKYCTBO OTHOCA Ca HOM, Ca KOjOM je HEBEpPCTBO HECIIOjHBO, jyHAK OCLIMINpA
n3mely Hay4qHOT U MUCTHYHOT o0jalimera nojasa u ceera (B. Axmeraruh 2019).

7,,J1a JI1 je 3aucTa JbyOU WM My Ce THM ITyTeM MoTBphyje uyno, a [puba je camo quo nmocnama mro ra
3a CBY BjEYHOCT TOBE3yje ca BeroBoM JbyosserHoM™ (Muzil 1969: 16).

152



KIWKEBHOT JIefla He IMOCTOjU JIpyra €r3ucTeHIfja OCUM TEKCTyalHe, OBa
unak creapa Behy WM Mamy MIIy3Hjy CTBAPHOCTH M J)KMBOTA, Y 3aBUCHOCTH
07l HapaTHMBHMX IIOCTylaka KojuMa ce oHM oOnukyjy. Crora ce m Moxe
TOBOPHUTU O T3B. €r3UCTEHIIMJATHOM 3HAYEHY, OHOM Koje Haciayhyjemo miu
jacHO BHIMMO Kaja y o03up y3memo (alyly U3BaH CHXKEJHOT paclopena:
y Tako OrOJb€HOj NPHUYM, JIMIIEHO] HApaTOpOBE IEPCIEKTUBE, yBUhamMo
Ha KOJU HAuUH >K€Ha y CACBUM IPAKTUYHOM, KHBOTHOM CMHCIy YTHYE Ha
JyHaKa, Kojy AMHaMUKy YHOCH Y E€TOBY CTBApHOCT, Memajyhu je. [loeiiuuko
3Hauerse, ¢ Ipyre CTpaHe, pa3oTKpUBa C€ TE€K y CTPYKTypHU NpHUe, y3uma
y 003Up YKYITHOCT IMPEJCTaBJbAYKHX MpOIleca Y TEKCTY U IOJ] CHAKHHUM je
YTULAjeM CHKea MU Hapauuje. JIoK ersucTeHIMjaaHoO 3HadeHhe TOBOPU O
KUBOTHUM UYME-CHHLIAMa U M300pHMa JIMKOBA, IOETUYKO 3HAYeHE ce 0aBU
JUTEpPapHUM IMOCTYNKOM KOjU T€ KMBOTHE YMI-EHMIIE OTKpHBa. [loeTHuko
3HaueHE je AyOJbe IMOBE3aHO Ca KHWKEBHUM KOHCTPYKTOM, OIHOCHO
HAaYMHOM Ha KOjU TEKCT KpO3 Hapalujy IpeicTaBjba CTBApHOCT. Ta ce /Ba
3HaueHa — Er3UCTEHIM]aJTHO U MOETHYKO — OUTHO pas3nuKyjy y My3uinoBum
npuyama. JKuBoT 1 nuTeparypa Cy pa3aBOjeHH, alld c€ TEeK KpO3 JUTEepapHO
yoOnuueme pa3oTKpHUBa TajHa KUBOTA. Mel)yTuM, )KHBOTHHU MOpPEaK JIMKOBA
HHUje YCMEpEeH Ka OTKpHBamy Te TajHe, 300T uera oHa 0cTaje HEAOCTHKHA U
HBEHH MOTEeHLUjanu 3apo0sbeHn. OBO pa3/iBajame KHUBOTA U JINTepaType jefaH
j€ O KJbyYHHX aclieKaTa MOJIEPHUCTHUYKE MOeTHKe (M3 4era clelud U HheHa
€MUCTEeMOJIOIIKA MPUPO/a), Kojy Tpu scene Pobepra My3uma penpe3eHry;jy.
C 003upoM Ha CHa)XHO YIYyTCTBO KOjeé My j€ J1aTO HAcJIOBOM, YHMTAajall ce
JyTro He pazabupa o ueMy je 3alpaBo IpHya, a Ha Kpajy 0cTaje OHaj KOMeE je
MOBEPEH 3aJ[aTak ca3HaBamba, OJHOCHO aKTUBHOT yYECTBOBAMKA Y TyMauekwy
U O/ITOHETamy 3HAYCHA.

XKene cy mpucytHe Ha pyOOBMMa MYyIIKap4eBOI >KHBOTA, Jda OH
Ce UCIOCTaBWIO Ja CE€ HHXOBO MCTUHCKO MECTO (KOje OTKpHBa IpuYa) He
MOKJIaTia ca MECTOM KOje je MyILIKapall, U3 MepCleKTUBe CBOT CBAKOAHEBHOT
KMBOTA M BJIACTUTUX MEHTAJHUX KOHIIENara, cMarpao Ja UM MpUIIAJa.
Er3ucrennujamto, )KUBOTHO 3HAUCHE )KEHE 0JIr0Bapa MYIIKOM Cy0jeKTUBHOM
MOMMamy CTBApH — YMETHHYKA 00pajia pa30TKpUBa MOpeIaK CTBAPU ILIUPHU O]
M0jeIMHAYHUX [IEPCIIEKTUBA, KOju 00yXBaTa M OHO HEBUIJbUBO, WIIU JTOCTYITHO
MOUMamy TEK € Kpaja ’BbUXOBOT )KMBOTHOT ITyTa, OJJHOCHO Y KOHTEKCTY LIeJIMHE
wuxoBe HoBenuctuuke cynoune. Tako u I'puha u Ilopryranka moctajy
MOCpEIHUIIEe, CUMOOJIM Ha )HUBOTHOM MYTY U mpecyaHo BaxHu [pyru. Kpos
MICUXOJIOIIKY MOTHBaLM]y y My3unoBuM HoBelama mpoOuja ce Bosba Heba,
TPaHCLEHICHIIH]A.
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2. I'pubha kao mocpeaHuIa Ka CMPTH

Jynak nuiieH mpe3suMeHa MMa WHIMKATUBHO MME XOMO, YHME Ce
CyrepHIle YHUBEP3aTHOCT lerOBOT UCKYCTBA, KOj€ IIaK Ha HUBOY IPUYeE JIeTTyje
cacBuM ujauocuHkparnyHo. Ca Xoma je crano mpesume, Oaill Kao ¥ yKyInaH
YKUBOTHH OKBHpP. [TomiTo je 010mo aa ca 60JIECHUM IETETOM OfI€ Y JICUHIIUIIITE,
jep Huje xKeneo fa oyze ,,TPeIyro pacTaBJbEeH O/ CBOJHX KEbUTA, CBOJHX OCHOBA
u cBojera inyHor xuBota‘ (Muzil 1969: 3), reonor Xomo Beh apyror gana no
OJIJIACKY KeHE U JIeTeTa, pUXBaTa MO3UB MMo3HaHUKa XO(UHTOTa Ja 0OHOBE
pyIHUK 371ata y Annuma, octajyhu Tako 6e3 cBojux Kiura u ocionana. OHo
mTO HUje OMO BOJHAH JIa HAIMYCTH M3 jeTHHX, HAYIITAa U3 JAPYTHX pasjora,
IITO OZp)KaBa yBEpeHmE Jia je Ha CHAa3W INCHXOJIOIIKAa MOTHBaIuja. Mako ce
rpajii yTUCAK Jia CE y HOBHM TPUJIMKaMa ca jyHaKOM CBE 30MBa HE3aBHCHO
O/ EbETOBE BOJbE, OTKPHBAKHEM HMPAIMOHAIHUX, HECBECHUX MOTHBAIlMja U
Jajbe ce ocTaje y mpoctopy mcuxonomkor. C apyre cTpaHe, YMHH C€ Kao
Jla je HapacTame CMPTU y jyHAaKy MOTHBHCAJIO HAITy NMPOMEHY HErOBHX
KUBOTHUX OKBUPA — CarJIe/IaHN HA TaKaB HauWH jorahaju mokasyjy zia ce Kpo3
TICUXOJIOIIKY MOTUBALIM]y MPOOHja TPaHCLEHAEHTHO UCKYCTBO. [lyTOBame u
peanuzanuja oxHoca ca ['puhoM BUIBMBH Cy noralhaju HEBHIJBMBUX CHJIA
KOjU yIpaBiba)y XOMOBOM cyaOWHOM. Pa3ymeBame >KMBOTAa MPOTArOHUCTE
ocumnupa usmely oBux aBejy moryhHocTu, a mpenaMa ce M pa3oTKpuBa
npeko durype xene — ['pube.

JlocrieBambeM y HOBY CpeuHy, XOMO 3a7001ja HOBY TICPCIICKTUBY W3
KOje rmocMarpa cBOj MPOTEKJIN )KUBOT U HeroBe IiaBHe akrepe. [Ipe cBera, on
0CBaja jeHy J0Taj Hemo3HaTy ciobomay, aocieaHo ocehajyhu ocnobahame
o7 moctojehux )KMBOTHUX OKBUPA, Pa3BE3UBALE O] CBOj€ aKTyETHE IIEPCOHE:
,»AJIN aKO HEMaMO Hauesa WIH Cy OHa, MOX/a, YIIPaBO Mallo OCiIalduia, Kao
mTo je 6mio y XoMa KaJi je Iomiao Ha IyT, OHJIa Ce MOKE JIOTOAMTH 1a T€ UyAHE
YKUBOTHE I10jaBe 3aIl0CjeAHY OHO IITO je ocTasio 6e3 rocromgapa’ (Muzil 1969:
16). Mana ce oaBojuo on mopoauiie u oceha a ra ,,HOCH BiIacTUTa CTpyja‘
(Muzil 1969: 9), na ra Buile HUIITA Y KHETOBOj JbyOaBU IpeMa CyInpy3H He
obaBe3yje J1a ToMe cao0pa)kaBa BIACTUTO CBAKOJHEBJbE, UIIAK j& CUTYpPaH y
TyOOKy ¥ IPUPOIHY NOBE3aHOCT ca koM. Hberosa jby0aB y 0JICyCTBY cymnpyre
MOCTaje YaK M jaya, KaKo jyHaK MHUCIH, a 3alpaBO CBE BUIIIC HJCATH3Yje U
By U BUXOB Mel)ycOOHHM OIHOC, MaKo MpecTaje Ja joj oAroBapa Ha MHUCMA.
Tenecno uckyctBo ca I'puhom yak U mocrnenryje HEroBO pOMaHTH3UPAE
cynpyskaHckux ocehama,® mTo, yocraiaom, moTBphyje aa je Ko mera JOIIo
710 TIOTIIYHOT paciiena u3mehy aymie u Tena (,,tberoso je cpie npea aparom
OMJI0 CMjepHO M CHPOMAIIIHO IMOMYT MPOCjaKa; TOTOBO Cy My IOTEKIE W3

§ Xomo npeoceha na he, npenocehu cBojy eMoIHjy npeMa KeHH Ha JApYry 00ajly, OCTaTH y BEYHOCTH
MOBE3aH Ca HOM.
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nyie 3akinerse u cysze” — Muzil 1969: 9). C npyre crpane, pOMaHTH3UPAE
Te Jpy0aBM ofp:kaBa QUcCTaHLly ca [puhom, 3anpxaBajyhu omHOC yBeK y
UCTOM OOJIMYjy: TO je YMCTa CEeKCyaJIHOCT JIMIIEHa UHTUMHOT 30/1MKaBamba.
300r 030MJBHOT pa3zMUMOWIAXKeHma U3Mel)y jyHakoBHX eMolija U JieNnama,
yuTajaln nocsehyje naxmwy HUjaHCaMa Kako O OATOHETHYO Ja JIM Ce IMpex
UM HaJIa31 JyHaK KOjU M)KUBJbaBa OHO HArOHCKO, a TyTO MOTUCKUBAHO, Ma/1a
TO YIOPHO palmoHanu3yje (He Tpeda 3a00paBUTH jYHAKOBO yBEpEHE: ,,HUKO
Hehe KPTBOBaTH Bj€YHOCT 3a YETBPT caTa JakoyMHocTu — Muzil 1969: 10),
WIN jyHaKoBa cyaAOMHA HApOCTO M€ CBOJUM TOKOM M TO MO HEKOM BHILIEM
pely mojaBa o0 KOjUMa ce He MO)K€ MMaTH HUKAKBO Ca3HAbE.

JIOKTOp Teosiordje U MOpOoAMYaH YOBEK caja BOJM >KMBOT Komada
3nara. HoBe OKOJIHOCTH ra HCITyHhaBajy CHAKHUM YTHCKOM HECTBapHOCTH, jep
je mpoMeHa KUBOTHHX OKBUpa Harna. [Ipahena je HoBocTeueHUM ocehameM
Mohu, IPOUCTEKIINM ITpe CBeTa 13 JOMHUHAIIH]€ HaJl )keHaMa KOjy OCTBapyje jep
ce Haya3u Mely JoHocuonrMa 6aroctama y Taj kpaj. I'puba je camo jenna on
MEIITAaHKU Ka KOjUMa je cI000aH MPUCTYI M LIEHTPATHOT JyHAaKa U HETOBOT
OKpY’KeHba, a KOjy HE 0CIOBJhaBa leHUM uMeHoM (JIena Mapwuja Jlennn), Beh
je3oBe 1o leHoj kpasu ['pulju. Y HenmpaBMIIHOCT BeHOT TOBOPa, U BbeHa ozieha,
Y HAuMH Ha KOjU jallle — a caMo je JIeroTa u3/Baja Mel)y ApyruM skeHama Te
TpaaUIMOHAIIHE, YaK apXauydHe 3ajeHULIE — JIaTH Cy KapuKaTypajHO, OHAKO
Kako u3reaajy Xomy, LITO yKa3yje He caMO Ha COLMjaliHy pa3iuky usmely
JbyOaBHUKA Beh U Ha HEroB ACTMMHUYHO MOJCMEIBHB, & MHAUE UCKIbYYUBO
TEJIECHH OHOC MpeMa ’0oj. XoMo mocexe 3a [puhom, nzabpasmm je mehy
JpyruMa, MO HEKAaKBOM IPHUPOIAHOM IIpaBy, a YyJHOCT HUXOBOT OJHOCA
HaIJIalleHa je ¥ TUME ITO Ce€ O H0j TOBOPH y KOHTEKCTY jerna u nuha. Kana jy
je IpBHU MyT NMoJbyOHoO, OHA je ,,3aMJbacKajla yCHaMa, Kao Kaj ce 3aJJ0BOJbeHE
yCHE o71Bajajy on pyOa mexapa“ (Muzil 1969: 15); wmeroBa HakHaaHa cpeha
300r 3anounmama ofHoca ynopeheHa je ca genoBameM Bpyher nuha: ,,xao
mrTo u Bpyhe nuhe mouume na nenyje TeK HaKHaaHO M u3HeHama“ (Muzil
1969: 15). 11 nok ciytu 6ynyhe uynue pagoctu ca I'puhom, jyHak ce ,,cjeTHO
HauMHa Kako cejballd y3UMajy XpaHy; OHM Bahy moiako, Mipackajyhw,
nujeHehn cBakM 3aJI0raj; a Tako M IUIEIly, KOpakK Mo KOpak, Ia 3alujeno u
cBe ocTajio yuHe Ha uctu HauuH' (Muzil 1969: 15). IIpupoaHo kao xpaHy u
BoIy, XoMmo y3uma u I'puby. C npyre crpaHe, CTOjU HETOB YTHCAK MOTITyHE
HECTBApHOCTU U HENMPUPOAHOCTH, jep Ce CBE ,,JOTOAMIIO, HE M0 mheMmy, Beh ¢
wuM“ (Muzil 1969: 15). Yocranom, XoMOBO pe30HOBamkE O MPUPOAH, KOja
je ,,OTpOBHA M HEUOBjeyHa CBarjje Iije joj YOBjeK He HaMEeTHE CBOj japaMm'
(Muzil 1969: 14), noncrakuyTo je [ puhom Koja My Jienyje Tako e1eMeHTapHoO,
aJli CyTepHlIIe J1a je Ha CHa3M ICUXOJIONIKa pojeKIja: XoMo He yBubha na ce
MIPUPOZIA Y HlbEMY CaMOM, HErOB HarOHCKH JIE0, OTEO KOHTPOJIH €ra.
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Xoma omuja cama MO3MIMja OHOra KOjU Oupa, alu M IMOJATHOCT
KEHa, KOJy JIOKMBJbaBa Kao HUXOBY CPONEHOCT C MPUPOIOM: CBE Cy MY
KEHE JeJIHAaKO JIOCTYIIHE, HE MOCTOje HUKAaKBe Mpernpeke a He obaBesyje ra
HU MPUCTOJHOCT KOJy j€ OCTaBHO 3a cOOOM, MaJa 3Ha /1a je YUTaB KOHTEKCT
MO30PHIITHM, J1a je JKEHCKa JKeJba XUI-EHAa U 3aCHOBAHA Ha KOPHUCTOJbYOJbY.
VY TuM ycioBuMa Koju moronyjy Oyjamy ocehama nmune mohu’ mojadas je
WHTEH3UTET HErOBOT JI0KMBJbaBakha — BbEMY Ce jaBjba edekar ,, kame BU™ y
norteay yobudajenux nojasa.'® Komynukaruja ca I'puhom je orexxana 300r
CBHUX pa3JiiKa Koje mocToje nu3Mehy me U LEeHTPATHOT jyHaka — Kao u ToHKa,
KOja IpuMaia paJHUYKOj KJIaCH U KOja je y BEJIMKOj MEPH HEMYIITA, CeJbaHKa
I'puba, koja je peunTHja, HE TOBOPU HULITA IITO OU XOMY OMJIIO IIITA 3HAYMIIO.
Bene cy peuyeHuile myHe ONIITUX MeCTa W JENyjy Kao KapHKaTypalHO
U3BPHYTH YHHMBEp3aJdHM HUcka3u. M3mel)y octamor (y3 OCKYyZHOCT HEHHX
eMolIija IpeMa beMy U BbeH Opak), TO U yTHUE Ha HEeroB J0XHBIba) [ puhe
Kao ocnoOoheHe o1 KOHBEHIIH]a.

Mapna ['pubhun Myx Ha Kpajy Jonpema CTeHy KOjoM 3aTBapa MU3jia3 u3
MIPOKOIAHOT pOBa y KOME I'a jkeHa Bapa ca XOMOM, LITO j€ JeJHAKO CMPTHO]
npecyau, LEHTPaTHU KOH(IUKT ce He Hayazu Mel)y mpoTaroHucTuMma, Beh y
Moryhum UHTeprpeTanyjama >KUBOTHUX Jioralaja, IITo MoYnBa Ha IPUCYCTBY
cykoba Ha HMBOYy Hapauuje — ,,ayKTOpHjaJIHU IJlac KOpHUryje XOMOBY
nepcnekTuBy* (Jennings 1984: 62) — anu 1 Ha YHHLEHHUIU Ja ,,XOMOBY CBECT
KapakTepHlle u3BecTaH Hexocrarak jeauHcTBa“ (Jennings 1984: 64). On
noyeTka XoMo He pa3yMe MOTHBE 32 MHOT'€ CBOj€ YHHOBE (Ha MpUMeEp, He 3Ha
3aIITO je CTaHOBAO KO XO(UHIOTOBOT MO3HAHMKA, a HE MOIYT CBUX APYTHX
y TOCTHOHHIIM, HE YME HU J1a 00jacHH 3allITO ce y JaHMMa Kajia oceha Hajjady
MOBE3aHOCT ca CyNpyrom, Kaja cxBara Ja je JbyOaB Hebecka TajHa, Of e
KOHAuHO 071Baja, HUTH 3a1To yonuuTe Kpehe ca XopuHroTom y rniaHuHe, kajaa
npema ToM amOujeHTty oceha oasparHoct). !

Yocranom, TpeHyTaK KaJa C jyHaka crajHe mpe3ume (U mepcoHa)
O3Ha4aBa U HbErOBY OTBOPEHOCT 3a JIEJOBamke JAPYIHMX apXeTHUIIOBA.
[IpunoBenaueB nckas ja eKCleAnIMja oaruyaBa qyx pa3onyaHe Eppone nma
edexar uzHeHalhemwa: Oyyhu HenmpunpeMsbeHa, OBa KOHCTaTalMja JAeyje Kao
Jla oficTymna of Toka mpuue. Tek kaga caregamo Ja HeCBeCHa MOTHBAlMja
urpa BaXKHY y/lory y XOMOBHM OJUlyKaMa W TOHAIllamy, Kaja yBHIUMO
na XoMO TpaBH JIACLUBHE ally3Hje ,,caMO 3aTO LITO Iaje Tpeda Jia umajy
mupuc mymkoctu™ (Muzil 1969: 8) — uzpa3 cy, makie, mpuiarolaBama
omnurenpuxBaheHoM MoHamamy —a 01 Y0BeKa ocBeheHOT KibU31 OH IIOCTaje

° ,Pacunanu cy HoBai Mel)y Jbyze u Biranamu nmomyt 6orosa” (Muzil 1969: 5).
10,CBe je To XOMO 3aMjeTHO IpBHU MyT y cBojeM skxuBoTy" (Muzil 1969: 11).

11 Ocjehao je caMo cuItHy 0JBPaTHOCT MpemMa KyTaHIITHMA 1 INIaHKHCKUM MjectumMa™ (Muzil 1969: 3).
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JeIaH o1 MHOTHX KoIlaya 371aTta, HaciayhyjeMo 1a liMe OBJIa/iaBa KOJIEKTHBHA
CEHKa, Y KOjy ce, HapaBHO, yTala CeHKa XOMOBOT WHIUBHIyaTHO HECBECHOT. "
Cenka je ,,’HEraTUBHU JA€0 JUYHOCTHU (...) 30Up CKPHUBEHUX, HEKOPUCHHX
CBOjCTaBa, HEIOBOJFHO Pa3BHjeHUX (DYHKIIM]jA U CaApKaja JIMYHO HECBECHOT
(Jung 1977, 2: 70-71). C I'puhom XomMo XMBU CBOjy CEHOBUTY CTpaHy, Koja ra
BOJM y cMpPT. M meroBa 30pkaHOCT U OE3TMYHOCT HEroBUX OJHOCA (KaKo ca
JbyOaBHUIIOM TaKO U ca CYHpyroM) MOTY c€ carieiaTh Kao U3pa3 JieoBamba
apxeTuna CeHke, MoJ YMjUM ce yTHIajeM XOMO OJiBaja O] peasHoCTH 00a
OZTHOCA OKO KOjHX j€ OPraHM30BaH HETOB JKUBOT. 3aTO je CBE yIaJbeHUJU O]l
HCIPaBHOT pa3yMeBama CBETa OKO cele, YaKk M caMe EKCIEOUIlje y KOjoj
yuecTByje. OuurienHo je Ja XOMOBE KoJere 3ay3MMajy KOJOHU3ATOPCKU
OIHOC TIpeMa TPAJUIIMOHAIHOM JIPYIITBY Yy Koje cy nocnenu. Ocehame Mmohu
Koje y XoMy pas3ropeBa MpUIAAHOCT UHAYCTPHJCKU Pa3BUj€HOM IPYIITBY Y
UCTH ra Max OCHpOMAIllyje 3a MMOMMAamke CTBApHE NMPHUPOJE CBETA Y KOJU je
MIPHUCIIE0, TE My IPUITHCY]e ETUKETE (,,0BAje )KUBHU Mel)y nuBsparuma‘’ — Muzil
1969: 18) ymecto aa ra nmojMu u3HyTpa.'

Cama I'puba, 10:XMBJbEHA Ka0O CEKCYaIHN 00jeKaT U KapaKTepUCTUYHA
32 YHMTaBy CKyIHHY >K€Ha Koje Ty JKuBe (,,Te >keHe*), ma YTOJUKO W
HEMHJIMBUAyalln30BaHa, MoucToBeheHa je ca MpHUpoAOM, CBEJEHAa Ha
MOJUbYJICKH, OecTHjanaH 00IMK, a urak XoMO Hajla3u CIMYHOCT u3Mely me
U CyIIpyre, Majia He Ka)ke y 4YeMy ce€ OBa cacToju. Ta CIMYHOCT U U3BHpE U3
HUXOBOT T10JI0XkKaja Y JYHAKOBOM JKMBOTY, a HE U3 MPHUPOJE yrnopehuBaHUX
o0jexara. Hu cympyra uu I'puba Hucy Humra mo cebu, Beh HCKIbYUHBO
OHO ILTO MPEICTaBJbajy 3a Hera, 300T yera je XoMo 3alpaBo y OJHOCY ca
co0OOM MMOBOAOM HHX, a HE ca BbuUMa. JlpyruM peunma, jyHak ce yTBphyje y
cBojoj camohu. C npyre crpaHe, Mel)yCOOHM OTHOCH yUeCHHUKA eKCTIeAMIIN]e
ucnymeHu cy cBahama u Bpehamuma, a BHUXOB KHBOT JOKOJHMIIOM,
oropyeHoinhy, camohom u ocehajemM n3010BaHOCTH. XOMO Ha CBUM HUBOMMA
UCHaJia U3 peaJlHOCTH OJJHOCA Ka0 y3ajaMHOCTH.

Hanymramem rpaljaHckux OKBHpa OH je HAIyCTHO IPOCTOpP CBOje
MIPUTIATHOCTH, aJIM CE U Y HOBOCTBOPEHOM OOJIMY]y CBAaKOJAHEBJbA HANla3u y
TPaH3ULIMjU, MaJIa My Taj )KMBOT U3IVIeJa ,,CBJeTIUjH U MUPHCHUJU O]l CBHX
npujanmux skuBota” (Muzil 1969: 8). ok je, cnosba mocMaTrpaHo, HEroB
KHUBOT HCHyHeH 30mmxkaBambeM ca [puhoM M HacTojameM Ja Taj OJHOC
MIPOJLY>KH KaJla OHA JKEJIN J1a 'a OKOHYA, Y YHYTPaIllleM CMUCITY JyHaK ce kpehe
Ol pacKHiama ca J0TalallbuM HocTojameM (y (a3u mpomMeHe U HOBUHE) 10

2 My3un mokasyje Aa je KOMeKTHMBHa ceHka EBpome m3mely 1Ba para HCIymEHa pa3BpaToM U
AHTHCEMHUTH3MOM (,,HerprctojHu 61 ce BULIEBH PACHIPCHYIIH Y CMUjEXy, & CBH Cy YBHjEK 3all0YHIbAIIH
pujeunma: ‘JenHoM je Heku XKumoB myToBao xesbe3Huuom...  — Muzil 1969: 12).

13 Mysui je y ecejuMa eKCILUTMIMPAo Jia Jbyjle Huje Moryhe pasymeru ca Beh popmupanum u oapehenum
HaYMHOM MHIIJbeRa, Beh 1a ,,cyn u Mmepwiio Tpeba u3Byhu u3 mux (Muzil 1993: 104).
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MOKYIIaja Jla OCTBapu CHUHTE3y CTapor M HOBOT >KMBOTA — CHHTE3y KOja He
npoJsiazu TecT peasHocTu. CBET y KOMe ce Halllao YMHU MY C€ 3a4apaHuM
u 0ajKONMKUM, HMaKO je MCIYHEH IHEeBHUM oOaBe3ama (Tpaama Ipyre,
MUHHpame CTeHa, KJIalke CBUIbE) U 3a0aBaMa ca jkeHama U y Ka3uHy. Tu, y
MHOTOME IIPa3HHU JIaHU, XOMY ce€ YHHE Kao ,,CBaJ0EHU JaHH, IaHU y3Hecema'
(Muzil 1969: 18), ekcratnuHu, a WweroBa HyMHWHO3Ha ocehama ce Mory
00jaCHUTH CcaMO I10jaBJbHBAKEM apXeTHMNa. ,,YBEK KajJa ce jeJaH apXeTHIl
MI0jaBU y CHY, Y (paHTa3Mju WIH Y )KUBOTY, HOCH ca coOoM nocebaH ‘yTunaj’
WM CHAry, 3axBajbyjyhul K0joj Aenyje HyMuHO3HO, OMHOCHO (aciuHupajyhe
WJIH TIOZICTUIIajeM 3a akiujy* (Jung 1977, 2: 74).

I'puba je noxxuBIbEHA y CUMOOIUIM 3eMJbE, & POB KOME je 3aTBOPEH
u3Ja3 He caMo Jla HaJMKyje Ha Tpod Hero je XOMOBO yMHpame y UCTH Max
u caxpamuBame. Kaga ce jyHak pazabpao oko cebe, Te Buaeo aa je ['puba
ycIiena Jia HalyCcTH Taj MPOCTOp KPo3 TaHKH M3J1a3 KOjU C€ HaJla3uo HaCylpoT
3aTBOPEHOM YIasy, OH He Mpely3uMa HHUIITa Jia Ou ce ocinoboauo: ,,To je 6uo
u3ia3, aly je OH MoXKAa Tora yaca Beh Ouo mpecnal 1a ce BpaTu y >KUBOT;
MOXKJa TO HUje HU XTHO, a MOXKa ce U oHecBjectuo (Muzil 1969: 21). Hama
Ce YMHHU Jia je Taj TPEHYTaK KOju ayTop KOMEHTapHIle ca TPH ,,MOXKIa", OHaj Y
kome XoMo cxBarta 1ia je, npeko ['pulje, mpuBeneH ocTBapemy CBoje CyaOHHE.
VY o6jekTuBHOM TOKYy noralaja, KOju je HaroBeLITEH Ipe CBera CiIyTHhama
CKOpe CMPTH caMor jyHaka, YuHHU ce Ja ['puba u Huje napyro 1o nocpeaHuua
HajaBJbeHE CMPTH. ,,Kao 00pazoBaH 4OBjeK HHUje y IOUETKY HIIaK HUKAKO MOTao
Jla CBJajJa CBOjy HEBjepHIly Jla Ce€ 3aucCTa JIOTOAMJIO HEUITO HEMOIPaBIJbUBO.
(...) KacHuje je cno3nao cBojy CyaOHHY; Kao y CHY jOIII j€ Je[ITHOM OCj€THO
KaKo Ce€ CIyIITa Ha Iera, JaHuMa, TjeJHHUMa U MjecelMa, Kao 1To U Tpebda
Jla IOUMIbe, caH, koju he Tpajatu Bpio ayro* (Muzil 1969: 20).

IIpotaronucra ox modeTka CBOJAM padyyHE ca >KMBOTOM, HE 3Hajyhu
na To ynHU. Kako ogMuye mpuya mojayaBa ce HEroBa CIyTHha CMpPTH, Maja
3a TO HE MOCTOje HUKAKBH OYMIVIEIHHU Pa3jio3H, jep Ce JyHaK Hajla3u y MyHO)
cHasu. Wnax ,I'pubha™ 3amounme KOHCTaTanuMjoM Ja MOCToje pas3nolspa
KaJla ce TeMIIO JKMBOTa jako ycIllopaBa, W Ja ce Oam Taja ,,MOXe JaKIie
noronut Hecpeha® (Muzil 1969: 3). Hecpeha u cMpTHH HCXOA KOHCTaHTHO
Ce HAroBeIITAaBajy,'* amu je mpuya Tako CTPYKTypHpaHa jJa ce YuTajal Ha

4 Veeno u HoBo ymmihe Ha apsehy, koje Xomo mocmarpa Jok GopaBu Ko XO(UHIOTOBa 3HAHIIA,
Wranujana, 6miio je WCHperieTaHo ,,kao Ha MpTBaukuM BHjeHmmma“ (Muzil 1969: 4). Jynak ciaytn
JI0JTa3aK Hedyer HEjacHOr, ali y JHY JAyIIe OYCKHBAaHOL. Y HOBOM Kpajy IJIe CY MM JKEHE MOKa3HBaJIe
3HaKe J00POIOILTHIIE, IEIIaBajo Ce KaTKa/l i Ja BUH ,,KOjera CTapor cejbaka Iije Malle KOCOM MOMyT
npase mpasiare cMpt’ (Muzil 1969: 6). V3 cBa HOBa ocehama koja ce jaBibajy y jyHaKy, Hude u ocehaj
,.Ja he oBaje Mehy mrymapuiiama, noToyHuiama, kahyHom, eHIIMjaHOM U OHOM JIMBHOM 3€JIeHO-cMeljoM
KHCeIoM Jieskatd MpTas“ (Muzil 1969: 9). ,,Xomo je no rHeuemy ocjehao ia he Hackopo ympujeTu, camo
jour HUje 3Hao Kako HU kaga“ (Muzil 1969: 10). C mpoToKkoM BpeMeHa, ’eMy Ce jaBJba U JIONI MPEI3HAK,
y Koju ce yOpajajy peun 4dyaHe cejbaHKe, 3a Kojy mak [pubha TBpu fa Ta yoriuTe He 3Ha ITa TOBOPH.
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Kpajy IuTa J1a JIM je 3aucTa aBaHTtypa ca [ pulom pesyntupana cmphy wim je
HaCTyMame CyI00HOCHOT TpeHyTKa opraHu3onajo joralhaje tako na ['puba
MOCTaHe MOCPEIHNLIA Ka CMPTH, Koja ce ciiyheHa n HaroBelitaBaHa Mopa u
JIOTOJTUTH.

I'pubha ce Ha XOoMOBOM XHMBOTHOM MYTY IOjaBJbyje Kao MoryhHoct
JUYHOT pa3Boja (IPOILIMPHUBAKE JIMYHOCTH IOCPEICTBOM HHTErpUCamba
HECBECHHUX caJpraja, TO JecT, apXeTula CeHke), ajau je Ta MoryhHoct
MPOMYLITEHA jYHAKOBOM COJIMIICUCTUYKOM 3aTBOpeHouhy 3a moumame
apyroctu: ,,JIok je Xomo npexo I'pule Morao ycnoctaBuTH HOBY TauKy KOH-
TaKTa ca CTBapHOIINy, OHAa yMECTO Tora mocraje mudpa, jeIHOAMMEH3HO-
HaJHHU 00jexar XOMOBHX JIHOUAOHO3HUX HaroHa (Jennings 1984: 73).

Jla 1M je KIMLa CMpPTHU KOoja ce IOjaBHjia y jyHaKy M C BPEMEHOM
rocTajaja cBe JOMHHAHTHHMja OWJia Ta KOja jé MOTHMBHCAJIa Harlly NMPOMEHY
ErOBUX JKUBOTHUX OKBHMpa, WM je XOMO >KMBOTOM IUIATHO H30Hjame
CBOje ceHoBUTe cTpaHe? My3uily je cTajo J0 Ofp)KaBama JIBO3HAYHOCTH Y
YUTAaBOM TOKY IIPUYE, jep Ce YIPaBO KPO3 by MPOAUPE 0 CKPUBEHOT CMHUCIIA
KHUBOTHHUX enuzona. durypa jpybaBHMIE, KOjy XOMO OCJIOBJbaBa MMEHOM
KpaBe, Ha peaJICTUYKOM HUBOY yKa3yje Ha pypaJHH KOHTEKCT U MPHUPOLY
UXOBOT' CEKCYaTHOT ofHoca. MehyTum, ako y3mMemMo y 003Up MHUTOJIOIIKA
3HAueHa, KpaBa je cuMOoN MIoAHOCTH U 3eMibe (Sevalije 2009: 422, 421),
Te apxeruncke gurype Bemamnke Majke (Kuper 2004: 74), koja je ,,THUI Majke
Oorume, Koja ce jaBjba y penuruju, MutoBuma u serengama’ (TrebjeSanin
2011:439), mro nonaje ny6Jbe M HPOHH]CKO 3HaUeHe HoBesrn. OBa CUMOOIHKA
MOXKE YKa3uBaTH Ha TO J1a XOMO, Bepyjyhu aa 10KHMBJbaBa MOBUIIEHO CTambe
KUBOTHOCTH U CTPACTH, y CTBAPU MPUMa IO3UB 3eMJbE, OTHOCHO CMPTH, Kao
Hen30exaH MCXOJl CBOje moTpare. YocraiaoMm, XOMOBO CTamke CBECTH M jecTe
noclieinIa JeoBamba apXeTUIioBa: Kpo3 ogHoc ca ['puhom ce mpojaBibyje
HCKOHCKO MCKYCTBO ,,lToBpaTka y MajunHo kpuio“ (TrebjeSanin 2011: 439).
ITopen Tora, Hema mpernpeka Aa ce CMpPT U J)KUBOT CXBaTe Kao MCTOBPEMEHHU
U MOBE3aHH, Y CBOjOj CUMOHMO3H, YTOJIUKO Ipe IITO UCTU MOJAPUTET HOCU U
apxetun Bennke Majke. Bpmehu ¢yHkimjy ncuxomnommna, kako HoTBphyje
BEJICKO Tpename, KpaBa je Mopana OUTH JIOBEeIeHa y3 y3IiaBibe ymupyher
(Sevalije 2009: 422), a 03HaTO je ¥ BEHO CUMGOHYKO 3HAYCH-E locHogaplye
inanune mpiieux (Sevalije 2009: 422), mro uMa HemocpeaHy peduekcujy y
HoBeni. OBa cHMOOIMKA jOIII BUIIIE I10jallllbaBa UPOHHU)CKU 00pT y My3nioBoM
Jieny, TA€ je KpaBa, Kao CUMOOJI 3eMJbe U IUIOAHOCTH, T€ apXeTHUIICcKe (urype
Benuke Majke, yjeTHO 1 HOCHJIAL] CMPTH.
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3. IopTyrajnka, nocpeIHMIa HHAUBUAYALUjeE

INopryranka je 3akoHuTa cynpyra ¢eynana ¢on Kerena, noBenena mo
yaju y BEroB 3amMak y jy:kHoM Tupony (pajimba je CMeIlTeHa y Cpeibu Bek, '
y Bpeme cykoba m3mel)y Qeynanara u miaeMcTBa ca TPUACHTCKUM OMCKYTIHMA),
T7Ie BpeMe TocBehyje meTmama 1o IyMHd | ISTTMKAaTHAM HHTEJICKTYaTHAM TT0T-
pebama, y3 MoBpeMeHe, KpaTKoTpajHe CyCpeTe ca My»eM, KOji CTaJIHO paryje. Y
Yacy KaJia je paT 3aBpIleH, a CyNPYKHULM Y TIPUIIHLIH J]a CE 3aKCTa U yIO3HajY,
IbUXOB j€ 33jeJHUUKH KMBOT 0OpeMemheH HheroBoM Oonemnihy M HBeHUM HeBep-
CTBOM — CHTYaI[Hja Ce pa3pelaBa oCPeCTBOM Uy/ia Y 4rjoj ce (pyHKIMju Hama3u
aHTpornoMopQu30BaHa U 0OOTOTBOPEHA Mayka, I0BE3aHa ca CYJOMHOM JIMKOBA.
Heol6wmuasn rocr, >keHUH TIpUjaTesb U3 MIIaI0CTH U y3POK MY>KEBJHEBE JhyOOMODE,
HECTaje U3 IbUXOBUX KUBOTA Y HCTOM TPEHYTKY KaJia j€ Mavka yOujeHa. 3aBpIIHHY,
OmacdeMuyaH >KeHUH KOMEHTap — ,,AKO je 00T MOrao Jia IOCTaHe YOBjeK, MOrao je
na nocrane 1 Madka““ (Muzil 1969: 39)“ — nomatHo ycMepaBa YHTa0ueBO pasyMe-
Bambe forah)aja y KOHTEKCTY HATIPUPOITHUX (heHOMEHa.

Enm3oma ¢ MaukoM yBOAM Yy TpHYY, HCIPHIIOBENAHY IJIaCOM
00jeKTUBHOT TpuroBenada, (GpeHoMeH uynaecHOr. Ywuranmai ce cyodaBa ca
CPEeF-OBEKOBHIM aMOMjeHTOM, HCIYHCHUM aTMOC(HEpOM dyia ajlu y UCTH
Max MMa J0cTa pasnora aa ,,[lopryramky™ pasyme Kao aleropujcky mnpudy
O TICUXOJIOIIKOM pPa3BOjy MPOTAaroHHCTE, KOjU je MPHUCYTaH U Y JyHAKOBO]
paTHOj UCTOPHUjH. AKO HaXKiby MOCBETUMO JIeTaJbuMa KOjU OTKPUBAjy 3aILTO
je ouckyn HemobenwB y pary ca ¢oH KereHOM, y HOBEIy pPOAHpPE MHOTO
BaykHH]ja 00pOa 0J1 OHE KOja Ce OJUTPaBa y CIOJbAIIHO] CPEANHHM: TO je 6bopda
yHyTap Tcuxe m3Mel)y MyIIKOT M JKEHCKOT NPHHIMIA, YHje Cy MOCIEeIUIe
nanexkocexHe. EKCIUTMIIMTHO je Ka3aHo Aa je OUCKYIOB YyTHIaj OTPOMaH, Te Ou
YBEK U3HAJIa3M0 HAYMH J]a HaJjjaya CyapHUYKY CTpaHy, aJli j€ y CAaMOM OITUCY
cykoba ca Gpon KereHom caprkan 1 JpyTH pa3iior — yKa3aHo je Ha pa3IuauTOCT
IBUXOBHX cTpareruja. HanMe, OMCKYIIOBO MOCTYTAmkE j€ OMMCAHO Kao BEIITO
Kopumheme BIACTHTUX pecypca: OH je W HacWiIaH, ajd U ,,IIOIYCTJBUB,
MOAIMYKA0 U XKHJIaB, YEMY Cy T'a, MOX/1a, M HAy4HJIe YIIPaBo TE KEHCKE Xasbe
(Muzil 1969: 27) xoje je Hocuo. buckyn je, nakie, praexcubunan y npuMeHu
Pa3IMYUTUX CTPATETH]ja, Y BbeMY CY, CIIyTUMO, UHTETPUCAHE MYIIIKA U )KeHCKa
CTpaHa, IITO 3a IOCJICANILY UMa HeTOBY BOJHHUYKY CYTIEPHOPHOCT — 32 Pa3IUKy
on ¢on Kerena xoju ce ocimama camo Ha cHary. ExcrmuiipaHo je na je peu
0 CykoOy JIBe CHIIE: jeZlHa Ce OCllama caMO Ha CHary, Apyra npema mnorpeou
aKTHBUpA Pa3IMIUTEe PETUCTPE MOHAIIamka. '®

'S TTo3uaro je ma je My3ui nmao OeJeKHHILy O CPEIHOBEKOBHUM MHCTHYHHUM HCKYCTBHMA KOjy je
Ha3Bao ,,I' pannuna nckycrsa“ (Kermode 1966: 226).

16 JBuje cy ce cuie Mehycobno Gopuiie, jefiHa IMBIbA M YBUjEK CIIPEMHA Jla Hama/a, any npeciada,
a Jipyra IoIyT Cropa, MeKaHa, ajli OKPYTHO TellIKa THjeja, KOjeMy je joIl U BpHjeMe J0/1aBajo CBOjy
texuny” (Muzil 1969: 27).
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T'onune patoBama, cTora, 3a camor (o Kerena, HuCy rmpasHo Bpeme
y TIOIVIEZy HEroBOI' IICHXOJIOIIKOT Pa3Boja: UCTHHA je, KaKO ce M3 KacHHje
NEepCIeKTHBEe HCTUYE, J1a Ta je TO pa3fo0sbe Ap)Kajo Jajbe o oO0pazoBaHe
CpeaMHe, Jia HHje pa3BHjao MaHHUpe, ITo oceha Kao CBOjy MambKaBOCT Kajia ce
Hahe HacynpoT miaoMm [lopryranity, anu je oH y TOM NEpUoy, 3axBajbyjyhn
Xxpabpoctu Hajorpal)eHoj CTPIJBEHEM M TaKTHMKOM 4YeKama (jyHak ,,lIOMyT
BYKa Kpy>ku oko Ouckymna‘““ — Muzil 1969: 38) octBapuo ayTopuTert, Te IOCTa0
BOjCKOBONa IJIeMCTBAa O KOME C€ WCHpeAajy JiereHae. Y pary, Koju Tpaje
nyxe o aeuenuje, pon KereH je, gakie, yCBOjUO BEIITHHY MYIPOTI YeKamba,
300r yera je ycreo Ja MOCTUTHE BHILE O] CBOJUX IpeJaka. 3a Ty je BPIUHY
u Harpal)eH U3HEeHaJHOM OMCKYIOBOM CMphy, IITO JIOHOCH TPAjHO pELIeHe
cykoba. MehyTum, y TpeHyTKy HajBeher ycmexa, kajia je OBeH4aH o0e1oM
U MaTepujaJIHuM 100pHrMa, Memha Ce HheroBa XMUBOTHA yiora. JlyrorpajHa u
Telka 0oJIeCT, Te MOTIYHO ONaJame CHare — IITO je MOCIeANLIA yjeaa MyBe
— MOXKE€ C€ CTOTa MMOCMAaTpPaTH U Kao CTame KOje je Yy Be3H ca UICHTUTETCKOM
npomeHoM: (on Keren Buie He MOke OUTH OHO IITO j€ jeIMHO U 3HAO J1a
Oyzne, Te Cy JaHH HEroBOr OoJioBama, oOeekeHrn OeCIOMONHHM TEJIOM U
cJ1ab0oM JIyIlIoM, JTaHH 11aJ1a — OH [0CTaje APYTH, Apyraduju.

»He ciay4ajHO, MOpPOAWYHO HME je OWJIO Ha HEMadykoM OWIo Ha
JIATUHCKOM IPEeBOMBO Kao ‘okoBu’, ‘naniu * (Heit 1982: 36). Harnmameno
je na ¢on KeTeH 4MHM OHO IITO Cy YMHWIM M HETOBU NPELM: HU paT KojU
roJlMHaMa Tpaje HHje HEeLlITO BEeroBo, IMYHO, TO je CyKoO HacieheH o1 mpeaaka,
KOJU c€ BOJIM 300T 3eMJBUIIITA, YIIOPHO U KPO3 MOKOJICH:A, jep YBEK 3aBpIliaBa
Ha BHUXOBY HITETY, 300r Benauke Mohu TpuaeHTCcKkux Ouckyma. Beh tume je
CHA)KHO MTOCTABJbEHO NMUTAKE MHIUBUAYAN3aIH]je, yIoceOsbeha, JyHroBUM
(Karl Gustav Jung) peuHukoM — HMHIMBHIyaldje, Mpolieca H3pacTama y
nojenuHayno Ouhe.'” ®on KereH je xuBeo y ckiaay ca TpPaguldjoM H
Hacnehem, Te 0 OHOra MITO je JMYHO W MHAMBUIYAJHO HHMj€ MOTao HU Ja
nocre. Ha nouetky cy KerenHoBu noOWIM M KOJEKTHBHY KapaKTepH3alujy,
Oynyhu n1a cy CBU HaJMK jeflaH Ha APYTrora: >KeHWIU Cy ce U3 Jajieka Oorartum
KEeHama, paHo cenend, ymupanu mpe 60. rogune, o cpuyde UM je Juie
TaMHEJIO0, a OJUIMKYje UX BeJIMKa CHara, KOjoM U3a31Bajy CTpax y OKPYKEmY.
[Tonammajyhu ce Ha MOPOJMYHO HOPMUPAH HAYMH, OHU HUCY 3HAJIU O CeOU HU
TO J1a JIU Cy M MHAue KaBaJbepu, MJIK CaMO y TOKY Te IpBe OpayHe rofguHe, Kajaa
ce Tako noxamajy ceu Kerenosu, no npasuiy. Hu y sjey6aBu, koja je mpoctop
HajBuIe JuyHor, on Keren mo Tor nuyHor He gocmesa. Jlo moBparka u3
para (o KeteHoB offHOC ca »KeHOM (PyHKIIMOHUCAO j€ OHAKO KaKO j€ 3a YNTaB

7 uauBuyanuja 3Hauu ,,10CTaTy nojeaqunadno ouhe (...) dociiaiuu céoja Coiciisernociu (Selbst)®.
To je ,,ocnobahame CONCTBEHOCTH M3 MOTPEIIHOT MIIAIITA IEPCOHE, a C JAPYre CTPaHe OJ CYIeCTHBHE
mohu HecBecHux cimka“ (Jung 1977, 2: 189, 190).
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nopoanyHu JjaHal, KereHoBHX yoOMuajeHO (KeHHMI0a >KEHOM H3/ajeka,
jernoM U 6oratom), a 3aJbyOJb€HOCT M HHUj€ HMIITA JMYHO jep MOoYMBa Ha
MIPOjEeKTOBabY aHMME U aHUMYCa y CYIIPOTHY CTpaHy.

JKuBoT MymIKapia y BeJIMKOj MEPH 3aBHCH O]l OTHOCA MPeMa aHUMH,
CB0jOj YHYTPAIIH0]j )KEHH, YHjy je TPOjeKIH]y Y JYHAKOBOM CITy4ajy yCIEUIHO
nonena [Topryranka. ApxeTun aHume rpeJ MyIIKapiia MOCTaBJba 3aaTakK /1a
JIOTIpe /10 BJIACTUTE KEHCKE CTpaHe, J1a jé OCHAXH, J]a Hay4Hd Jia ce TMoHalla
U ,,Ha KCHCKU HAaYWH, ¥ HHje CIIy4ajHO Ja ce To y omrydyjyhoj mepu 306uBa
yIpaBo Y TPEHYTKY KaJia je eroxa paroBama 3a (hoH Kerena 3aBpiiena u kajia
OH MOpa J1a OBJaJia ¥ JpyraydjuM HadyMHMMA IOHaIlama of Beh ycBojeHuX.
C mweroBomM Oonenthy Ha cBETJIOCT JlaHa M30Mja HEroBa CeHKa, ,,MPauyHu 10
JMYHOCTH, KOJH CBECHO ja He MpuxBaTa u kojer ce ctuau (Trebjesanin 2011:
365). Kaxko je JyHr uctuiiao, ceHka He MOpa OMTH HEMOEKHO JIOIIIa UJTH 3114, Al
je yBek oHaj o0e3Bpel)eHn 1e0 TNYHOCTH, CYTIPOTHOCT EPCOHH, MACIIU KOJH
HocuMo y apymtBy. @on Keren ce, cnab u 6onecta, cMamwyje U J0CIOBHO
(06uM merose mIaBe) U GUIrypaTUBHO (Y BIACTUTUM M y KEHUHUM OUHMA).
VY oxHocy Ha cymapHHuKa oceha ce MH(EpHOpPHO, UCIPABHO 3aKJbyuyjyhu
Jla Cy HEroBe Iajie He3rpanHe u Hem3zOpyueHe. Tux aaHa 1o mwera Jonupe
KEHUH >KMBaxaH pa3roBop ca [lopryranmeM: oH onaka BUXOBY 3JPYKEHOCT
Iylia, 0K caM MocTaje mpeaMeT ucMeBama. CuTyalmjy y Kojoj ra HCMeBajy
NUjaHLIM y BeroBoj Kyhu, npe cBux kanesnas (a He TpeOa 3a00paBUTH J1a je y
Kyhu 3a1p>kaH )KeHUHOM HHTEPBEHILIM)OM, [1a Y TOM CMHUCITY 03HayaBa U lEeHO
HernomrToBamwe), GoH KereH je pazpemno (pU3MUKOM CHAroM, jep crpax ox
CJIUKE O HbeMY jOIII YBEK ITOCTOjH, MaJIa je JyHaK MOTIYHO U3MEHEH Y OTHOCY
Ha HeKaJalmer cede.

Cenosura ctpana pon KereHoBa y Be3H je ca lberoBOM OCETJbUBOILNY
U pamuBouihy, OZHOCHO ayOOKO TMOTUCHYTUM YHYTPALIBHM IKEHCKUM
MPUHIUIOM. ,,[IOTHCKHMBambe KEHCKUX I[PTa U CKJIOHOCTH HApPaBHO Ja I0BOAU
JI0 HarOMMJIaBamka OBHMX 3axTeBa y HecBecHoM™ (Jung 1977, 2: 206). Ja
¢on KereH Hema 0JJHOC ca CBOJOM YHYTpAIlll-OM >KEHCKOIINY BUIU c€ KpO3
nopeheme ca magum [lopryrianem, koju je, 3a pa3uKy Off Hbera, y CTamy /1a
ca [Topryrankom ayro pasroBapa u usrpaau uatumy. ®@on Keren tex tpeda
na ¢popMHpa JUYHU OJHOC Ca CYIpPYyTroM, Ja je UCTUHCKU YIO3Ha U M3rpaau
CBaKOJIHEBJBE.

WnpukatuBHa cy aBa ¢on KerenoBa Oyhewa u3 Oonectu: mpu
MIPBOM, OH Kpaj NOCTeJhe BUAM JKEHY ,,C BYKOM y3 KoJieHO™, mTo ynyhyje Ha
TICUXOJIOIIKH IIPOMEH-EH OHOC CHAra; IpH JIpyroM, Kpaj :KeHe ce Hajla3H beH
npujaTeb U3 JeTUILCTBA, a hoH Ketena o0y3uma crierduyuHo ocehame — CTUI.
Beroso youjame Byka uMa CHUMOOJIMYKO 3HAYCHE€ HENPUCTAjarkba Ha )KEHUHY
JTOMHUHALHK]y (Mehy 3HaKe HBEeHOT HEMOIITOBAaKka CBAKAKO CMaJla U Pa3BHjame
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HOBOT JbyOaBHOT OJHOCA Ha OYUIVIEN MYXKY), QI U yOHWjame Byka y celOw,
BJIACTUTE BydYje MPUPOJE, Ca KOJOM CE JyYHAK BUIIE HE MOXKE MOUCTOBETHUTH.
Yocranowm, [lopryranka je u 3aBojena Byka, jep jy je noacehao Ha Myxa, 1o
(U3NYKUM acreKTUMa, ajli M CHa3M U ,,JUBJBUHH XpabpocTu, mro cy GpoH
KerenoBa cBojcTBa mo3Hata u Jpyruma: [lopTyraJkuHo MO3HaBame Myska
HUj€ HU 10 YeMY €KCKJIY3HBHO.

JKeHuH MO3HAHUK W3 MJIAJOCTH KOjU je cynpoTHOCT ¢oH Keteny y
UCTH je Max U CJIMKa K0joj Ou (eymaHu rocrnonap Mopao Jia ce caodpasu z1a
01 ce oIHOC ca CyIpyTroM pa3BHO U oJpxao — Beh Ha Taj HauuH ,,[lopTyranka®
TOBOPH O HY’KHOCTH YHYTpalllhe Tpanchopmanuje. IlocebHo je MHIUKAaTUBHA
YHIbEHUIA J1a je ’uxoB roct Ilopryranan, 1a oH U cynpyra roBope UCTUM
Jje3MKoM, YMMe ce cyrepuie nocrojeha cpoaHoct, koje je Gpon Keren nuiien
y OIHOCY ca eHoM (Mely mwuMa je Biajana CTpaHOCT U TajaHCTBEHOCT).
AKO je aHMMyC YHYTpalllbHU MYIIKapall CBake *eHe, KOjU Cce JOKHMBJbaBa
MOCPE/ICTBOM MPOjeKIfje y MapTHEPCKOM OfHOCY, Oonemhy H3MEHEeHU
¢on Keren Buie HHje Gurypa Koja Moxe Ja MOHECE KEHUHE MpOjeKIHje,
jep je cama MOTHYHO Jpyraduju YOBEK Of OHOT Yy Kora ce 3asbyomna. Ctora
OHa CBOJy MYIIKY CTpaHy HpOjeKTyje Ha MIIaJor U JBOPCKH yriaheHor
[opryranma. Hezanor rocra KeTeHOBUX MOXEMO pa3yMeTH Kao OCIOJbEHE
yHyTpaumber [lopryrankuHor myikapua, kao Gurypy aHumyca. ¥ TOM ce
KOHTEKCTY U HUXOBO ,,3a]€JHUIITBO JylIa“ pasymMeBa Kao MaHUdecTanuja
HBEHOT' YHyTpallmer nporueca. [lopnaueme npojexiuje anuMmyca rnpeaycioB
je u3rpajime 1yOJber, CBECHOT OHOCA ca MYy>KeM (au 1 OOpHYTO, OBJIaYeHe
MPOjeKIIje aHNME je TPEAYCIOB pa3BHjama CBECHOT OHOCA Ca KEHOM), a
¢urype anumyca/aHuMe ce ¥ He MOTY YOUTH — MOT'Y C€ CaMO MHTETPUCATH.
Kana ¢on Keren omryuyje na CHa)XHOM, MYIIKOM akIMjOM oO4yBa Opak,
OZIHOCHO Ja yOuje cymapHHKa, CUTyalfja ce pa3pelaBa 4yJoM: CylapHUKa
HeMa y 3aMKy, a OpaduHu map ociao0oheH TepeTa HeBepCTBa MOXKE /1a HACTaBU
nyT MehycoOHor 30mmxkaBama. AKO ce y MPUYU CMEIITEHO] y CpPelibU BEK
10jaBJbYyje 4y/I0 Ja IOMOTHE YOBEKY y CyodaBamy ca IpoOiIeMoM, y KaCHU]JUM
eroxama caB TepeT je Ha 4oBeKy. [loceOHO je To ynmaasbuBO Kaja ce cyyelne
,llopryranka® u ,,JoHka*: 10 pasymeBama koje je ¢pon Kereny npupoano (oH,
Ha MpHUMep, Bepyje /1a je meropa 00JeCT M3alula U3 Teja U OBAIUIOTHIIA ce
y Mauku, 10K muiaau [lopryranan omtyky na OonecHa Mauka Oyne youjeHa
JI0)KMBJbAaBA KaoO BIACTUTO CTPajame), MpoTaroHucra ,,Jonke* he nocmern
TEK KpO3 HaUbYJCKH Harop aHanuse. [la u Tajx Tek Ha mpar nouMama, u TO
Kao M3y3eTaH MojeqnHall.

Mauka je neo dyznecHe enu3oe, ajau JeIMMUYHO U 3HaK KOoju yiyhyje
Ha JUHAMUKY HECBECHOT Koja je y NpUYM 3a700uia LEHTPaIHU HPOCTOP.
Ja je mauka ¢urypa nocpeactsoMm koje he ce IOroauTu CIMacoHOCHO Yy[o,
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HaroBellITaBa ce Off IOYEeTKa: OHa Ce MOHAIla HEOOMYHO, UCYBUIIE JbYIACKU
(Tako ¥ ymasu y kyhy), y B0j je Kao HeKko Apyro Ouhe, HECTBapHO, a OKO
€ je HEeBU/JbMBH CBETAUKU BEHAIl; HeHa je ylora Jia TpIH Y ,,TajaHCTBEHOM
3actynamy (...) 3a cBe BUX (Muzil 1969: 36). MaukuHa cMpT je ,,Kao HEKO
novoBjeuere (Muzil 1969: 37), cBu unaHoBu OpayHor Tpoyria ocehajy
KPUBHILY, aJIM U Kao Ja je ,,HemTo (...) otuuuio ox muux* (Muzil 1969: 38).

Mavuka je )KUBOTHHba ca 00raToM ICHXOJIOLUIKOM CUMOOIMKOM; HEHO
MIPUCYCTBO O3HA4YaBa U YyIOTBOPHHU YIUIUB >KEHCKOT MPUHIIMIA, IITO 3a I0-
CJIEIUILYy UMa ITOCTH3ambEe IICUXUYKE PAaBHOTEXeE. ,, KpTBOBame Mauaka Ouia je
HY>KHa KOMII€H3all{ja 32 BEJIMKO MIOMabKabe CBECTH U IMPEJICTaBIbAIIO j& HEKY
BpCTy M30aBJbema 071 CBUX BUIOBa nocennytoctu apxerunoM™ (Franc 2018:
79). Y JyHroBOj aHAJIUTHUYKO] MCHXOJIOTHUJU Madyka CUMOOJIM3Yje HECBECHU
KEHCKHU MPUHLUI, Kao 1 Mecel, Koju Bajia nej3axom y oBoj Hosenu: Ilop-
Tyranar je ,,0Jjaxao 4YuM je Mecell M3allao* — OH BUILE He MPUIIaZa CBETY
HECBECHHUX YMHHJIAIA KOJU yIpaBJbajy noHamameM [lopTyranke, ma nocie-
muuHO U (poH Kerena. [TocmarpaHo Ha Taj HaYMH, MPUPOTHO je a Mayka U
HEOOMYHU IrOCT HECTAjy Y UCTO BpeMe: oCBeIINMBambeM KeHCKe ocehajHoCTH
y cebu, HecTaje moTpeda J1a ce aHuMa npojexryje y cynpyry. Hecranak Ilop-
Tyraja ykasyje U Ha IOBJIaueHhe JKeHUHE MPOjeKIIfje aHUMYyCa: IIyTOBABE Y
CTBAapHH JbYOABHHU OTHOC OCTBapyje ce pa3BiaamniuBameM MPOjeKTUBHUX CIIH-
Ka Koje MPUTUYIY O IPyTOrT, aJli M OHUX KOj€ MCIYHaBajy BIACTUTH YHYTpa-
kU npoctop. JlocneBame Ka ceOu U IpyroM, yCrocTaB/bambe CBECHOT O/THO-
ca, IIPOLIECH Cy KOJU TEKY UCTOBPEMEHO.

Tek my1ikapall pa3BHjeHe KEHCKe CTpaHe, npema JyHry, Moxe OuTu
yuctuHy MyxkeBaH. Crtora je u ¢on KereHOBO o03apaBibeme Mocieauna
00aBJbEHUX YHYTpAIbUX Ipoleca 10 KOjux je aocneo y ¢asu 0ooBama,
LITO j€ MEPUOJ TPAH3UIMje Y KOME Cy HapyllleHe JyHaKoBe BUTAIHE QyHIIH]je
ycien TyOuTKa TeMeJbHUX UACHTUTETCKUX IpTa. OHO KaKO JMKOBU Tymade
30uBama, U3 CPENHOBEKOBHOI CBETOHA30pa M OHO WITO je Moryhe ma ce
30uBa (Kaga MpUYy TyMayMMO Kao aJeropujy ICUXOJOUIKOT Pa3BOjJHOT
mpolieca) CMEIITEHO je Y UCTH Max y HOBeIy, 300T yera oHa 3ajpKaBa CBOJY
HETIPO3UPHOCT.

Ha je ¢pon Keren npoMemeH 40BEK, JaCHO j€ U 110 TOME IITO OATYKY Ja
yOuje cynmapHHKa cajia T0’KHBJbaBa Kao HEeyCcKiIal)eHy ca HOBUM coOoM, Majia
My je To OimKe o7 MpoyKaBama TPIUbEka Koje HUje OWo ,,leroB HauYMH
(Muzil 1969: 38), a yemy je H3JIOKEH y YHTABOM TOKy OonoBama. Omiyka
na youje Ilopryranua Hactaje momro je asza narme, Tprjbeha U MaCUBHOT
YyeKama — HHTETPUCamba HEroBe JKEHCKE CTpaHe — OKOHYaHa. AKO je Mauka
TO paspelryjyhe uyno — KakBo ce HajaBJbyje M 00e0amyje y MIpUIn — OH/Ia
0u meHa cMpT Tpebasio Aa Oyie T0BOJbHA 3a pa3pellehe 0JHOCA Y HOBEIH.
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Ona 1o u jecte, yronuko mto Ilopryranan umyesasa. Mehytum, na 6u To
ca3Hao MY KOjU je CpeMaH Jia youje CynapHUKa, OH yJla3H y )KeHUHY co0y
Ha M3y3eTaH HaYMH — HE IIyTeM KOJUM je TO CBaKOJHEBHO YMHUO, Beh newyhn
ce y3 HEMPUCTYNayHy CTEeHY MCIIOJ ABOpIA, Mpeay3umMajyhu MyIIKy akiujy u
oOHaBJbajyhu ,,iuBIbY Xpabpoct* u cHary. M360p oOmiiazHuIe — BpaToJIoMHO
nemame je BUJA caMOIpeBa3miIaxema, HOBH Bua O0opbe ca cmphy — 3Haun
orpenesbere 3a MoABUT. [IpoTaroHucTa Tako U3BpIlIaBa OHO LITO je HOTPeOHO,
OHO IITO My je M rarapa HeoxpeheHo HajaBuna (,,03ApaBUT hete camo ako
Herro u3Bpute — Muzil 1969: 35): on moTBphyje cBojy MyIIIKy CHary, koja
je cana npyraduja, oboraheHa HHTETpHUCaHUM KEHCKUM MPUHITUTIOM.

[Ipuka3aHu Kao MOTIYHE CYHPOTHOCTH, MY U JK€HA C€ YjeIUmbYjy
KpO3 MpolLiec Tpaskeha APYror 1ojia y ce0r — yIpaBo y OCTU3akYy XapMOHH]e
Mel)y cympyxHuinuMa Tymadu Buae ¢yHkuujy uyga (Heit 1982: 38). He
Tpeba, mehyTum, 3a00paBUTH /1a je cTpajambe Mauke M ByKa 3ajor OpadyHe
ciore, mto ynyhyje Ha OypHe ICHUXOJIOIIKE PoIece Koje 4y10 CUMOOIH3yje.
My3ui Kpoju HOBEJly Ha HauuH JIETeHAU, MUTOBA U 0ajku, a JyHT je moka3ao
KOJIMKO j€ Taj MaTepHjall Oro/IaH 3a aHaJU3y apXeTHIICKUX MOTHBA, JINKOBA
u cumbona. Mauka ce y TOM KOHTEKCTY He T0jaBJbyje caMO Kao XpTBa Koja
Tpeba /1a rmpey3Me rpexoBe CBAaKor of] uiaHoBa OpayHor Tpoyria (Heit 1982:
40) Beh u kao cuiia YMju je yHyTpalllku oapa3 moryhe mponahu y cBum
MIPOTaroHOCTHUMA.

4. 3ak/pydak

Axo je I'puba myreBomuTesbka y cMmprt, a [TopTyrasika myTeBomuTeIbKa
Ka Jy0JbeM CaMOCIIO3HamYy, OHA je My3WI Kako y )KEHCKEe KapakTepe Tako
Uy JIpyre cumMO0je KojuMa je 00OraTHo CBOje HOBEJE YTKAO apXETHUIICKU
caJip’kaj, Ha ueMy JOOpUM JIeJIOM TI0YMBa BbUX0BA TajaHCTBEHA MTPUPOA, Al
M KJby4YHa yjIora Kojy »eHe 3a700H1jajy y KuBoTuMa Mmytkapia. CycpeT ca
apXeTUIIOBMMA MMa CHAry TeKTOHCKOT mopemehaja: crora cy Harlie mpoMeHe
CynOMHA M KapakTepa Ipe MPaBUiI0 HETO U3y3eTakK.

VY nurepatypu Cy youeHU OpOjHHM KOHTPACTH HAa KOjUMa IMOYMBA
,IlopTyranka“ u Koju Cy carjieJaHu Kao HEIIPEMOCTHUBE Mpernpeke udmehy
cynpyxHuka (,,CamMo 4Yymo MOXe JIOHETH XapMOHWUYHO jEeIUHCTBO™):
,,CEBEP M jyT, FTePMAHCKO U POMAHCKO, CTPAHO M POJIHO, JIATAaHO W TOILIO,
npe(UBEHO U CHPOBO, MPOBHHIIMJCKO M KOCMOIIOJIUTCKO, pEHECaHCa U
cpenmu Bek™“ (Heit 1982: 36). OBoM HHM3y HUMak HeAOCTaje, MO HaleMm
MUIJBEHY KJbYYHA CYNMPOTHOCT 32 3HAUYCHE HOBEJC — MYIIKU U )KCHCKHU
MPUHLIHUI — MajJa Cy MOjeAWHU MPOYYaBAOIM HATOBECTHIIM APXETUIICKU
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cMucao, 1oBojehu y Be3y MauKky ca ermmnarckoM MUTOJIOTH)oM, yKa3yjyhu
Ha CIUKY TapoT Kapre yTkany y Hosexny (Paulson 1980), e moBe3yjyhu
I'puby ,,ca Gorumama Atpomoc, Adpoautom n Kubenom (Kirchberger
1963: 169), onHOCHO ca ,,apXeTUIIOM BEJIMKE Majke Koja Jaje >KUBOT
n cmpt* (Kirchberger 1963: 171). ¥ ToM mpaBily ujie U omaxame 1a je
LHllopTyranka® ,,mpuua o 1y00K0j AMHAMUIIM Y JbYOaBH, KOja je y Be3Hu ca
npeobnukoBameM cenda“ (Kuzniar 1993: 105).

Wnak je ucTUHUTHjE OA TBpAMmE Aa je ,,koH(mukT mely momoBuma
neHrpanna reMa 1pu ocene (Kirchberger 1963: 169) pehu na ce y cpenumry
OBUX HOBEJIa Haja3W YOBEKOB pa3BOJHU YT, jep je Taj KOHPIUKT mehy
MOJIOBMMa CMEIITEH Y JIyIy CBAKOT jyHaKa U O] lberOBOT pa3peliemha 3aBUCH
U OJJHOC IpeMa JIpyroM. My3ui je y CBOM JHEBHHKY 3a0esexuo jia cy 300r
KPYTHX CEKCyaJlHHX yJora MyIIKaplia ¥ JKeHe,'® Koje UM je TpoImcao
rpa)aHCKO APYIITBO, ,,YWTaBU MPEACTH Iylle U3ryOJbeHH U TMOTOINJBEHH'
(Coetzee 2001) — ocBeT/paBame THX IpeaeNia Aylie LEHTpajHa je TeMa
3oupke Tpu owcene. My3uioBa mpo3a je IPOCTOP HCIUTHBAKA CBUX OHUX
HEBH/JbHBHX, MaFb€ BUIJBHUBHX WIIN TEIIKO AOCTYITHUX YHYTPAILIBUX IIpoleca
KOjU Cy OOMYHOj CBECTH HECXBAT/bUBH.
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The Existential and Poetic Meaning of Women
in the Short Stories of Robert Musil

This paper explores the role of female characters as mediators of individual and
existential development of male protagonists in Robert Musil’s short stories. The
analysis of “Grigia” and “The Portuguese Lady” demonstrates how female characters
— even when they remain unacknowledged and unrecognized — function as key
factors in revealing the meaning and significance within the male existence: it is
through them that the protagonists are driven towards inner growth, while they also
serve as a medium for the transcendental. In the two stories which we are focusing
on (“Grigia” and “The Portuguese Lady”), the fate of Musil’s male protagonists
portrays woman as idealized or objectified: the ideal other or a sexual object. Grigia
is Homo’s intermediary to death, but also his lover in a time when she comes into
contact with the archetype of the shadow, while the Portuguese Lady plays a crucial
role in the process of von Ketten’s individuation, where the decisive role belongs to
the development and integration of his feminine side. By interpreting “The Portuguese
Lady” as an allegory of psychological development, in which archetypes such as the
anima, animus, and shadow play a crucial role, we interpret the fantastical motif in
the same key: the anthropomorphized and deified cat is understood as a miraculous
influx of the feminine principle, initiating profound changes in all characters and
resolving the love triangle. Drawing on C.G. Jung’s analytical psychology, Musil’s
poetics, and the possibility of allegorical interpretation, this paper sheds light on
the existential and poetic role of women: it becomes clear that there is a significant
difference between the actual place of women in protagonists’ lives as opposed to
those the protagonist believed they should occupy. Musil weaves archetypal content
into these short stories, which is a key aspect of their mysterious nature, along with
the critical role that Grigia and the Portuguese Lady assume in the protagonists’
lives.

Keywords: Robert Musil, “Grigia”, “The Portuguese Lady”, archetypes, feminine
principle.
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MackyJuHuTeT Y pOMaHy Youiuu uiviuyy pylaiuuy

Y oBOM paay Ha npuMepy poMaHa Youitu wiiuyy pyiaauyy amMepudke ayTOpKe
Xapnep Jlu KOHTpacTHpaH je XereMOHHM MAaCKYJIMHUTET Kao KOHCTPYKT 3aCHOBaH
Ha JPYLWITBEHUM HOpMama ca apXeTHUIIOM IUIEMEHHMTOI MYLIKaplia KOT je ayTopKa
npeacraBwia y guky Atukyca @unua. [lokasahe ce na je ayTOpKHH IIEMEHUTH
MyIIKapal He CaMo CYIIepHOPaH y OHOCY Ha CTEPEOTHITHOT Mauo MyLIKapIia 4aK v 110
HOpPMaTHBHMa KOj€ TIpeIJIayKe XereMOHU MAaCKYJIMHUTET, Beh je 1 1a1eKo KOMILJIETHHj !
Kao JMYHOCT — IPyTUM peunma, uaeanat je. CBe mITo MOXKe Mayo MyILKapal, MOXKe
U IUIEMEHUTH MYILIKapal, 1 TO MOXe 00Jbe. ATHKYC e 10jaBjbyje Kao alTepHaTUBa
XEreMOHOM MOJIeNTy MYILIKOCTH KOjH je Ha amepudkoM Jyry nouetkoM 20. Beka 010
TECHO MOBE3aH ca pacu3MoM, KJIACHOM HejeHakouhy U marpujapXxajiHuM HOpMaMa.
Amnanu3za onabpaHuX CIIEHA M3 NMEPCHEKTUBE CTyAWja MacKyJHMHUTETa IIO0Kaszyje Ja
JMK MOpAJHOT Xepoja ATukyca @uHYa y poMaHy HUje caMo pUKTHBHA (urypa, Beh
U KyJATYpHH MOJIEJI KOjH IIPEUCTIUTY]je JOMHUHAHTHE JpYyIITBEeHE oOpacie. 3a ATHKyca
CY BPEAHOCTH KOje OpaHH HEIITO CTBAPHO, UMa]jy TEXKHHY U YTEMEJbEHE Y lerOBOM
UACHTHUTETY, 0K Cy 3a APYTY CTPpaHy TO HAMETHYTH 00pacly MOHAIIaka y KOje HUKO
CTBAapHO HE Bepyje ajld UX CBU KOPUCTE jep PyHKIHOHHIITY.

Kibyune peum: wmackynuHuteT, Xaprep Jlu, XereMoHH MaCKYJIMHHTET,
IJIEMEHUTOCT

1. YBox

Poman Youiiu uiiuyy pyianuyy vima u3y3eTHy BAXKHOCT Y aMEPHUKO]
KIMDKEBHOCTH  JIBaJIECETOI BEKa, HE caMo 300r CBOI aHTaKMaHa Y
pazobiryuaBamy pacHe HEMpaB/ie Ha aMepUUYKOM JyTy Beh 1 300T KOMITIEKCHOT
MpuKa3a MOpPAJIHHX M POJHUX oOpaszama y npymtBy. Poman je Hajuemrhe
TyMaueH Kpo3 IPU3MY pacHe cerperaiyje 1 Kao morvies U3 edje NepcreKkTuBe
Ha HeMpaB/y CBETa, a Mambe MaXKE j€ MOCBeheHo HauMHYy Ha KOJU C€ Y HheMy

" milan.sredojevic.lfc@gmail.com ; https://orcid.org/0009-0007-1301-7898
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OOJIUKY]Y Y TPEUCTTUTY]Y KyITYPHHU MOJIEIA MYIIKOCTH. YTIIPABO j€ OBaj aCTIEKT
OJ1 KJby4HE Ba)XKHOCTH, jep TakaB NPHKA3 MACKYJMHHUTETa Y POMaHY, Kako
nokasyjy opojuu aytopu (Johnson 1994; Shackleford 1997; Bedford 2009;
Caplan 2003) otkpuBa ay6sbe MexaHU3Me (DYHKIIMOHHCAA MaTpujapXaiHe
KYJATYpE, alld U MOTYNHOCT HEHOT IPEeBa3UIaXKeHa.

Mana nocrojeha kputuka uctude Atukyca @UHYA Ka0 MOpAJIHU
ayTOPUTET U ,,)OMAaHTUYHOT Xepoja‘* KOjH ce CYNpOTCTaB/ba PACHUM U Kjac-
HuM npenpacynama (Johnson 1994; Shackelford 1997; Johnson and Kazanjian
2007; Bedford 2009), peTko ce cTaBsba y (pOKyC MUTAHE HETOBE MY>KEBHOCTH
Kao aJTepHATUBHOI MoJeNla KOjU CTOjU HacympoT mpeoBnalyjyhem Ttumy
MackynuHuTeTa Ha jyry Cjenumenux [IpxaBa TpuieceTux roguHa npouuior
Beka. OBaj palx ce ociama Ha TeopHjy O MacKynmuHutery Pejun Konen
(Raewyn Connell 1987; 2005) koja nokasyje Kako XereMOHU MacKyJIUHUTET
HUje HajpacnpocTpameHuju, Beh je KyATypHO HajHOPMAaTUBHUJU OOIUK
MYIIKOCTH M Jla TIOpe] Hhera MocTojeé W MOTYUEHH M MapruHaJIu30BaHU
o6mHuu.

OBaj paj mocTaBsba MUTAE: J1a JIX j€ aITePHATUBHU OOJIMK MYIIKOCTH
KOjU je onuueH y Atukycy OUHUY CynepuopaH y OJHOCY Ha XereéMOHHU THII
MYIIKOCTH KOjU MPOTarupajy HaCHiHe, aTpujapxajiHe U pacCUCTHYKE HOpMeE
Jyxmaukor apymrsa? Ananusa he nocMarpat ATHKYCOBO MTOHAIIAKHE TOKOM
KJbYYHUX CLIEHa Y POMaHy, Mpe CBera y CLEHHU HCIpe] 3aTBOpa U CIEHU
cybhema, Kao ¥ TUME 1ITa MOTUBHUIIIE HErOBe MOCTYIKE U KOJUM Ce HauelIuMa
y CBOM Jenamy OH pykoBoau. Ilocmarpahe ce u mweroBa MHTEpakiuja ca
MPEJCTaBHUIIMMA KaKO XET€MOHOT, TAKO U CyOaNTepHOT MACKYIMHUTETA.

MeTon0I0IIKH, paj KOMOHMHYje aHATUTUYKO YHMTamke OnadpaHux
CIIEHa ca TEOpPHUjCKMM OKBHpPOM CTyAMja poja, oclamajyhu ce Ha
UHTEPANCIUIUINHAPHE MPHUCTYIE KOJU YKJbYUY]y COLMOJIOTH]Y, KEHKEBHY
KPUTHKY U KyITypHe cTyauje. Ha Taj HaunH, aHann3a He caMo J1a TONPUHOCH
HOBHMM HHTepnpeTanujama pomana Xaprep Jlu (Harper Lee) Beh u ykasyje
Ha LIMPU 3HAa4a] KIMKEBHOCTH KAao pecypca 3a UCTPaXKHMBAHE UCTOPH]CKUX
ernoxa 00eIeKeHIX POTHOM, PACHOM U KJIIACHOM CETpEeTaliijoM.

2. ’KuBorHa npuya Xapunep Jlu

VY KOHTEKCTY aHaJIM3e poMaHa Youiuu uiuuyy pyiaruyy, ouorpaduja
ayTopke Xaprep JIu je of CyITHHCKOT 3Hadaja jep HBEeHO MOPEKIIO U )KHBOTHO
HCKYCTBO 00jallimhaBajy ayTeHTUIHOCT TeMe KOjoM ce 0aBu. IbeHO KMBOTHO
UCKyCcTBO oMoryhwmiio joj je Ja pomMaH He MHIIE CToJba, ca AucTaHie, Beh
W3HYTpa — U3 MEPCIEKTHBE HEKOT KO j€ pacTao y 3aje[HUIIM TIe Cy MpaB/a,
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npeapacysie U poIHe yJaore CTalHO OMIM Ha MCKYyIIEHY. YIpaBo 300r Tora,
poMaH ojuIle BEepHOLINY MCTOPHJCKOM M KYJITYPHOM TPEHYTKY, ald H
JMYHUM TOHOM ayTopke. [lakie, 6uorpaduja Xapnep JIu H1je camo OKBHp 3a
pa3yMmeBame HBEeHOT Jena, Beh Kibyu 3a pasymeBame TyOuHe U 030MIbHOCTH
C KOJOM je TeMaTH30Bajla pacu3aM, HpaBAy M MYKXEBHOCT Y aMEpHUKOM
JPYIITBY.

Hemna Xapnep JIu je pohena 1926. ronune y MoHpoBHITY, MaJIOM Ipay
y Anabamu, Ha aMepUYKOM JyTy KOJU je y TOM IEPUOJy ABaJECETOr BeKa OHO
pacHo ayboko mozesbeH. tben oran, Amaca Konman Jlu (Amasa Coleman
Lee), 610 je agBokaT M MOCHaHMK y cKynmuTuHM Anadame. Yapnc Iunac
(Charles J. Shields 2006) cmatpa n1a je y cBoM oity Hena rpeno3Haia MUPHOT,
MOpAJIHOT, 00pa30BaHOT U MPABEJHOI YOBEKA KOjU ce OOpH 3a ujaease y Koje
Bepyje, Te 1a je Amaca IuUpeKTHa MHCIUpauuja 3a JuKk Atukyca ®Ounya y
pomany Youiuu uinuyy pyiaruyy. lllTaBuie, caM Ha3uB poMaHa je y IMpPBO]
Bep3uju 6uo Awiuxyc, mro ropopu y npwior Hlmincosoj tBpamu. [lomyt
ATukyca y leHOM poMaHy, 1 AMaca je OpaHuo JBojuity AdpoamepukaHana
OTITY>KEHUX 3a yOUCTBO Oenila, u Takohe je OMo HeyCIelIaH.

Huje ciydajHo mro je ATHKYC OTEJIOTBOPEHE HACATHOI olld U
MOpAJIHOT YIIOpHINTa Yy poMaHy. Xaprep JIu ce HUKajga HUje ynaBana, HHje
uMala Jiely, a [eo XHUBOT je MpoBeja CHAXHO IOBE3aHA Ca CONCTBEHUM
OLIEM U JIeTHUHCTBOM. J{McTaHIa o TpaAULMOHAIHUX JKEHCKUX yiora (Opak,
MajuYUHCTBO) MPYXKHJIA jOj je KPUTUUKH IOTJIE/l HA POJHE YJIOre U CaBPEMEHO
npymtBo. Kpo3 ArTukyca, oHa HyAM CBOjy BH3M]y HJEAJHOT MYyIIKapua
Koju OaylaHCHpa CHAary M €MOTHBHOCT, UBPCTUHY M HEXHOCT, (U3NYKY U
UHTENEKTYaJIHy CylIepHOPHOCT.

JIuk ATuKyca je crora pesyiraT He caMO ayTOPKHHOT JIUTEPapHOT
napa Beh u mweHor nuyHOr McKycTBa. OH He BacmMTaBa CBOJy JeIy Kpo3
cTporoct, Beh MX BOAM MPUMEPOM U YUH X eMIIaTHjU U pasymeBamwy. He Opanu
COIICTBEHY YacT MECHUIAMa WM IyIIKOM, Beh 3HambeM U JI0CTOjaHCTBOM. Y
BpPEMEHY KaJia Cy MYIIKaplLy YeCTO MPEeACTaB/baHU Ka0 CTPOTU ayTOPUTETH
KOJU TBO3ZICHOM IECHUIIOM BJIa/iajy HaJ XEHOM U JeloM, ATHKYC je Ouo
U3y3€TaK — OJUYEH-E EMOIMOHAIHE 3pPEJIOCTH, IITO Ta U YUHU UGeaTHUM
MYIIKapLeM, He caMO Y KibH)KEBHOM Beh U Y APYIITBEHOM KOHTEKCTY.

3. Teopujcku npucTyn MacKyJIHHHUTETY
VY nuckycujama O MacKyJUHHTETY I0jaBJbyje C€ HEKOIUKO TepMH-

Ha Koje je moTpeOHO pa3nukoBaru. Pejsun KoHen 3a XereMoHW MacKyH-
HUTET KaXe J1a je ,,yBeK KOHCTPYHCAH HACYNPOT Pa3IHUUTHM monpelheHum
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MacKyJIMHUTETUMa Kao W Hacymnpor keHama“.! Mapuna bnarojeBuh Xjycon
(Blagojevi¢ Hughson, 2017) enabopupa 1a je jeauHa cBpxa MOCTOjamba Xe-
TeMOHOI' MacKyJIMHHUTETa Ta J1a CTBOPU PUTHUIHE APYLITBEHE YIOre y Koje
he cBako ko xenu Ja Oyzne A€o IpyIITBEHE 3ajeHUIIe MOpaTH Ja Ce YKIIO-
nu. OBO ce OIHOCH U Ha jKeHe, aji U Ha OHEe MYyUIKaple Koju Ou u3 O6uio
Koje molyzie MOXKIa OMIYyYWIId Ja ce MmoOyHe MPOTHB OBAaKBOI' YCTPOjCTBA.
XereMoHH MAacKyJIMHHUTET je, Jakiie, KOHCTPYKT U Maja BehnHa MyIlKapana
camo JIeKJIapaTUBHO MCIyHaBa MapamMeTpe KOjeé UM OBaj CUCTEM MYIIKOCTH
Hamehe, umak ra ce mpuap)kaBajy jep UM OH Jaje u oapeheHe KOpUCTH — a
TO Cy XHjepapXujcka HaapeheHOCT y OJHOCY Ha MOTYUI-EHE Ipyle MyIIKa-
pama kao u mpuctyn xenama, mto Konen (2005) HasuBa marpujapXaiHoM
muBuaeHnoMm. Pudapn Mekanamc (Richard H. McAdams 2015: 240) xere-
MOHH MAacCKyJIMHUTET aMEpPHUKOr' Jyra OBOT MEpHOAA Ha3MBa JOII U MAaCKYy-
muauteToM [Iuma Kpoya (Jim Crow), a Majkn Kumen (Michael Kimmel) ra
OIHUCYj€ Kao BUJ MYIIKOCTH KOjJHU Of] CBOJUX CIIe0OCHUKA 3aXTeBa ,,rpy0ocCT,
arpecuBHOCT, U CIIPEMHOCT Jia Ce YIOTpeOU cuiia Kako OU ce 04yBao MOJI0Ka]
y xujepapxuju‘‘.? I'pyne Mmymrkapara Haj KojuMa O TPHUIIQIHUIA XETeMO-
HOT MaCKyJMHUTETa MOTJIH JIa UCKaXy CBOJy TOMUHAIM]y ¢y oHO 1To Konen
y nurepatypu aedunuiie xkao noxpehenn mackyaunurert. ,Ilogpehenocr ce
MOXKe IPUMEHHUTHU Ha ofipel)eHe rpyre MyIkapana, IpBeHCTBEHO XOMOCEKCY-
anue, aJly Takohe U MyIlKapile KOju MpHUMaiajy MapruHaJIM30BaHUM PacHUM
rpyrnamMa 4Mju ce MacKyJIHMHUTET cMaTpa mnojapeheHuM XereMoHOM MoJieny, U
Ha Iera ce IJie/ia Kao Ha HH(epruopaH WM U30ImadeH .

Jom jeman TepmMuH Ha koju Mapuna bnarojeBuh Xjycon (2017)
ckpehe maxkmwy jecTe JOMHUHAHTHH MACKYJIMHUTET 32 KOJU OHA HAIIOMHUE-E J1a
CTOjU M3a XereMOHOI MAacCKyJMHHUTETa M J1a IPEACTaB/ba y3aK Kpyr Jbyau —
TAKO3BaHy €JIMTY — KOjU JAMKTUpPA KakBU he OfHOCH OMTH MOCTABJHEHU Kao
HopMa y npymTBy. Ca oBuMm ce cinaxke u Konen (2005) koja kaxke aa ako
Ce XEreMOHM MAacKYJIMHUTET MOXe neduHucatu kao npeosialyjyhu Bun
MYIIKOCTH M MY’>K€BHOCTH, JIOMUHAHTHH MAaCKYyJIMHHUTET j€ OHAj KOjU MMa
Moh, a HapoOUNUTO MHCTUTYLMOHAIM30BaHy Moh. buTHo je ucrahu na ce Hu
NPEJCTaBHUIM JIOMMHAHTHOT MAcCKyJIMHUTETa HE TNpUAp)KaBajy Hjeana
MYIIKOCTH KOju Hamehy CBOjUM clen0OeHHIMMa, jep HU OHH HE Bepyjy
3aUcTa y mera, mro HaBoau KoHen aa 3akipyyd a y CTBapH XEreMOHHU

! ,Hegemonic masculinity is always constructed in relation to various subordinated masculinities as
well as in relation to women* (Connell 1987: 183)

2, [The dominant ideal] demanded toughness, aggressiveness, and the willingness to use force in order
to maintain one’s place in the hierarchy“ (Kimmel 2012: 5).

3 ,Subordination can apply to particular groups of men, notably homosexual men, but also to men
of marginalized racial groups, whose masculinities are subordinated to the hegemonic model, and
constructed as deficient or deviant* (Connell 2005: 78-79).
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MAaCKyJIMHUTET ,,HUKO He JKuBH, Beh je To camo kynTypHH naean. “ Ha ocHOBY
oBora O6u ce MOIIO M 00jaCHUTH y YeMy JieKu cHara Atukyca PuHYA Kajga
Ce TOKOM paJiib€ pOMaHa CyodaBa Cca pa3HUM MPEACTABHUIIMIMA XETEMOHOT
MacCKyJIMHUTETa — 3a ATHKycCa Cy BPEIHOCTH KOje OpaHW HEIITO CTBapHO,
uMajy TEeXKHUHY U YTEMEJbEHE Y HErOBOM HJECHTHTETY, JIOK Cy 3a JpYry
CTpaHy TO HAMETHYTU OOpaciy MOHAIlama y KOjeé HUKO CTBAPHO HE Bepyje
aJli UX CBU KopucTe jep pyHkuuonuty. Poman Youiuu uwiuyy pyiaruyy nynu
npyraudju TUn Mackyiuautera, koju Konenm m Mecepumvmut (Connell and
Messerschmidt 2005) Ha3uBajy anTepHaTUBHUM, U KOJU HE IMOYMBa Ha Mohu 1
JIOMUHAIj1, Beh Ha pa3yMeBamy, IPaBeAHOCTH U eMIIaTHjH, U T1€ MyLIKapail
HUje rocrojap 1 THpaHuH, Beh BUTE3 U 3aIUTUTHHUK.

4. XereMOHU MacCKYJIMHHUTET U ATUKYC PUHY

Yuraony ce y poMaHy npyxa MOryhHOCT /1a BUAM IITa j€ XereMOHHU
MAacKYJIMHUTET Ha OCHOBY OHOTa ITO ATHKYC — OTall Mi1ajie Haparopke CkayT
U weHor crapujer Opata [lema — Huje. [IpBu npobrem koju ATHKycoBa JAena
1Majy Cy HEroBe TOMHE:

Atukyc je OMO ciiabaliaH: UMao je CKOpo IMeAeceT TOAuHA [...] IITO cMO
MU CMaTpaji OJpa30M HEroBUX CIIOCOOHOCTH M MYIIKOCTH. buo je MHOTO
CTapHju Ol pOAXTEIha HAIINX MITKOJICKUX BPIIThaka, W HHje OMIIO HUYeTra IITO
cmo Llem nim ja Moru 1a KaxkeMo o ’beMy Kajia ou npyru hanu pexiu: ,,Moj
tata—"’

Y npymrBeHoj cpemuHu y kojoj ce Ilem m Ckayrt kpehy,
npeosnalyjyhu Ttum ompacior mymikapiia je HeKO KO je MHOro miahm
on Atukyca. UumeHua na je ATUKYC y MalbHUHH, @ HE OUYCBU HUXOBHX
npyrapa, neuu Hamehe jenuHu Moryhu 3akijbydak a To j€ J1a HEIlITO HUje Y
peny ca BUM. Y pOMaHy HaM ce€ OBO IPHUIIOBEIa KPO3 OUH JIETETa Koje je
camo o ceOu HEeBMHO U 4KCTO. [leTe ynuja cBeT oko cede, 3a pa3iiuKy O
ozipaciie 0coOe He TIocenyje HU UACOJIONIKA Mpeyoeheha HUTH ce MOXKe
pehu aa je nponuio kpo3 oapeheHu o0pa3oBHU CHCTEM KOJU OU 0OJIMKOBAO
BeroB noren Ha cBeT. M oHo mto CkayT 3armaxka To je Ja ce ATHKYC 10
CBOjJUM roJliHaMa He yKJiara y OHO To 6u y MejkomOy 610 ,,HopMaIHO™.

4 ,,(Hegemonic masculinity) does not necessarily correspond to the lives of any actual men, but it is the
cultural ideal* (Connell 2005: 77).

5 Atticus was feeble: he was nearly fifty [...] which we felt reflected upon his abilities and manliness.
He was much older than the parents of our school contemporaries, and there was nothing Jem or I could
say about him when our classmates said, ‘My father—.”* (Lee 2006: 93)
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OBJie 61 OUJT0 MHTEPECAHTHO OCBPHYTH CE Ha (PUIIMCKY aJanTaiujy
pomana u3 1962. roguHe 1 o1a0up IIaBHE MYIIKE YJIOTe Ja TyMaud JIHUK
Atukyca ®unya. Manuran (Mulligan 1962) je 3a oBy ynory omabpao
I'peropu I1eka (Gregory Peck), a HaBoaHO je teroB cun EnTonu (Anthony)
JETHOM IIPHJIMKOM H3jaBHO Ja je Ha Ty BecT KoMeHTap Xapmep Jlu 6uo na
je ,,ynora Atukyca @unua nana ['peropu Ilexky npuimnky aa nmymu camor
cebe.“° MapkaHTaH u Xxapusmarudas, [ peropu [lek ncrmymaBa HajcTpoke
Moryhe kputepujyme 3a GpU3NUKM U3 MyIIKapla. AU OH YCIIEIIHO
npeacTaBba ATHKyca M Kao yria)eHOr M KyATypHOI, oOpa3oBaHOr U
naxJpuBoOI. CBakako je I'peropu Ilex mpuinao HajoIuke OHOM HJEAy
MYLIKOCTH Koju je Xapmnep JIu 3amuciuia xajga je mucana o HJealy
JIOCTOJaHCTBEHOT U IJIEMEHUTOT MYyIIIKapIia.

Hpyru npobiem koju CkayT u Llem nmajy ca ATHKYyCOM je Hmerona
npodecuja, OTHOCHO OHO YMME CE€ HLUXOB OTall HEe OaBU:

Panwo je y kannenapuju, He y IPOJABHULM. ATHKYC HHUj€ BO3UO JaMIiep
KaMHOH 3a OIUTUHY, HUje Ouo mepud, HUje paauo Ha papMu, HU Y
MEXaHU4apCKoj padmy, HUTH OMJIO IITa IITO OM HKaKO MOIJIO J]a U3a30Be
IUBJbEHE OMIIO Kora.’

PomaH T1IOHOBO KOHTpacTUpa XEreéMOHHM MACKYJIUHUTET U
HapaTOPKUHOT oIla. ATHKYC je MpaBHHK, JaKkjie, BHCOKOOOpa3oBaHU
4yOBEK 4Hja je mpodecuja na 3actyna rpahaHe npen cyioMm U ja ce 6opu
3a mpaBay, a Mpaplaa je jeJaH O]l Hajy3BUIIEHUjUX HIeana. Mana ce
yuTaoly Hamehe ornyan 3akipyyak aa 6u Behuna y MejkomOy Tpebdaso
na ce yriiena Ha Atukyca, CkayT Koja Kao JeTe CBET OKO ce0e nmepuumupa
OHAKBUM KaKaB OH j€CTe yOouaBa Jla C€ y lbeHOM OKPYXKeHY Kao MOKeJbHE
MacKyjauHe mpodecuje Hyae IOCIOBH y MNpPOAaBHUIM, HA (apmu, y
ayTOMEXaHU4apcKoj paamH, y nonuuuju. OBe mnpodecuje H3UCKY]Y
HCKJbYYMBO MPOCTYy (PU3MUKY CHary, ra ce Kao 3akJbyuyak Hamehe na
OUTH MHTEJNEKTyalal] HUje HU TMOXKEeJbHO HU MOTpPeOHO 3a MyIIKapla.
ATHKyC Kao jelaH O]l MaJlo0 BUCOKOOOpa3OBaHUX JbyAH Yy MejkoMmOy je
3axBaJbyjyhH CBOjOj CTPYYHOCTH U MHTEJIEKTYaIHO] CIIOCOOHOCTH YCIIEO
Ha cyay na nokaxe na Tom PoOMHCOH HMKako HHje MOTao Ja MOYUHU
CUJIOBam-€ HUTH J1a Majenu Jyen HaHece (U3UUKe MOBpEJIe KOje Cy JIeKapu
koHctaroBanu. lllTaBuiie, mocpeagHUM JOKa3MMa j€ HArOBEIITEHO Ja je

¢ ,,The role of Atticus Finch gave Gregory Peck the chance to play himself.“ (Kuta 2023: para. 11)

7 ,,He worked in an office, not in a drugstore. Atticus did not drive a dump-truck for the county, he
was not the sheriff, he did not farm, work in a garage, or do anything that could possibly arouse the
admiration of anyone.” (Lee 2006: 93)
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BpJIO BEPOBATHO J1a je HaJ HOM TO (PU3UYKO HACHUJHE U3BPIIHO yIIPABO
Majenun otan — bo0 Jyen. U Bumie o tora, odpazoBame Aaje ATUKYCY
JIpyrayvju TOTJIe[, Ha CBET O]l Belnke BehmHe HeroBux cyrpabana,
IITO Ta HABOJHU JIa MPEUCIHUTYje yCTaJbeHH MOPENaK U Ja MPY>KU OTIOP
TIOMUHAHTHOM MacKynIuHuTeTy. OBUM ce M MOke 00jacHUTH 300T uera
perpecuBHU JIPYIITBEHU CUCTEMHU BHE 00pa3oBambe Kao MPETHY Te ce
TpyZde Ja ra ypyue. Ako o0pa3oBame CXBaTUMO Kao IyT Jla C€ YOBEKOBa
cXBaTama MPOIINPE, Ja My C€ MOHY/Ie HOBU BUUIIM, HOBA 3HaWa, alld U
Jla My ce 1a MOTYhHOCT 1a mpeucnuTa akTyeJIHH TIOPeIaK U Jla MOCTaBJbha
nuTama Koja Moxaa Hehe 6utu no Bosbu Biagajyhoj enutu, Moxemo 1a
HACJIyTUMO pasJior 300r yera OM NTOMHHAHTHU MAacCKyJIMHUTET Keleo J1a
XEreMOHU MACKYJIMHUTET OCTaHe Ha HHBOY TproBalia y MPOJAABHUIIH,
ayToMexaHu4dapa, ¢papMepa, KAMHUOHIIH]A.

Kpo3 neo Tok pomaHa, MU CMO CBEIOIH J1a je ATUKYC YOBEK KOjU
pa3MHUIIba CBOjOM TJIaBOM U KHBH Y CKJIaJy ca CBOjUM yBepemuma. OH
HE MpUXBaTa paclpoCTpameHy APYIITBEHY HOPMY Ja je ‘Ipma’ Marmbe
BpenaH o Oenma. Oxdairyje ceocke TpaueBe Koju TBpAe Aa Aptyp Pannu
HOhy JIyTa yJIUIIOM IOIMYT yTBape, jelie BEeBEpHIe U IeJa Kpo3 Ipo30p
rocriohunie Credpanu Kpodopn. Kaga Toma PoOuncona Majena Jyen
ONTY>KH 32 CUJIOBamk-e, ATUKYC HE MOJIeKE IPUTUCKY APYIITBEHE CPEAUHE
Y MHCUCTHpA Ha TOME Ja UCTHHA n3al)e Ha BUJIENIO a 1a HEBUHO ONTYXEHU
Oyne ocinobohen, 6e3 003upa Ha 00jy Koxke. ATHKYC je YOBEK KOjH Bepyje
na Tpeba paguTH OHO IITO j€ MOPAJIHO M UCTIPABHO, HE OHO IITO C€ O] HAC
OYeKyje J1a paluMO yCJIe]l HEKOT IpYIITBEHOT ypehema.

5. IpyluTBeHH U PACHU KOHTEKCT pOMaHa

Pangwa pomana Youiiu wiuuyy pyiaauyy CMEIITEHA je y TpUIeceTe
ronuHe 20. BeKka, y BpeMe KaJjia je aMepruku Jyr 610 y MOTIyHOCTH 00esexeH
CHCTEMOM pacHe cerperanuje. Taj cucreM je OMO MpPaBHO yTeMeJbeH Ha
Tako3BaHUM 3akoHuMa [Iuma Kpoya, koju cy ¢popmanaHo mocrojanu o Kpaja
19. Beka ma cBe o0 me3aeceTux roguHa 20. Bexa. Bynopa (Woodward 2002)
KOHCTaTyje Jla je HhHMXOBa CyIITHHA OWila HMHCTUTYLMOHAJIW3alMja pacHe
nojiesie y TOTOBO CBUM CEIMEHTHMA JaBHOT M MPHUBATHOT KMBOTA: ILIKOJE,
JaBHU NpeB03, OONHUIIE, CYIHUIIE, TAPKOBH, I1a YaK U yecMme 3a nuhe ouie cy
paszBojeHe 3a Oentie v upHIie. OBaj IpaBHU U IPYIITBEHH OKBUP yUBpLIhHBAO
je uaejy aa cy AdpoamepukaHiu ,,rpahanu Apyror peaa“ um ornpaBIaBao
HUXOBY €KOHOMCKY, TOJUTUYKY U KYJITYPHY MaprUHaIU3aLHU]y.
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VY TakBOj CpenuMHH, CBakd IOKyIIaj Ja C€ YCHOCTaBU MPUHIIMII
JEIHAKOCTHU MPECTaBIbA0 j€ YUH TyOOKe APYIITBEHE CyOBEep3Hje. YIIpaBo 3aTo
je omnmyka Arukyca ®@unHua na Opanu Toma PoOwHCOHA, IpHIIA ONTYKEHOT
3a cuiIoBame Oelle )KeHe, HOCHIIa BHIIeCTPYKy TexkuHy. Ha Jyry tor mo6a,
Beh cama ontyk0a 3a TakaB 3JI0YMH 3HAYMJIA J€ TOTOBO ayTOMATCKY MPECyIy
cMpTH, 0e3 003Mpa Ha J0Ka3e WM MpaBHH Tporiec. JpymTBo je yHampen
JTUKTHPAJIO UCXO[, & CYJ0BH Cy YECTO CIYXKHMJIM caMo Ja (hopMalIHO MOTBpAE
Beh oHeTy npecyny jaBHOT Mibea (Alexander 2010).

Y 0BOM KOHTEKCTY, ATHKyCOBa OIjIyKa HHUje Omia camo mpodecno-
HaJTHU TeCT aJIBOKaTa, Beh 1 MOpasiHu YMH OTIIOpa Biiaaajyhem cuctemy Bpe-
HoCTHU. tberoBo cynpoTcTaBsbame HHje 3HAYUIIO CAMO PU3HK I'YOUTKA yIiiesa,
Beh u yrpokaBame nTuuHe 06e30eqHOCTH 1 0e30eTHOCTH COTCTBEHE MOPOIH-
1e. Ha Taj HaumH, poMaH jacHO MOKasyje Ja cy MEXaHM3MH MaTpujapxara u
pacHe cerperainmje TECHO UCIIPEIUIETaH!: UCTH KYATYPHHU HJ1eal MacKyJINHH-
TeTa KOjH je apupmucao BiacT Oenux MymIKapama HaJl 5KEHOM U OPOAHULIOM
Takole je yrBphuBao u mweropy Biact Haj upHueMm. Crora, xpadbpoct ATHKyca
®duHYa HE JISKHU Y TOME IIITO j& OH ,,CyIepXepoj* u3Ha1 CBOT BpeMeHa, Beh y
TOME IITO j€ CBOjUM M300pPOM T0Ka3ao0 Ja je Moryhe OMTH MyIlKaparl, oTail u
rpah)aHiH BaH JOMHHAHTHUX 0Opasalla 3aCHOBaHMX Ha HACUJbY, TUCKPHUMH-
HaIMjH U CTpaxy (B. MOIIaBJbe 3 OBOT paja).

6. Old One-Shot

Kao nmpBa Ha3HaKa 1a poMaH IJ1aHKpa J1a ce 00padyHa ca XereMOHUM
MACKYJIMHUTETOM KpO3 CBOT' Xepoja je pasroBop koju CkayT uma ca
rocniohuiom Mynu o cBom orty. ['ocniohua Myau je n3y3eTHO BaXKaH JIMK
y pomany. [lemoBa n CkayTnHa Majka je ympia Kaja cy OHHU OWJIM jako
manu. CkayT ce e Jak u He ceha, ma rocniohunia Mynu nipeacraBiba U
MajuYUHCKY (DUTYypy Y BHUXOBHUM >KMBOTHMa. OHA je MCTO Tako W Beoma
CHa)KHO MOpPaJHO YIOPHUIITE U JIella CE Ha Y YBEK MOT'Y OCIIOHUTH U O]
b€ MOTPAXKUTU CAaBET M YTEXy. 3aT0O KajJla ce y poMaHy Kpo3 rocnohuiry
Mynu naroBectu CKayT Ja BeH OTal y ceOM KpHje MHOTO BHIIE HETro
LITO OHA Kao JIeT€ MOJKE Jia IIPETIIOCTaBH, YUTAJIAI] Bepyje Aa he To 6utu
U JI0OKa3aHo.

Huje cinydajHo mTo je majka ykiowmeHa u3 pomaHa. C o03upom
Ha TO Jla ce ATHKYyC HHjE€ MOHOBO OXEHHO, MOpao je jaa IMpey3Me U
YKEHCKY yinory. Tako HHje caMO XpaHHUTEJb U1 MOPAIIHU ayTOPHUTET — IITO
j€ yJiora Koja ce TpaJuIlMOHATHO MPUITUCYje MyIITKapiuMa — Beh mokasyje
U W3paXEHY CHOCOOHOCT HErOoBama, pa3ymMeBama W EMOIMOHAIIHE
MIPUCYTHOCTH, a OBO Cy OCOOMHE KOj€ C€ y MaTrpujapXajaHOM JPYIITBY
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00MYHO cMarpajy >keHCKUM. OBHUM IOKa3yje U BEPHOCT CBOjOj MOKOjHO]
CyNpy3H ajldi U KOMIUIEKCHOCT KapakTepa Koja ra M 4YMHH ,,HICaTHUM
MYIIKapIeM jep HEroB CTHJI POAUTEIHCTBA KOMOWHYjE PalMOHAIHOCT
U eMOILIH]Y, ayTOPUTET U OJArocT, T€ je TaKO THIl MYyIIKapla KOju CBOJYy
CHary He 3aCHHMBa Ha JOMHHaHTHOCTH Beh paBHOTexu y cebu. Poman y
ATHKyCy Ha OBaj HAYMH CI1aja KapaKTEPUCTUKE KOj€ Cy M TPATUIIMOHAITHO
YKEHCKE U TPAJMIIMOHAIHO MYIIKE, YUMe OH U J00uja n3bamaHCUPaHOCT
KOja ra Kao MyIIKapla YdHH ,,UJICATHUM ' y CMUCIY Ja je MpUKa3aH Kao
MyIIKapall KOju je HCTOBPEMEHO M MY>KEBaH M HEKaH W Ha Taj HaYWH je
peTpe3eHT jeHOT alITepHATUBHOT 00JIMKAa MaCKyJIMHHUTETA.

Jennor xmamHor debpyapckor jyrpa Ilem m CkayT cy ayTanu
YIIUIIOM HAOpYy>KaHU Ba3yIITHUM ITyIIIKaMa U TPA)KUIIU BEBEPHUIIC HAa KOjUMa
O6u ucnpobanu JoBauke BemTHHe. Ha cynpoTHOM Kpajy yaule yrieaanu
Cy Iica KOjH ce MpeMa lbUMa KpeTao HeCUT'ypHUM KoparuMma. [lonpxraBao
j€ ¥ JIeoBao oMaMJbeHO, U [leMy je oamax OWIIO jacHO J1a HEIITO HUje Y
peny. Kaga cy no3anu Kanmypaujy, ATukycoBy kyhemasuTesbKy, OHaA je
noTBpAmIIa 11a je mac 6ecan. Ctpax ce palmpHo YIHUIIOM MOITYT HTYMCKOT
To’Kapa M CBa Bpara Cy ce 3akJbyuaia, a KanmypHuja je nmo3Bania mepuda
TejTa u Atukyca ga oqMax aoby.

[epud, xoju je 6no HAOpY’KaH ITYLIKOM, UMa0 3HAUYKy U YHU(DOPMY,
W TIpeICTaBJbao cHary u Moh ¢enepanne Buage Cjenumenux JpxaBa, Ha
3anpenaimrheme nere, mymky je g1ao Atukycy. Ilac je Beh O6mo ucnpen
nBopuIlTa PammnjeBux u yKoJIMKo OW mpoMaiiuno, mepudg Ou pu3suKoBao
Ja MeTak 3aiyTa y kyhy u youje Hekora ox nopoaune Panmu. CBecran na
J€ OBO M3a30B KOME HHUj€ J0pacTao, mepud je opyxje moBepruo ATHKYCY.

Kao y cny, [Iem u CkayT cy mocMmarpaiiv CBOT Olla KaKo ca IMyIIKOM
craje Ha ynuily. bammo je cBoje Haodape u nmorsieao HecpehHy )KHBOTHILY.
[Tac xao nma je moclmeamUM OCTallMMa CBOT HAaMy4Y€HOT yma OCETHO
OJlaKJIec My TIPETH OIAcCHOCT. HberoBo Tp3ame je HajelHOM IpecTalo,
Ha TPEHYTAaK CE€ YKOUMO, a OHJIa j& MYHECBUTO IOJIETEO MpPeMa HBHUXOBOM
oIly. AJIM CTaJIO)KEHO U CMHUPEHO MONYT MPEPUjCKUX JIOBAIla aMEPUYKOT
JluBiber 3anaga, ATUKYC j€ JeTHUM MTOKPETOM MOJUTa0 MyIIKY 10 paMeHa
¥ MIOBYKao okujad. [TyctoM yiauiioM je ofjeKHyo Iyliam U 1ac, KOju je y
TOM TPEHYTKY OMO y CKOKY, a0 je roroheH u3Haj JIEBOT OKa.

[Iem u Ckaytr cy Ounu 3anpenamheHH W OMYIIEBJEHU OBOM
JIEMOHCTPAIIMjOM PAaTHUYKE BEIITUHE CBOT oma. HakoH mrto cy ATHKYyC
U mepud OTUIUIM, rocrnohuna Mynu je npumuia Jeuyd U ynuTajia HX:
»Hakne, rociohunie [Iun Jlyus [...] 1a 1 1 gajbe MUCIIHUII JIa TBOj OTaIll
uuinTa He 3Ha? Jla i ra ce u gajbe ctuaum?‘®

8 ,Well now, Miss Jean Louise [...] still think your father can’t do anything? Still ashamed of him?*
(Lee 2006: 102)
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CkayT je camMo CKpYILIEHO MOIJIa OJpedHo Aa oAaroBopu. CkayT u
Ilem cy 3atum ox rocniohuiie Myau cazHanu J1a je ATHKyC y CBOjOj MJIa-
JIOCTH OMO HajOOJBU CTpEall y MEJI0M OKPYTY M Jia j€é YaK UMao U HaJIu-
Mak — Old One-Shot — Crapu Henpomamusu. [lem je ynurao rocnohury
Mynu 300r dera ce ATUKYC HUKa/1a HE XBaJIM CBOjOM BEIITHHOM, a OHA je
OJITOBOpHJIA!

AKO TIOCTOjH je[THa CTBap KOjy MOTY Jia KakeM 3a Balller oIa, TO je Jia
je oH mMBUIN30BaH y Aymu. CTpespamTBo je map ox bora, Tamenar |[...]
MHCJIUM JIa j€ OH MOXK/Ia OJIJIOKHO MYIIKY OHJIa KaJia je CXBaTHO Jla My
je bor nao HenpapenHy npeaHocT Haj BehuHoM xuBux Ouha. Mucium
Ia je omry4no na Hehe mymaru QoK He Oyae Mopao, a 1aHac je Mopao.’

Ilem, y ckmamy ca CBOjUM THHEJIEPCKUM TIOMMAamkE€M CBETa U
uaeajia MyIIKOCTH, ynuTao je rocrnohuiry Mymu 360r dera ce ATHKYC
HE MOHOCH CBOjUM CHOCOOHOCTMMa Ha IITa My je OHa OJrOBOpHJA:
,,Pa3yMHH JbYy/IH C€ HUKaJa He moHoce u pa3mehy cBojuM TajsenTtuma™. '’

VY OBOj CIIECHHM CMO BHJIEJIM KaKO jeJaH THUITMYHH IPEICTABHUK
XEreMOHOT MaCKYJIMHUTETa — MOJHUIajal] — OJICTYIIA MPeJl U3a30BOM KOjU
HaJMaInyje merope MoryhHoctu. Ympkoc tome mto cy Ilem m Ckayt
OodeKUBaIM OJ mepuda ga ce Xxpabpo oOpadyHa ca y»KacoMm KOjU UM je
MPETHO, OH TO HUj€ MOTa0 Ja ypaJiu. YIIPKOC yI03H KOjy MYy j€ APYIITBEHU
MOpeIaK JI0/IeNIN0, OBora ImyTa je 0uo Hamjagan. Cpehom, mepud TejT je
U pa3yMaH 4OBeK, na je nmomoh morpaxuo oxg Atukyca. Tume mro ATUKYC
yOuja rnca u To BEIITHHOM O KOjOj C€ YUTa caMo y Ipuyama, ria moBpX cBera
nma u pararako ume Old One-Shot, mTo je 9acT Koja ce ToAeJbruBaia caMo
HajXxpaOpHUjUM U HAJCIIOCOOHHjUM JIOBIIMMA Ha JlMBJbeM 3amaiy, CIIy>KH
Jla ce TIOKaXke J1a ATUKYC HH Y jJeJHOM CErMEHTY MYIIKOCTH HE 3a0CTaje
3a NMpcaACTaBHUIIMMA XCTr€MOHOI' MACKYJIMHUTETA. IHTaBI/IHIC, ATI/IKYC nux
HajMaIlyje jep JeMOHCTpHpa Ja je cylepuopaH. Ta CynmepuopHOCT je
HEIIITO IITO ATUKYCa YUHU POMAaHTUYHUM XEpPOjeM.

Hoptponr ®paj (Northrop Frye 1957) nedunumie pomaHTHIHOT
Xepoja Kao YOBEKa KOjH CE He yKJIala y pUTHIHE IPYIITBEHE HOPME, YIIPaBO
3aTo LITO OH OJUTYYHO CJIE/IU JINYHE NpHUHIUIIe 0e3 003upa Ha 0100paBame
WIA HEooOpaBame OKOJIMHE, W MOCEIyje OrPOMHY YHYTpallky CHAry
Kao M CyIepUOpaH MHTEJICKT. ATHKYC Ce€ MOTITyHO YKJarna y OBaj OITHUC.
ATHKYCOBO MHCHUCTHpame Aa Jokaxe na Tom PoOMHCOH HUje MOYMHUO
3JI0YHMH 32 KOJU j€ ONTY>KEeH HauJla3u Ha HETOJAOBAE JaBHOT MILCHaA.

? If your father’s anything, he’s civilized in his heart. Marksmanship’s a gift of God, a talent [...] I think
maybe he put his gun down when he realized that God had given him an unfair advantage over most
living things. I guess he decided he wouldn’t shoot till he had to, and he had to today.“ (Lee 2006: 102)

10 ,People in their right minds never take pride in their talents.* (Isto: 102)
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Mana je neo Mejkomba, uMmbeHHUIA je W Aa ATHKYC HUje
MOMyT OCTAIMX MyImIKapana. Jlpyrauuju je y CBOM OAHOCY IipemMa
cyOOpIMHHCAaHUM TpynamMa MyIIKapana I[OomyT I[pHala WiId jaKo
CHPOMAIITHIX U MaprUHAJIM30BaHUX Oenara kao mro cy KannaremMmoBu u
Aptyp Pannu. [lpyrauuju je u npema >keHama. Y (QUIMCKO] aganTaruju
IIOCTOjH CLIEHAa y K0joj ATuKyc yBeue cmemTa [lema n CkayT y KpeBeT na
cnapajy. Hakon mro mu3ahe u3 code, CkayT 3amonu [lema na joj mpuya o
BUXOBO] MajlIM KOjy OoHa Huje 3amamtmiia. [ok ce Ilem npuceha majke,
KaMmepa ce U3MeIITa HCIpe1 lbuXoBe Kyhe rjie ATHKYC CeIM CaM ca CBOjUM
MUCIIIMa ¥ TOHOM CIIEHE C€ CyTepHIle Ja pa3MHIlba 0 H0j. Kao 6amaHc
TO] EMOTHBHO] AyOMHHM U caocehamy, ATHKYC je YOBEK U CYNEpPUOpPHE
pataunuke BemtuHe. Hocu Hagumaxk Old One-Shot, Crapu Henpomaimsu,
1 HajOOJBU je cTpesall MyIIKOM, IITO jé CTePEOTHIHA KapaKTepUCTHKA
MPUIIATHUKA XEeTEMOHOT MACKyJIUHUTETA.

ATUKyC TmOKa3zyje ® Ja T[peBa3wia3dM Te CTEPEOTHUITHE
kapakrepuctuke. Kao u cBaku Tunejuep, [lem cama o ToMe 1a mojajeiHako
no0po Oapara opykjeM Kako OM My mopacTtao CTaTyC y JPYIITBEHO]
XHjepapXHju y K0joj ce Hala3u U HE MOXKE Ja MOJMHU J1a HEeroB OTall —
Old One-Shot — He Mapu 3a TakBOM BpcToM Banmpaanuje. Paszior 3a to
je nBojak. IIpBu nmeo pasznora my oOjammaba rocnohumna Mymau. ATukyc
j€ mpuMep AOCTOjaHCTBEHOT, INIEMEHUTOT MyIIIKapIa KOoju HeMa noTpely
Jla CBOJY CYIIEPHUOPHOCT JAEMOHCTpHpa HaJl OWIJIO KUM. YIIPABO 3aTO IITO
j€ TOJMKO CMPTOHOCAH cTpesaln, ATUKyC Oupa J1a HE KOPHCTH OpYXKje
OCHM KaJIa je arcolyTHO HY)XHO. TO je ¥ OHO IITO y4H CBOjy eIy Kaaa
VUM TIOKJIOHM Ba3[yIlIHE ITyIIKe, ToBopehn MM f1a je rpex yOuTH NTULy
pyranuiry. Y3eTH JbYACKH >KUBOT — M YONIITE, HAHETH IPYrOM >KHBOM
O6uhy Oom — je mpecTyn NMpOTHUB MpaBAe U MOPATHHX Hadena. YIpaBo
3aTO M NPWIMYHM HaJUMaK KOJU je ATHUKYCY JaT jep CUMOOJIN3Yje HEroBy
MUPHY, KOHTPOJIMCaHY, aJli CHaXXHY Ipupoay. Henmpomaimsy, 9oBeK Koju
j€ jeIHUM METKOM y CTamy Ja 000pu OECHOT mca KOju je Y CKOKY, je Y
TOj CUTYyallUju IPUMEHUO CAMO OHOJIUKO CHJIE KOJIMKO j€ OMIIO HEOIXOIHO
Jla 3alTUTH OCTajie cTaHOBHUKE MejkoMmOa on omacHocTH. bbera je Ty
BOJIMJIA JKeJba 1A 3alITUTH CBOje cyrpalhane, a He 1a OeCHOM IICy HaHece
6on. Jlpyru neo paszmora he [lem n Ckayt casHaru HakoH norahaja ca
rocriohom Jlyboys.

7. lllTa je xpabpoct?

3a paznuky o rocrohurie Mynu koja je u3y3eTHO MO3UTUBAH JIHK,
rocriohy JIy6oy3 je Temko BoseTu. Y cTBapH, [lem u CkayT, a u unTanari,
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npema woj ocehajy camo ogbojHOCT. 13 HapaTOPKUHOT OMHCa YHUTajall
cas3Haje Ja je ped O CTapHIlM Koja je OmIa y TeIIKOM 3paBCTBEHOM CTambY.
Moryhe u 360r Temike Oonectu, anu U 300T cpearHe y KOjoj je TpoBea
YKUBOT, rocrioha Jly0oy3 je rmyHa Mp>Kibe, HETPIIeJbUBOCTH U 37100€. CkayT
ce npuceha na je »oj u Llemy penoBHO goOanuBaia yBpeae, CyMOpHE
MPOTHO3€ O BUXOBOM HEYMHUTHOM MOpajIHOM MOCpHYhy, a yak je u BuIlle
IyTa KOMEHTapHcaja Kako je IITeTa IITO C€ HHUXOB OTall HUje MOHOBO
0’K€HMO HaKOH IIITO j€ BbruxoBaMajka ympia. OBojenocebno norahano [lema
KOjH je OMO JOBOJHHO CTap J1a MaMTH MajKy Npe HBeHe IPEBPEMEHE CMPTH.

Hakon mro je Atukyc mnpeyszeo onopany Toma PoOGuncona a
jaBHO MBeme MejkoMOa moueno Ja Herogyje, Kam Koja je mpenuiia
yanry Ouiia je TpeHyTak Kajaa je rocrmoha Jlyboy3 nmobamuBana nenu
Jla je BHUXOB OTall IIJbaM KOjU 3acTyma LIpHIIE W JApyTe OJIoIIe, HITO je
pesyntupano tume na je Llem kama cy ce Bpahanu TUM myTem yTpdao
y BpT rocniohe /Iy6oy3 u nmokugao cBe meHe kamenuje. Kana je Atukyc
TO ca3Hao, IlemMoBa ka3Ha je Omia Ja HapeOHUX Mecel] JlaHa CBaKor
MIOIO/IHEeBA MOCJIe IIKoJe oje kox rocnole JlyOoy3 u uura joj /Ba cara.

OHo mTOo Aena HUCY 3Haila Owio je To na je rocmoha JlyGoys
ymupana. [Ipeoctano joj je cBera map Mecenu *KuBoTa. 300T CBOj€ TELIKe
Oonectu y3umana je MoppujyM Kako O yonmaxuna Gonoe. Mehytum,
KaJa je mocTajia CBeCHa J1a joj je BpeMe CKOPO MCTEKJIO, OUTyyunia je 1a
ce cyoun ca 0OJIOM M OJie ca OBOT CBETa Kao ciobojHa >keHa. [lemoBo
YUTamke UMAaJIo je CBPXY Ja joj ckpene Muciu. [lok 6u ucnpasibana [lema
y uuTamy U rpawia mera u Ckayt, rocnoha JlyOoy3 Huje mopana na
pasmuIsba o 60JI0BUMA.

Mecen naHa HakoH ucTeka [lemoBe ka3He, OMIIO je Beue a ATUKYC
je mobuo tenedoHcku mMo3uB Aa one 1o kyhe rocmohe yboys. Kana ce
BpaTHo, peKao je ey aa je oHa ympina. Ty uM je u o0jacHuo 300r yera je
OMJIO TOJIMKO BaXKHO Jla IPOBEAY THUX Mecell JaHa ca rocrnohom [[yboys,
Kao 1 300T yera ce HUKaJla HUje XBaJMCa0 CBOJOM BEUITHHOM Ca MYIIKOM:

XKeneo cam na BuauTe mrTa je mpasa XpaOpocT, ymMecTo na Oynere y
3a0myau ga Outy Xpabap 3HA4YM JIp)KaTH MWKy y pykKama. Xpadpoct
j€ Kaja 3HaIll Ja CH U3TyOHO M IIPe HEro IITO MOYHEI, aji MoYHel 0e3
003upa Ha CBE M ML A0 Kpaja Mo cBakKy LeHy. PeTko kanx moGenui,
amy moHekana ce u To necu. locmoha Jlyboys je mobenmia [...] oHa je
Hajxpabpuja ocoba KOjy caMm MKaJa mo3Hasao.'!

11 I'wanted you to see what real courage is, instead of getting the idea that courage is a man with a gun
in his hand. It’s when you know you’re licked before you begin, but you begin anyway and you see
it through no matter what. You rarely win, but sometimes you do. Mrs. Dubose won [...] She was the
bravest person I ever knew.* (Lee 2006: 116)
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OBne BuUAMMO Ja je ATHKyC MpEBa3MIla0 OHO IITO OU ce y
CTEPEOTHUITHOM MYIIKApIly CMaTpajo JOKa30M MYIIKOCTH. OHOI TpeHyTKa
KaJla je CXBaTho Jia IMOCeayje TajeHaT 3a OpyXkje, O[UIOKHO je IYIIKY.
MelyTuMm, HaKOH clLieHe ca OECHUM I1COM, KaJia j€ BUIEO y O4MMa CBOI' CHHA
JUBJbEH-E€ 300T CBOI' CTPEJHAYKOI MOJBUTa, CXBAaTHO je aa mopa I[lema na
yIO3Ha ca CTBapHOM Je(UHUIIJOM XpabpOCTH, a TO je 1a OuTu xpadbap He
3Ha4YM UMaTH OpYKje y pyKama, jep CBako MOXKe Jia y3Me IMyIIKY U Ja CaBjia/ia
HEHAOPYKaHOT MPOTUBHUKA. XPpaOpocCT je, Kake ATHKyC, KaJla 3HaMo Jia
CMO M3TYyOWJI U IIPE HETO IITO OYHEMO, ajlu ce OopruMo 6e3 063upa Ha TO
cazHame. Jep Outn xpabap He 3Hauu He ocehaTu cTpax, Beh OUTH cBecTaH
Jla TIOCTOj€ BPEIHOCTH U yoehema Koja Cy BayKHHU]a OJ] CTpaxa.

W mana ymranan He MOXKe a Ja He oceha yacaBame KaJla BUIU
nornene Ha ceT rocrmohe J[yboys, jeagHa on mopyka poMaHa je ma ce
xpa0pocT Moke npoHahy u Ha HajMame BEpOBAaTHUM MecTuMa. Mana ce
rocriohu Jly6oy3 Moxe ocropaBaTH ITyHO TOTa, HE MOXe ce pehu fa je Ousa
kykapuila. Cyodniia ce ca CBOjuM HajBehnM cTpaxoM U ympiia OHaKO Kako
Jj€ BepoBaJia J1a je UCIpaBHO — Kao cjo6oHa xeHa. A rocnioha /[y6oys je
Ha caMOM Kpajy MoKa3ajia ¥ 03y CEHTUMEHTAJIHOCTH KOja je€ UCKYIJbYyje
y o4MMa 4HTaona, kao u 'y ounma [lema n Ckayt. Kana je Atukyc momnrao
u3 meHe Kyhe, ca coboM je JOoHeo MOKIOH 3a [lema — jeqHy caBpiieHy
kamenujy. Kana je Ilem 3amakao, ATUKyC ra je 3arpJio ¥ MpoIanyTao
7ia je To ’heHa nopyka [lemy na je cana ce y peny.

Kamenuja ce Moxke mpoTyMaduTH Kao IO/ BEPE KOjy je y rocnoly
Jly60y3 umao AtHukyc. YIPKOC CBUM HeHUM MaHama, ATUKYC je ogadbpao
na'y rocriohu Jly0oy3 Tpakul BpJIMHY M TUIEMEHUTOCT. Pe3ynTar Te moTpare
j€ a je y HajCypOoBHMjeM M HajHENpHUCTyHadyHHjeM BpTy y MejkoMOy
M3pacTao jegaH caBplICHU, OeJH 1BET.

8. ATuKyc ka0 CBeTHOHUK XpadpocTH

ATHKYyC je 4OBEK KOjU HE caMO WLITO je y CTamwy Ja y Apyruma
Mpero3Ha BpJIUHY, OH jeé YOBEK KOjU T€ UCTE BpPJIMHE M y ceOM rmocenyje.
XpabpocT kojy je rocrnoha /Iyboy3 nemMoHCcTpupala Kaja ce Cyodusa ca
OUTKOM KOjy HHje MOTIJIa 1a J00Hje 1oKa3ao je U ATHKYC Kajia je TIpey3eo
onopany Toma PoOuHCOHa KOju je OMO ONTYXXEH 3a CUJIOBame Oese
neBojke Majene Jyen. ATUKYC je CBakako OMO CBECTaH pacHUX TEH3Hja
Y HETPIEJbUBOCTH IIpeMa LpHIKUMa, 0€3 CyMIbe je cXBaTao U ja U cede u
CBOjy MOPOJUILY MTOTEHIMjAIHO TOBOIM Y OIACHOCT jep ce ycyhyje na ce
CYyNpOTCTaBH APYIITBEHOM MOPETKY, aJIk Kao TO je o0jacHuo [lemy, oBo

181



u jecre gedunuimja xpadpoctu. CyouuTH ce ca HeMoryhum mancama, He
3aTo MITO OYeKyjeMo 1modey, Beh 3ato miro je 6opbda 3a y3BUILICHE Hcale
MpaB/ie ¥ UCTUHE Ba)KHU]a OJI CBAKOT CTpaxa.

8.1 Cuena ucnpen 3arBopa

Mapa je ox caMor TpeHyTKa Kaja je MpUXBaTuO OBaj ciydaj ATHKYC
TPIEO OrpoMaH NPUTHUCAK JPYIITBEHE CpeOUHE Ja ce KoHpopMmuie
yTBph)eHNM CTaHaapAuMa ToHamama, Hoh youn cyhema Tomy PoOuHCOHY
je Owia MoOXJa M HajapaMaTH4YHHUja 3a ATHKyca U HETOBY IOPOJUILLY.

Atukyc je nmpegocehao omacHocT jep ra je u mepud TejT ynosopuo
Jla je 4yo riacuHe Kako ce Heku rpahanu y MejkoMOy cripemajy 1a npey3my
NpaBIy y CBOje pyke U camu mpecyae Pobuncony. 3aTo je pexao nenu 3a
BEUYEpPOM Ja MOpa HEemTo Ja 00aBH, MOXKeEJIeo UM Jaky Hoh, a 3aTum ce
KoJluMa OfBe3ao mpema rpaay. Mehyrum, Ilem je ox oma Hacieauo UCTy
MPOHUIJBUBOCT M MOh 3amakama Ta je U caM CIyTHO 3JI0, T€ j& OIJIyYro
Jla ce WIIyma U3 Kyhe W ozme 0 Major mputBopa y koM je Tom Tpebao
na nposeze Hoh 1ok ueka cyheme. Ca [lemom cy monumu [un u CkayT.

bamr kao mro je [lem u mpenocehao, Atukyc je 610 ucmpen 3aTBopa.
BuxoB orary je 610 OHEO MPOIYKHH KabJl ca CHjaJInIIOM, HAMECTHO je TpeJ
BpaTtuMa CTOJIHMILY, CEle0 Ha O] M unTao HoBuHEe. Ha ymopno CkayTwHO
3aMUTKUBAKE IMTAa Tpaxke Ty, Llem je omaxHyo ca onakmiameM, pekao ja
j€ CBe y pely M TaMmaH je XTeo Ja KpeHe Kyhu kama cy ce mpen 3rpaaiom
napKupajia 4eTHpU ayTOMOOWJIa, a OHJA Cy YIVIeJalld CEHOBHTE CUITyeTe
BEJIMKE Tpyle MyIIKapana KOju Cy M3aluld U3 Koja. ATHKYC jeé CMHpPEHO
CJIOKHO HOBHHE, CITyCTHO UX Mopes cede U Moreiao mpeMa mpuaoininiaMma
Kao J1a UX je oueknBao. Ha meroBy cMUpEeHy OIOMEHY J1a je mepud ca CBOjuM
3aMEeHUIIMMa y OJIM3WHU, JeIHa O] CEHKM C€ HacMejajia M peKyia My Ja je
mepud 100M0 JTaXHY J0jaBy O JOBOKpaJAHIlIaMa y IITyMH | J1a ce Hehe BpaTuTu
y rpaj mpe cButama. Kan je jeman nyOoKH Iiac pekao Ja Ta YHE-CHHIIA
Mema CTBapu, ATHKYC ra je caMo yIHMTao Jia JIM je CUTypaH y To.

Ogne Tpeba 00paTUTH MaXkKlky Ha TO KAKO POMaH MpHKaszyje ATHKyca
a Kako TOMIJTY KOja c€ OKyIHJIa J1a JJUHYYje ONTYKEHOT. ATHKYC j€ JIMYHOCT,
MPENo3HajeMo ra 1Mo UMEHY M JIUKY, HaJla3u ce 00acjaH CBETJIOM CHjaTHIle
Koja ropu y Hohu. 3aTo mTo oabuja 1a ce MOBUHY]E APYIITBEHMM HOpMama
y Koje He Bepyje, ATHKYC je peACTaB/beH Kao JMUYHOCT. Hacympor memy je
pyJpa koja je omucana cienehum peunma: ,,IlojennHayHo u y rpynama on
10 JIBOje, MYIIKApIH Cy m3anuiy u3 kona. CeHke cy mobuse oOnMK Kaja je
CBETJIOCT 00acjaia CHIyeTe Koje Cy ce KpeTaje mpemMa BpaThuMa 3atBopa. !

12_In ones and twos, men got out of the cars. Shadows became substance as light revealed solid shapes
moving toward the jail door.“ (Lee 2006: 154)
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Jbynu Koju Ccy JOUUIM J1a c€ CynpoTcTaBe ATHUKYCY U J1a JUHUY]Y
HEBUHOT YOBEKa caMo 300r 00je leroBe KOXKe HUCY OITMCAHU Kao TUYHOCTH
Beh kao nojase. Poman ux Ha3uBa ceHkama u cuiayerama. M mobyne koje
UX Ty 10BOZE cy MpayHe. Fbux Bonu Mpikma, HOJCTPEKHUBAHA AJIKOXOJIOM
Y TPAaJULMOHAIHUM JUCKYpPCOM KOju AdpoaMepuKaHIlie MpeacTaBsba Kao
npeTwy pacHoj xujepapxuju. Kaga ce oOpahajy ATukycy, HU y jeTHOM
TPEHYTKY TOBOPHHUIIM HUCY O3HaYeHn nMeHnMa. OBO HUje HaMepa poMaHa
Ja JexymMaHu3yje IpHUIIaJJHUKE XEreMOHOI MAacKyJIuHUTeTa Beh mpe
KOHCTaTallMja J1a Cy OBM JbYIM CBOJUM CJIOO0THUM U300pOM J1a CIIETIO CIIe]e
JTUPEKTUBE TAKO3BaHE €JINTE — OJIHOCHO JJOMUHAHTHOT MAacCKyJIMHHUTETa —
M3ryOMJIM OHY YHUKATHOCT KOja OJUTMKYje Jbyrncka Ouha. M3abpamu cy
Jla TIOCTaHy CEHKe, JOK ATHKyC cToju obacjaH cBemiomhy. /[uxoromuja
n3Mel)y CBETJIOCTH U TaMe Y aMepUYKOM POMaHy MPeCTaB/ba MAaHUXE]CKY
nozneny Ha 106po u 310 (Doj¢inovié-Nesi¢, 2007) u akueHtupa aa je
Youtiu wiiuyy pylanuyy pOMaHTUYHU poMaH a ATHKYC POMaHTHYHU
Xepoj.

Cyko06 ATukyca U pyJbe UCIIPE]] 3aTBOpa je U CyKoO J1Bajy oOnuka
MacKyJIMHUTETA (B. MOIVIaBJbe 3 OBOT paja). YumweHua 1a cy ATUKYCOBHU
MPOTUBHULIM Kao /10 TOMMIJIE JIEUHIUBUIYAIU30BaHU JOJATHO IOjayaBa
NEeCTPYKTUBHOCT OBOI' 0OJIMKa MacKyluHutera. Hacynmpor muma je
Atukyc @®UHY, OIMYECHE MOpPAJHOT MACKYJIMHUTETa 3aCHOBAaHOI Ha
MJIEMEHUTOCTH, XpabpocTu U HeHacuJby. OH HE KOPUCTH (PU3UUKY CHUITY,
anu je OECKOMIIPOMHCAH KaJia je y MUTamy oJ0paHa MPaBHOT U €THYKOT
MOpeTKa.

Curtyanuje ce KOMIUIMKYje Kaja majeHa CkayT Jolle Mpouewyje
cuTyalujy na ce oruma o Llema u yTpuaBa Kpo3 roMmiy 10 ATHKyca.
3a woM ctixky Llem u Qun. Jlok ce mpobuja, CxayT npumehyje aa pysba
onuile MUpucoM BHcKdja. Ha meHo m3HeHaheme, kajga ce Hahe kon
ATuKyca U rorjieia oko cede, He mperno3Haje auia Jbyau. Cana 6enexumo
U MPBY 103y CTpaxa KoJ ATHUKyca KaJa je YIIeao CBOjy JeIy OKPY>KEHY
PYJBOM: ,,ATHKYC yCTaJle ca CTOJIHLIE, aJIi C€ KPEeTao CIopo, MOITYT CTapla.
CnycTHo je HOBHHE NMa)XJbUBO M MOPABHAO MX IOJIAKO MPCTUMA KOJU CY
noapxraBajuy. !

Atukyc je y oBoj cuieHH yrameH. M ynpaBo 300r oBOT cTpaxa OH U
jecte xepoj. Jbyau koju cy ra OnKOJIWIM Cy OpOojyaHo jauyu, a UMakK Cy JOULIH
MIUjaH! jep HUCY UMaJIU IOBOJFHO XpaOpOCTH J1a 37I0YMH Ha KOjU € CpemMajy
MOYMHE TPE3HU. ATHKYC HE Tpaxu xpadpocT y ankoxony. OH oceha cTpax,

13 Atticus got up from his chair, but he was moving slowly, like an old man. He put the newspaper
down very carefully, adjusting its creases with lingering fingers. They were trembling a little” (Lee
2006: 155)
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MPU3HAje Ta Ka0 HEUITO IITO jeé CTBApHO, HEUITO IITO je MPUPOTHO, a OHJA
JIOHOCH CBECHY U CJI000/IHY OJUTYKY Jla ypaJH OHO IITO je UCIPABHO. YIIPaBo
je To mpaBa aeduHuIMja XpaOpOCTH KOjy CMO BHUIenu Koj rocrnohe [y6oys,
OHE XpabpOCTH KOjy je ATHKYC 5KeJIeo Ja MOKa)Xe CBOM CHHY — Jla C€ CYOUHMO
ca OHUM ILITO HAC IUIAIIH, 13 HE OJICTYIIMMO 300T TOT CTpaxa, Hero Jja BoheHuM
LIUJBEM KOjH je BpesiaH 6op0e 1 KpTBe UCTPajeMO U HaJjjayaMo CTpax. ATHKYC
Huje Te Hohu nomao npen henujy Toma PoOuHcoHa 3aTo MITO ce HE IUIAIIH.
Jlomiao je fa 3alTUTH HEBHUH JbY/ICKU )KHUBOT.

Ten3zuje pacty 10Kk ATHKyC MoKymaBa 1a yoenu [lema na one kyhu u
nosezie ca cooom Ckayt u una, mehyrum Llem onbuja n1a ocraBu oua jep je
cBecTaH mra he ce gorogutu. Ilopen oueBe NPOHUIJBUBOCTH, HACIEIUO j&
o7l Iera 1 XpaOpocT. Y TPeHYTKY KaJla HaleTOCT J0CeXe BpXyHall, JeliaBa
ce u3HeHaiHu npeokpet. CKayT, Koja y CBOjOj Ae4joj Oe3a3JI€HOCTH HEe CXBaTa
030MJBHOCT CHUTYyalldje, OJ[JEAHOM y MOPY CEHKH IPETNo3Haje jeIHO JIHIE —
rocnoguHa Kanunnrema, ona meHOr mKojickor apyra Boarepa. Cetusmu ce
Kako jy je ATHKyC YBEK Y4HO Jia IpeMa Jbyauma Tpeda na Oyae KyaTypHa U
Jla ce Tpyau Ja ce yBek ocehajy moOpomorio, 1eBojuriia MO 1a YaBpJba
ca OTPOMHHMM MYIIKaplLeM KOjH C€ y HeJaroau MpeMellTa ca Hore Ha HOTY.
Haxkon mro ra CkayT HEKOJIMKO IyTa ymuTa ja ju je ce ceha, oH KiIuMmHe
hyrehu raBom, a CkayT mouyHe 0e3asjieHO a My NpHYa O HErOBOM CHHY
Bontepy, kaxo je y beHOM OfieJbeby U Ja je jako g00ap aedak. CkayT 3aMoin
rocnoguHa Kanunrema na mosznpasu Bontepa u moune ja mpuya ca BUM
0 jeZHOj MapHMLIU OKO KOje My je ATHMKyC MOMOrao, Kaja HajeJHOM CXBaTu
Jla CBU OKO We hyTe M mienajy mpaso y wy. U Atukyc u Llem u rocnoaun
KanuHrem u cBU OKyIUbEHU JbYIU. A OHJA C€ JIeIIaBa HEeIlITO U3Y3E€THO:

Atukyc HHje HuIITa ropopro. [lornenana cam oko cede u mpema rocrnoanHy
Kanunremy umje nune je Ouno moajenHako Oe3u3paxajHo. A OHOA je
ypaano HewmTo HeoOnuHo. Yy4yHyo je U cTaBHO MU pyKe Ha pamMeHa.

,»Pehu hy My na cu ra mozapasuia, Miaga JaMo“, Kazao je.

Onpza ce ycnpaBHO U MaxHyO CBOjOM OTPOMHOM PYKOM. ,,Pa3naz®, BUKHYO
je. ,,Vnemo, momru*."

Bunujam brejk je y cBojum Ilecmama o neguHoCiu u UCKYCI8Y YIUO
Jla HEBUHOCT HE MOKE J1a MIPEXKUBH JOAUP Ca UCKYCTBOM U Jla, HAKO HaM je
HCKYCTBO HEOIXO/HO, Bera HICTOBPEMEHO MOpaMo U Jia ce nmpubdojaBaMo jep

14 Atticus said nothing. I looked around and up at Mr. Cunningham, whose face was equally impassive.
Then he did a peculiar thing. He squatted down and took me by both shoulders.

‘I’1l tell him you said hey, little lady,” he said.

Then he straightened up and waved a big paw. ‘Let’s clear out,” he called. ‘Let’s get going, boys’* (Lee
2006: 157-158)
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IITO UMaMO BHIIE MCKYCTBAa, TO NMaMO Mamke€ HEBUHOCTH, a CAMHM TUM H
Marhe OHOra IITO HAC YMHH JbYACKUM Ouhuma.'s YVouiu umwiuyy pyiaruyy y
OBOj CIICHH TOKa3yje HEIITO IITO j€ jaKo IUPJHHBO a TO je TPEHyTaK Kaja
Jiedja HEBUHOCT BpPaTH ca rpaHulle 0e3yMJba TBPJIE U CypOBE MyIIKaple KOju
ce crpeMajy Ha Hacuibe. Y TPEHYTKY KaJia je pyJba ojlycTaja O JIMHYA U KaJia
ce cBe oun ynupy y CkayT, cuiIyeTe OKO e 1001jajy Jula U MocTajy JbyaH.
Ona ux uaeHTH(PUKYje Kao MOjeIUHIIE jep Cy Ce OKPEHYIH Ol MPXKHE KO0jO]
UX je y4HO JAPYIITBEHU MOPENIaK U caJia YaK MOXKE J1a BUAM HUXOBA JIMIIA jep
ux obacjaBa CBETJIOCT.

8.2 Cuena y cynHuuu

Jorahaj koju je y clieHu uctpe;] 3aTBopa OMKCaH je 0o HHCTIUPATUBAH.
Ty je uuranan rmenao kako npasaa Tpujymdyje Haa MpxkmwoM. Mmak, na
OBaKBe 1M00e/Ie HUCY YBEK MPABHJIIO MTOKA3aJI0 j€ OHO IITO C€ HApEeTHOT JaHa
JIECHJIIO y CY/ITHUIIH.

ATHKyC je XpaOpo, OIydHO W apryMeHToBaHo OpanHuo Toma
PoOuHcOoHa. YHAaKpCHUM UCTIHTHBAKB-MMa je J0Ka3a0 HE caMo Ja je mpuya
Majene Jyen HencTMHHTa Beh je HAaroBemITEHO W Jia je JEBOjKa Tprelsa
CEKCyaJIHO HacWuJbe O]l cTpaHe cBor oua, boba Jyema. bo6 Jyen u Atukyc
MIPEICTaBIbajy CaBpIIEHE aHTATOHHUCTE Y OBOM pOMaHy. ATHKyC ce O6opu 3a
npasiy, 3a OHO y mmTa Bepyje. bob Jyen je Tonmuko meryrantHo Ouhe nma ra
Mpe3upe Yak 1 MopoTa Koja je riiacalia 3a beroBy Bep3ujy norahaja.

Wnak, seynu nonyt boGa Jyena cnanajy y mpumnaaHuKe XereMOHOT
MacKyJIMHUTETa U MOCTOj€ jep JOMHUHAHTHH MACKyJIMHUTET TO JOIMymTa. Y
onucy Jyena ce xoHcraryje: ,,Huje Oui0 Te HIKOJICKE MHCHEKIHje Koja je
MoOTJIa Jla HaTepa BUXOBO MHOTOOPOjHO MOTOMCTBO Ja Johe y mikomy .

bo6 Jyen je mmeanaH TpeNCTaBHUK MACKYJIMHHUTETa O KaKBOM
Mexkangamc u Kumen ropope (B. moriaBibe 3 oBOT paja). UnmeHuna aa je
IBeroBa Khepka moxkesesnna IpHIIA je TeXKaK yaapail 3a ’eroB JIPYyIITBEHU
CTaTycC, U OH C€ HE yCTpyuana Ja yrnorpeobu cBe moryhe mepe 1a 6u crpao
Jbary ca cBor umeHa. Ha cyy unHM KpUBOKIJIETCTBO KaKko Ou ce 0OpadyHao
ca npencraBHUKOM noapehenor mackynunurera Tomom PobuHcoHOM (B.
nomasibe 3 oBor pazga). [lopen oBora, on kon kyhe (pU3UUKK U CEKCyalTHO
370cTaBba CBOjy kKhepky Majeny. Mana cyheme Tomy Pobuncony
JI0J1a3u y TIPBU IJIaH Y POMaHY, MOJIjeTHAKO je OMTaH U OJTHOC XETreMOHOT
MacKyJIMHUTETa OBOT IepHuoja U rpemMa xeHama. KoHen kaxe 1a oBaj TUIT
MAacKyJIMHUTETa MMa MOTpeOy MPBEHCTBEHO Ja CBOjy HaaMoh HCHosbu

15 L. B. ,,Blake’s Songs of Innocence and Experience*. The British Museum Quarterly, 1933, br. 7(3),
65-66

16 No truant officer could keep their numerous offspring in school* (Lee 2006: 173)
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KpO3 JOMHHALM]y HaJ >K€HaMma IITO ce MaHudecTyje Kpo3 ,,ayTOPUTET,
KOHTPOJIy pecypca U cekcyanHy nomuHarujy“.!” 3a boba Jyena, mpaBo
Ha Majeny je mweroBa marpujapxajHa AUBUIEHIA (B. MOIVIaBJbE 3 OBOT
pana), 1 y TpeHyTKy KajJa OHa IMoKaxke kesby 3a Tomom PoOGuHCOHOM,
OH TO Yy CBOJUM OYMMa BHUJU Ka0 HEHY NOOyHY IpPOTHUB HEroBe
cynpemaryje, aau 1 ToMoB NOKyI1aj y3ypraiuje JyeaoBor moioxaja.

[TocraBsba ce nUTame 3a pa3sMULILIbAKE Ja JIU €JIMTa 3aucTa HeMa
Moh na Hajgjaya jenHor boOa Jyerna win jeqHoCTaBHO HEMa HHTEpeca J1a TO
ypaau. bo6 Jyen, Mana HacuiiaH, IPUMUTHUBAH, M YOBEK KOjH j€ IeryTaHTaH
LIEJIOKYITHOM CBOM OKPYXEHY, HHje IPETHa APYIITBEHOM MOPETKY jep He
TEXH HErOBOj TpOMEHH, Beh CBOjUM JenoBameM 3ampaBo PENPOAYKYje
noctojehe omHoce mohm (Connell 2005). 3ato ce cTuye yTHCak na
JTIOMUHAHTHU MacKyJIMHUTET U HE yJla)ke IpeTepaHe Harope Ja HartepaJyena
J1a IIKOJIyj€ CBOJjY JIeIly HUTH 3arvie/ia I1ITa ce JIellaBa y leroBoj Kyhu kana
ce CIyCTH Mpak u Bpara 3arBope. C aApyre cTpaHe, Jbyau NonyT ATUKyca
®uHYa CBOJUM MOPAIHUM HHTEIPUTETOM M YTHIAjeM Ha 3ajeIHULly
peMere ycTajbeHu rnopeaak jep ocehajy 1a oH Huje 3aCHOBaH Ha MOPaJTHUM
YU eTUYKUM MPUHLUIHNMA, [1a TUME IOCTajy M ONACHMU IO eJUTy Koja
ob6mukyje oBaj xeremonu mojen (Connell and Messerschmidt 2005).

Buaumo kakaB edexar mMa MocTojame YOBeKa KakaB je ATHKYC
®uHy Ha okpyxeme. [Ipen 3arBopom, kaza ce CkayT 0Oparuiia roCOUHY
Kanunremy, 10 mera je jomnpesna meHa Jiedja HEBUHOCT U OH je 0a0uo
Jla TIOYMHHU 3JIOYMH MOTHUBHCAH MpxmwoMm. Kaga ce mepud cykobuo ca
OeCHUM MCOM, TIPEIao je opyxje ATUKycy — 0e3 003upa IITO j&€ TUM YHHOM
0c1abMo CBOj CTAaTyC y MYIIKOj XHUjepapXuju JOMUHAHTHOCTH — jep je Ouo
CBECTaH J1a aKo IpoMaIi, Moxe j1a youje Hekora ox Pannujesux. ['ocnoha
Jly6oy3 je 3a [lemoBy naxmwy U ATHKYCOBY Bepy Yy Iy Iociana JiedaKy
JEIIHY CaBpllIEeHY KaMelHjy Kao MOCIIEbY yCIOMEHY.

bo6 Jyen je jemaH o peTKHX JbYOU 10 KOJUX ATHKYC HHjE YCIIEO
na norpe. CecHo je onTyxuo Toma PoOuHCOHaA 3a 3JI04MH KOjU OBaj HHjE
MOYMHUO 3Hajyhu na ra yeka cMpTHa Ka3Ha. HberoBu cCMHOBHU onpacTajy y
O0eau W cUpOMAIITBY, a Khepka Tpmu 3iocTaBibame. LlITo ce mera camor
tuue, boO Jyen Hema HMKakBHX amMOuWIMja Ja Hampeayje Ha JPYIITBEHO]
JIECTBHIIM, CaBPILIEHO MY OAroBapa Oaml TO MECTO Ha KoM ce Haiazu. OHo
MaJIo HOBIIA ILITO 3apaJiy TPOILIHU Ha aJKOXO0JI, 0aBU ce (GU3UUYKUM MTOCIOBHMA
T1a je CHaJkaH, Ha CBAaKy MPETHY pearyje arpecuBHO U HacuJbeM, Tako aa boo
Jyen ucnymana y MOTIYHOCTH 3al[pTaHU apXeTun ‘MyuikapuuHe’. CBe oBo ra
YUHU ATUKYCOBUM aHTHIIOJIOM.

17_In everyday life, this is expressed in) authority, control of resources, and sexual dominance® (Connell
2005: 77)

186



A HacynpoT BbeMy, JOCTOJaHCTBEHHU U IUIEMEHUTH ATHUKYC — TOCEOHO
Kajia ra 3amuciauMo kao I'peropu Ileka — cToju ka0 CBETHOHMK MPaBeIHOCTH
Y YECTUTOCTH Ha KOT'a MOXEMO JIa ce OCJIOHUMO Ja he onarnatu tamy.

Hakon mrTo je mopora, ympkoc ATHKYCOBOj Xe€pojckoj ©6op0w,
npontacuia Toma PoOMHCOHA KpUBUM, HAaKOH IITO je pa3ouapanu [lem nmoueo
na made a CKayT Kao y cTamy KOHTY3Hje OTYIEJIOo ImocMarpasia CyIHHUIly ca
6ankoHa, ATUKYC je yCTao, MOKYITHO Harupe ca CBOT CTOJIAa U CIIOXKHO HX Y
aKTEeHTaIlIHy, CTaBUO pyKy ToMy Ha pame M MpouIanyTao My HEITO, a 3aTUM
CMHPEHO U IIPABOT IOIVIe/1a KPEeHyO Kpo3 Mpojia3 u3Mel)y Kirymna npema usinasy.
W name omamyhena, CkayT je miegana mpema ATHKYCy Kaja je OceTuiia
noaup Ha pyuu. OcBpHYyIa ce a CBy/a OKO e Ha OalKOHY OKYIIJbEHH LIPHIIU
Cy yCTajaJlu ¥ ocMaTpaiu meHor ona. Beneuacuu Cajkc joj je nmpoiiamnyTao:
,Locrohune [Iun Jyus, ycranu. TBoj otan nponazm. '

9. IlsileMeHMTH MYIIKAPall U XereMOHH MACKYJIUHUTET

Kana roBopumo o apxeTuity rnjaeMeHUTor Mmykapuay Youiuu iiviu-
yy pyianuyy, 99TA0Iy j€ CUTYPHO IIpBa acolujairja ATUKyc, 6ar Kao mro
j€ TUITMYHY MPEICTaBHUK XereMoHor MacKynuHuTeTa boo Jyen. Mehytum,
pOMaH OBJI€ BPILI HEJIBOCMHUCIICH O0padyH ca BpEAHOCHUM CHCTEMOM KOjU
Jyen npencraBiba — aju 0Baj MyT TO HUjE YIULEHO IPEKO ATHKYycCA.

Jlero je mpomwio, a ca cmphy Toma PoObuHcoHa aenoBaso je Kao
Jla Cy C€ CTBapH BpaTHJIC Yy HOpMaTy 3a cTaHOBHHKe Mejkomba. Ckayt
u [lem cy decro nponaswmm nopea kyhe PammnjeBux u ca HOCTAITHjOM
ce npucehanu kako cy ce Hekan mmiammiau Aptypa Pamnuja koju je y
MejkomMOy 6mo no3naruju kao ‘by’.

Jenne xacae Bedyepu CkayT u [lem cy Omim y IIKOJIM 3aTO MITO je
CkayT urpasna yiory y mIkoJIcKoj rpeactaBu. Hocwiia je KocTuM IIyHKe U
Tpebasio je ma ce Ha onpehenn 3Hak mojaBu Ha OMHH. HaxkanocTt, MaieHa
CkayT ce ycnaBaja, na KaJ Cy je YIopHO IMpO3HUBaJIM HHje H3alia, a OHaa
ce TpIvia U3 CHa 1a u3jypuiia Ha OWHY JIOK je rocrioha MepuBenep apxkaia
3aBPIIHU TOBOP M HAIPaBUJa j€ TIOMETHY, Ha OIIITH CMEX ITyOJIHKe.

IMoctuhena Ckayt je omOwiia OHAA Ja CKHHE KOCTHM W HHjE
kenerna aa uae kyhm nok ce cBu He pasub)y, na je [lem ocrao ca mom
na joj mpaBu ApymTBO. Kaga cy kpenynmu kyhu, y MIKOJICKOM JABOPHINTY
0o je MpKII Mpak, jeauHo je CkayTHH KOCTHUM IIYHKE CBETIyIao. Jlok
cy Kopadanu, [lemy ce y4uHWIO /1a 4yje HEeKO HIyIITamke W3a HUX, ajlu
CBaKHM MyT KaJia Ou 3actaiu Ja 00Jbe OCIYIIHE, IIYIITAKkE j& IPecTajalo.

18 Miss Jean Louise, stand up. Your father’s passin’.* (Lee 2006: 216)
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Jena cy mouena aa ce manie. MehyTum, TamaH Kajia cy IOMUCITHIIN J1a CY
CTUIIM Ha 6e30eHO jep Cy JOIUIN 10 UBHUILE IIKOJICKOT JIBOPHINTA, Kaja
Cy ce HaJa3WJId UCIOJI jeHOT BEJIUKOT XpacTa 4Huje Cy TpaHe Impera3uie
y nBopumitTe PannujeBux, MOHOBO Cy Yy/IH KOpake m3a cede, ajau OBOra
nmyTa Kajia Cy 3acTaji, KOpalld u3a BHUX C€ HHUCY 3aycTaBWid. To je Ouo
bo0 Jyen.

Ilem je moBukao u3 cBe cHare qa CkayT Oe)XH U OHa je HalpaBHiia
jemaH Kopak, ajiv Cy je OJ[jeTHOM JyeloBe CHa)KHE pPyKe U3 MpaKa [r4ernae
¥ TIOYeJIe 1a MPBE KOCTUM OKO Hhe. MeTaiHa KOHCTPYKIHja y KOCTUMY
j€ 3auBuiesa MmoJ TOM CHaroM, a OHJa je HajeJHOM MeTall 3allIKpUIiao
Kaja je Hamaaad nokymao aa y Ckayt 3apuje Hok. Camo 3axBaspyjyhu
METaJIHOM OKBHUPY OKO cebe, CkayT je octana HequpHyTa. [lem ce 6anmo
Ha Jyena, aJli TPHHAECTOTOAMIIBLY Mitaanh Hije OMo JopacTao oapacioM
MyIIKapity. Jyes ra je Jiako caBiagao, 0aluo Ha 3eMJbY U CJIOMHO MY PYKY,
a LleMOB Bpucak ce MpoJIoMHO Kpo3 ITyBy HOh. Y OUajHMYKOM IMOKYIIajy
na 3amTuTH Opara, CkayT ce 3aiierena y Jyena u ynapuia y leroB CTOMAK.
,,CTOMaK My je 0o MeKaH, ajiu pyke cy My Ouie oyt uenuka. [Tomaxko je
HCTUCKHUBAO Ba3ayX M3 MeHe. Hucam Morsia na ce momepum. !

Ay ToM TpeHyTKYy ApTyp Pamuu je usponno u3 Hohu. MymeBHuTO
je urgernao Jyena v Tako CHaXKHO Ta Oamuo yHasaj na je 3amano u Ckayt
rosieTena 3ajeqHo ca muM. CkayT je dyia u3a cede 3Byke bopbe, a oHja je
jenaH oz 6opalia omTpo YAaxXHyO U Cpydro ce Ha 3emIby. bob Jyen je 6uo
MptaB. Aptyp Pagnu je mogurao HenmomuuHor [lema u He roBopehn Hu
pedu, moHeo ra nmpema ATukycoBoj kyhu, a CkayT je uIia 3a BbUM.

Oga criena 6op0Oe je n3y3eTHO CUMOOJIMYHA U3 BUIIIE Pa3jiora, aiau
OBJIC je IPEeKo APTypa 3a]1aT KOHAYHU y/1apall XereMOHOM MAaCKYJIUHUTETY
amepudkor jyra u3 mehyparnor mepuoma. OBa ciieHa OMHUCYje KOJIUKO
je crepeoTunHa JepUHMIMja MYyIIKapla U MYXEBHOCTH IIp€ CBera
HEIOTITyHa a 3aTUM U HEeTayHa.

[IpBo, bo0 Jyen je nmemy Hamao mujaH, MITO je YHMH-CHUIA KOJY
koHcTtaryje mepud TejT HakoH mITO ra je ATukyc mo3Bao. bamr kao kana
ce ATHKyC Tpe3aH CyOo4yHMO Ca NHJaHOM pPyJbOM HCHpE] 3aTBOpa, TaKO
je u cama Jyemy O6mo morpebaH ajkoXoJs Ja My Ja XpaOpocCT Ja MOYUHH
3JI0/IEJI0 Ha KOj€ Ce cIpeMao. A Kao IITO je BUILE MyTa HarnlaleHo, OuTu
xpabap He 3HauM He ocehatu cTpax Beh JOHETH CBECHY OJJIyKY Jia ce
Taj cTpax mpeBasube 3apajl Muba KOME Ce CTpeMH. Jyea HHje MMao Ty
xpabpoct. HacynpoT memy, y 0Boj cuenu je Apryp Pagnu. Apryp Huje
010 mujaH, OH je JeMHOCTAaBHO y CBOjOj Kyhu 3auyo MOBUKE Jele KOjy je
BOJICO Ka0 CBOjy M CXBAaTHO je J1a uM je nomoh morpedHa. CurypHo je na

19 His stomach was soft but his arms were like steel. He slowly squeezed the breath out of me. I could
not move.*“ (Lee 2006: 267)
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J€ OCeTHO CTpax y TOM TPEHYTKY MHaue He Ou u3jypuo u3 kyhe Haopyxan
KyXHUIbCKUM HOXXeM. Aim *kuBoTU [lema u CkayT OmiM Cy BaXXHUJH O]
cTpaxa 1 ApTyp je JJOHEO CBECHY OJUTYKY J1a j€ HberOB CTpax HEOUTaH.

3arum, Jyen je U3y3eTHO CHaXkaH MyIIKapall. 3HaMo Ja ce 6aBHO
(hU3MYKMM MOCIIOBUMA a M HApaTOpPKa OIMHCYje J1a Cy HEroBe PyKe Koje Ccy
je rymmiie 6mie cHakHe nomyT 4enuka. A Aptyp Paam ra je pusznuxu
HaJjayao. He camo mTo ra je cHaxxHo oTprayo ox CkayTt, Beh ce cyouno
ca BbHUM U 'y 60opOu HOxeBUMA. /[B0OOj HOXkeBUMA ce Mel)y ypohenunrma
CeBepHe Amepuke H JoBIIMMa J{MBJber 3amajia MPaKTUKOBAO KA0 HajBUIIU
noka3 xpabpoctu u BemrtuHe. [lobenutu mpoTUBHUKA y 00pOU HOKEBUMA
010 je u3y3eTaH paTHUYKH ITOABUT. A 'y OBOM IBO00]jYy HHje U3ryOHuo ApTyp
Pannu, xora Haparopka onucyje cieaehum pedrMa kKaja ra je Bujaena y
cBOjoj kyhu:

Jluue my je 6mino 6meno Oamr Kao M HETroBe pykKe, caMo je jeaHa CeHKa
MoYMBaJIa Ha HEroBOj MUCTypeHoj Opaau. OOpa3u cy My OWIHM ymamiu;
MMao je LIMpOoKa YCTa; Ha CIECNOOYHMIIAMa jeé MMao IUINTKA, CKOPO
HeNpUMeTHa yayOJbema, a leroBe CUBE O4M Cy Omiie Toauko 0e300jHe
Jla caM noMuciuia Aa je cuern. Koca my je Ouna MpTBa U TaHKa, TOTOBO
Kao marepje Ha rasu.?’

Aptyp Pagnu ce He ykiana y TpaaulMOHAJIHA CTEPEOTHUIT IIPABOT
Myukapua. Kaga amepuuku GpuiiMcku penuressu 0upajy miymia koju he
urparu CynepmeHa, 4oBeK ApTypoBOT (pM3UYKOT U3IIIe[a HE y3UMa ce Y
pa3marpame. 300r CBOje TyXKHE )KMBOTHE Mpuue, ApTyp je mocrao camo
CEHKa Koja ce CKJIama OJ1 CIoJHHOT cBeTa. JIok ATHKYC, Kora y (PMIMCKO]
amantaudju urpa I'peropm Ilek, nemyje cracuTo Majga y3ApiKaHoO,
Aptyp Pajun Hema Taj edekar Ha mocMarpada. AlM Kaja cy MOpajiHU
Y KapaKTepHU KBAJIUTETH y MUTamy, APTyp Ty CTOJHU paMe y3 pamMme ca
ATukycoMm. 360r Tora je BUIIIE HETO MPUKIIAIHO IITO YOBEK KOJH j€ CIacao
xuBote [lemy u CkayT HOCH UMe JIeTeH1IapHOT OPUTAHCKOT Kpajba ApTypa,
cuMOoI1a XpabpoCTH O KOjeM Cy BEKOBHMa MPUIIOBEAaHE TIPUYE.

ITopyka kojy poman nmobenom Aprypa Hajn JyenoMm mmasbe je na
BpJIMHA HMj€ HELITO IITO je YpoheHo, a caMUM TUM HM HEUITO LITO jeHa
BpCTa JbYU UJIM je1aH TIOJI MHXEPEHTHO WJIM UMajy WM HeMa]y. XpaOpocT
KOja je MOXKJ1a U HajBeha BpJIMHA OJ1 CBUX je CBECHA OJIyKa J1a MOCTOjU
HEILTO 32 LITa C€ Bpeau OOPUTH M 3a IITa C€ BPEIU KPTBOBATH.

20 _His face was as white as his hands, but for a shadow on his jutting chin. His cheeks were thin to
hollowness; his mouth was wide; there were shallow, almost delicate indentations at his temples, and
his gray eyes were so colorless I thought he was blind. His hair was dead and thin, almost feathery on
top of his head.” (Lee 2006: 275)
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10. 3ak/byuak

Jluk Atukyca @uHua y pomany Youinu wiiauyy pyianruyy 1nokasyje aa
MOpAJTHU XePOj Y KEbMKEBHOCTHU HUje caMO GUKTUBHA PUTYpa, Beh U KyITypHU
MOJIeN KOjU MPEUCHuTyje AOMUHAHTHE OPYIITBEHE obOpaciie. Y KOHTEKCTY
TEOpHje MaCKyIMHUTETa, ATUKYC C€ M0jaBJbyj€ Kao aITepPHATHBA XEreMOHOM
MOJIeTy MYIIKOCTH KOj! j€ Ha amepuykoM Jyry nouetkoM 20. Beka 6HO TECHO
MOBE3aH ca PacCU3MOM, KJIACHOM HejeTHaKoIINy U maTpujapXalHUM HopMama.
Jlok bo6 Jyen mpencraBba HACUIHM U OMPECHBHHU OOIUK JOMHHAHTHE
MYIIKOCTH, ATHKYC j€ IPUMEp Apyradyujer, eTHYKU 3aCHOBAHOT U MOPATHO
JOCIIEAHOT MOJIeNIa, KOj! MoKa3yje 1a MACKyIMHUTET MOKe OUTH apTHKYJIHCaH
Y KPO3 OAATOBOPHOCT, XyMaHOCT U npuHImunujennoct (Connell 2005).

OBaj KOHTpacT uMMa WIMPU 3HAYa] 32 KILIDKEBHY U JAPYIITBEHY
aHanuzy. Haume, poman cyrepuiiie 1a JUTEpapHU JIMKOBU MOTY JAENOBaTU
Kao KyJITypHU MPOTOTUIIOBU KOjU UCTOBPEMEHO OfIpakaBajy M MPEUCIUTY]Y
IpyLWITBEHE Xujepapxuje. Y ToM cMmuchy, Youiliu widuyy pyiaruyy HYIHA
AQHAIUTUYKU OKBUP KOjU C€ MOXKE NMPUMEHUBATH Y UHTEPAUCIUILTUHAPHUM
uctpaxkupamwuMa — on cryauja pona (Connell and Messerschmidt, 2005)
npeko aHanuza pacHe cerperanuje (Williamson, 1984), no coumonomxkux
UCTpaKMBama KyATYpHHUX oOpasaia y ucropujckum enoxama (Hooks, 1981).

Teopujcke HMMIUIMKALMje OBAaKBOT uuTama ymnyhyjy Ha motpely
3a JlaJbUM HCTPaKMBAaKkEM HAuWHA HA KOJU C€ Y KHMKEBHOCTH OOIUKY]Y
uaeand MYHIKOCTH W KakO OHM MOTY OMTH HHCTPYMEHT y pa3yMeBamby
JUHAMHKE OTIOpa W PENpOoyKIUje APYIITBEHUX HEmpaBAu. Tako ce JUK
Atukyca @OuHYA MOXKE MMOCMATpaTH HE CaMO Kao JIMTepapHa KOHCTPYKIIH]ja
Beh 1 Kao aHAJIMTUYKA KaTeropHja KOPUCHA 32 UHTEPIIPETAL]y UCTOPH]CKUX
U KYITypHUX Tpoleca. YIpaBo y T0j MOTYNHOCTH /1a TIOBEKEMO KHbUKEBHY
(bUKIM]jy ca UCTOPHJCKUM HUCKYCTBOM JIEKU TpajHa BPEIHOCT OBOT pOMaHa U
MOTEHLIMjal 3a Jajbe UHTePAUCIUILTMHAPHE aHAIN3€e POAHE, PACHE U KJIacHe
cerperaiyje.
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Masculinity in the Novel 7o Kill a Mockingbird

The purpose of this paper is to delve into the questions of masculinity and what it
is that constitutes a real man. The paper will contrast hegemonic masculinity as
constructed by societal norms and which is exemplified in various representatives
across the novel with the archetype of the noble man who the author embodies
in the character of Atticus Finch. It will further be shown that the author’s noble
man is not only superior to the typical macho man even by the standards set by
hegemonic masculinity, rather that he also is far more versatile and complete as
a person — in other words, the noble man is the ideal man. The noble man can
do anything the macho man does, and he can do it better. Atticus demonstrates
this when it is revealed that he is the finest marksman in the Maycomb County.
Arthur Radley defeats Bob Ewell in single combat at the end of the novel, saving
the lives of Jem and Scout in the process. Hegemonic masculinity teaches us that
areal man is a warrior. Harper Lee’s ideal men are also warriors for they best the
representatives of hegemonic masculinity in every encounter. Her ideal man is
also an intellectual. Atticus is educated and knowledgeable, an expert in the field
of law, and he defends Tom Robinson in court eloquently and factually. The ideal
man that Harper Lee advocates is a man of superior physical skills and superior
intellect. But even more than that, he is also an inspiration for his kindness,
gentleness, compassion, and virtue. The final thing that the paper will demonstrate
is that such a man is not too unrealistic to exist. He does feel fear and pain, but
he chooses the path of courage and virtue regardless of the fear. Even more than
that, through the analysis of selected scenes from the viewpoint of masculinity
studies, the paper demonstrates that the figure of the moral hero Atticus Finch is
not only a fictional character, but rather a cultural model that challenges societal
patterns. For Atticus, the values that he defends are something real, they carry
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weight and are deeply rooted in his identity, whereas for the opposing side they
represent imposed behavioral norms that no one really believes in but everyone
uses because they continue to function.

Keywords: masculinity, hegemonic masculinity, the noble man, Harper Lee, the
ideal man
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OpuruHanHu HayqHH paj 75.071.1:929 Iletposuh H.
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Ana MutpoBcKH”
YuuBepsutet y beorpany
dunonomku hakyarer
beorpan

Kyhe 3a cehame na Hage:xny IlerpoBuh, Il geo:
Tparosuma cehamwa 1 apXMBCKHX U3BOpa
— kyha IlerpoBuha y Parapckoj 32

Pan ce 6aBu mcTpakuBameM CIOXKEHOT OHOCA W3Mel)y MHAMBUAyaTHOT mamhema
MPOIIIOCTH, KOJEKTUBHOT cehama U JIOKyMEHTapHe rpalie mpoucTekiie u3 mbHX.
Tokom aHanu3e JiBa HauU3IJIE] Pa3IHMYUTA MOJA3UINTA Y TyMauethy WHIUBUIYAITHOT
mamhema W KOJEKTHUBHOT KYJITYpHOT cehama, pajl YIOpHUINTe Hala3d y TEOpHjH
KynTypHOT mlamhema Jana Acmana (Jan Assmann), o K0joj j€ TOjeauHAI] yBEK
cy0jekar mamhema u cehama, amu BHETOBO cehame 3aBUCH OJ IPYIITBEHUX OKBHpA
KOjH Ta OpTaHu3y]y; ajl U CaBPEeMEHUM TeOpHjaMa KyIType Koje IPUXBaTajy yYTHIIa]
MopoAnYHEe OalTHHE Ha KYITypy. Y3 TOjMOBHO H3jeIHAUABabE¢ MMOPOAMYHOT H
KoJIeKTHBHOT IMamhema, 00yxBaheHo je mcTopmjcko Tpajame mopoauie Ilerposuh
(c mocebnnm ocBproM Ha Jbybumy JlykoBwh, jemny om xhepu Jlmmwurpuja u
Munese Ilerposuh). Er3uctennujy mopoauiie y Patapckoj 32, TOKOM HETIOCPETHIX
pasroBopa ¢ ayTOPKOM OBOT TeKCTa, rocroanH Muomr Komapx y cehamuma npartu
y JyroM BpeMEHCKOM Iepuofy. Jpyru, JOKyMEeHTapHU HauuH cehiama IponucTeKao
jé W3 aHamm3e apXWBCKUX JOKyMeHara koju kKyhy y Parapckoj maeHTHPUKY]Y
Kao mecitio ceharpa w0 BoAe Ka AyOJbeM pa3yMeBamy APYIITBEHE €IOXe y KO0joj CY
[MeTpoBuhu >xnBeNH, TPAJIMIIA HHAUBUYATHE WICHTHTETE U UICHTUTET TIOPOIUIIC 1
MMaJTi 3HAYajHOT yTHIaja Ha OOJMKOBAkE KYJITYPHOT KOJIEKTHBHOT maMmhema. [{nsb
pana je aa ce CHHTe3a HHANBUAYATHOT MaMhermna, KOJIEKTHBHOT KyITypHOT cehama u
JOKyMEHTapHOT TTamMhema pa3yMe Kao 0CHOBA 3a UCTPaKUBAE KyNTypHOT Haclieha.
Pan je nmomymeH TOKyMEHTHMA U3 apXUBCKHX pecypca Be3aHHM 3a Kyhy mopojauie
ITerpoBuh y Hekamammoj Patapckoj 32, menarHoct ucropuyuapa Jumutpuja Mute
ITerpoBuha u mucmuma, grme he 6utn moTBpheHa Te3a ga aHaIm3a ¢ TOKyMEHTapHOT
CTAHOBHINTA IONMPUHOCH YTBphHBamy 0O0jeKTHBHOCTH cehama Ha JTUYHOCTH M
norahaje o KojuMa ce TOBOPH C BEJTMKE BPEMEHCKE AUCTAHIIC.

Kibyune peun: cehame, mopoauma [lerposuh, Jbyownma Jlykosuh, Pactko [1eTposuh,
JMIOKyMeHTapHa rpala, KynTypHa OamTrHa
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1. ¥YBoa

VY armocdepu cynpoTcTaBbamba pa3IMUUTUX CaBPEMEHHX TEOpHja
Ha akTyenHy TeMy cehama u KynTypHOr Hacieha 1Mo muTamy IUIaHHpama
U KOH3epBallWje KyATypHOT Haciieha, Heke ce Teopuje Besyjy 3a HpOLLIOCT
Kao yCJOB 3a OCTBapUBAaKkE KYJITYPHOT KOHTHHYUTETA, JIOK JIpyre camo
y CaJalIlkOCTH TpOHANa3e apryMeHTe 3a IulaHupame Oyayher passoja
konexktuBHOr mamhema. Ilpenmer uctpaxuBama Jlejsuaa bmajra (David
W. Blight) cy y3pour u HauyMHM HacTaHKa KOJEKTUBHOr cehama u
3abopaBibama. Kpos ,listu razloga za tekuci fenomen pomame za se¢anjem
iz perspektive istoriCara®“ (Blajt 2009: 321) o6jammaBa OPONUIOCT U
U3HOCH CYTecTHjy O TNOTpeOM 3ajelHUINTBAa TeopeTHdYapa pa3IMIUTHX
Hay4yHUX obnacTu y kopumihewmy M TymMauewy HpPOILIOCTH. 3aCHOBAaH Ha
BbeprconoBom ¢unozodckom yuewy (Henri Bergson) na ce akymynupaHo
cehambe Ha MPONUIOCT aKTWBUpA MEPLUNHPABEM Yy aKTYeNHOj CHTYalHju
myTeMm aconyjainuja, craB Mopuca Ano6sama (Maurice Halbwachs) je na,
OCHM acolMjalyje, MOACTHI] 332 AKTHBHPAKE JIMYHOT KOMYHHKATHBHOT
cehama 3aBUCH OJ COLMjaTHOT WM UCTOopHjcKor norahaja. Jan Acman (Jan
Assmann) aHanau3upa nojaM KyaTypHor cehama u yTBphyje pasnuke usmely
KyATYypHOT M KOMyHMKaTUBHOr mnamhema. Ca Amnaugom Acman (Aleida
Assmann) kiacudukyje BpcTe cehama Ha HMHIUBUAYATHO, APYIITBEHO,
MOJIUTHYKO M KYITYpHO. Anana AcMas ce hoKycupa Ha Kyl1TypHO namheme
y UMjUM Cy cUMOONMMa aKyMyJIupaHa JHYHa U KOJeKTHBHA cehama u koje je
MHCTUTYIIMOHAIHO MTOCPEIOBAaHO; Ka0 M Ha OOJMKe 3a00paBa KOju el Ha
KonekTuBHU U macuBHU KyntypHH. [ljep Hopa (Piere Nora) ymo3opaBa Ha
JTMCKOHYUTETE Yy KOJIEKTUBHOM NaMherwy U HecTaHak cehama Ha HallMOHAHE
MHUTOBE KoOja Cy Yy TMpPONIIOCTH onpeuBasa KONEKTHBHU WJICHTUTET
Opannycke. Noha Naser (Noha Nasser) y cBOM MpUCTYNy HUCTOPUYHOCTU
KyATypHOT Hacieha HaBoau 1a ,,ofpydyja Hacieha mpeacTaBibajy CilojeBe
eBonynpajyhux, TpamgunuoHanHuX (GOpPMHU apXUTEKTYpe U Tpaambe Koje Cy
3ajenHo kpeupane ocehaj 3a mecto* (Hacep 2003: 468). [ledunuiie u ga cy
MJBEBU Ipolieca ypOaHe KOH3epBallje U 04yBamba KyJITyPHOT 3Hauaja 00jeKTa
¢usnuka, mpocropHa u ApymrseHa aqumensuja (Mcro: 468). Tonop Kymsuh
y KPUTHYKOM pa3MaTpamy TEOPHjCKUX MpHCTyHa KynTypu cehama, momyt
bnajra, ucruye na je ,,nemoryhe pasnBajame HEYpOIOUIKUX, ICHXOJIOUIKHX U
JPYIITBEHUX YMHHJIAIA, KA0 LITO je CXEeMaTCKO CBAaKO CTPUKTHO pa3/iBajarbe
npouutoctu ox canammune’ (Kynmuh 2006: 79). Ana bununosuh Pajaunh,
npuxBatajyhu HacepoBy Teopujy, HarnamiaBa Aa je IUIaHMpPAmkE HA OBUM
MOJpyYjuMa y HEpaCKHUIMBOj BE3U ¢ MpoIloihy u aa ,.kada se prave planovi
za odrzanje 1 razvoj mesta kulturnog nasleda, neophodno je da oni budu
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integralni deo holistickog videnja razvoja zajednice” (Bilinovi¢ Rajaci¢
2016: 26). Ycama Pymajen (Ousama Rumayed) Harmamasa aa ce Hpeko
o0jeKTa KyATypHOT Hacieha MOry HCTPaKUTH MaTeprjaiHe U HeMaTepHujaiHe
KOMIIOHEHTE JIOKAJTHUX 3ajeIHUIa. Y MaTepHjajiHe CBpCTaBa: ypOaHO TKUBO,
HauuH TpaJibe, CTAHOBAKE; JOK HEMaTepHjaIHUM CMarpa HICHTUTETE,
KYJATYpe, peJUruje, BpeAHOCTH 1 HAYMHE KUBOTA. Y HCTPaKUBamby KyIAType
cehamwa u momuTuka 3a0opaBa CaBPEMEHOT CPIICKOr JpyliTBa, MuueHa
Hparuhesuh [lemmh ucnuryje penomene cehama n 3a00pasa y mopoIuaHOM
cehamwy 1 HaUMH Ha Koju ce cehame o KUBOTY jkeHa TokoM [IpBor cBerckor
para npenocu uiu 3abopassea. [lonasehu y cnpoBeneHoj aHKETH O TUITOBA
cehamwa u 3a0opaBsbama, U3 NPUKYIUbEHUX CBEIOYCHa O IMOPOIUYHUM
cehamuma, HarIaIIaBa:

Bopba 3a xeHcko cehame, Kako 3a MOBpaTaK XEHA Y UCTOPH]Y Tako M Yy
nopoanyHo cehame — BaxHa je 6opba. Mako ce unnm na je pemunmnszam Ty
Beh a0 gonmpuHOC, OBO MCTPaXMBamkE MOKa3yje Ja MPEeICTOjH MHOTO TOra
Ja ce ypaad Jia Ou ce JONPUHENO MPOMEHU KYITYpHOT oOpacila CpPIICKOT
JpYLITBa M HCTUHCKO] poAHoj paBHonpaBHocTH (Mcto: 179).

Y3 yBEpEHOCT Jia ce ipomenu KYiillypHol oOpacya MOXe TONPUHETH
U H3ydYaBambeM MPOLUIOCTH, OB3j pajx he mokymatu aa ayroOuorpagcko/
MOPOAMYHO U JIOKYMEHTAapHO cehame MOCTaBU Kao METOMOJIOIIKY OCHOBY
3a MIMpe MCTpaKuBame KyaTypHor Hacieha. denomenHom cehama he ce
06aBUTH KpO3 MHTErpucaHo cehame Ha rpal)aHcKy MHTEIEKTyalHy MOPOIUILY
[letpoBuh, cHpoBeneHO  aHATU3UPAKBEM  MHIAMBHYaJTHO/KOJIEKTUBHOT
cehamwa Munoma Konapika, moToMka nopoauiie 1 JOKyMeHTapHOT namhema
kyhe nopoauue IlerpoBuh y Hekamammoj Parapckoj 32. Kyha je cxBahena
Kao umHTerpuuryhe MecTo nmopoauyHux cehama Ha KOMe ce pa3Bujao ocehaj
3a meciio ca cumOonmukuM ocehajem 3ajennuinTBa (XanabBakc) U U3 Wbera
MyTeM pa3Boja MHIUBUAYATHUX WACHTUTETA, UIEHTUTET nopoaune. U3 kyhe
Kao 00jeKTa JJOUMPAHOT y ypOaHOM TKUBY I'pajia, ¥ IO MHOTO YeMY aTUITUYHOT
HauWHa XUBOTa mopoxauiie TokoM 19. m 20. Beka, y JOKalHO] 3ajeAHHIIN
Apyradje KyaType U HJIeHTHTeTa, npodunncahe ce TOKOM TpU IreHepaluje
CHa)KHE JIMYHOCTU HCTOpHjcKOr Tpajama (Jdumurpuje, Hanexna, Awnba,
PacTko), anu 1 OHe Ha HEKU HaYMH ITOTUCHYTE U3 Kyl1TypHOT cehama (Jbyouna
[lerposuh JlykoBuh, O6par Bnana). [Ipuctyn MHTEpIUCHMITIMHAPHO] TEMHU
C KYJITYpOJIOUIKOT M apXMBUCTHUYKOI ACIEKTa M3UCKYyje KAao HajImOrOJHH]Y
XEPMEHEYTHUKY METOAY C (PEHOMEHOJIOIIKUM MTPUCTYTIOM UCTPAKHUBABA.
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2. TparoBuma cehama

Csor noma y aenunoj kyhu Ha Ilamumynu pago cy ce cehana cBa
neua nopoauie Ilerposuh. be30pukKHO 1eTHEHCTBO y IPUPOIHOM OKPYXKEY,
ofipacTame y O6oraroM aMOHjeHTY MHTEJEKTyaJlHe MOpOJUIle, y3 CTaB oLa
,,CBaKo JieTe je cBeT 3a ce0e, MMa CBOjy HapaB M HOCHU y ceOu cBoj TasieHat. Ha
Hama poIuTeIbUMA, CTOJU J1a Taj NeTUIbU TAJICHAT MOAPKUMO U YHAIpeauMo*
(AumutpujeBuh 2002: 23 —24), omoryhunu cy aa ce pa3Bujy JUUHOCTH Koje
Cy ocTaBuJiie 1yOOK Tpar y cprickoj Kyatypu. Hagapenu 3a ciavkame, My3UKy U
nucame, IlerpoBuhu cy noctuzanu uzy3eTHe pes3yarare y obaacTuma KojuMa
cy ce OaBmiu. U nanac je cnukapcko crapanaimitBo Hanexne Ilerposuh,
Haj3HAMEHUTHje CIIMKapKe ernoxe ekcrpecuoHusma kon Cpba, mpeamer
uctopuorpadckux uctpaxupama. C HeCBaKUJAIIBUM ycliecuMa y 0aBiberby
CIIMKAapCcTBOM, (oTorpadujomM, XyMaHUTApHUM pajoM M JAPYLITBEHUM
aKTMBHOCTUMA OMJIa je y30p cecTpama u Opahwu, ainu y3 poauTesbe U ayTOPUTET
y IIOHOLIEeKY o/TyKa. bpunyna je o miahuma, moce6Ho o Hajmnahem Pactky,
pohenom 1898. rogune, He cnmyrehu na Hehe nOXXUBETH Aa TYTo MPaTH HETOB
pas3Boj.

Pactko, nmewak ox TpUHAECT romuHa, OMO je y OajJKaHCKHM paTOBHMa
OoHMYap-100pOBOJbAll, aJlM HUKAJa BOJHUK, OMO je AuIuioMara, aiu
HHUKaJ TOJUTHYap; OMO je WAejHH 3a4eTHHK Hajapeaan3Ma, ajld HUKaIa
Hajpeaincra; OO je TaJlleHTOBAaHM IIpTay, a Jia HUje MOCTao CIHUKap, OHo
je cysuie cino0ofaH aa Ou orcrao Mel)y croOoqHUM 3uIapumMa; OMBao je
MHOTO BaH OTaiouHe, anu Hukaaa Huje moctao emurpadt (Illysearmh 2003:
143).

[To3nara cy nucma Toncrojy mnane Anbe IlerpoBuh, y kojuma on
BEJIMKOT MucHa Tpaxu nomoh 3a Hapoa bocHe u Xepreropuse 1no aHeKCHju
on crpane Aycrpoyrapcke. Mwununa [lerpoBuh MumkoBuh je aytopka
30upKe pomospyOMBUX Tiecama moj HacioBoM [lecme, mrammane 1910. y
Hogoj mramnapuju JlaBunoBuh.

Pekio 6u ce na cy HajxuBJba cehama Ha JbyOuity IlerpoBuh JlykoBuh
(1885-1979) u Ha WeH KHUBOT OCTalla y KPYry MOPOIUIIE, Y PEATHOCTH U3
koje cy cBu muahu IlerpoBuhu moreknu. J[aHamimboj KynTypHO] jaBHOCTH
j€, y3 MOCIOBHY M MpPENUCKYy C WIAHOBMMA MOPOAMLE, Kao H3BOp 3a
UCTPaXXMBabE HEHOT )KUBOTA TOCTYIMAH JEAMHO Pa3roBOp, TO JeCT, MEMOApH
Kako je cama roBopwia, ca Kocrom lumurpujeBuhem.' Jbyouna Jlykosuh
ce TOM NpHJIMKoM ceha CBOJUX Mpeaka, UIWIMYHOT JETUCTBA, OOpaBKa y

! Dumurpujesuh 2002: 5-118.
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Munxeny ca cectpom Hanexnom, ctynuja Buonune y Ilpary, Munxeny u
[Mapuzy, noBnauema rnpexko Andanuje c HaporoM u 6parom Pactkom. ['oBopu u
o cBoM cynpyry Munopany Jlykosuhy, mupexropy Jlpyre eHcke rumMHa3uje’
u cuHy CpeTeHy, Koju je HecTao modyeTkoM ampuina 1945. ronune: ,,CuH Mu
je Oro BacIHTaH y CPIICKOM MaTpHjapXaliHOM JIyXy, BepoBao y bora, kpasea u
oTaOMHy, M Kao TaKaB O/a3Bao Ce€ MMO3UBY YETHHUKA 3a MoOMIM3aumjy |[...]*
(dumutpujesuh 2002: 10). V xesbu na cauyBajy cehame Ha cuHa, JbyOuna
U BEH CYNpYT Cy OUTYYMJIM Jla CBE IITO MMajy ocTaBe Hapoay. [lo meHum
peunma, To je 6M0 MOTUB 3a NokKJIamame Kyhe y [Ipodecopckoj konoHuju u
cBe nmokpeTHe uMoBuHe HaponHom mysejy y beorpany, y3 ycioB ma 30upke
(cmukxe Hapexne Ilerposuh, npenucka, muunu npeametu U Pactkosa 30upka
CJIMKA CTPAHUX YMETHHKA, adpUyKa U MEKCHUUYKa 30MpKa, 30MpKa YMETHUUKHX
nmpeaMeTa, pyKomucH, Oubnmoreka, mpenucka [...]) Oyay wH3IoxeHe Y
nopoanyHoj kyhu JlykoBuha y Jbybomupa CrojanoBuha 25. Tum noBogom
je o mpBOM mociepaTtHoM Jieraty HapomHoM My3ejy W BpeIHO] KOJEKIHjH
roBopuo Jlazap Tpudynosuh.’ Jbyouna Jlykosuh noBogom orBapama myseja
Hamamasa: ,,[...] 3a CBaKy KmbHUIY CBaKy IUIOYY MKOHY M CIHKY, CBE ILTO
je on Pactka ocrano Mopana cam Ayro m 3aMOpHO Jia ce oOjamimaBaM ca
Awmepukanimma [ ...]. Jlanac je cBe To unak opae. Melyy 3u1oBuMa 1 y 3eMJbU
y K0joj cMO cBU MU Omin yBek Hajcpehnuju.” Mysej je 3a moceruore 6uo
oTBOpeH A0 1986. ronuue, kaaa je, 300r JIOMKX yCI0Ba 3a UyBamhe YMETHHHA,
Mewmopujanna 30upka Hanexne u Pactka IlerpoBuha mopana 6utu Bpahena
y nenoe Haponnor myseja. TokoMm HapegHOr NepHOAa IOjeJUHA Jiena
cy Omia M3/araHa y OKBUpPY CTaJHE IMOCTaBKE WM TEMAaTCKHX M3JI0KOU
My3eja, anu He U kKao uenuHa. Kyha on kynrypHor 3Hauaja y [Ipogecopckoj
KOJIOHHjH j€ ocTaja Ipa3Ha U U3JIoXKeHa nponajamy. Tek cy ce 2024. roqune
CTEeKJIM YCIIOBH 3a H€HY pecTaypauujy u peButanuzanujy u Cromen-kyha
Hanexne u Pactka IlerpoBuha je 15. maja 2025. moHOBO OTBOpeHa 3a
jaBHocT. Jbyouna JlykoBuh je mOHOBO MOMHUbaHA Y KyATYPHO] JaABHOCTH Kao
naponasan HapogHom my3ejy Cpbuje, anu He U KaO BUOJIMHUCTKHUIbA, YH]ja
ce ¢ororpaduja ,,Jbyouna [lerposuh ca Buonunom* Hagexne [lerpouh, u3
1910. rogune, ywyBa y Haponnom mysejy CpbObuje. Huje momumana HU Kao
ciukapka. theHux cinyka Hema y rajgepujama 1 My3ejuMa, Maja je TBpauia J1a
je Benuku 6poj nokionuna ,l'anepuju [lerpa besbanckor (Aumutpujesuh
2002: 12), UactutyTy 32 OHKOJIOTH]y 1 MenuiackoM pakynreTy y beorpany.

2 TIpema unpopmanuju u3 [pocserror riacuuka. Cii. Oprana MuHHCTAPCTBA TPOCBETE O] cenTeMOpa
1932. rogune. l'ox. XLVIII, 6p. 9 ctp. 950, unanak 01 ykazom ce Jlykosuh Musopan, mupexrop Pearne
rumuasuje y [Tanuey, unHoBHuK I11 monoxkajue rpyme I crenena (C. H 6p.26603 ox 26-VIII 1932. rox.)
npemernta y JIpyry *eHcKy peanHy ruMHasnjy y beorpany.

3 MLT.. ,,Kosekuuja cercke BpenHoctu®. bop6a, 20.1.1968.
4 Nanuna Panosuh. ,,Jlanac je To cBe, unak osze...“. bop6a, 1.02.1975.
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Jlanac je noneka oz cnuka y 36upuu [1aBna bessanckor y HoBom Cany, nok
ce ciuka ,,lIBehe y upBeHoj Ba3u* uz 1958. (44,5 x 49,5) moxe BUAETH y
noHyau aykuujcke kyhe u3 beorpana, mto HaBoAM Ha MPETIOCTABKY Jla Ce U
npyre ciavke Jbyoune JlykoBuh Hanmaze y mpuBaTHUM KOJIEKIHjaMa.

IMopoanuna kyha Jby6uue JlykoBuh je nmoxnonom HaponHom mysejy
nocranajerar. Paznoponne ymernunuke 30upke Hanexxne u Pactka [lerpoBuha
Cy My3€aJIM30BaHe M Jierary Jajie cTaTryc My3eja.

Munom Komapx ce Jbyoune JlykoBuh, cectpe cBoje Oake
Munune IlerpoBuh MumkoBuh, ceha u3 AOXHBJbEHE MPOLUIOCTH — IO
(Gu3MUKOM H3IIEeNy, HENpPUjaTHOM IJacy, JAWHAMHYHOCTH, WHTEIMICHLUJU
U KOH(IJIMKTHO] NPUPOAHU, KOja je MOcCeTe MOpOoJHIA JBejy cecTapa 4ecTo
yyHUIa 0e3pas3iiokKHO HenmpujaTHUM. J[o MHTEH3MBHpama cykola je JOIILIOo
nocie cMpTu mbuxoBe cectpe 3ope (1949), npu moxenu 3a0CTaBIITHHE KOJY
je 3opa ycniena na crace u3 Parapcke 32, mocne 6ombapnoBama 1941, u uyBa
y CacBMM MaJIOM IIPEOCTAJIOM JIey MmopoauyHe Kyhe rie je u cama >xuBena.
Ilonena poauresbckor UMama Ouia je moBoj 3a HoBe KoHGuukTe (Komapixk,
JMYHA KOMyHHKanuja, 20.9.2025).

Ma kako OWJIO €MOTHBHO U CyOjeKTHBHO, JJMYHO cehame yBeK je
y PEKOHCTpyHCamwy IMOjJeAMHUX (parMeHara M3 MPOLUIOCTH 3aBUCHO O]
couujamHor okpyxkema. [lo beprcony (Anri Bergson) cehame Moxxe Outu
MOJICTAKHYTO acolljalfjamMa y TPeHyTHO MEPLUUIUPAHO] CUTYyaliju. Mory ra
aKTUBHPATHU COLMjalTHU Aoral)aju, aTyMu, CUTyallHje WM MecTa y OKBUpHUMa
3a cehame mnojeaunana (Bergson 192: 146). Mopuc An6Bam (Maurice
Halbwachs)cemehytumy cBojoj Teopuju hoKycupaHa COIMjaIHE M UCTOPH]jCKe
norabhaje U cMaTpa UX IMPECyIHUM 3a aKTHBHpamhe MHAWBUIAYyANIHOT cehama,
KOj€ je 4eCTOo MOCPEIHO, IO/ YTUIIajeM APYIITBEHE CPEIMHE KOjoj Ce MpHUIaja.
To je ox moceOHoTr 3Hauaja ko1 cehama Ha O3HATE, APYIITBEHO aHTAKOBaHE
JTUYHOCTHU KakBe cy ounu Hanexxna u Pactko Ilerposuh. Hanexna je ympia
4. anpuna 1915. y BasseBy, Pactko 15.8.1949. y Bammnarrony. CaxpameH je
Ha BalIMHITOHCKOM rpobsby Pok Kpuk. FberoBu nocMpTHH ocTanu npeHeTu
cy 1986.r. y beorpan, y3 momoh MBa ®panrema (Ivo Franges), u y3 mocmptHe
CBEYAHOCTH TMOJIOKEHU y mopoauuyHy rpoOHuny IlerpoBuha na HoBom
rpo0spy. bpury o 3aocraBmtunu Pactka IlerpoBuha y Amepunu, rae je y
JMIIOMATCKO] CITy>k0m° o1 1935, 1o TecTaMeHTy je Mpey3eo HberoB npujarelb
WBan ®panrem (Ivan Franges).®

Kako Ou wucnmyHuo mocienmy BOJby Npujaresba, Vean @panrern
ycIocTaB/ba KOMYHHKalMjy ca cectpama Pactka IlerpoBuha, Munuiom

5 Buiue o Pactky [lerpoBuhy kao quruiomary v KebnkeBHUKY y [Tetposuh 2023.

¢ Mpan ®panrem (1899-1972) mpaBHUK U quruiomara, o 1944. oTrpaBHHK MOCIOBA MOCIAHCTBA Y
Bamunrrony.
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Mumkosuh u Jbyouriom Jlykosuh. ITucmom on centemOpa 1949. o6aserrasa
ux aa je Pactko [lerpoBuh npemunyo y nonenespak 15. aBrycra ox Tpom603e
cpua, y mpUCYCTBY CBOT Onuckor mpujaresba Bamepa (Wapler, Arnauld)’.
T'oBOpH 0 HErOBUM IUIAHOBHMA, MOCIEABUM JaHUMA KMBOTA M IIPKBEHOM
obpeny:

[...] Crkveni obred odrzan je u pravoslavnoj crkvi u Vasingtonu. Protojerej
Sundri¢ iz Pitsburga do3ao je u Vasington da izvrii opelo. Mnogobrojni
njegovi prijatelji dosli su na pogreb. Njegov je grob u Rock Creak Cemetery
u sjeni jednog ogromnog razgranjenog drveta.

O mnouerky wusBpliewma TecrameHTa Pactka Ilerposuha, Munom

Komnapx (2025) naBonu:

[Tocne PactkoBe cmpTr y 5ieto 1949. ronune, Opury o ieroBoj 3a0CTaBIITHHH
pey3eo je y CKIaay ca TeCTaMeHTOM HeroB Jodap mpujaresb MBan
@panremr. OH je 3a0CTaBIITHHY, IpeMa PacTKOBOj JKeJbH MOAETHO Ha JBa
nena. tberose nuuHe mpeaMeTe M UMOBHHY, CIIAKOBAO j€ Y jeAaH BEIHMKH
caHnyk BenuuuHe oko 1,5 X 1,5 X 3 Merpa u, mocie g0cTa mepuIieTHja
OKO TpaHcIopTa, nociao nopoauuu y beorpan. Ipyru aeo, xoju je Pactko
mpeMa TeCTaMEHTy HaMEHHO OeorpajcKoM YHHUBEP3UTETY, OCTaBHO j& Y
Maranuny y Bammnarrony. Ty je Tpebano ma ocrane, mo PacTKoBOj jkeJbH,
JIOK ce cuTyanuja y JyrocnaBuju He MpoMeHH 1 Oyae Moryhe 1a YHUBep3UTeT
0lIBOjH jemHy coOy e Ou Omia M3IOKEeHa HheroBa OMOIMOTEKa, CIIHKE
KOj€ je OH Cakyluo OJ] 3Ha4ajHUX yMETHHMKa MeljypaTHor noba Koje je oH
JIMYHO MMO3HaBao. theroBa 30upka mpeamera koje je cakynuo y Adpunu u
AMepuIM U BberoBa 30Mpka rpaMo(OHCKHX MJI04a Ha KOjUMa Cy CHUMJbEHH
Adpuukn 1 MHnujaHCKH pUTYallHU TUIECOBH U MY3HKa, Ka0 U (GUIMOBU H
¢dororpaduje Koje je caM CHUMHO TOKOM CBOjHX ITyTOBama. Y TOj codu Ou
npodecopy U CTYACHTH MOINIM Aa MPOy4aBajy Taj Marepujal U y3 MIOJbULLY
Yaja, IUCKYTYjy U pa3roBapajy o CBEMy.

[IpBa ucnopyka, HaMmemeHa MOPOJUIIHU, CTHINIA je y beorpas oko 1954.

TOOUHC.

[TowyeTkom 1Ie3eceTux roanHa, moyena je aa mnomymTa 3abpana Ha Pactka
U merosa fena. JloTie je oH Ono mox noTmyHUM eMOaprom M NporyaileH 3a
,»EeMHUTpaHTa™ IITO je UMaJIo MOCEOHO 3HAYCHHE, a LIITO OH Y CTBApH HUje OHO.
Peu ,,Emurpant® je Ouna Bpio omacHa O3HaKa 3a HENpHUjaresbe KOMyHH3Ma

7 Arnauld Wapler, y To Bpeme caBetHnk Ambacane @paniycke y CAJL.
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KOjH Cy MpeJ] )b MXOBOM HaBaJIOM MOOETIIN 13 3eMJbE U, 10 FIbHXOBOM PEUHUKY
3HauWiIa je ,Hempujaresb Hapopa“. OH y cTBapu HHUje OMO EMHIpaHT,
OZHOCHO HHj€ EMHUIPHUPA0 Y MHOCTPAHCTBO NpeJ J0jla3ak KOMYHHUCTa, jep
je JeceT roAMHa MpeA HHXOB J0JIa3aK, Kao JUIJIoMara Ciy>KO0eHo Ouo y
nHOCTpaHCTBY. [IpobneM je 6o y ToMe mTO MOA YTHLAjeM H3BEIlTaja o
MacOBHHMM CTpeJbalbuMa U MacaKpHMa HaJl CPIICKMM MHTENEKTyaliMa Koje
je 1o6ujao o1 OHUX KOjU Cy YCIIeNu Ja MOoOETHY U3 3eMJbe, HUje CMEO Ja ce
Bparu (Komapk, 2025).

VY Ge3ycnemHuM MOKyIIajuMa Ja ca YHuBep3uteTtoM y beorpamy
YCIIOCTaBM KOMYHHUKAIM]y MOBOJAOM HCIIOpYyKe Jejia 3a0CTaBIITHHE PacTka
[lerpoBuha, Ban ®panrenr je AOHEO OAIYKY Ja 3a0CTABIITHHY MOIIaJbe
PacTtikoBOj mopoauiu koja 6u ce masbe TMMe OaBuia. Ha aapecy Munmue
MumkoBuh je cturao maket ¢guiamosa koje je Pactko cHUMHO y AMepHIIH.
[Topoauia ra je BpaTtuia ¢ MOPYKOM Ja HE JKEJIM pacrapyaBame PacTkoBe
MMOBHMHE HaMmemeHe YHuBep3uTery. JbyOuma JlykoBuh je cBoj maker
MPUMUIIIA U CBECPIHO 3axBaymia. To je 610 MoBOJ 3a MPEKU]] KOMYHHUKAIIH]je
¢ nopoauioM Muuiie Murikosuh 1 1ajbi IPEroBOPH Cy €€ OJIBUjaIM CaMO C
Jby6urnom Jlykosuh. Tokom neta 1966. ronune Jbyouru JlykoBuh je ucriopydex
orpomaH caHiyk u3z Amepuke. Ha nHcuctupame Ipyror jena nopoauie Ha
o0jammemy, ynyTuia ux je Ha Henana [Tonouha, cBor agBokara. [Toponuia
Munune MunikoBuh ce Hajipe oOpartiiia YHUBEP3UTETY, KOjU HUje pearoBao,
a moToM cyay W penakuuju ,Ilomutrke ekcnpec.® Jbyouna JlykoBuh je
3aprKasia 3a0CTaBLITHHY HaMemeHy YHuBep3utery u Beh 1967. romgune
objaBuna na je cBojy kyhy y Ilpodecopckoj komoHHjU ca CBOM WMOBHHOM
noxsionnna Haponnom mysejy. (Komapik, muuna komyHukammja, 2025).

To cy morahaju koju cy mperxonuiau ocHuBawy My3seja Hanexnae u
Pactka IlerpoBuha. [lo onora mro Munom Komapx Haszusa ,Ilapagoxcom
nerara JbyOurne JlykoBuh®™ u mTo 3ama3u y MOTHBE 3a OCHHBame My3eja,
701120 je y caMoM My3ejy, ca3HaBIIM 3a MOCTOjamke KoNeKiuje ox 64 mrucma
koja je MBan @panrem ynytro Jbyouru Jlykosuh, y mepuoay ox centem6pa
1949. no mapra 1970. roqune.’ ToM MpUIMKOM je, y HOBOM BPEMEHY 1 Ha HOBOM
MECTY Y OIHOCY Ha BpEME U MECTO IPBOOUTHO JI0’KUBJHEHOT, OKBUP HETOBHX
yCIIOMEHA MOMYHEH HOBUM JieTajbiuMa 13 npouutoct. [lo AmOBamy: ,,Hosa

8V nucry IMonuTrka excnpec je y neproy o 29. asrycra o 3. cenremopa 1966. roz. 06jaBIbeHO IecT
YllaHaKa MoJ 3ajeIHMIKUM HacoBoM ,UynHu myTeBu 3aoctaBuitune Pactka [TerpoBuha.

® C 003upoM Ha TO J1a 00MM MHcaMa MpeBa3Hia3d MpOCTOp OBOra pajia, HABOAMMO CaMoO IOjeHHE
omtomMke. [Trcma ce, Kao apXMBCKU TOKYMEHTH, 4yBajy y MemopujamaoMm my3ejy Hanexne u Pactka
IletpoBrha u mMacuBHA Cy CBEIOYAHCTBA O BPTJIOTY jEJHOT BpEMEHA H JbyauMa y meMy. Kao Taka,
NIpe/ICTaBJbajy Oorar pecypc 3a Jlajba HCTpaKMBama ca PasIMUUTHX acrekara. OuioMnu niucama cy
MPEy3eTH Y OPUTHHAITHOM OOJINKY, O€3 HHTEPBEHUCAhA HA MTPABOITUCY U MHTEPITYHKITH]H.
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CITMKa, POjeKTOBaHa Ha YHI-CHMIIE KOje CMO Beh Mo3HaBallM, OTKPHBA HaM
y BHUMa jeJHY M HE caMo jeAHYy LpPTy Koja y TOj CIMIM Haja3d MecTa, Te
3axBasbyjyhu 10j monpuma jacHuje 3Haueme™ (AmoOBam 1968: 50).

VY nucmy u3 maprta 1954, HakoH H3HOIIEHa Tenkoha 0ko (opMaTHOCTH

y BE€3W ca TPAHCIOPTOM CaHAyKa ¢ PacTkoBum nu4HMM cTBapuMma, MBaH
@paHrenr HaBOJIU IMOjEAUHOCTH O KibkeBHUM AenuMma Pactka Ilerposuha
HACTaINM Y AMepuIIu:

202

[...] ja imam u mojoj ku¢i 2 mala sanduka sa Rastkovim hartijama. To su

nesredene kopije, engleski prevodi. Rastko je ostavio:

Veliki roman o povlacenju srpske vojske preko Albanije, pisan jos pre1934.

godine i taj je roman preveden na engleski i promjenjen utoliko $to je Rastko

glavno lice romana doveo na [...] u Ameriku; za taj roman prvo bez izmena,

a posle sa izmenama Rastko nije mogao naci izdavaca. Ja licno smatram da

je taj roman, u srpskom originalu, jedno od najvecih dela u nasoj literaturi.

U engleskom prevodu gubi mnogo u lepoti jezika i genijalnom prikazivanju

situacija;

1) Rastko je napisao jedan pozori$ni komad na engleskom jeziku ,,The
Sabines®, i za to Rastko nije mogao naci izdavaca.

2) Rastko je ostavio 3 poglavlja jednog istorijskog romana iz vremena
renesanse u Italiji. Na tome je Rastko radio kratko vreme pred samu smrt.
To su samo rukopisi, crtezi i beleSke. On je namerno uzeo renesansu jer
se ovi romani mogu najlakse plasirati u Americi [...] (Komapx, 2005).

Feb. 23, 1965.

Draga gospodo Lukovi¢,

[...] Rastkova zaostavstina ne postoji. Ona je bila prezaduzena. Da sam bio
pametan pustio bi da camac ode niz vodu, da se stvari prodadu na jednoj
drazbi i da ja dignem ruke [...] ja sam otkupio po sudbenoj proceni celu
zaostavstinu i preuzeo da platim sva potrazivanja koja bi se naknadno
pojavila. To nije bilo lako. Ali $to je za mene bilo vazno jest da je Rastko
umro kao veliki gospodin koji nikome nije ostao duzan ni jedan gros.

Vi ste mi rekli da posaljem slike u Paris, a sve ostalo u Beograd.

Nemojte ocekivati da ¢ete na¢i medu slikama 3 Picasso-a i Modigliani-a,
stare drvoreze itd. Sve to ide, kao trajna uspomena, kao spomenik za dobar
ukus jednog velikog knjizevnika, jednom americkom univerzitetu koji ¢e
pristati da odredi ,, jednu sobu gde ¢e mladi knjizevnici i pesnici mo¢i da rade
i da popiju Solju caja“. Rastko ih je sam izabrao. Zbog toga ih nije prodao.
To nisu slike, kao $to Vi zamisljate, od velike vrednosti, ali su simbol i trajni
dokaz njegovog dobrog, kulturnog ukusa. On je to izabrao kao spomenik,
trajan spomenik svoje licnosti [...].



26. feb.1965.

Draga gospodo Lukovi¢,

[...] Sto Vas u stvari interesuje? Kako vidim iz Vaseg poslednjeg pisma,

to su ,,slike od velike vrednosti“ t.j. slike koje je Rastko namenio sobi na

univerzitetu [...]. To su male slike, vaznije zbog dobrog ukusa nego velike

cene. Tu je:

1) Jedan Picasso, iz plave (modre) periode, ulje 24 cm x 31 cm.

2) Jedan Picasso, crtez sa crnim mastilom na zuckastoj hartiji, Zena sedi sa
knjigom u ruci, 12 %2 cm x 17 %2 cm.

3) Jedan Modigliani, crtez na motroj hartiji sa crnim krejonom, 44 cm x 26
cm

4) Jedan Cocteau, crtez, crno mastilo, bela hartija, 18 cm x 26 2 cm

5) Jedan Rodin, crtez u vodenim bojama 21 2 cm x 29 cm.

6) Jedan Kisling, uljane boje, 19cm x 25 cm
i Sest crteza (skice, studije) iz doba renesanse: najveca 201/2 cm x 33
cm, a najmanja 15 x 18 cm.

19. maja 1966.

Draga gospodo Lukovi¢,

Sa najveé¢im zadovoljstvom ¢u Vam poslati knjige i gramofonske ploce u
Paris.

Posto je taj sanduk 2 puta veéi a 4 puta tezi od onoga africkog koji je na putu
za Paris, moracu ga poslati iz Baltimora [...]

24. jula, 1965

Draga gospodo Lukovi¢,

[...] Mislim da je Vasa ideja da sklonite slike u Vasoj kué¢i veoma dobra.
Utoliko pre $to ne znam $ta bi drugo mogli da radite kad stignu ostale stvari.
Tu ima svega i svacega i vredi jedino za neki muzej ili nekoga koji voli
africke i meksicke stare stvari. Ja se dopisujem sa Vama i Saljem stvari Vama
jer ste Vi jedini koji se interesujete za to. Kad sam poslao filmove Vasoj
gospodi sestri ona mi je posiljku vratila. Prema tome, oni ne mogu da se
zale.

Munom Konapx (2025, nuyHa KOMyHUKAIHMja) TUM IOBOJOM HABOJIH:
Na kraju ona (Ljubica Lukovi¢, dop. A. M.) uvida da bi Rastkove stvari,
sve osim slika tesko mogle da se unovce u Parizu, a istovremeno dolazi na

bolju ideju da svoju memljivu kuéu ponudi Narodnom muzeju kao legat
pod nazivom SPOMEN MUZEJ NADEZDE I RASTKA PETROVICA.
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Spomen muzej bi ovim sa svim Nadezdinim slikama koje poseduje imao i
kompletnu Rastkovu zaostavstinu. Narodni muzej bi zauzvrat rekonstruisao
celu zgradu, izvrSio hidroizolaciju a njoj obezbedio stan i atelje na spratu. U
Rastkovu zaostavstinu koju je nameravala da ostavi Muzeju, ona jo§ uvek
ne ukljucuje njegove slike, narocito Pikasa. Saopstava tu ideju Frangesu i on
je sa odusevljenjem prihvata i Salje joj sanduk sa stvarima. Sanduk stize na
njenu adresu 20.7.1966. godine.

[...] Ljubica je svecano poklonila svoju kuc¢u Narodnom muzeju ali prepiska
s FrangeSom se nastavila u vezi sa slikama koje joj on polako salje na adresu
u Parizu.

Iz pisama koja su usledila, jasna je namera Ljubice Lukovi¢ da u Parizu
proda dve Pikasove slike. Slika iz Pikasove plave faze je imala certifikat
i uskoro se nije pominjala u prepisci. U nastojanjima da za sliku ,,Zena s
knjigom* od Pikasa dobije certifikat, Ljubici je pomagao Franges savetujuci
joj da se za pomoc¢ obrati Vapleru, visoko rangiranom diplomati na ¢ijim je
rukama Rastko i umro [...]. Posle svih neuspesnih pokusaja da se dode do
certifikata, slika je zavrsila u Beogradu (Kolarz, 2025).

Kyhe y Parapckoj 32 rocnoaun Komapx ce ceha u3 BpemeHna cBor
JIeTUICTBA. ,,CTeNeHumTe Ka mnoapymy Te Kyhe je Oummo Oamr cTtpmo®,
Iperaue y peud CIuKy cehama Jedaka JIOK €BOIMpa YCIIOMEHE Ha J0M
nopoaute IlerpoBuh. Yrornymyje je cTpaxoM O CIyIITama y MoJApyMe Te
orpomHe Kyhe, koju ra je 00y3uMao JI0K je CIyIIao pedr yrno3opema, Ieaao
recTOBe, MOKpPEeTe NMPUCYTHHUX OAPACIUX W3 OKPYKEHa, JakKjie YTHIaje U3
KOJIEKTUBHOT MUIIJbera. Cebe BUAM U y JIeUYauKOM NEHTpamy MO CTEHAKY
Ha MecTy rae O6u Ha Georpanackoj [Tamumynu, npema ["apamaHMHOBO] yIUIIH,
no cehamnMa U3 HEKUX JPYTrUX U3BOpa, Tpedaso Aa ce mpoCTHPAO BUHOTPAI.
JInuHo cehame nevaka MoBe3yje ¢ KOJICKTUBHUM IPEKO JlaHALIber M3Iiiesa
MIPOCTOpa — CTEMEHUIITEM M pynama nopes OOYHOT yias3a y TaliMajIaHCKy
nehuny. Ty nehuny je Hagexxna mienana ca cBor mpo3opa JOK je CIHKaia
CBOjy CHUMOONHMCTHYKY cIHKy ,OcTpBo JbyOaBu“'’, nomaje momarak wu3
KOJIEKTUBHOT naMhema. Y pazmarpamy Te TeMe, Mopuc AnlBai TBpau J1a ce
y MHIMBHIyaTHOM Tamhemy ,,cehamo caMo OHOTra IITO CMO BUIEIH, YPaIniIH,
OCETWIM WM MUCIMIHN Y JEHOM TPEHYTKY BpeMeHa™, TO jecCT Ja ce Halle
namheme He moaynapa ¢ namhemem Jpyrux, anu yKasyje u Ha IpOoKuMambe
ayrobuorpadckor u kojaekTuBHOr namhema. [lox komekTHBHUM mamMhemeM
AnGBam noapa3zymena namheme rpymne Kojoj mojeAnHall Mpuraja u 4ujuM ce
UCcKycTBUMa U cehamyMa npoimpyjy rpanuie ayroonorpadcekor namhema.
VY oBOM pany ce MOpPOJMYHO OKPYXKEHE CMaTpa HOCHOLEM KOJEKTHBHOT

10 Cnuky ,,OctpBo sbyGaBu‘ Hanexa [Merposuh je ciukana 1907/1908. ronune.
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namhema. Ham caroBopHuk ce ceha enusona y ofpacTamy, cTpaxa Koju je
ocehao mpen TUM CTPMUM CTENIEHUIITEM, aJIM MIAMTH U Ca3Hame o forabhajy
KOME HHj€ MOrao Ja MpHUCYCTByje — TpParuyHoj CMPTHU pPOJIOHAYETHUKA
noponutie Ilerposuh, Xanpu Makcuma, koja ce oko 1884. ronuHe moromuia
ynpaBo y jeiHoM of Tux noapyma. Crekao ra je usz nucma 3ope Ilerposuh
ynyhenor 6paty PacTky y BpeMeHy meroBor 6opaBka y AMepuuu. AnOBai
To mamheme AeduHUIIE KAO HozajmbeHo uHamherse, TIPEY3eTO O APYTHUX
YJIlaHOBA IpyTie Kojoj ce npunana (Anosam 1968: 63). U kana je moponuuna
kyha yHumTeHa y HemaukoMm OomOapoBamy, MPOCTOpP MOApPYMa je HMao
CBOJy YJOry y KojeKTMBHOM namhemy. ,,Hecpehna 3opa je Hekako ycmena
Jla OHO ILITO je OCTaJio y pyllIeBUHAMa mpedauu y Taj MpeocTald MOAPYM U
na cnacu®. ToM CIIMKOM CTpajarma, HAKHATHO MPEY3eTOM M3 KOJIEKTHBHOT
namhema npenaka, NpoLUIMPEHH Cy OKBUPU ayToOouorpadcekor cehama Hamer
caroBopHuka. Ctpazao je Taaa u Hajehu neo Oorare KoseKlnje yMETHUUKHX
npeamera kojy cy IlerpoBuhu nenenujama crBapanu y kyhu y Parapckoj 32.
,,CBe ce peTBOPHUIIO Y Memneo u npax‘, ayroonorpagceko je cehamwe Jbydure
JlyxoBuh (ITerpoBuh) ucnpenierano ¢ KoleKTUBHUM amhemeM. Jo amuHux
WM mocpenoBaHux cehamwa Ha TpaymaruyaH jporalaj IOLUIM Cy U OCTalIH
YJIAHOBU TMOPOJUIE, CKIATUIITIIIN X Y CBOJUM cehamuma ca 3ajeJHIYKOM
noTpedoM J1a UX Jlajbe MIPEHOCEe MOTOMIIMMA C IJbeM Oyherma HHTepecoBama
3a mpouuie nopoanyHe aorahaje u auuHocTU. HbX0BO KOJIEKTUBHO cehame
TUM TIPOLIECOM TOCTajlo je mehylenepayujcko. VcTopujcka UYHI-EHHIIA
na y ToMm OomOapaoBamy Huje crpagana camo kyha Ilerposuha, Hero u
yuTaB Kpaj Ha Oeorpazackoj [lamumynu, npuapyxyje mopoauuHoMm cehamy
[lerpoBuha cehama Apyrux crpajaiux nopoauia, rorahajy naje IpymTBeHy
nuMeH3njy u cehame moctaje myropouno. Ilo Teopuju cehamwa Anaumze
Acman (Aleida Assmann): ,,Kako prelazimo nevidljivu liniju izmedu
kratkoro¢nog i dugoro¢nog, otelovljeno, implicitno, heterogeno i nejasno
sec¢anje, koje se gradi odozdo nagore, pretvara se u eksplicitno, homogeno i
institucionalizovano secanje koje ide odozgo nadole (Acman 2006: 76). A.
AcMmaH, 3a pa3JIMKy 0/ CBUX JIpyTUX OOJIMKa aKTUBHHX cehama KOjU YKIbYUy]jy
u 3a00paBibame, KYJITYpHO cehame cmarpa NacHUBHUM OOJHMKOM KOJU
caJpxu ¥ koMOuHanujy cehama u 3abopaBibama. OZHOCH ce Ha (PYHKIH]Y
NPUKYIUbalkha OTPOMHOT Opoja MHGOpMalMja y apXMBHMa, My3ejuMa Hu
o6ubnuorexkama. Crienn(pu4IHOCT KynTypHOr cehama orena ce Uy CTajHoj
JOCTYITHOCTH MH(pOpMalKja YCKOM KpPYTY CTpydmaka U MOryhHOCTH J1a u3
MACHBHOT TpeJia3e y aKTHBaH oONMK, Aa Oyay mamheHe miu 3a0opaBibaHe.
Anenna AcmaH aHanmu3upa cefaM oOnMka 3a0opaBibama Ha OCHOBY TOTa
Ja JU Cy HeyTpajHa (ayTOMaTCKo, OIroheHO M CEJIEeKTHBHO), HeraTWBHA
(mecTpyKTHUBHO/penpecuBHO, Ie(haH3UBHO/CAydYEeCHUYKO) WM TO3UTHUBHA
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(KOHCTPYKTHUBHO H TEPAINeyTcKo). 3a00paBibamhe CMEIITEHO y apXUB OIMHUCY]e
TepMUHOM ogiohero (Acman 2018: 2).

3. Cehama u3 apXxuBCKHX U3BOpa

VY TpamuIMOHAIHO] YIO03M YCTaHOBA KyAType Ja 4yBajy M mamrte (apXuBH,
My3eju, oubnmoreke), Tek he ce y 20. Bexy, Hahu ymopwurure 3a mpomaop
nojMoBa ceharve U ilamherve y HaydHu Auckypc. Hakon OypHHX pa3Marpama
MHOTO3HaYHOCTH OBHUX II0jMOBA, YCTaJbEH j€ M0jaM KoleKiliueHo iamherve,
kao apymrBeHHu ¢peHomeH. [locnenmwe neuenuje 20. Beka AOHENE CY, OCHM
peneduHKMCama KOHLENTa KYJITYype W IIOHOBHE THIIOJIOTHje KYyJATypHE
OalmTHe, MPUXBaTake yTUIAja TOPOJUYHE OAlITHHE HA JIOKAJIHY M MPEKO
e Ha O00ANHy KyATYpY, IITO je HajoUuITIeJHH]j€ KO TOPOIUYHE OallTHHE
noceOHO 3HaYajHUX TUYHOCTH. (Mutposcku 2023: 217).

3.1. lokymentapHa 30upka Mure Ilerpouha

Kao mpumep 3a myT JoKyMeHara O HCTOPUJCKE BPEAHOCTH U3
MIPUBATHOT BIIACHUILTBA 0 apXxHUBcke 30upke [IpkaBHe apxuBe KpasbeBune
CpOuje, HaBOAMMO NPUBATHY 30MPKY UCTOpUjCKUX cruca Jumurpuja Mure
[letpoBuha, npusbexHOT cakymbada u npupehusaya usBopue rpahe. Mutuna
khep JbyOuna JlykoBuh ce cehana Benuke KOJTMYMHE NPUKYTUbeHE rpale koja
he xacuuje y Jlp>kaBHO] ApXHBH OUTH OpPraHM30BaHA y apXUBCKY 30MpKY:
,»Y TOPOANYHO] OMOIMOTEM OUITO je Ha XWiballe Kibura... [lodacHo MecTo
3ay3MMala je BeJlnka oueBa 30upka 1okyMmeHara u3 [Ipsor u [lpyror cprckor
ycraska [...]* (JumutpujeBuh 2002: 15-16).

Bpenny 30upKy cTapux nmrcama U HCTOPUjCKUX JOKyMeHarta /[pxxaBHa
apxuBa he, HAKOH BUIIETOANIIBLUX MTPETOBOpa ApKaBHOT apxuBapa Muxauna
I'aBpunoBuha u Mute [lerpoBuha, nctopuuapa u Taga Beh neHsnoHucanor
npencennuka [lopecke ynpase, KacHUj€ OTKYIIUTH U BbOMe 000raTuTH (hoH10-
Be Jlp>kaBHE apXuBe, 3aIUTUTH APXUBCKY T'pal)y U YUMHUTH je JOCTYITHOM.

Ha nouetky nperoBopa o npey3umay rpahe, y oopahamwy YpaBHUKY
Cpncke [lp:xaBHe ApxuBe Muxawmny [aBpuioBuhy, ox 8. janyapa 1902.
ronune, J{lumutpuje Mura IlerpoBuh, mopen ocranor, H3HOCH YHHEHHIIE O
HaYMHY, IPOCTOPY NPUKYIbamka rpahe u \eHoj NpUpoIu:

On mpe ABazeceT W TpHU roauHe, OaBUM C€ MPUKYIJbAHEM CBHjY CTapHX

nucaMa v AJOKyMCHaTa O HUCTOPUCKE BPCAHOCTHU, IIO LIGJ'IOj Kpa.]'beBI/IHI/I
U BaH BEC, Ka0 HITO CaM TO HAIIOMCHYO Yy IMPEAroBOpPY MOje IIPBC KIHUIT
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»DHUHaHCHje n YcTaHoBe 00HOBIbeHe CpOuje™, U 3a TO BpeMe MPUKYITHO caM
3HaTaH OpOj BaKHUX HCTOPUCKUX JOKyMEHATa, BEAHHOM OTKYIIJbHBAHEM. . .
Yact mu je m3BectuTH Bac, na hy cBojy Benuky 30MpKy cTapux nucama u
JOKyMEHara CBE OJ] HCTOPUCKE BPETHOCTH, y CBOjE BpPEME pajio yCTYIUTH
HOBOOCHOBaHO] [Ip>kaBHoj Apxusu. (AC, AC, ¢ I m 1/1902.).

IIpen cam kpaj mnperosopa, Hanexxna IlerpoBuh 4. anpuna 1911.
TOJIMHE MMCMOM, Koje he W caMo mocTaTh apXWUBCKU JOKYMEHT, jep je Y TO
BpeME CBOjUM yYMETHHUYKHM M JIPYIITBEHUM aHra)koBameM Beh m3amnuia u3
MPUBAaTHUX OKBHpa, obaBemTaBa Ap Muxauna ['aBpunouha na he, 360r
o4yeBe TelIke OONeCTH, OHA MpeNaTH Ha OTKyN J[p:kaBHO] apXuBH: ,,lIETy
30MpKyY T.J. CBa aKkTa, K0ja UMaMoO O HOBM]Oj cprickoj ucropuju 3a 20.000 nuH.,
C THME Jla HaM ce€ Iejla CyMa MCIUIaTH Y jJeJaHIyT, Kao U Ja 30upka HOCH
Ha3WB CKyIUbada Mora ona Mure [lerpoBuha®. V mormucy: ,,C HajayObuM
nomroBakbeM Hanexna [lerpoBuh Akaa. Cnuk., u HactaB. XKen. ['um.“ (K N
38 AC; AC, f1p 16/1911.).

Cpm. Kpase. [Ip>kaBHa ApxuBa je 15. jyna 1911, npumuna npusHaHUILY
o wucrutahenuM cpenactBuMa JlpkaBHO] ApPXHMBH paau OTKyna 30HpKe
nokymenata ox Jdumutpuja Mute Ilerposuha. (AC, AC, ¢ I p 81/1911.),
a ymuc y Cymapuj Op. 167 ox 3. jyna 1911. mmacu: ,,Mi3 kyhe moxojHOT
Mure IlerpoBuha, npencennuka [lopecke ymnpase neHsuju, npeHeto je 40
(acumKyna OTKYIUBCHHX aKTa W JOoKyMmeHara“. ApxuBcka 30upka Mwure
[TerpoBuha je popmupana ¢ rpannyHUM roguHama rpahe 1711-1899, a unne
je mpetexxHo nokymenTa yctanuuke Cpouje u Knesxxesune Cpouje.

IIpenucka n3 Criomen my3eja Hanexne u Pactka Ilerposuha 1906—
1949, cagpxu u nucany nopyky Murte IlerpoBuha Pactky IlerpoBuhy,
natupany 6.10.1906. [Ipenocumo je y nenunu (Illymaruh 2003: 3):

Oge parne Oenemke koje cam goBprmmo 1880, maxie mpe 26 rox. Tpeda
MPOPAANUTH, NPEUYUCTUTH U M3BECTU Y JIBa JIeJIa M TO: NPBHU KOjU OoOyXBara
BOJHMYKA KpeTama, CTame parHo u3 1876—1878. rom. m mpyru neo na
oOyxBaru cBe ocraie jgorahaje va JaBopy u Torutuiiy.

Ha oBome mociy Tpebao cam Jja OTIIOYHEM PaJUTH OBE jJECCHH, alll Me je
Oonect momerna. AKO 03apaBUM TO hy H3BPIINTH U Y IIPBOM JIeNTy YHETH CBa
JIOKYMEHTa KOja ©MaM a Koja caM HeKa ! JIOIHHWje MPUKYITNO; Ha CITydaj 1a
nojierneM 0oJecTH, Koja M€ My4H, OH/Ia HeKa TO U3BPIIM MOj cHH PacTko
KaJ[ IOpacTe WK Koja o1 Mojux kKhepu.

[lopyka Mute IlerpoBuha ynyhena cuHy winm Hekoj on khepu, ¢

OoJIMKaMa TECTaMCHTA, aJli HC Yy OHOM Yy IIpaBHOM, 3BAHUYHOM CMHUCITY
HCKasuBakba MOCICAHE BOJBE, HCTO € MCKA3dHOM JKCJbOM Aa ACLA 3aBpIIcC
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1ocao KOME C€ caM CTpPacTBEHO IMpelaBao, CAApPKU E€JIEeMEHTe KOJUX Cy
ApXMBCKH JOKYMEHTH JIMIICHH. Y HHMa HEeMa OHOTa INTO j& MPETXOIUIIO0
W OHOTra mTo ce o4ekyje aa he ce moromutu. He roBope o mopoandHUM
OJTHOCHMA, OYCKUBambUMa, Hajama, TuayHuM cehamwuma. [lonanu npouncrexiu
W3 UCTpaXKMBama JIMYHUX cehama M apXWBCKUX JOKyMEHaTa, Ka0 y OBOM
pUMeEpY, AONPUHOCE 00JEKTUBHU]EM H LIEJIOBUTH]EM cariie/laBalby BpeMeHa,
Jbyau U forahaja o Kojuma je ped.

Y cehawmy Ha oma, Jbybuna JlykoBuh MHOTO rojgwHa KacHHje, Y

pasroBopy ¢ Kocrom JlumurpujeBuhem, usnocu nojatke o myty rpahe Mute
[TerpoBuha no JIp>kaBHe apXuBe Kao 3BaHUYHE UHCTUTYIIH]eE:

Te nparoniene oyeBe parHe Oelelllke MM XPOHHMKE cadyBajia caM 3ajeJHO
ca IpTeKUMa. Y CTBapH, OHM Cy HEKHM YyJIOM OCTaJIW ToiTeheHu u3
3rapuiuTa Hame OomOaproBameM cpyuieHe kyhe. [lomeHnyTe oueBe parHe
3anuce ycrynuia cam Hapognom mysejy y Yauky, koju je 1955. romune
00jaBHO TIPBY CBECKY MO HACIOBOM Paitine Oenewke Muitie Ilewtiposuhia.
Ta kmura npukasyje norahama ca JaBopa 1876, ok je ocrana y pyKomnucy
npyra cBecka nocsehena 6opbama Ha Torummnu 1878, kojy cam MOKIOHMIIA
ApxuBy Cpbuje. Hemro xacHHWje y M3amy UCTE YCTAHOBE INTaMIIaHA je
1 Ta oYeBa XPOHHUKA MOJ HaciaoBoM bopba na Tounuyu Xojy je pUpenno
npodecop Hparoje Tonoposuh. 3ampaBo, obe parHe XpOHHUKE MOT OIa, Ha
MOjy MOJIOy, HajIpe je mpekymnao u cpemuo mpodecop Ypomr Llonuh [...]
(dumutpujesuh 2002: 19-20).

3.2. Parapcka 32 y apXuBCKHUM JOKyMeHTHMA

HpI/IJ'IO)KCHI/I AIMUHHUCTPpATUBHU JOKYMCHTH Yy BJIACHHUYKOM U

ypOaHUCTHYKOM CMUCITY cariiefiaBajy UMOBHHCKO-TIPABHE OJJHOCE Y TIOPOAUIIN
[TerpoBuh. CauyBanu cy y mpuBarHOj apxuBu Mmoma Komapxka (JTuaHa
KOMYHHKaIuja, 24.5.2024) u y apxuBuma JIp>KaBHUX YCTaHOBA.
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1. Ha ocnoBy IuianoBa PemyOnudkor reomeTckor 3aBoja, Kartacrapcke
ormmtuae [lammmyna Op. 953-680/18, kojuMm ce moTBphyje ma je Komuja
BEpHA apXMBCKOM opuruHaity u3 1932. rogune, yrBpheHo je aa ce kyha
y Vmunu Kpaseuiie Mapuje 32 (Hekanaimmoj Parapckoj) Hamaswmia Ha
MTOBpIIHMHM TTapriene ox 847m?. [lapiena je y>koM cTpaHOM H3JIa3uiia Ha
YIMILy, Ka0 U mpoyesbe Kyhie BeauKux radapura, YKyIHe MOBPIIUHE O
257m?, ¢ 0CHOBOM y 00MKy 0OpHYyTOr ciioBa [1, cuMeTpuyHUX OOUHUX
TpakToBa. Y MOA3EMHOj €TaXKHU Cy ce Hajasuia (1o APyTUM U3BOPUMA)
JBa AyOOKO yKONaHa TOApyMa ca CTETIEHUITHOM BE30M Ca CTaMOESHHM
nenom. Ha mapueny je BUAJBHUBO U MOCTOjame jeqHor Beher u Tpu Mama
romohHa o0jeKra.



2. Hannany 3a ucty nokauujy 0p. 953-680/18, rae je konuja miuana takohe
BepHa opuruHaiy, Baxehem on 1946. r. 1o 1967. rogune, moBpiinHa
napiesne ca o0jekruma uzHocu 596,25m?. [loBpmuna kyhe je 73,20m?.
Bune ce u nBa mama u jenan Behu nmomohnu objekar. Kyha je nouupana
y CpPEIMHU MOJIOBHHE Maplene npemMa yIuIy.

AHan30M TJIAHOBA j€ 3aKJbYUYCHO Ja je YKYITHa MOBpPIIKHA MapLerne
no 1946, 36or perynanuje ynuie Kpamuie Mapuje (1. Patapcke, na Ynuie
27. mapTa), cMameHa 3a 23 1m? 3HauajHUM CMambeHEeM MOBPIINHE JIOKAIHje
ca mpouesba Ka peryyianioHo]j JUHUJU, BEIUKH 1eo Kyhe je cpymeHn. Manu
IpeocTaly Je0 je 3aja3uo y nyOuHy miara. Perynanuja ynuie u3a3Bana
je mpoMeHe y MUMOBHHCKUM MUTamUMa jep je CIpPOBEAeHA KpO3 HACEJheHE
0110KOBeE.

3. Tanuja kojy je ,,KBapT manuiyiacku akToM CBOjUM jaBHoO cyny 21. maja
1902. . mox Opojem 4242, na je 3a HamjaTy moTpaxkuBama llerpa
MunenkoBuha 6. aaB. M3IOKHO jaBHO] NPOJaju HEMOKPETHO HMAmbe
JoBana Xapu MaxkcumoBuha 0. oBn. YUmnoBH. M To: mnarm ca kyhom
of TBpAOT MaTtepujana y Parapckoj yi.0p.32, a Koje ce TpaHuYH ¥ UMa
npocTopa u To: ca auua Parapcke ynuue (19.75) neBeTHaecT Metapa u
cemampecet et M. Ca 3a4espa jo iana Jumurtpuja [lerposuha (14.35)
YeTpHaecT MeTapa u TpuaeceT net uM. Ca necHe crpane 1o Karapune
Bessosuha (50.05) menecer merapa u 05 1im. Ca neBe crpane no Unuje
Xayu Makcumosuha (51.15) meneceT jenaH U METHAjeCT .M. U UCTO
ycTynuo y cBojuny r. Mutu [lerpoBuhy npen.mop. ymnpase y neH3uju
3a 19001.00 nunapa xao HajBehy neny maBmeM. Ha ocHoBy & 489
rpal).cya.moct. pBoct 3a Bap. beorpan uzgajyhu oBy Tammjy Kymimy T
[lerpoBuhy nporamiasa ra 3a mpaBora COINCTBEHUKA KYIIJbEHOT UMarba,
TaKo Jla ca UCTHUM II0 CBOjOj BOJbM pacronaratd Moxe. Takca 'y 191.20
nuH. Harmahena. Ox mpBoct cyda 3a Bapowl beorpan 13 Maja 1904.
ronune y beorpany. bp. 14398. y nornucy Cynuja, )Kusko J Ahumosuh.

4. CsepmouanctBoM OmmtuHe Oeorpazacke, noTBphenum Cyaom Bapouu
Beorpana 31. maja 1856. . mog 0p.7133 u 27. maja 1872. 6p. 10032 u
nucMeHoj aeoou notephenoj cyaom Bap. beorpana 14. mapra 1885. rox.
Op. 2707 yBepaBa ce cBaka HaJUIe)KHa BIACT Ja je ,,Ial ca 3rpajama
nocrojehum y [amunynu y Ceetoropcekoj ynuuu nox op. 19 (77) npaso
concrBeHoctn Jumutpuja I[lerpoBuha mopeckor Haa3opHUKA...“ U3
naror CBeouaHCTBA ce BUAM Ja Iuiall u3jia3u Ha CBETOrOpCKy YIHILY
mupuHOM of 24.75 merapa, ¢ aecHe ctpaHe 53.75 M, c neBe 54.45
Metapa. [lasbe ce HaBoM Jia je muial] ca 3a4eJba ;10 JoBana u Miuje opahe
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XayumakcumoBuh tenerpaducra o, 27.44 metapa). [1na je usmepen
U TOTIHCUMA Cycena, mucapa ¥ WHKemepa MOTBpheHa je UCIpaBHOCT
Mepa. 3anpencenHuka OmmTrHe 6eorpacKe MOTIMCAO0 ra je KMET, CyIuja
[lerap Jawuh. Ha cnenehoj ctpanu Cenovyancrsa nmoteBphyje ce ,,1a je
UMame y OBOj Taluju onucano npaso cBojuHe Jumurpuja [lerposuha,
nopeckor HaazopHuka 1 Cyq Bap. beorpana, Ha OCHOBY TOpHBHX MOTBPAA
oBepaBa. Takca je naruahena®. Y mornucy Ilpencennux cyga K. H.
Xpuctuh, c.p. la je oBaj npenuc BepaH CBOME OpUTHHATY, jaM4ud MuTa
[lerpoBuh, npeacenuuk uap.ynpase CBeJOYaHCTBO je U31ATO 2.ampuia
1904. ron. y beorpany.

Oga Tanuja moTBplyje moxeny MMOBHHE ycjel NMPUPOJHO HAcTaie
CMEHE TeHepalyja.

Kao u ocranu HaBeeHU TOKYMEHTH, Y IOPOAMYHO] apXuBU MuJomia
Komnap:ka qyBa ce u mucMo, HeKa BpCTa MpeyroBopa 0 KyIOBHHU UMamba:

5. Hacnegauuuma mace nokojHor Iumutpuja Ilerposuha npencen. Lap.
ymnpase y nens. beorpan

Kymno cam nanac on Bac mmame mok. Oua y Outosbekoj ym. Op. 71"
BenuunHe oko 1400 metpa nuue 24,75 M... 3a 600.000 auH. ¢ TUM 1@ nona
300.000 nun. uctnarutu kox Cyaa kaga Mu OyaeTe MPEeHOCHIIH Tarujy, ITO
Tpeba ma Oyae y poky o 3 Mecena o JaHac Kafa hete Mu 1 UMambe npeaaTu
Ha pykoBame. Ocrarak KynosHe neHe o1 300.000 o6aBesyjem ce CTIIIaTUTH
Ha cienehm Ha4YWH: Ha HIECT MECEUW MO MPEHOCY Tamuje W UCIIaTe Of
200.000 monoxuhy Bam 100.000 u t1.... Jdyr ynpase ¢ponnoBa koju je Ha
nMamy IpuMaM Ha cebe Ha TIOJIOBHHY a Ta he ce cyma of0UTH MPHIMKOM
UCIIaTe MOCHIeAme pare... Bu mpucrajere na mpormycTute MHTaOylIaHIH
ynpase (oHI0Ba y caydajy Ja ce ja moys3aam (HEYUTKO) paau (HEYUTKO) O
uHTepeca 12 mocTo Ha Koju caMm ce 00aBe3ao MecTo (HEUUTKO) OBOT Mecela
rocnionuny IlerpoBuhy (HeunTko). OBO TMCMO CITYKH Kao IPETXOAHU YTOBOP
na0u nopaBHao (HEYUTKO) y3 0BO mrcMo nonaxeM 30.000 (HeunTko) nKao
MIOTBPAY OBOT HaIIET CIiopa3yMa ca CaJp KMHOM OBOT ITHCMa U ca U3MeHama
ciaxem ce. Tomop Casuh tprosary 15 enem6bap 1923 ron beorpan

Ja najseha Bpegnoct kyhe y Patapckoj HHje y lb€HOM MaTepHjalHOM
M0CTOjamy, MOTBphyje AaHalIkbe KOJIEKTUBHO cehame Ha MOpoaully H Jbyae
Pa3IUYUTUX TalleHaTa U 0COOCHOCTH, KOjU CY HA/KUBEIH CBOj€ BPEME.

Xanu Makcuma IlerpoBuha, Hajcrapujer IlerpoBuha, renepanuje cy
y TIOPOAMIIM U BaH K€, NaMTUJIE KA0 MPeay3MMJbUBOT BUHAPCKOT TProBLa

I Ceeroropcka yiuia y beorpany je usmely 1913. u 1946. nocuna nasus burosscka.
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nocsehenor 1o6pobutu nopoauie. Ocum kyhe, moaurao je u kagany y Bpeme
Kaja cy, Kako je 3abenexuo Hymuh, 6pojue xadane Ha npocropy beorpana
Oune jenuHM u3pa3 jaBHOr kuBoTa. CTHULAmke MaTepHjaIHUX BPEIHOCTH
HHUje TOI MaTpHjapXxajHOI YOBEKa CIpPEeYaBajo Ja y CBOjOj JelM pa3BHja
peNUruo3HocT, xel) 3a 3HambeM, MO3UTHBAH OHOC Ipema kuBOTy. Ilomgarak
na je y kyhu Aumutpuja Mute I[lerpoBuha cBako ox1 6pojHe Jie1ie UMajo CBOjy
co0y, ykasyje Ha beHy BeJIMYMHY, UIMIIO3aHTHY 3a TO BpeMme. ,,Kao u Behnna
kyha numyhuujux beorpalana ca myHo elie u Haia je UMajia yKyIHO JeceT
CBETJIMX U IPOCTPaHUX c00a, 32 OHO BpeMe BeOMa JIETI0 HAMEIITEHUX , TINIHO
je u emotuBHoO cehame JbyoOune JlykoBuh Ha enrepujep kyhe. 1 HactaBsba:

Hajseha mpocropuja Omna je Tpresapuja Kojy CMO 3BajM caia, cBa y
aparckoM 1y0ope3y Kao y MUTPOTIOJIUjH, AOK Cy OKOJIO Ouiie HUCKe code ca
CBHJICHMM MOKpHBa4YMMa 110 3u10BHMa Haile Kyhe Ouina je ynutasa ranepuja
ciuka. Ty je HajBue Omno HanexxqiMHuX ciamMKa o KOjuX Cy MHOTE Yy paTry
mpomaie, mTo HuKaga Hehy npexanutu. (Aumutpujesuh 2002: 15).

O ucrom npocropy, Ha cnuyaH HauuH nuie Pactko [lerpoBuh y nucmy
cectpu Jbyounu IlerpoBuh on 27. nenemOpa 1907, onucyjyhu mpocnaBy
nopoaunuHe ciaBe Ceetor Creana (Lysparuh 2003: 3)."? Munom Konapxk o
caJld y K0joj ce mpocIaBJbaja OpoJHyHa caBa FOBOPH:

[IpernocTapam Ja ce pajniio O TIIABHO] TPOCTOPHjH KadaHe KOjy je ApKao
oran Jumurpuja Ilerposuha, Xaypu Makcum. by je dumutpuje (Mura)
mocie o4eBe CMpTH M mo mnoBparky y beorpan u3 KpasbeBa, mo Mojoj
MPETHOCTAaBIH, 3aTBOPHO, 3a311a0 yia3 ca yIHULE U IPETBOPUO Y IOPOIUUHY
TpIIe3apHujy.

Hagenenu npumepu ykasyjy Ja MHIUBUAyallHA cehama Ha BEJIMKO]
BPEMEHCKO] JMCTaHIM OWBajy IMOUIOKHA NMpoMeHama, cBe Behem yrtuimajy
Tyhux cehama u TexeM yTBphuBamy 00jeKTUBHOCTH HCKA3aHOT.

12V paxy nox HaciaoBoMm ,,ITepom u o6jektuBoM: kyhe 3a cehare na Hanexny [erpoBuh®, o6jaBibeHoM
y 6pojy 13 waconmca Krmuoicencitio, MOTKpaa ce Tpelika Kojy OBOM MPUIIMKOM HcrpaBibamo. Hanme,
nopoanyHa cnaBa [lerpoBuha Huje Omma Cetn Hmukoma, kako je HaBemeHo, Hero Ceern CreBaH.
3axXBaJHOCT 3a HCIPaBJbabe OBE TPEIIKe AyryjeMo JbybasHocTH rocnoguHa Mutomra Komapxa koju
HaM je yKa3ao Ha Y.
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4. 3ak/pydak

VYHyTap auckypca Kyiatype cehama, y OBOM pajay cy aHalau3MpaHa
cehama cBeoka BpemeHa no3Hare nopoauue Ilerposuh u apxuBcka rpaha
TyMayeHa Kao MHCTUTYLIMOHAIN30BaHU oONuK cehama. [IpBum nenom pana
oOyxBaheHa cy nuuHa cehama nmotomka nopoauue [lerposuh u cehama u3
MUCaHMUX U3BOPA, ¢ MOCeOHUM O0cBpTOM Ha Jbyouity JIykoBuh; 3aocTaBITHHA
Pactka IlerpoBuha u pa3Boj Cnomen-myseja Hanexxne u Pactka [lerpoBuha
JI0 ’E€TOBOT MOHOBHOT oTBapamwa 2024. ron. y beorpany. Y npyrom neny paaa
aHanu3upane cy kyha y Parapckoj 32 u myT npuBaTHe 30MpKe JTOKyMeHara
Humutpuja Mute IlerpoBuha 10 MHCTUTYLMOHANNU30Bama y apxuBy. Kyha
[TerpoBuha, cpymiena y 6ombapnoBamy beorpana 1941. ronune, ucrpaxena
jé Ha OCHOBY KAaTacTapCKUX JOKyMeHara. VICKycTBeHa M JOKyMEHTapHa
cehama, ympkoc CBUM CBOJUM pa3iidKama, MOpe] OCTajor Ja cy jenHa
JMHaMU4YHA a Jjpyra CTaTU4YHA, jelHa NPOKUBJbEHA a JIpyra CMeEIlTeHa Y
apX¥B U MOTEHLMjaJIHO aKTUBHA, 00jeIMbEHA CY Y HOBOM IPOCTOPY U HOBOM
BpemeHy, y kyhu 3a cehame Ha Hanexny u Pactka Ilerposuha. Hbuxose
IIpUBaTHE YMETHHYKe 30upKe Ouje Cy OKOCHMLA 3a OCHHMBame CromeH-
My3eja Kao MHCTHUTYIHje KYIType y KO0joj je KyATYpHO namheme CBECT O
3Hauajy U CMHCIY MPOILIOCTU. 30MpPKE Cy My3€alH30BaBEM IOKIOHEHO)
kyhu Jbybune Jlykosuh nane cBojctBa myseja. Kao cBu apyru, u cromeH-
MYy3€jH CY, O/l yTeMeJbeha My3€0JI0THje Kao HayKe NMPBUX JAeleHnja XX Beka,
u peneduHUCamba HBHUXOBE YJIOre IM0J, KOHTPOJIHUM MEXaHHU3MHUMa JpXKaBe,
MoYen Ja Mewajy cBoj uaeHTtuteT. Kpos npouec Myseanusaiuje pa3Buo ce
noce0aH OHOC MpeMa JAyXy MecTa U AyXy BpeMeHa.

Pan je monmesbeH Ha IOMIaBJ/ba, a CBU HETOBH CETMEHTH HPOXKETH
NOpOAUYHUM/KONIEKTUBHUM cehamem Munoma Konapka mosHaBaoua u
yraHa nopoauue [lerpoBuh, mTO je TONPUHENTO HUXOBOM MOBE3UBAY, AU
U noTBphuBamy Te3e Ja ce TOKYMEHTApHO U KOJEKTUBHO cehame Aonymwyjy
U JompuHOCcEe AyOJbeM pasyMeBamy IpeaMeTa HUCTpaxkuBama M Behoj
00jEeKTUBHOCTH, TOCEOHO MPU U3yUyaBamy Ca BEJIMKE BPEMEHCKE TUCTAHLIE.
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Cnuka I Konnja mnana xaracrapcke Onmrune: [lanumyna uz 1932. ronune
[Ipeyszeto u3 npuBatHe apxuse Mumoma Konaprka

. - o
5 T
swka CPSHIA
ENys v~ <v MEONETCKH 3ABOR
) 12 cTaTELER
pras
953-680/18

.

Cnuka II Konnja uiana karacrapeke Ommrune: [amwryna on 1946. no 1967. rogune
[Ipeyseto u3 npuBarHe apxuse Mutoia Konapxa

213



, /ILJIAL } /m,mlc» P AL
o SR e
[ -~ /‘74

/)
ﬁ;,qwuth }4-”( op (Prc Aot LA
L. 0 Ay /wwluu) 6 2. 4ol e %y

770{'41&0 //7/?5\‘4 44/// Gl
ru‘,«*\ﬁ /}’FZ zf (u 2 LA A B I ¢ v
e ten < ey e o

/7,/,4 1,, T Arc ag, Of PV / ¥
/&MA HA— Yoy P Towte
0&"9‘*49-,( ﬂ%sz /M Joo. o 4‘("4 ,,‘Ai-l\

R i - gu,.;//(.\ e

OB BY~ ) Rait 2V “»( “ Y s AR P t’[ﬁ-ffo
%ﬂ' 7/ //' O 1% 5 I e
W”’% 4 \/Eﬁw\ ety o
oritn, S 4\'. S Gy e “«7*“’

wopan 75?’19 o i
f"y‘ lim B tndia. O, 00p

o‘; Mm@ &—s./l?w-;%

“w o '@Mc‘_. <
WMM

Cnuxa III [Tucmo nacneauunuma Jumutpuja [erposuha ox 15.12.1923. rogune
IIpey3zero u3 npuBarHe apxuse Muioma Konapxka

b o ‘
vers oot b Cfpagn ik lipe
LM’r/;AhA?z}l"d}f?‘)//“"/w e At
Bk n oy o Bl Gpdosesn. Foft

Gjuk aromcosse nn m-l, a/rum@ i finse Cppei bog.Peapaga
S5 S g g WSO ncsisn oo whifinsy cppes
..;r Q;a,d./ﬁ'«‘n.,l’kt)’p,z,&ﬁuqu»h O L e 3
w spopue sl Buagpi oty psge g o} ) gube. orbicasd
Wﬁ{«l—ﬂ-,fub« xeguy anda-

B guisty ansickec codengps soa ol £10g be ppects gredifn s v

Cunge Ohotbuke puags e safne 24 7 clifs

;«uqm,m«r&“u,.muw i gopichd ”1.7«,.«

plEe 0o a Wy T aSge d(lleﬂ;kt»_u N
.ﬁ,: *"“f‘

C aule fate go mage uae oshohulh sprle, g prwcis 1 gl greasin
t.-:’,.l"-g lyvu‘n..i]"—':“tf-:r.ﬁ.zﬂmcu& 7;A~ g
B e

o rusche po pungide ’Z&u WMMW
e
& pusnly pa puir w! uﬁw-«uf-m, puag uA/u % ex aclil

‘ﬁ'@l Uake 16, n,u. bor

ﬂzﬁmludu .I, o apcesds ¢;£‘ lypicne M%‘
WWW %%w%w“ﬁ &
% By

v;;%w

it

Cauke IV u V Csenouanctso (Tanuja)
[peysero u3 npuBarHe apxuse Muormra Konapxa



HN3Bopu:

Istorija Fondova Arhiva Srbije: 1900-1922. Tom 1, knj. 2, 7-25. Prir. Ljubinka
Skodri¢. Beograd: Arhiv Srbije, 2019.

Privatni fond porodice Kolarz

IMucma MBana ®panrema ynyhena JbyOumu JlykoBuh u3 ¢onna Crnomen-
my3eja Hamexna u Pactko IlerpoBuh, mpeysera u3 ¢onna Mwuoma
Konap:xa

Jlureparypa:

Assman, Alaida. Duga senka proslosti. Prevela s nemackog Drinka Gojkovic.
Beograd: Biblioteka XX vek, 2011.

Assman, Alaida. Oblici zaborava. Prevela s nemackog Aleksandra Bajazetov.
Beograd: Biblioteka XX vek, 2018.

Asman, Alaida. ,,Se¢anje, individualno i kolektivno®. U: Kolektivno secanje i
politike pamcenja, prir. SladeCek, Michal, Vasiljevi¢, Jelena, Petrovié¢
Trifunovi¢ Tamara, 71-86. Beograd: Zavod za udzbenike: Institut za
filozofiju i drustvenu teoriju, 2015.

Assmann, Jan. ,,Kultura sjec¢anja®. U: Kultura pamcenja i historija, urednice
Maja Brkljac¢i¢; Sandra Prlenda, 45-78. Zagreb: Golden marketing i
Tehnicka knjiga, 2006.

Bergson, Anri. ,,Materija i memorija: ogled o odnosu tela i duha®. Beograd:
Izdavacka knjizarnica ,,Gece Kona“, 1927.

Bilinovi¢ Rajadi¢, Ana. ,Planiranje, konzervacija i (odrzivi) turizam u
kontekstu kulturnog nasleda®. U: Kulturno naslede, kultura secanja
i tradicionalizam, ured. Marko Skorié, Pavle Sekerus, 11-30. Novi
Sad: Univerzitet u Novom Sadu, Filozofski fakultet, 2019.

Blajt, Dejvid. ,,Pomama za se¢anjem: Zasto i zasto danas“. U: Kolektivno
secanje i politike pamcenja, ed. by Sladecek, Michal, Vasiljevi¢
Jelena, Petrovi¢ Trifunovi¢, Tamara, 335-340. Beograd: Zavod za
udzbenike, 2015.

Brajovi¢ SaSa, Borozan Igor. ,,Minhenske poruke i simbolizam u delu
Nadezde Petrovi¢“. Naucni skup posvecen Nadezdi Petrovi¢ (1873—
1915), 15-17. Novi Sad: Muzej Spomen-zbirka Pavla Beljanskog u
Novom Sadu, 2016.

Connerton, Paul. ,,Seven types of forgetting®. Memory Studies vol. 1 no. 1,
(January, 2008): 59-71.

Dimitrijevi¢, Kosta. Ratarska 32. Kuca Petrovic¢a. Beograd: Stru¢na knjiga,
2002. (Cirilica)

215



Dragiéevi¢ Sesi¢, Milena. ,Predate oltaru boginje Lete: zaboravljene u
istoriji — nestale u porodi¢nom secanju. U: Zbornik radova Fakulteta
dramskih umetnosti Univerziteta u Beogradu. 25-26, uredni$tvo iz
zemlje 1 inostranstva, 159—184. Beograd: Fakultet dramskih umetnosti
Beograd, Institut za pozoriste, film, radio 1 televiziju, Beograd, 2014.
(Cirilica)

Halbwachs, Maurice. ,,La Memoire collective®. Presses Universitaires de
France, Paris, (1950) 1968: 35-79. S francuskog preveo Aljosa
Mimica. Preuzeto sa https://www.fabrikaknjiga.co.rs/rec/56/63.pdf
(Pristupljeno 10.8.2025).

Kodri¢, Lejla. Digitalne informacijske usluge u bastinskim ustanovama.
Sarajevo: Biblioteka Sarajeva, 2010.

Kulji¢, Todor. Kultura se¢anja — Teorijska objasnjenja upotrebe proslosti.
Beograd: Cigoja, 2006. (Cirilica) Preuzeto sa: academia.edu/9679479/
Kultura secanja

Mitrovski, Ana. ,,Perom i objektivom — kucée za se¢anje na Nadezdu Petrovic*.
U: KnjiZzenstvo: casopis za studije knjZzevnosti, roda i kulture 13,
(2023): 192-229. Dostupno na: https://journal.knjizenstvo.rs/index.
php/knjizenstvo/article/view/184/182  (Pristupljeno  16.8.2025).
(Cirilica)

Nasser, Noha. ,,Planning for Urban Heritage Places: Reconciling Conservation,
Turism, and Sustainable Development®. Journal of Planning Literature
17, (2003) (4): 467— 479. Dostupno na: https://journals.sagepub.com/
doi/10.1177/0885412203017004001 (Pristupljeno 17.8.2025).

Nora, Pierre. ,,Jzmedju sjecanja i povijesti. Diskrepancija 8/12, (2007): 135—
165.

Petrovi¢ Z. Predrag. , Knjizevnost, kultura i politika u diplomatskim pismima
Rastka Petrovi¢a®. Naucni sastanak slavista u Vukove dane 52/2,
(2023): 163 —171. (Cirilica)

Petrovi¢, Rastko. Prepiska. Prir. i komentare napisala Radmila Suljagic.
Beograd: R. Suljagi¢, 2003. (Cirilica)

Rumayed, Ousama. ,,Urban Heritage and Sustainability in the Age of
Globalisation®, 2024. Preuzeto sa https://www.openbookpublishers.
com/books/10.11647/obp.0412 (Pristupljeno 1.8.2025).

Sladacek, Michal, Vasiljevi¢ Jelena 1 Petrovi¢ Trifunovi¢ Tamara. Kolektivno
secanje i politike pamcenja. Beograd: Zavod za udzbenike, 2015.

Skodri¢, Ljubinka. ,,Formiranje fondova Drzavne arhive 1900-1922“ u:
Istorija Fondova Arhiva Srbije Tom 1, 1900-1922. knj. 2, 7-25. Prir.
Ljubinka Skodri¢, Beograd: Arhiv Srbije, 2019. (Cirilica)

216


https://www.fabrikaknjiga.co.rs/rec/56/63.pdf
https://journal.knjizenstvo.rs/index.php/knjizenstvo/article/view/184/182
https://journals.sagepub.com/doi/10.1177/0885412203017004001
https://www.openbookpublishers.com/books/10.11647/obp.0412

Ana Mitrovski
University of Belgrade
Faculty of Philology
Original scientific article

Houses in Memory of Nadezda Petrovi¢, Part I1:
Traces of Memory and Archival Sources —
The Petrovi¢ House at Ratarska 32

This work examines the complex relationship between individual memory, collective
memory, and the documentary materials that emerge from them. By analyzing two
seemingly divergent approaches to interpreting personal remembrance and cultural
collective memory, the study grounds itself in Jan Assmann’s theory of cultural
memory. According to Assmann, the individual is always the subject of memory
and remembrance, yet personal memory is shaped by the social frameworks that
organize the individual. This perspective aligns with contemporary cultural theories
that recognize the role of family heritage in shaping cultural identity. Within this
conceptual framework—which places family memory on equal footing with
collective memory—the paper explores the historical continuity of the Petrovi¢
family, with particular attention to Ljubica Lukovi¢, one of the daughters of Dimitrije
and Mileva Petrovi¢.

The family’s presence at Ratarska 32 is reconstructed through the long-term
recollections shared in direct conversations between the author and Mr. Milo$§ Kolaz.
A second, documentary mode of remembering is developed through the analysis of
archival records that identify the house at Ratarska 32 as a site of memory. These
documents provide deeper insight into the social era in which the Petrovi¢ family
lived, formed individual identities, shaped their family identity, and contributed
significantly to the development of cultural collective memory.

The aim of this work is to understand how individual memory, collective cultural
memory, and documentary memory intersect to form a foundation for researching
cultural heritage. The study is supplemented with archival materials related to the
Petrovi¢ family home at the former Ratarska 32, the scholarly work of historian
Dimitrije Mita Petrovi¢, and family correspondence. These materials support
the argument that documentary analysis contributes to establishing an objective
framework for understanding personalities and events that are otherwise viewed
from a considerable temporal distance.

Keywords: memory, Petrovi¢ family, Ljubica Lukovi¢, Rastko Petrovi¢, documentary
material, cultural heritage
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We Were Constantly in Some Kind of Protest
https://doi.org/10.18485/knjiz.2025.15.15.11

Interview conducted by Biljana Doj¢inovic¢®

Dragana Popovi¢ is a retired Professor of Physics and Biophysics
at the Faculty of Veterinary Medicine, University of Belgrade. She was a
coordinator of the Center for Women’s Studies in Belgrade (2000-2011), a
lecturer at the Faculty of Political Sciences in Belgrade (MA program Gender
and Politics) and a member of the editorial board of Genero, a journal in
feminist theory. She has published more than 200 papers on radiation
biophysics and atmospheric physics, education, women in sciences, and has
translated popular science books and scientific essays. She published the

book Women in Natural Sciences — from Archimedes to Einstein (Belgrade:
Sluzbeni Glasnik, 2012).

Since you were a student, you have witnessed and participated in numerous
protests. My first question here is concerning student demonstrations of
June 1968 in ex-Yugoslavia, that is — the Socialist Federative Republic of
Yugoslavia. What are your memories of those days?

Although I considered myself to be a passive observer, I have very vivid
memories of that protest to this day. The center of the protest was at the
Faculty of Philosophy, and, at the time, I was studying physics at the Faculty
of Natural Sciences, just across the street. In fact, the protest at the University
of Belgrade came with the wave of general student protests in the USA and
Europe, particularly France, which started altogether as a resistance to the
Vietnam War. In Belgrade, we had some demonstrations against the war in
Vietnam, but it was just an echo of these events worldwide. However, the
main and most important difference between the demonstrations of 1968
and the student protests later on, in the 1990s, was that it was distinctly left-
oriented. In 1968, students were demanding social justice, more significant
participation of workers in the government, better wages. They were strongly
against the so-called Red Bourgeoisie, the new and arising social class of
rich and privileged in the socialism. If there were any outcomes of that
protest, the most important one was the establishment of minimum wages
for workers. The protest itself lasted just five or six days. Then president Tito

! bdojcinovic@fil.bg.ac.rs ; https://orcid.org/0000-0002-8684-2350
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wisely announced that student demands were justified. And it was the end. It
ended because the students, because we, believed in the government and in
the authority of Tito. So, when Tito said: OK, all the demands will be fulfilled,
the students gathered outside the faculties and danced a partisan’s kolo. And
many of the participants in the protest, many of my colleagues, joined the
Communist Party later on. Also, many were disappointed afterwards. But it
was the first protest and, I would say, one of a kind in any socialist country.

What was the atmosphere among the protesters?

The atmosphere seemed extremely serious. I would say there was no humor,
no fun. All the lectures and speeches were political. For example, the famous
actor, Stevo Zigon, performed a speech of one of the leaders of the French
Revolution in the courtyard of the Faculty of Philosophy. Perhaps we were,
I don’t know, too serious, much more serious than the generations to come.

The next protest 1'd like you tell us something about began as a civil one. It
took place on March 9", 1991, at the Republic Square in Belgrade. Do you
have any memories of that day?

I have profound memories of that day. I was with my family and friends
at the Republic Square, near the National Theater, and a writer and one of
the leaders of the opposition, Vuk Draskovi¢, was speaking from the Theater
balcony. The other leaders of the opposition were with him, too, and the
Republic Square was crowded with people of all ages. It was an anti-war
protest, the protest against the politics of MiloSevi¢, the protest against the
destruction of Yugoslavia.

The following day the students left student dormitories in New Belgrade
and headed to the city center, asking for Draskovi¢, and others who were
imprisoned, to be released. It became a students’ protest then?

It became a joint protest of students and citizens, or opposition. The well-
known actor, Branislav Leci¢, took on the role of students’ spokesperson when
they gathered around the Terazijska Cesma, in the very center of the city. For
me, personally, it was a very touching moment, because that was the period
when many young people were leaving the country. At Terazijska Cesma I
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said goodbye to my best friend and colleague from both Grammar School
and university. Men were fleeing the country, because they were scared of
mobilization, they didn’t want to go to war, to fight for something they did
not believe in.

That was called our Velvet Revolution. A year later, exactly on March 10th,
another student protest took place?

At that time, [ was a more active participant in the protest, as [ was an assistant
professor at the University of Belgrade. That protest lasted for about a month,
it was again an anti-war protest, and an anti-MiloSevi¢ protest. Students
locked themselves at the faculties, and we, the professors, held lectures. We
wanted to be with them and to provide some content to that event. It was a
bit surreal, I was talking about radiation, natural radiation, in the middle of
the wars that were outside faculty halls. The protest had a large support, even
from the Academy of Science and Arts (Srpska akademija nauka i umetnosti
— SANU). I think that about sixty members of the Academy signed that they
support the students. But it just faded away. There were no outcomes. I think
that the forces that were pro-war were too strong, so nothing came out of
it. But it was just one of the many protests and demonstrations against the
regime of Slobodan MiloSevi¢ to come. Now, when I think about the ‘90s, it
seems that we were constantly in some kind of protest, spending all the time
on the streets.

The student protests in 1996 and 1997 were especially important.

The initial and main cause were the elections: the opposition won local elections
in Serbia, but MiloSevi¢ didn’t want to acknowledge it. The opposition started
the protest, and then the students joined. At the time, I was a professor at the
Faculty of Veterinary Medicine, and I was protesting every day at noon with
the students, and in the afternoon with the citizens. It is interesting to mention
that students of veterinary medicine had a mascot, a little donkey, attending
the protest with us. One of the students would be with the donkey in front of
our group, and we would gather with students from Faculties of Medicine,
Pharmacy and Dental Medicine at the nearby park, and then all of us would
go to the Republic Square.

I don’t remember the exact number, but there were perhaps twenty out of
about a hundred members of the faculty, and about one third of members
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of University of Belgrade who signed the document stating they wanted the
results of the elections to be acknowledged. But actually, there were only
five to ten of us, professors and assistants, who were active participants in
the protest. And the professors were mostly women. Five women professors
were with the students every day. Once, we had a clash with the Radical
Party leader, Vojislav Seelj: he pointed a gun at the students, and one of
the professors, a woman, was shouting at him, trying to get to him, beating
a policeman with an umbrella. This was almost a funny moment in a rather
grave situation.

Were there any really funny situations?

During many of these days, there were some funny and carnivalesque events.
The badges, for instance, were really funny. We even staged some events — in
one instance we decided to stop the traffic in Belgrade. The drivers stopped
their cars pretending they were broken. I was close to the Palace Albania, and
Terazije, when every single car stopped. And we, the pedestrians, gathered
around them and asked the drivers: “What is wrong with your car? Can
we help?” And the drivers would respond: “I don’t know. I had it repaired
yesterday. [ don’t know what is wrong now.” So, it was like street theater.

I also remember that we, the protesters, called all the ministries, asking to
speak with the ministers. The clerks, who were mostly women, would just
ask us not to call again, because they could not work. So, there were many
elements of humor. But they had serious implications as we were blocking the
traffic, the ministries, etc.

What was the most dramatic moment during 1996-97 protests?

For me, it was when the students blocked Kolarceva Street, a small street
between the Republic Square and Palace Albania. It was a cold and foggy
winter. I would wake up at two or three o’clock in the morning — at night,
actually — to make some sandwiches and prepare some tea, and take it to
Kolarceva street — to the students who were there night and day. Another one
of my colleagues, a close friend of mine, professor Gordana Puri¢, would
come with a bucket, a broom and a big brush, to clean the street. As there
were many foreign media and TV stations in the city, she did not want the
street to look dirty.
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Tell us how you passed the police cordon to get to the students.

I was with my dog, a big rottweiler. The police cordons were at Terazije and
the other end of Kolarceva, at the Republic Square. Students were gathered
inside a small open space, where you were not supposed to get in. But I, and
some other people, we went there, through a house passage the policemen
did not know about, because they were not from Belgrade. It was MiloSevi¢’s
policy to bring police from smaller towns, but they were not familiar with
the city they were brought to. And then, in one moment, I was standing in the
middle of this space, with my dog. The students and people shouted, ,,Bravo,
bravo, bravo!” A policeman, probably the one in charge, turned, and saw me,
then came to me and asked: “Where did you come from?” Funny, but at that
moment, [ was not afraid for me, I was afraid for my dog. I must say that I’'m
not a brave person and I don’t like to be in a crowd, but at that time I just felt
I had to go. Anyway, he let me go, perhaps because of the dog. And, as far as
the blockade of Kolarceva street is concerned, Serbian Patriarch Pavle came
and led the students through the cordon.

Did you feel obliged to participate in the protest because of your students or
your children?

Yes, my son was young. I was afraid that he would be mobilized, and yes,
I felt I had an obligation towards my students. I do believe teachers should
stand by their students.

Were any lectures held during these months?

At most of the faculties there were no lectures, no lab practice, nothing. At
some faculties, however, some professors were giving lectures or enabling
lab practice. There were students who wanted to take the exams or attend
the lectures. People have different reasons for it, and different financial and
family situations. I remember that even during the bombing I was holding
exams because some students wanted it. But, the friction between the students
and professors who would go to protests and those who would not, was not so
strong as it is nowadays in the ongoing protests. I don’t think we were more
tolerant. I rather believe mutual relations within the academic world were
different.
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At that time, you were already active in Belgrades Center for Women's
Studies?

Yes, the Center was, like many other civil organizations and NGOs, a kind
of a sanctuary for me. It was a place where you could meet like-minded
people. You could talk with them. You could even talk about things that were
not directly connected to the war. That is when I started my research about
women in natural sciences. The Center had a great number of students, and
offered a variety of courses, I think it was its golden age. It sounds kind of
contradictory if you think about the fact that around us, at that time, there
were wars, poverty, personal tragedies and losses, but inside the Center, we
had something that was blooming in a way.

We have proof of that, and it is thanks to you, because you were the one who
suggested we do yearly reports. And we were like, ha, who has the time to do
that after all the things we have done in a year? But it turned out to be a very
smart decision. And the monography of the first ten years of the Center for
Women's Studies was your idea, too.

Well, we all participated, but yes, I thought it was important to have a written
record of what had happened.

1 just realized that the first lectures at the Center, or what later became known
as the Center for Women s Studies, took part on March 8th, 1992, which was
Jjust two days before one of the student protests we mentioned.

It was before my time in the Center, but yes, I think we all needed it. We
all needed a place where we could discuss what is happening to us. Like,
for instance, the lectures by historians Dubravka Stojanovi¢ and Olja
Milosavljevi¢, which were not strictly about women, but rather about history
from another angle, helped people understand what was going on. And there
were lectures on various subjects, like for example Chinese culture, not only
about women empowerment. It was important for the students, and for all of
us really.

What was the outcome of the protests of 1996-97?

Well, having the results of the elections acknowledged. It should be pointed
out that, eventually, the protests got support from Europe. Felipe Gonsalez
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— from Spain, he was, I think, a Prime Minister — he came and had a long
talk with MiloSevi¢. He told the opposition, okay, the results of the elections
are okay, but don’t ask for Milosevi¢ to resign. And the opposition accepted,
although we were all a bit disappointed. So, the following year MiloSevi¢
became the president of the Socialist Republic of Yugoslavia, a country made
up of Serbia and Montenegro. And that was the beginning of the end of his
regime, although years were still to pass.

MiloSevi¢ was inaugurated as the president of the so-called Socialist Republic
of Yugoslavia in July 1997. On that occasion, there was a protest in Pioneers’
Park, situated exactly opposite the building of the National Parliament.

That protest was symbolic — people were throwing old shoes at the new
president. The shoes represented people who had left the country. We wanted
to show him, to show MiloSevi¢, how many people left the country. The
police didn’t allow us near the Parliament building, so we were on the edge
of the park opposite the Parliament, and he was standing at the entrance with
his family, waving to the people. I had a large bag of shoes, which I collected
from my mother and aunts. At one moment, Jelena Santi¢, a well-known ballet
dancer and peace activist, was standing next to me. She was empty-handed
and had no more shoes to throw, and she asked me if she could use some of
mine. “Help yourself”, I said.

The photo of Jelena Santi¢ throwing a shoe, taken by Goranka Matié, became
iconic. It was used for a logo of the foundation named after her which supports
young people s struggle against repression.

I do not know if in that particular photo she was throwing one of the shoes |
gave her, but the important thing is that the act itself represented resistance.
There was no expected outcome of this protest, we were just doing it for all
the people who left the country. And too many did so. The void left behind
them was large and impossible to fulfill.

My final question concerns the present situation. It is now August 2025,
and student protests have already been on for nine months at this moment.
Citizens have also joined it. These are the longest lasting protests ever held
here, and we still cannot anticipate when they will come to an end, which
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should come with the fulfillment of student demands. Instead, the reaction
is harsh and, among other things, a group of so-called “students who want
to study”, supported by the government, populated the above-mentioned
Pioneers’ Park. How do you feel when you have to walk around this place?

I feel emptiness. Now I’m the passive observer again, it is as if [ have closed
the circle. I feel emptiness and I think, how did it come to this? How did it
come to this after all these years and after something that I think we have
achieved? And yes, we must say we have achieved something. So, why are we
back at the same point we started from? Well, perhaps it is not the beginning
again, because the context is quite different, both globally and locally, but
we are still in the streets once again... | feel bitterness, too. This is the most
precise description of how I feel. And angry. I feel so angry.
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YuHN MH ce 1a CMO CTAJHO OMJIM HA HEKUM nporecrumMa

PasroBop Boamia busbana JlojuntnoBuh’”

Hlparana IlomoBuh je mnpodecopka ¢usuke u Ouodpusuke Ha
dakynTeTy BeTepHHAPCKE MEIUIIMHE YHUBEp3uTeTa y beorpany y neH3uju.
buna je xoopmunatopka llentpa 3a xeHcke crymuje y beorpamy (2000-
2011), mpenaBaunna Ha dakynrery MOJIUTUYKUX Hayka y beorpany (Ha
Mactep nporpamy Pog u donruitiuka) W WIAHUIA YPETHHUIITBA Yacoruca 3a
bemunucTuky teopujy Genero. O6jasuina je Bumie og 200 pamoBa y oGmactu
paaujannoHe Ouodusnke u armochepcke Gusuke, 00pa3oBama Kao U pagoBe
0 XeHama Hay4yHHIama. [IpeBonuia je HaydHO-TIONMyJapHe KIUTe U HaydHE
eceje. O0jaBuna je KwuUry JKene y upupognum Haykama — og Apxumega go
Ajnwinajua (beorpan: Cinyx0enu racHuk, 2012).

Jow og cuygenitickux gana ounu cilie c6egox U Y4ecHux y OpojHum
upoweciiuma. Moje upso uuiliarse je o CilygeHuicKuUM gemoHciupayujama
uz jyna 1968. y ouswoj Jyiocrasuju — Coyujanuciuuxoj Degepaiiusroj
Peiiyonuyu Jyiocrasuju. Yeia ce cehaitie u3 wiux gana?

HNako cam cebe cmarpasia MacHMBHMM IIOCMaTpayeM M JaHac
nMaMm Beoma kuBa cehama Ha Taj mporect. llenrap mporecta Omo je Ha
duno3zodckom (akynTeTy, a ja cam y TO Bpeme cryaupana (U3HKy Ha
[TpuponHo-mMaTeMaTHyKoM (aKyITeTy KOjH Ce Hajla3u MPEKo IyTa. 3amnpaso,
npoTecT Ha YHHBEp3UTETy y beorpaay nomao je Ha Tajacy CTYIEHTCKHX
nporecta y CAJ] u EBponu, nocebno y ®paHiryckoj, KOju Cy MOYETH Kao
ornop BujerHamckom pary. U y Beorpany cy opraHu3zoBaHe JeMOHCTpaIlnje
npoTuB para y BujerHamy, anum To je OMo camo omjek oBux jgorahaja mmpom
cBeTa. [7naBHa W HajBakHMja pasnuka ui3Mel)y nemoHcrpanuja 1968. u
CTYJIEHTCKUX TIPOTECTa KacHH]je, ACBEICCETUX TOJMHA, OWia je y TOME IITO
Cy OBHM IIPBH OWJIM W3pa3UTO JIeBUYapcKu opujeHtucanu. Crynentu cy 1968.
TOJIMHE 3aXTEBAJIM COIMjalIHy TpaB/y, 3HauajHUje yuyemhe paJHuKa y BIACTH,
6oJspe Tuiate. buim cy CHa)KHO MPOTUB TaKO3BaHE IPBEHE Oyprkoasuje, HOBE
HacTtajyhe qpymTBeHe kiace 00raTux v MPUBHIECTOBAHUX Y COLIUjAIIN3MY. AKO
je u OMJI0 HeKMX MCXO/a TOT MPOTECTa, HAjBAKHUJU je OO yCIIOCTaBIbambe
MUHHMAJHHX TU1aTa 3a pagnuke. CaM MpoTecT je Tpajao caMo MeT WK IIeCT

"'bdojcinovic@fil.bg.ac.rs ; https://orcid.org/0000-0002-8684-2350

229


https://orcid.org/0000-0002-8684-2350

nana. Tana je npeacequuk TUTO Myapo 00jaBHO J1a Cy CTYIEHTCKH 3aXTE€BU
ornpasaanu. 1 To je 6uo kpaj. 3aBpILIMIIO Ce 3aTO LITO Cy CTYIEHTH, 3aTO IITO
CMO MM, BepOBaJIi y Biaay Uy Turos aytopuret. Jlakie, kaja je Turo pexao:
,»Y pely, CBH 3aXTeBM he OMTH UCTTYHEHU ™, CTYICHTH Cy C€ OKYIHIN UCTIpe]
(axynreTa u 3aUrpaan Ko3apadyko Koio. I MHOTM yyecHHUIIM TPOTecTa, MHOTE
Moje KoJjlere, KacHHje Cy ce MPHIPYKUIM KOMyHUCTHUYKO] mapTuju. Takobe,
MHOTH Cy KacHHje OumiM pazodapaHu. AJH TO je OMO IPBU MPOTECT U, peKIia
OUX, JeAMHCTBEH y COLMjATUCTUYKUM 3eMJbaMa.

Kaxsa je ouna atumocghepa mehy gemonciupaniiuma?

AtMmocdepa je usrienana uy3erHo o30uspHa. Kan nmornenam yHazan
pekna 6ux aa Huje Ouino xymopa, HU 3abaBe. CBa IMpeaBamba U TOBOPU CY
6unu nonutuuky. Ha mpumep, y nsopuriry ®@uno3zodckor paxynreTa CliaBHU
CreBo JKuron je ompkao roBop jeaHor ox Boha DpaHiycke peBoOdylHje.
Moxaa cMo OwiM, HE 3HaM, MpeBUIlE O030UJbHH, MHOTO O30WUJBHHUJH O]
KacHHUjHUX TeHeparuja.

Cnegehu uipoitieciti 0 Kome OUX dicenena ga Ham Hewilio Kaxcellie oyeo
Jje xao ipahancku. Ogporcan je 9. mapiua 1991. iogune na Tpiy Peityonuke y
beoipagy. /la nu ce cehatne wioi gana?

Jlo6po ce ceham Tor naHa. buia cam ca mopoauIioM U npujaresbuma
Ha Tpry Peny6nuke, 6113y Haponnor no3opuinra, a Byk Jlpamrkosuh, nucart
U jeaH ofl Iujiepa OMo3HuIije, TOBOPHO je ca OankoHa mo3opuiTa. M octanu
JTUzepu ono3unuje Omnum cy ca wumM, Tpr PemyOnuke je 610 mpemnyH Jbyau,
nene, Miaaaux, cTapujux... bHO je To aHTHpaTHH NMpPOTECT, MPOTECT NPOTUB
nonuTrke Musomesuha, mpoTecT NPOTUB pa3apama Jyrociasuje.

Cnegehei gana cillygeHiiu cy HAQUyCHIUIU CUIYGgeHIICKe gomMose HA
Hosom Beoipagy u yiywiunu ce xa yeHipy ipaga, ipaxcehu ga ce J{pawxosuh
u gpyiu 3ailieopeHu ocioboge. [a nu je o oHga UOCWIAO CULYGeHUICKU
ipoueciu?

[TocTao je 3ajemHUYKH TPOTECT CTyldeHaTa W TpaljaHa, OJHOCHO

onosunuje. [myman bpanucnas Jleunh je mpeys3eo yinory CTyAEHTCKOT
MopTIaposia Ha CKymy Kox Tepasujcke yecMme. 3a MEHE JIMYHO je TO BeoMa
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emotuBaH TpeHytak. Ha Tepasmjckoj yecMu cam ce OmpocTwiia O CBOT
HajOoJber MpHjaTeshba M KOJIETe M3 TMMHA3Wje U ca yHuUBep3uTera. Tama cy
MHOTH MJIAJIM JbYIU HAIyIITATH 3eMJbY, OCXalll Cy jep Cy c€ IUIaIlvIn
MOOWIHM3aIM]e, HUCY JKEJENN J]a MY y paT Ja ce Oope 3a HElITO y 1ITa HUCY
BEPOBAJIH.

To je nazearo nawo Inuwanom pesonyyujom. I oguny gana kachuje,
wauno 10. mapiua, ogpoicao ce joul jegan cilygeHiicKy Upouieciu?

VY To BpeMe caM aKTHBHHjE€ y4ecTBOBaja y mporectuma. Jlokropuia
caM | TpernaBaja Ha YHuBep3uTery y beorpamy. Taj mportect je Tpajao
OKO MeceIl JIaHa, OmeT je OMo aHTUpaTHU U yCMepeH npoTuB MunonieBuha
U meroBor pexkuma. CTYICHTH Cy ce 3aTBOPHIM Ha (PaKylITeTHMa, a MH,
npodecopH, Ap>Kaau CMO mpenaBama. JKemenn cMo J1a OyaeMo ca buma, Jia
WX TIOAPKUMO, Ja JaMO HEKH aKaJeMCKHU caapikaj ToMm norabhajy. buio je
MOMAJIO HaJPeaHO, TOBOPUIIA CaM O 3padeiby, IPUPOIHOM 3paveHy, ycpen
paroBa KOjH Cy ce BOJIWJIM OKO HAC, BaH (PAKyNTETCKHX Ccalla, aJld UIaK y3 Hallle
yuenthe. [Ipotect je uMao BenMKy MOAPIIKY, yak u of Cpricke akaaeMuje
HayKa ¥ YMETHOCTH. MuciuM fa je oko meszaecet wianoa CAHY nornucano
MOJIPIIKY cTyAeHTHMa. nak, Taj mpoTecT ce jeHocTaBHO yracuo. Huje 6mio
pesynrara. MuciuM aa cy cHare kKoje ¢y Owmie 3a par Ousie jade, HUCMO jOIIT
JIOBOJBHO CXBAaTaJM KOJIWKO jake. Mmak, To je Ouo camo jemaH o MHOTHX
MPOTECTa U JIEMOHCTpaIja mpoTuB pexkuma Cinodogana MunomeBrha koju
cy ycnenunu. Cajna, Kajia pa3MHIIIbaM O JIEBEIECETUM, YHHU MU C€ JIa CMO
CTaJTHO OWJIM Ha HEKUM MPOTECTHMA, CTAJTHO Ha yJIHIlama.

Ciuygeniucku upowiectiu 1996. u 1997. iogune ounu cy tiocedHo
BADICHU.

[ToueTHu U maBHU y3poK OmIK cy U300pu: Ono3ulivja je modeana Ha
nokaaHuM n3bopuma y Cpouju, anu MwtomeBuh HUje MPU3HAO pe3yiTaTe
n30opa. Ono3unuja je 3amodena MPOTECT, 3aTUM Cy C€ NPUIAPYKUIU U
cTyfaeHTu. Y To BpeMme, Omiia cam npodecopka Ha Berepunapckom dakynreTy
Y WIIA CaM CBAKOT JlaHa y MPOTECTHE LIETHE, MPEMOJHE ca CTYIECHTHMA, a
nornoHe ca rpah)anuma. 3aHUMJBUBO j€ TIOMEHYTH Ja Cy CTYACHTH BEeTEpHHE
MMaJH MacKOTy, MarapeHiie, Koje je Ouino ca HaMa. JegaH on cTyaeHaTa Ou
ra BOJHMO MCIPE] HAllle rpyre, a MU OMCMO C€ OKYIUbaJH Ca CTYICHTHMa
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Menununckor, @apmanieyTckor 1 CTOMAaTOIOMIKOT (aKy/iTeTa y OOMMKbEM
MapKy, a 3aTUM 33jeIHO cBU UL Ha Tpr PemyOnuke.

He ceham ce Taunor Opoja, anu je OMJIO MOXJAa ABAJECET O OKO
cToTHHY mpodecopa Hamier ¢akyirera U oko jenHa TpehuHa mpocgecopa
U acucTeHata YHuBep3uTera y beorpagy koju Ccy MOTHHCaIM 3aXTEB 3a
NpU3HaBamke M300pHHUX pe3ynrarta. AU 3ampaBo, OMJIO HAac je camo MeT
70 JieceT, mpodecopa M acucTeHara, KOjU CMO OWJIM aKTUBHH Y4YECHHIIU
npotecta. M To cy yrmaBHoM Oune xkeHe. Hac meT mpodecopku je 6mio ca
CTy[I€HTUMa CBaKH JaH. JeTHOM cMO ce CykoOuinu ca jujepoM Pamukanne
crpanke, BojucnaBom Ilemessem: OH je ymepuo HHUIITOJb y CTYIACHTE, a
jenHa on nmpodecopku je BUKajia U MOKyIlaBaia aa nohe 1o wera, ynapajyhu
noJiunajua Kumoodpanom. OBoO je 6O TOTOBO CMEIIaH TPEHYTaK Y NPUIMYHO
030MJBHO] CUTYyalU]H.

a nu je buno 3aucitia cmewnux cuiiyayuja?

TokoM Tpu Mecena Tpajama poTecta 6o je u 3a0aBHUX Jorahaja u
KapHeBaJicke aTMocgepe. berieBu koje cMO HOCHITU Cy OWJIM BPJIO TyXOBHUTH.
Opranu3oBany CMO U HeKa peksio Ou ce 3abaBHa jgorahama — Ha IpUMep,
na 3aycraBuMo caoOpahaj y beorpamy. Bosaum cy 3aycraBibanu cBoje
ayromobuie mperBapajyhu ce na cy y kBapy. buna cam xon nanare Anbanuja
Kajla Cy ce 3ayCTaBUJIM CBU ayTOMOOMIIM. A MU, MEIIAIH, OKYIIHIIH CMO CE OKO
BUX ¥ IUTaIu Bo3aue: ,,lllta Huje y peny ca Bammm ayromoounom? MoxkemMo
U 1a momorHemo? A Bo3auu Ou oxarosapanu: ,,He 3nam. IlompaBmo cam
ra jyude. He 3nam mta caga Huje y peny.” Kao ynuuno nosopumre! Takohe
ce ceham 1a cMO MU, IEMOHCTpPAHTH, 3BaJId CBA MUHUCTApCTBa, Tpaxkehu na
pasroBapamo ca MuHucTpuma. Ciyx0eHulie, jep yrJIaBHOM Cy TO Ouiie jKeHe,
MoJuiie 61 Hac Ja BHILIE HE 30BEMO, jep He Mory na paze. Jlakie, 6uio je
MHOTO eJeMeHaTa XyMopa, ajlld UMajH Cy 030MJbHE MMIUIMKALUje jep CMO
TUMe Onokupanu caobpahaj, pax MuHucTapcrasa ... L{usb je 6uo na cucrem
CTaHe.

Koju je 6uo najgpamaiauunuju iipenyiiax wwiokom upotiecina 1996-97?
3a MeHe je To 610 Kaza cy cTyaeHTH Onokupanu KomapueBy yiuiy.
buna je xnaaHa u MarsioBuTa 3uMa. bynnia 6ux ce y JBa WM TpH carta yjyTpy

— 3ampaBo HOhy — J1a HalpaBUM CEHIBHYE U CIIPEMUM 4aj 33 CTYACHTE KOJU
cy Omiu Ha ynuiu Jamy 1 Hohy. A Moja KoJIerMHUIa U OJIMCKa MpHjaTesbulLa,
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npodecopka ['opnana Bypuh, nonasmia 6u ca KAaHTOM, METIIOM U BEJIUKOM
YEeTKOM J]a OUMCTH ynully. Y beorpamy je Taja 6110 MHOTO CTpaHUX HOBUHApa
u TB ekumna, roBopuiia je 1a He JKeJH Ja yaula u3riesa npibaso.

Kaxo ciie Bu u gpyiu ipahanu dpownu noruyujcku KOpgoH ga ouciiie
ciiuinu go citygenaiia?

Ha paszne naumnse. JegHoM caMm 6miia caMm ca CBOjUM IICOM POTBAjJIEpPOM
Conujem. [Tonuuujcku kopaonu cy 6unu Ha Tepasujama u Ha APYroM Kpajy
Konapuese, na Tpry PenyOnuke. CTygeHTH Cy ce OKyNMJIM Ha MalloM
OTBOPEHOM IpocTopy U3Mel)y kopaoHa. Al HEKOJIMKO HAC KOJU CMO, Jla TaKo
Ka)keM, IT03HaBaJIM TEPEH, MPOIILIIM CMO KpO3 MPOJIa3 3a KOj! MOJIHULIAJ LU HUCY
3Hanu jep Hucy Ownm u3 beorpana, To je 6mna MunomeBuheBa MOIUTHKA
Jla TOBOAM IMOJUIM]Y U3 MAamHUX I'paZioBa, BEPOBATHO HUjE UMAO MOBEPEHE
y OHYy JIOKaJIHy, TO Cy OWie Heuuje KoMIIuje, poaduHa, npujarespu. M onaa,
y jJeIHOM TPEeHyTKY, Halllla caM C€ Ha CpPeJUHHM TOT MPOCTOpa ca CBOJUM
ncoM. CTyeHTH U OokojHM rpal)aHu cy moBuKamnu: ,,.bpaBo, 6paBo, OGpaBo!*
[onuuajarn, BepoBaTHO jeiaH Of CTapelIMHa, OKPEHYO Ce U BHJIEO Me, 3aTUM
MU je IpHUIIao u nurao: ,,Onakie cre gouutn? YynHo, ajau y TOM TPEHYTKY
ce HUCaM Iulammia 3a cebe, MIalIWiIa caMm ce 3a CBOr Ica. MHaue Hucam
HapouyuTo Xpabpa ocoda, nzderaBam ry>kBy Uy ayTolycy, aji y TOM TPEHYTKY
caM jJeZJHOCTaBHO OCETHUJIA 1a MopaM Jia OyaeM Ty. Y CBAaKOM CIIyuajy, ITyCTHO
Me je, MoxJ1a 300r Mor 1ica, kKo 3Ha. Ha kpajy ce Gnokana Konapuese ymuie
3aBpIIMJIa TAKo IITO je narpujapx [laBie cTao Ha 4eno CTyIEHTCKE KOJIOHE U
MIPOBEO CTYJEHTE KPO3 KOPJIOH.

a nu citie ce ocehanu obasesnom ga yueciligyjeiiie y upotieciiy 3601
ceojux cillygenaiia unu ceoje geye?

Jla, Moj cuH je Taza Ouo y roJuHaMa Jia je Morao ja Oyze MoOMInCaH,
a ocehana cam 1a umam o0aBe3y W IpeMa CBOjUM CTyleHTHMa. Bepyjem na
npodecopu Tpeda na Oymy y3 cBoje CTyIEHTE.

Ha nu cy wiokom osux meceyu ogpacasana Heka upegasaroa?

Ha Behunu ¢daxynrera Huje Omiio mpeaaBama HU J1a00paTOPH)CKUX

BexOu. Ha Hekum dakynrernma, meh)ytum, nojeiuau npodecopu cy aprxain
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npeaBama M aCUCTEHTH U JIOLEHTH JIabopaTopHjcke BexkOe. buito je crynenara
KOJU Cy JKeJleJIM Jia TOJIaXKy UCIIMTE WM MIPUCYCTBY]y NpenaBamuma. Vimann
CTe€ pa3NuuuTe JUYHE, (PUHAHCHjCKE U TMOpPOAUYHE cuUTyaluje. Ja cam u
TOkOM OombaproBama 1999 roaune apxana UCIUTE jep CYy HEKU CTYACHTH
TO ’KeJenu. AiM, Kao Ja HeTpnesbuBoCT M3Mel)y cryaeHara u mpodecopa
KOJU Cy ITPOTECTOBAJIM U OHUX KOJU HUCY HH]je Onila Tako OTBOPEHO U3paXKeHa
Kao y cajgalmuM nporectuMa. He mucnum na cmo Ounu tonepantuuju. [pe
BepyjeM Jia cy Mel)ycoOHU OTHOCH YHYTap akaJeMCKOT CBeTa OMIIN APYTadHjH.

V wio epeme citie 6eh Ounu axiiusHu y 6eoipagckom Llenitipy 3a
JHceHcke ciyguje?

Ha, LlenTap je, kao ¥ MHOT€ Ipyre LIMBUIIHE OpraHU3alllje U HeBJIaIu-
He opraHu3anyje, OMo HeKa BpCTa yTOUMINTa 32 MeHe. buiio je To mecto re
CTE CpeTal UCTOMUILJbEHUKE. MOITIN CcTe J1a OTBOPEHO Pa3roBapare, 4ak U
0 CTBapuMa Koje HUCY Omie AMPEKTHO MOBe3aHe ca paroM. Tajga cam moyena
CBOj€ MCTpaKUBame O KeHaMa y MPUPOAHMM Haykama. LleHTap je umao
BEJIMKH OpOj CTYAEHTKHIbA U HYAHO j€ Pa3HOBPCHE KypCeBe, MUCIIUM J1a je TO
OUJI0 KEroBO 3JIaTHO 100a. 3By4M IMOMAaJI0 KOHTPAJAUKTOPHO aKO MMOMHUCIIUTE
Jla cy OKO Hac y TO Bpeme OWJIM paToBH, CUPOMAIITBO, JIUYHE Tpareiuje u
ryounu, anu yHytap LleHTpa My cMO MMany HEHITO LITO j€ [BETAJIO.

Hmamo goxas 3a o, u ito je 3axeanyjyhu Bama, jep cilie ipegnoicuiu
ga pagumo loguuirbe uzeewiaje. Mu ocidane cmo pexie, xa, Ko uma 8pemeHa
ga wo pagu Hocne ceux ciieapu Koje cmo ypaguie 3a loguny gana? Anu
uctioctiasuno ce ga je o ouna eeoma uameiina ogiayka. M monoipaghuja
o upsux geceill ioguna Llenitipa 3a snencke cilyguje je waxohe ouna Bawa
ugeja.

I1a, cBe cMO yuecTBOBaJIE y TOME, KOOPAUHATOPKE U Mpodhecopke, anu
Jla, cMaTrpajia caM Ja je BaKHO UMATu MHUCaHU 3alKc O TOME ILITa Ce PauJIo.

Yipaso cam cxeaiiuna ga cy upea iipegasarea y Lleniupy, unu onome
wildo je xacuuje uociuano uosHaiwio kao ILlenwiap 3a owcencke ciuiyguje,
ogpacana 8. mapiua 1992. iogune, witio je 6u10 camo gea gana iupe jegHoi og
clilygeHiicKux upoileciiia Koje cmMo uomeHyie.
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buno je To npe mor nonacka y LlenTap, anu aa, MECIUM Ja HaMm je
cBuUMa To Omio norpebHo. CBUMa Ham je Omio moTpedHO MECTO e OUcMo
MOTJIe /1a pa3roBapamo O TOME LITa HaM ce Aemasa. Ha npumep, npenaBama
uctopuuapku JlyopaBke CrojanoBuh u Osbe MwunocaBibeBuh HHCy Ouita
UCKJbYUYHUBO O KEHaMa U POJHOj PaBHONPABHOCTH, Beh 0 nuctopuju u3 jexHor
JpYyTror yria, IOMOIva Cy HaM Jla pa3yMeMO IIUPU KOHTEKCT TaJallmbHX
JemaBama. buio je mpenaBama 0 pasHUM TeMaMa, Ha MPUMEp O KUHECKO]
KyJATYypH, HE CaMO O OCHaXKUBamY >keHa. bua cy To nmuTama BaXkHa 3a Hallle
CTYJCHTKHIbE U CTY/IEHTE, 3alpaBo U 3a CBE HAC.

Kaxas je 6uo ucxog upouieciia 1996-97?

VYeneman, pesyaratd uzbopa cy mnpusHard. Ilomorio je u To
mTO Cy Ha Kpajy, mporectu no6unu mnoapimiky u3 Epome. demnmume
I'oncanes, npemujep llnanuje, Taga, MUCIUM — JOIIA0 j€ U pa3roBapao ca
MunomeBuhem. Ono3unuju je pexkao, y peny, pesyiratu uzbopa he outu
MIPU3HATH, aIM HEMOjTe TpakuTH ol Muiomesuha 1a nmoxHece ocraBky. U
OTIO3UIIM]ja je MPUXBATUIIA, HAKO CMO CBU OWJIM 1omaio pazoyapanu. Cienehe
ronuHe Munomesuh je mocrao npencennuk Corujanuctuuke PemyOmnmke
Jyrocnasuje, 3emibe cactaBibeHe o7 Cpouje u Llpue I'ope. Unak, nmpotectu
1996/97 cy Ounm moyerak Kpaja HETOBOT PEXUMa, HAKO CMO MOpad Ja
cayeKamo jOoII HEKOJIMKO IOJIMHA.

Munoweeuh  je unaylypucan 3a  UpegcegHuka — WAKo38aHe
Coyujanuctuuuxe Peiiyonuxe Jyiocnasujey jyny 1997. Tom upunuxom, ogparcan
Jje upoiueciu y Iluonupckom uapxy, Koju ce Halasu Wa4Ho Upeko iyiia 3ipage
Hapogne cxyuwinumne.

Taj mpotecrt je 6uo cumbonnuan — rpahanu cy Garanu crape numene
Ha HOBOT TpenceaHuka. Llumene cy npeacraBbaie OHE KOjU Cy HAITyCTUIIH
3eMJby. XTEIH CMO Jia My MOKaKeMO KOJIMKO j€ JbYIAH HAIyCTHJIO 3E€MJBY.
[MonuuuMja HaMm Huje 1o3BOIMIA Ja npubhemo Omu3y 3rpajge CKymmTuHe, na
CMO OMJTM Ha MBMLIM Napka npeko myTta CKyMIITHHE, a OH je CTajao Ha yiasy
y 3rpagy CKyniITHHe ca MOpoIuIIoM U Maxao HaMm. Mimasia cam Benuky TopOy
MyHYy LUIeNna Koje caM MOKyHWJIa O]l MajKe M TeTKH. Y jeIHOM TPEHYTKY,
Jenena IllanTuh, no3nara GaneprHa U MUPOBHA aKTMBHMCTKHIbA, HAILIA Ce
nopen MeHe. Huje nmana Bumie nunena 3a 6auame, na Me je nurana jaa Jid
MOXe J]a KOPUCTH HeKe 0Ol MOjuX. ,,Jlociayxure ce®, pekia cam.
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Dottoipaghuja Jenene Lllaninuh xaxo baya yuiieny, Kojy je Haupasuna
T'opanxa Maitiuh, tiociana je kynitina. Kopuwhena je 3a noio ghongayuje koja
HOCU 1beHO UMe U Koja togpaicasa bopoy Miagux sbygu Upotiue peupecuje.

He 3naMm na nu je Ha T0j KOHKpETHO] (poTorpaduju Oanana jenHy ox
[UIesna Koje caM joj J1aja, ajld BayKHO je J1a je caM YuH Oallama NpeicTaBbao
otnop. Hucmo HuIra ouekuBain o OBOT IIPOTECTA, PaJWiId CMO TO CaMo 3a
CBE OHE KOjU Cy HAIyCTHJIH 3eMJbY. A Omio ux je npesuiie. [IpazHuna kojy
Cy OCTaBWJIM OMJIa je TaKO BEJIMKA J1a jy je Omno Hemoryhe momyHuTH.

Moje unocnegroe uuiiarwe wmuue ce cagawre cuinyayuje. Caga je
asiycii 2025. iogune, a cillygeniticku upouieciiiu tpajy eeh geseili meceyu.
Hpugpyscunu cy um ce u ipahanu. Oso cy HajgyiotipajHuju Upoieciiu
uxaga ogpacanu y Cpouju, u jow ygex ne modxcemo upegsugeiiu xaga he ce
3aepuwiuitiy, witio ou twpebano ga ce goiogu Kaga ce UCHYHe CULYJeHUICKU
saximiesu. Ymecilio wioia, peakyuja je owitpa u, uzmehy octuanoi, ipyia
iako3sanux ,, cillygenaiia Koju dfcene ga cidygupajy ", y3 uogpuwky eiaciiu,
Hacenuna je iope nomenyiiu Iuonupcku tiapx. Kako ce ocehaiile kaga mopaiiie
ga ugeitie oko ol dapka, UOwiio Kpo3 wela He modicellle ga upoheitie?

Oceham mpaznuny. Cama cam MOHOBO MACHBHH NOCMAaTrpady, Kao Ja
cam 3arBopuia Kpyr. Oceham mpasHUHY W Pa3MHUILBAM, KaKo je JOILIO J0
oBora? Kaxko je nouuio 0 oBora mocje CBUX OBUX TOJMHA U IOCJIE Heyera
LITO MUCIIUM J1a cMO niocturiu? Jla, Mopamo pehu J1a jecMo HEeITO MOCTUTIIH.
I1a, 3a1mTO CMO Ce BpaTWJIM HAa UCTY TAuKy OAaKIJIe CMO KpeHynu? Moxaa He
MIOHOBO Ha TOYETAK, jep je€ KOHTEKCT APYraduju, U TII00ATHO U JIOKAIHO, aJlid
MU CMO U J1aJbe IOHOBO Ha ynunama... Oceham u ropuuny. U spyTtiry. Beoma
caMm JbyTa.

IIpeBon ca enrneckor busbana Jlojunnosuh
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Let’s start this conversation with a brief overview of how and when you
entered the feminist movement.

At this moment in 2025, the U.S. (my country of citizenship) is in very great
danger, from internal authoritarian functioning despite law and our founding
document—the US Constitution and the Bill of Rights, that all officials are
bound by oath to honor. This unfolding issue (ongoing) involves a strong and
ugly attempt to cancel and annul women’s rights—the gains of about 50—
even a hundred— years of various positive aspects of feminism. This crisis
needs to be understood as the contemporary background of my comments
here, in 2025.

To answer your first comment, there is never one kind of feminism, so I’d
like to say feminisms in the plural. My particular entrance occurred as what |
would now characterize as a positive but incomplete form of feminism: white
middle class, professionally-oriented, in an urban and university context.

I became what I call a feminist in 1968 in New York City while I was a
graduate student in literature at Columbia University. It is vital to understand
that feminism had not “really* existed for several decades as an active and
engaging force. There was no feminist “’political party* in the U.S and no
official politics with any pro-woman’s rights ideas.. Policies and laws about
women, thinking about women was dormant, not active. But suddenly—
inspired in part by the burgeoning Civil Rights movement in the U.S., women
began to articulate some parallel questions and grievances.

Looking back to that time in the U.S, [circa 1967-1968], class, and racial
distinctions and differences could be seen in general outline (though these
were only generally or loosely acknowledged), and there was prejudice,
disgruntlement, and heavy repressive kinds of socialization of girls and
women, differentiated by race and class and region, as well as by attititude
and ideology. Yet in other ways, it was a pleasant enough historical period,
because many things seemed possible, doable.

There were politically active women even in the government often as civil
servants, but no particular visible politics about women’s issues. There were
also some distinctive voluntary organizations. For example, Women Strike for
Peace and other organizations concerning the destructive potential of nuclear
warfare. There were articulate civil rights movements (first for Blacks also
then, historically involving homosexuals and women). Out of the 1930s, there
was a beleagured left and worker orientation that has been actively repressed
in the post-World War II period. These are only quick examples of what (now
available) histories of contemporary decades of U.S. would tell researchers.
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The largest and most drastic poetry movement during the mid-1950s through
the radical feminist and anti-war movements in poetry was named The
Beat Generation, very compelling, populist, and quite male oriented, even
if women identified with its outspoken counter-normative thinking and
particular liberation claims.

Circa 1966 after a popular book by Betty Friedan (The Feminine Mystique,
published 1963) roused a self-conscousness about post-war repressions of
women and about the friction between a rosy picture of middle-class female
lives, and some realities, women began to discover contradictions in their
social roles, their social importance, their socio-political stakes. Many lively
organizations of women were invented and began being active to change
some of the problems that women began to see in the post-War period.

I have written about my personal ‘“conversion experience* (realization
of gender issues and discrepancies) and their long, defining, professional
aftermath in Blue Studios: Poetry and its Cultural Work. This is particularly
in an essay called "Becoming a Feminist Critic: Reader, [ married me.* This
essay offers a reader a summary of one typical trajectory of sudden realization
of feminist social critiques. There are many narratives for researchers, and
some very good histories of this second wave Womens Movement that can
supplement my brief account here.

This title was a suggestion that alluded to the end of the 19" century British
novel Jane Eyre. It referred to the hard won end to the marriage plot after
suffering and many complications with their narrative costs. However, the
witty me pretended I was marrying myself by thinking seriously about
women, gender and feminist insights as interpretations of what I saw socially
and in literature. My title about marrying was influenced by my first critical
book, Writing Beyond the Ending: Narrative Strategies of Twentieth-Century
Women Writers (Bloomington: Indiana University Press, 1985). That book
addressed the familiar 19" century convention ending of many novels about
women — marriage (a normative success) or death (as a punishment for
transgressions, often sexual—and for not fitting easily into the sex/gender-
system).

Our feminist thinking was based on a sense of the specific contradictions
we encountered as female graduate students—we were being prepared for
a professional status mostly closed (by custom) to us. Further, in our higher
(university) education, we had as a generation, barely ever been asked to
study women writers (nor Black writers—a significant cadre in the United
States), had been trained or encouraged to ask no gender questions of any
text. In that late “New Critical” era, any analytic or aesthetic questions seen
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as “social” were not part of the approved analytic and interpretive agendas.
Women writers were not treated (if read at all in a curriculum) with the same
seriousness as male writers—they were also often downgraded and shrugged
off. Suddenly all this ideology shadowing the study of literature became
visible to us, even shocking, and the intellectual implications were very
startling and ripe for change and critique. An upsurge of scholarly and literary
activity followed from that shift in assumptions so powerful that it was like a
paradigm shift.

Your questions all come from the same literary and textual space that our
work built up over these years. But the kinds of feminist acts that I have
done are not only in the zone of textual study. To follow up on my feminist
activities immediately after 1968 and in the long decades: these activities
involved writing, editing (and helping to edit) journals. These journals had
been invented and sustained during this sudden opening to and curiosity
about women in history, economics, and society, not only in literature and
art—everywhere, in fact. A feminist intellectual context was being created
and sustained in such scholarly journals (as Feminist Studies—on which
I served with others on the editorial board for at least fifteen years). This
journal was new, just begun; it was being created and sustained by the labor of
academics who were also creating, evaluating and sustaining major paradigm
shifts in our fields. One university with far sighted vision eventually housed
it with limited but vital support, (University of Maryland, College Park) but
it had been generated originally by a tiny group feminists, identifying an
intellectual need—and starting to do this work with a small editorial board
around 1972. A Wikipedia summary of the journal reports (accurately) that
it is difficult now to remember how rapidly feminist activities encouraging
scholarship and studies of women and gender grew exponentially in all fields.
In my particular way, I made my editorial contributions to this journal and
eventually with several books of scholarship. The women of that generation
were simultaneously creating that scholarly field and contributing to it. The
revealing joke is we were building and flying that airplane simultaneously.

My feminist activities deeply involved my profession—teaching—as well as
promoting gender analyses (analysis of the sex-gender system) through my
research and editorial work. My works (among many other many people’s)
have helped to expandand enliven the school and university curriculum. This
was another accomplishment of this generation of 68-ers.

What was Women’s Studies in the curriculum as I experienced it for me?
First, studies of some contemporary women’s writing—for me poetry
(poets like Adrienne Rich, Lucille Clifton, Sylvia Plath, Muriel Rukeyser)

241



led to university courses with gender analyses of literature and the exciting
cultural work of discovery of poets, attitudes and literary canons. This in its
turn entailed texts, bringing books back into print and in circulation, editing
anthologies, and researching to “recover” underknown women writers from
several literary eras well into the past. This involved the invention of also
earliest general survey courses like introduction to WHY women’s studies.
Thus emphasis on women in the curriculum, the topic of gender in my field led
to keen moments of putting newly read but existing literary and social works
on the syllabus—Ilike Mary Wollstonecraft, and discussing their importance
to Western Civilization. It was heady work. We implicitly felt that knowing
more about gender issues would allow people to see the social and literary
context more critically than before—a goal of education.

Social change is a vital part of feminism—struggles for gender justice in the
context of social justice. There have been many struggles against laws limiting
female education, study of society and law and custom to hold women and
girls to second-class citizenship, which are as important to the practical, central
social change that women seek. There are observations and claims about
women in any religious and philosophical tradition. Acts in women’s health
care must demand that difference is respected but not disabling. Struggles
solidifying women’s human rights are necessary to maintain. Proposing and
maintaining attitudes of gender critique are crucial. In wanting to talk about
the sex-gender system, economic equity, the right of all women legally to
earn and keep their own money is vital. Depending on the national contexts
that we know, there are many places where one could see (and still sees)
distinct social inequality between male and female citizens.

U.S. women had many semi-invisible political walls inhibiting them (but not
decisively preventing them) from joining the general realm of full adults —
like holding a job, being paid serious pay, joining professions — MD, lawyer,
pharmicist, professor — having their own bank accounts and credit cards (if
yet married), as well as possibilites for motherhood and increasing bodily
choices. There were unwritten limits (even quotas) about women’s active
presence; for example, in medical schools (circa 1970). There are, now, only
sporadic numbers of formal preschools for chidren to help women join the
workforce. (This contrasted with very different availability during World War
I1.) Many of these earlier barriers have been inoperable for decades, but now
(in 2025) are again under high risk. Already in 1967 and for many years
since, there have been laws and customs that limited women rather efficiently.
Thus, to summarize, the general feminist movement in the U.S. was a civil
rights and economic rights set of movements and organizations that has had
many cultural iimplications. The situational studies of these limiting laws
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and customs often led to movements for change. This political pulse began
perhaps in late 1950s (after a hiatus), and picked up in many realms after
1968, continuing even now into 2025. These realms included literature and
the arts. Feminism implies social, political and cultural movements, which
are not one thing, nor finished things, so feminisms are plural.

Let’s now talk about the cultural work you’ve done in literary criticism and
poetry. You are known as the author of three books of essays that contribute
significantly to feminist theory. The first is The Pink Guitar: Writing as
Feminist Practice. The other two are Blue Studios: Poetry and Its Cultural
Work and Purple Passages: Pound, Eliot, Zukofsky, Olson, Creeley, and The
Ends of Patriarchal Poetry.

You have referred to these as a TRILOGY, indicated by key color names (The
Pink Guitar; Blue Studios; Purple Passages) and all center on gender and
poetics, often through studies of modernist and contemporary poets. With
early essays like “For the Etruscans* from The Pink Guitar, you seem to
engage closely with French feminist thinkers — is that the case?

Your emphasis on French feminist theory in some of your address to me
should be noted as not fully encompassing my situation. So your interest in
what is the ’relevance of” “French feminism at this point of my theoretical
work [and ] also of my poetry.” I would say first that I am more inductive
and rarely apply materials or a thought systems to generate my writings or
findings. 1 explore observations and a feeling-based critique from my own
experiences and reading and these go into play empirically and analytically.
That is an inductive point of view and the “Etruscans® essay began there. I
also would not call myself a theorist, but just a person engaging in thinking as
a process of interpreting my worlds. Thus my reception timetable of French
theory makes it unlikely that this was a direct influence on my earliest essays.

At the time you are talking about, France, Canada, the U.S.A., Australia,
and certainly the UK had serious, active, lively and autonomous feminist
movements of many kinds, some of which knew about the movement
(activism) elements, and the intellectual work going on in other places.
Priority is always interesting, but not at issue—that is “who was first* is not
that germane. This intellectual climate was really a nexus not a genealogy. It
1s appropriate to trace networks of knowledge as they formed.
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From what literary context did your essays emerge?

I actually wrote my first essay influenced by two Anglophone writers, the
U.S.poet Robert Duncan and his The H.D.Book a work in manuscript that
had been circulating in little magazines like Caterpillar in the late 1960s. The
second active influence were the essays of the British novelist, Virginia Woolf
especially 4 Room of one’s Own (1929) , and essays in general including
some by Adrienne Rich in the early 1970s, like “When We Dead Awaken:
Writing as Re-Vision* (1972).

Let me talk about dates of publication and of translation into English of the
essays you ask about from French feminism. I am certainly not in the field
of French philosophy / cultural comment. So I received these French essays
no earlier or later than most Anglophone literary people. The second essay
I wrote was “For the Etruscans® in 1979. The French feminist you refer to
is Hélene Cixous whose “Laugh of the Medusa® was written in 1975 and
translated into English in 1976. It appeared, and I read it in the anthology
New French Feminisms, edited by Elaine Marks in 1980, with a significant
review by Carolyn Burke in 1981, a review that helped propel the whole set
of these French feminist thinkers in English. The other two very important
French thinkers who appeared in that collection of theorists in English were
Julia Kristeva (a multipronged thinker) and the third was Luce Irigaray, the
author of This Sex Which Is Not One, 1985 (generally appeared first as a
psychoanalytic thinker).

What is my specific relationship to this plathora of thinking? Gratitude, but
no specific indebtedness.

Particularly with Cixous, the rhetoric on which ”For the Etruscans® rested—
was collage, made up of several voices/ writings, involving multiple
authorship as a metaphor and in part an actuality. The paper was based on a
conference seminar that I delivered or led in 1978 at a conference series then
occurring once a year called The Scholar and the Feminist. The topic was is
there a "women's writing “ special to women. Is there a “female aesthetic.? “
It was a fraught and interesting topic at the time.

My contribution was not prewritten but was a folder of “teaching notes”,
with me as seminar leader. When asked to “write this up for publication,* I
then asked for responses from seminar participants—who were like myself
younger feminist cultural workers. Once I got letters back after the seminar, |
committed to using all responses (with everyone’s authorship attached to her
resposive letter).

With an emphasis on establishing female difference from men (as if women in
general as a socio-psychological group had one cultural position). This kind
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of question or topic drastically de-emphasized divisions among women, the
history of women, differences (such as race and sexuality, language, nation,
and region) among women. Such emphasis on this fundamental juncture of all
women later in its extreme, was characterized as essentialism. My position
articulated in that essay was that middle class women were “’(ambiguously)
hegemonic.* This phrase tried to get at the interesting, pertinent alternation
between feminisms of difference and particularity, and feminisms of sameness
and humanity as a whole—that is difference and sameness [in relation to
males]. No need to deny situational, historical and faceted complexity! This
has always been my attitude.

My somewhat difficult to discern argument in this essay is that there is (at
least) an expository, informational mode in writing, and a more essayistic and
even a collage-argued mode, and both together, and then other modes as well.
The use of any of these modes was a situational choice that different authors,
writing formations or groups made, based on the socially-situated ways that
each rhetoric was read by that group and other groups at that time. Rhetoric
is always situational. The two rhetorics (expository and essayistic) could be
used by either gender depending on their sense of the moment. This socially
located and flexible point got misunderstood by binarist readers to postulate
wrongly that I held a gynocritical, even female-first and essentialist position.
No—mnot at all. I have been upset at the narrowed ascription of what I thought,
since it was not what I thought then nor what I think now. My interest was in
an interesting stylistic enterprise to investigate—the essay usable by women,
not binarist gender thinking.

Thus “For the Etruscans” (1979) was widely taken to defend “feminine”
language, although what it actually said is that all language use, all use of
discourse is situational, chosen, and relational in historically unfolding
ways. As I argue in Blue Studios, the terms “personal, autobiographical”
and “feminine” are a cover story for collectivity, heterogeneity, positionality
and materiality. To me, any call for the “feminine” in discourse is interesting
only when crossed with a feminist, or otherwise liberatory, critical project;
rhetorical choices are only part of a politics.

My rhetorical tropes of collective authorship and collage are different from
Cixous’ maenadic rhetorical trope. I am sure I had read her essay by 1981,
but in origin, they were parallel. My essay was not informed by hers or by
her thinking when my seminar was first delivered and conceptualized. Like
many things that occur in a cultural realm, they essays were simultaneous
in impulse or necessity—she is enshrining a female maenadic voice; I was
foregrounding the essay/collage form as non-static, process writing, like
thinking aloud.
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As I said, the Cixous appeared most accessibly in the anthology New French
Feminisms, and I am sure I read it there. As for the three people whose names
are most mentioned in these years, Cixous, Irigaray, Kristeva—of course,
eventually I read (and taught over the years) some key essays. But at the
point of inception, I had Anglophone sources for my essays. The appearance
of “Etruscans® was self-generated. I had heard about the cities and mysteries
of Etruscans from a classicist [ knew. I used my trope of “Etruscans® as
being parallel to women because at that point little was known about the
Etruscans. Similarly, Women had not been studied as a significnt topic! And
incidentally, a good deal more is known about the Etruscans now, 50 years
after. Hence, in my later essay,” f-words: an Essay on the Essay* in Blue
Studios, 1 offer a footnote (BS, pp. 257-258, N. 24, ), updating information
about the actual Etruscans and how I was deploying that ancient peoples, who
were simultaneous and contemporaneous with the Romans, as a metaphor for
the mystery of women as a topic of actual curiosity and investigtion.

How have your interests in feminist theory and interpretation changed over
time?

Feminist thinking was and is also a rich social and political praxis. 1 was
as much interested in applied feminisms as theoretical feminisms. In fact,
feminist theory is built on feminist practice not the other way round. The
deep fascination of feminist theory/ gender thinking in philosophy and
psychoanalysis, managed to have some neuralizing effect to block interest
in feminist praxis—activism around social change. Theory is not as dynamic
and discussion oriented as praxis or social struggles became. Theory has had
fewer results, one could say, although it can inspire. In many ways a mix of
applied and theoretical feminisms were appropriate for serious agitating for
necessary social change. A person had to defend a position in the real world
of social jostle and resistance.

So my work in general was transformed by general feminist feelings, and
some of the interpretive questions that resulted. Here are some examples.

Much of my literary critical work enters the realm of becoming, that is, of
poesis, of making things different. It can be visualized as a Venn diagram
where three sets of practices meet. The first are institutions of poetic
practice—editing, mentoring, declaring allegiance (with manifestos, poems
and the like), following (and being construed as a follower), and studying
muse-artist relations. These have long been components of poetic careers and
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affiliations, and they take some specific contours in the US twentieth century.
These contours are all inflected by gender.

Second, all writers implicitly or explicitly take up relationships to the gender
materials of culture and society in their work and in their self-creation as
writers. I have studied some and scrutinzed some interactions in modernism.
These relationships can be studied even if the writers did not comment directly
upon such issues or commented only intermittently. So the second circle of
the Venn diagram consists of a reading lens emphasizing practices of gender.
The book that I wrote with this topic in mind was Purple Passages: Pound,
Eliot, Zukofsky, Olson, Creeley, and the Ends of Patriarchal Poetry. This
book shows a particular curiosity about what maleness, male subjectivity,
manhoods of several varieties, homosociality, and sexualities brought into
poetic formation and affiliation. My play with pink, blue, purple shows the
interactions of gender “colors” (amusing to me). This Trilogy third book
wrote a good deal about something (male subjectivity) that I can only be
next to, not really inside of (but so what of that?), and something that was
variously unnoticed, under-scrutinized, or over-generalized in some feminist
thinking until about thirty years ago, when the first anthologies and studies of
maleness emerged into the field of gender studies.

Because these first two “sets of practices”—the practices of the poetic career,
and of gender—are multiple, polymorphic, changeable, malleable, and always
in play, and because they are proposed, drawn upon and staged variously,
I try to exemplify “research as encounter” (Pollock 2007, xiii and xv).
Griselda Pollock intended by this term a multi-disciplinary encounter, using
concepts from one discipline to illuminate another. This encounter between
gender studies and poetry studies has always needed to be methodologically
alert to resist overly stolid social readings, and to encourage attentiveness
to how poetry works. Any call for “analysis that make us appreciate even
more the complexity of language, subjectivity, symbolic practices, affects
and aesthetics” has my attention (Pollock 2007, xiv-xv). With all my work,
including poetry I reveal my interests in a culturalist poetics.

Your book Gender, Races, and Religious Cultures in Modern American
Poetry, 1908-1934, was extremely important to me. [ was especially struck
by the term social philology — could you explain what this methodological
approach to poetry means?

That critical work discussed three subjectivities crucial to U.S. modernism—

New Woman, New Black (or Negro, as they said then), and New (or
Enlightenment) Jew—and poems generated within those subjectivities.
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So this book continues my interests in a culturalist poetics by its building
of reading strategies called social philology or sociopoesis (DuPlessis 2001,
11-17).? This means looking at small poetic categories (like word choice, line
break, punctuation) and finding a poetic particularity that could be seen by the
critic as a place in which the poet reveals a historical attitude or position in a
contemporaneous social debate (such as Black-White relations, or women’s
rights or sexuality). With social philology, I pursue some key readings using
this analytic leverage. It is a form of socially-inflected close reading.

I am very glad you found that close reading position engaging. It came as
a result of a general cultural studies approach to poetry. This context needs
some sketching.

Poetry has — in recent conventional thought — been exempted from any kind
of socially inflected criticism, as one of those very personal (individuated) or
original things — this strangely overlooking poetry’s saturation in its own
assumptions and practices of subjectivity and representation. Or poetry has
been viewed as one of those higher things, transcendent, lofty, just too (note
the tautology) “poetic” to be grounded in (tainted by?) social representations
or debates. Some people call this exclusionary attentiveness by the term “the
aesthetic”— and that’s unfortunately become a prim little self-congratulatory
term in recent years. [ affirm the aesthetic, without question, yes, but sometimes
that concept has become too pious, and exclusionary. Such an analytic
position can be crudely idealizing and keen to separate “higher planes” (like
form) from “lower things” (like content of all dimensions), not to speak of
material issues of text, versions, and transmission. Such assumptions about
the specialness of poetry reassert hierarchical binaries for literary study.

There have also been many cultural studies and socio-historical examinations
of poetry, but from “the outside” not from “the inside” of the poetic text, (on
the other hand, without acknowledging poetry as an art form, any poem might
as well be considered as only sending a message, just like prose. Obviously
artistic choices in each art form are vital! And these need analytic scrutiny).
By the outside I mean very valuable studies concerning the production of
artists, the social production of artworks (groups, coteries), social norms
and historical crises with differential pressures on different artists; cultural
institutions and institutions of artistic practices; dissemination and reception
of artists and artworks. To choose an example: a woman writing may have
different relationships to the institutions of cultural practice (how and what and
where to publish, for example). However, these differences and samenesses
are not categorical but are modified and placed in active relationships with

2 Social poetics, socio-poesis, a social philology, cultural poetics, social formalism are terms
indicating critical positions intent on analyzing social and aesthetic issues together.
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material forces other than gender. The kinds of gender claims, with other
social claims and observations, are more analytic and mobile than many
people saw at first.

This encounter between gender studies and poetry studies has always needed
to be methodologically alert to resist overly stolid social readings, and to
encourage attentiveness to how poetry as a practice works at different eras.
Any call for “analysis that make us appreciate even more the complexity
of language, subjectivity, symbolic practices, affects and aesthetics” has my
attention (Pollock 2007, xiv-xv).

In your book Blue Studios: Poetry and Its Cultural Work, 7 found important
definitions of what you call the "feminism of production* and the ’’feminism
of reception . Could you elaborate on these concepts?

I am not sure how I can explain this more, but I will try. Gender analysis
is a secular tool of critical understanding, not a religious or quasi-religious
structure of feeling.

Yet in any socio-cultural moment of importance, there is a period is a time
when authors and artists have an urge to depict themselves or depict a certain
group in a positive light. This positive or ennobling depiction occurs for
reasons of inspiration, hopefulness, utopian yearning, models for group values,
inter-personal behavior, or behavior of characters in books, offering of model
for (or fantasy of) choices applicable to “’the real world,* offering emotional
support and clarity, a desire to push back against negative depictions of the
unfavored group. Feminism of production is affirmative, up-lifting, a way of
wanting women to be seen in the best light, justifying their tribulations and
choices, and explaining their activities, presenting their lives and emotions in
the most positive way, “taking the woman’s side” in debate. This position is
sometimes necessary and useful, but as a habit of mind, it can be too limiting.

This is a feminism of production. It shows artistry, audience desire, and
marketability. This can be a very nice and useful literary attitude. However,
the disparaging and hostile term for this cultural behavior is political
correctness,” and in another mockery of a social goal "DEI* [diversty,
equity, inclusion]. With an idealizing perspective the feminism of production
might be a very powerful proposal for groups. With “representation* at stake,
one has seen many artistic moments that are affirmative. This choice of a
powerful and positive depiction of a group is a recognized moment or element
in art. Good and engaging art can emerge from this moment. This feminism
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of production is the desire to make plots, use notable, memorable (perhaps
allegorical) images emphasizing depictions and arcs of responsive insight
that have a hopeful, affirmative flair.

[ found it interesting how your approach to the poet H.D. has changed over
time. Her work was clearly important to you — but in one of your texts, I came
across a critique of her work — I'd appreciate if you could explain that.

Well, writers’ stuggles and choices are always important to me, and as a
literary critic knows, a person may “fall in love* with a writer, a position that
empowers their analyses and abilities to read the work. But there is no need
to idealize that writer or to let appreciative and sympathetic readings become
a version of worship. It is that simple. One needs to have a balanced view of
the topic, the text, or of the object of your curiosity.

That balanced engagement would be an example of the feminism of
reception. Let’s say—an ability to discuss in a curious and investigative way,
some of the sexism that one finds in thinkers otherwise deemed “geniuses*
or to discuss gender ideas, even ones you dislike and would reject critically
in a debate. The feminism of reception asks questions inflected with gender
ideas (and other social practices) without pre-writing the answer (as always
affirmative), but maintaining a clarity, critical investigation, and ethical
curiosity. Why something was once thought is an investigative question, and
not only a position that we deeply question, something we think is damaging
and disfunctional to study.

A feminism of reception does not, for instance, have exclusively to study
women writers, it can take the most negative, and ugly depiction in literature
and philosophy and interpret that perspective from historical knowledge,
ideological understanding, and formal perspectives: always asking the
questions why and how this particular [ugly] depiction occurs. Analyzing
from a feminist or gendered point of view will always involve intellectual
movement and decisions between feminism of production and feminism of
reception.

Thus feminist thinking, separating out women authors for separate study,
has motivated an on-going revolution in reception.’ It is one methodological
move within literary study—to separate a marked group—gay writers,
Black writers, writers who share a cultural formation, a social manifest, a
historical ascription. This depends on identifications—made by writers, made

3 1t’s one that can have, in 2007, Ann Vickery point out that her book Stressing the Modern: Cultural
Politics in Australian Women's Poetry is the first major study of modern Australian women’s poetry”

3).
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by critics. Any writer manifests multiple identifications, and those may be
differently evoked at different career moments. One might see this in the
career evolution of Adrienne Rich’s identifications—from ‘“ungendered”
yet female writer, to feminist writer, to lesbian writer, to writer identifying
with an anti-Zionist reform Judaism, to writer claiming a global ethos. And
as well discussing placing a writer may not involve the identification made
by an individual author, but the critical grouping and identification made by
a critic as part of the gathering, sorting, and investigating process of literary
discussion. This activity in reception has allowed a rewriting of literary
history, groups and movements, studies of the differences among women, as
well as their differential relationships (from that of many men) to culture and
to authority, authorization and authorship. Since main culture may deny or
obfuscate or show ambivalence to female agency, feminist reception should
try to find evidence of this agency, examine it, investigate it, disaggregate its
components, value and study its products.

However, a corollary of the recovery of female cultural agency is that it
demands to be viewed coolly. Many——certainly some—women deploy their
agency in ways you might not like, might not admire politically, or think is
useful culturally. It is a measure now of the strength of feminist scholarship
that it can deal with the labor of women even if that labor has been for
questionable (to us) ends. That is, to “manifest literary feminisms” we must
separate our (temporally limited) ideas of what is good for women from what
women actually did and said.

Further it is possible to construct a feminist reception of women writers who
are relatively—even verbosely and polemically—skeptical of feminism. Not
all women writers are feminists, and certainly “feminist” writers don’t pledge
allegiance to precisely the same feminisms across history, nor to the same
kinds of liberatory projects, even at the same historical era. Not only are all
females not universally committed to what used to be called “liberation,”
neither would they/we necessarily know what that might look like in particular
cases, nor would they/we agree on how to “get there.” Even those who are
committed to changing the sex-gender system may act in self-deceptive, in
strategically strange, or double ways. Despite the problematic of this sex-
gender bolus, purist separatisms only compound the political and social
problematic; they don’t help clarify it.

It is not widely known in Serbia, nor in the post-Yugoslav region, that there
have been what are known as feminist poetry movements in the U.S. —
including experimental feminist poetry. In 1987, in socialist Yugoslavia, I first
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became aware of Language poetry [a recent U.S. experimental movement in
poetry and poetics] and began translating its poets (Charles Bernstein, Ron
Silliman, Lyn Hejinian, Rae Armantrount, among others), but I didn t connect
poetry experimentation with feminism until I encountered your feminist theory
of poetry. So, this interview is intended to provide context for the existence of
these two poetry modes in contemporary U.S. poetry, as well as for literary
criticsm done with gender in mind. Could you speak about these two, I will
call them feminist poetry formations?

“Women’s poetry” is a vital and variable historical heuristic and critical
probe. It’s a debated category among critics and among poets, some people at
various times being deeply committed to it, other people rejecting it, and some
who don’t like it nonetheless conceding its importance in literary history. Of
course, it is, in a lively and interesting manner, thoroughly linked to feminist
questions both loosely and generally and in specific. If one has an upsurge
of feminist thinking on a historical level, then there will be an upsurge of
women’s poetry, of the welcoming of women’s poetry, and of the writing and
critical approaches to women’s poetry, and even the disparagements of the
very category”’women’s poetry” as something to consider.

Atthe beginning of the 20™ century, a women’s issue of Others—one of the key
U.S. modernist journals—called for a “women’s poetry” issue in an interested
but, dare [ say, a tad patronizing way, by the general editor Alfred Kreymbourg,
“we long to see what women will come up with.” Women have always done
things in the poetic line of things, books and contributions to periodicals. So
how does something become “women’s poetry” as distinguished from writing
in verse or poetic forms by the female of the species? I point to this as a case
study in literary history.*

There are a couple of ways, not all convincing but all historically available
and testified to in biography. This is a suggestive list. First, female themes
are addressed, whatever that means, and defining those would involve many
qualifications. What these could be is always a discussion topic. Also the
question, do women (or some women) bring a special female perspective to
poetry.

Second, one may identify women as minor poets. Their poetry stays limited,
and in some parallel ways women are considered second-class citizens. Some
women writers stay by choice within those limits: that is, decide to be small-
scale, charming, sometimes comic, or outspoken and shocking. These are
internalized choices for marketability, an interesting issue in both production

4 See DuPlessis “Critical Mapping II: Reading American Poetry by Women.” The Cambridge History
of American Women s Poetry, ed. Linda A Kinnahan. Cambridge UP, 2016: 26-40.
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and reception. Sometimes this poetics is staged as an advantage—an audience-
reaching and audience-pleasing role. (This strategy has its limits.)

Or, the poetry is compelled externally, by customs, to be viewed as limited.
There is an anecdote from the 1950s about having her husband guarantee
the originality of Maxine Kumin’s poem before she could get a publication
accepted. Some women carve a place for themselves by denying any
importance to their gender. Louise Bogan is notably conflicted on this issue—
“Women have no wildness in them,” she says annoyingly, blaming women
for any concessive, low-risk careers, neglecting discussions of the multiple
factors contributing to a literary career.

What does it mean to question your gender ascription in cultural relations (not
necessarily in sexual relations)? Professionally, you become a denizen of a
third place, perhaps a third gender, different from those others who enact the
binarist structure of positing two genders exclusively. It is a self-protective,
thoroughly explicable, and provoking claim that sometimes their gender
is not structuring. They have also experienced a sauve-qui-peut position,
given their ambitions and powers. For some an allegiance to a third gender,
to androgyny, is liberating (this was true of Marianne Moore). This idea
resembles the postulate of queer positions today. Some women suspect that
identification with women as a group (or as an “oppressed” or a distinctive
group) is unappealing and undercuts your poetic career. Clearly in this brief
sketch, you can see what a rich and debate-filled zone gender and poetry can
propose.

A particular woman writer may deny or discount her relation with women or
with any social identification. Such a poet instead wants a relation with poetry,
in isolation, with literary tradition, and wants her sex or gender (your pick)
ignored as irrelevant to the poetic career. In recent years, this attitude could
be proposed by by women writers (Louise Bogan was one, Denise Levertov
another) who explicitly refused to be anthologized in the recent (and field
defining) anthologies of women’s poetry. Or if they were anthologized, they
did so without any identification with the “feminisms” that might have gotten
them anthologized in the first place. Female issues are alluded to—prejudice,
ideas about sexuality and sexual freedom, contradictions experienced in Edna
St Vincent Millay and Mina Loy. Both of these poets use the allusiveness
of verse—compression, rhyme, evocations of cultural materials— to explore
these questions and to make distinctive, sometimes satiric, always judgmental
comment.

Female rage is sometimes visible in some literary careers—often it can hurt
the figure (Frances Boldereff, Marsha Nardi are evidence) or compromise
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them. The role of cultural helpmeet can have annhilating consequences.

I’ve always held that women have had a historically shifting relationship
to artistic and cultural institutions—education, access to schooling in their
professions, access to publication, distribution, and evaluation, access, that
is, to the cultural memory of themselves, for themselves and on their behalf.
This has shifted across modernity in considerable ways, with much literary
critical analysis possible of individual cultural workers and their contexts. In
what follows, I need to say I prefer the terms “poetry by women” and “women
artists” to the phrase “women’s poetry” or “women’s art.”

Thus the critical category “women’s poetry” (or “women’s art history™) is
a category of cultural rectification—to study who was there, that they were
productive, palpable, and forgotten; or undercut by sexism or by themselves;
or active and then erased (and so on). And there are various ways or grids/
lenses of reading their work—by a study of “female difference” from “men”
taken in over-generalized terms, but sometimes effective ones. Or female
sameness with male projects—comparativist studies that also might find
differences in terms of production or reception. Or female difference from
other females of other identifications (or identities, if you will). All of these
projects are both plausible and useful. Here is what these documents and text
state or show. This feminism of reception, importantly, is an analytic and
critical stance different from seeking exemplary thoughts and affirmative
ideas.

Importantly—any text in question (being analyzed) does not have to support
current or contemporary feminist ideas to be useful within a feminism of
reception. What problematic and prejudicial arguments are used in this text?
What do rhetorics and imagery and trajectories of statement attempt to
convince the reader?

It is a position within the feminism of reception that a document or text does
not need to uphold feminist ideas (whatever they are now) but instead needs
to analyze, the nastiest and most horrible writing showing how and why it
functions, or how it is damaging to women and girls in its tropes, choices,
and positions. That is, a document does not have to produce a consoling,
inspiring, or uplifting argument, but any document or literary/cultural text can
depict various gender-laden ideas and actions. It is the task of the feminism
of reception to exemplify curiosity, showing how these ideas and practice
function, or are the result of historical debate.

Such reading strategies might display many moments of disunity or
contradictions among the critical categories—imagery going one way
in a work, resolution (ending) pulling another way, suggest an example.
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Contradictions are repressed or under-emphasized, though truly these are
points of dynamic interest in texts.

And your poetry? Could you characterize your work as a poet? This is
the implicit question behind this interview. Your serial poem DRAFTS is
especially interesting — in literature, seriality is usually associated with male
experimental writing, although female poets also work in this form or mode.
Could you say something about the serial tradition and your engagement with
it?

You are asking about serial poems or seriality as a useful poetic structure.
This is a version of a medium-length poem with its parts in (often numbered)
distinctive sections. Often these sections are not linked by a clear, linear
argument, but depend on reader’s inferences to grasp the poem’s scope. These
are sections in which each unit investigates, examines, or possibly advances
an argument, but often by indirection. Serial poetry is writing as thinking
aloud, (not simply narrating, or embellishing, or singing, or writing in fixed
forms).

Serial work, with its modular construction, is a key in modernist structures
(that are often non -narrative). Modules examine the “same” item from various
positions and at different times. Monet’s haystacks are often deployed to trace
exacting particularities, and varieties of thing that might be individuated with
subtle shades of difference. That is, seriality honors the specificity of things.
It is a vital tool against over-generalization, and taking multiplicities and
polyphonies into account. Or it is simply invested in thinking in a poetic text,
not decorating, but working with social and personal feelings and thoughts.

It is also evoctive as being in sections with implicit or explicity pulse and white
spaces between the sections—gaps or juxtapositions with space. An art critic
named Chris Lyons recently charaterized some of Nancy Spero’s “scrolls” or
continuous but section works by this useful observation: The white or empty
spaces in her scroll/ serial work shows “temporal pauses, spatial expanses,
existential voids.” Something like this occurs in serial poems.

Now, to briefly turn to your poetry and poetics within the context of
contemporary U.S. poetry: could you explain the context in which experimental
feminist poetry emerged? What issues or challenges sparked its development?
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One response is this: a problem is—an exclusively short humanist poetry and
its naturalized conventions. Solution—a critique of the conventions of poetry,
subjectivity, the lyric. That is making a poetry some called experimental or
avant-garde (that last is too war-related a term for me). Some say innovative,
although the rhetorics are not “new” but are deployed in a focused way. And
when you have more people in the zone of experimentaton or inside a critical
occasion for using a wider set of conventions, and one has women self-
consciously writing poetry, you might get a range of women experimentalists.

Who were the actors?

I cannot give you a short list of actors; the United States is large and has many
poets! You might distinguish them this way: one set were poets favored by main
publishers, people recognized as poets, often winning some specific prizes in
US contexts. Varieties of writers, all well-enough rewarded with grants and
residencies. They write a generally narrative, memory-filled, and image-rich
humanist poetry. Often the poets show loose poetics of intersubjectivity and
well-worked language strategies.

How have your interests in feminist theory and interpretation changed over
time? Do you write political poetry? That is, do you write feminist poetry? Do
you present works directly engaged with feminist issues?

I do not write “feminist poetry” as that term has been understood, as coming
directly out of the opinions or positions of a particular era in the contemporary
women’s movement. I am known for writing one long poem in 114 separate
“odes” or “cantos”. This is called Drafts. (You have asked if Drafts is one
serial work, and I think that question is for critics to debate, not for me as its
author to categorize.)

I have often said that in my essays, poetry, and literary criticism I am a
feminist and a poet, not a feminist poet. I write enriched by and motivated
from feminism that I experienced as a dynamic upsurge at a specific time and
place. I am known for writing poems, engaging in cultural discussion and
critique, for writing a stylistically varied poetry that takes up many genres
and dictions in this one large work a poetry of expansive scope and active
thinking in process. I do not “write” feminist opinions within my poetry in
any straightforward, easily identifiable way.

I feel, as Adorno said, “migrated into” by our current social realities, infused
in every cell by an on-going world crisis of global plunder, gender wrongs,
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and nationalist malfeasance. The political world infuses everything we are.
I express it continuously; I do not have to “decide” to write a “political”
poem—I write politically simply by trying to represent all the dimensions of
my and our lives. The social world, the economic world, the political world,
the gendered world are here, now. The questions is how to face them, how not
to “exclude” their force by means of the purificatory, aestheticizing rituals of
art.

Being a poet is not simply writing poem after poem, though it begins that
way. It is defining a project, or several projects, sending them forth into our
world. In general, a poet will make some address to the whole structure of
poetic practice and to the histories of the mode or genre “poetry.” And from
there to thought, philosophy, cosmogony—however you put it.

For me feminism helps construct a critical and resistant relationship to
much of hegemonic culture, to its products and to its ideologies. This
critical resistance and suspicion is seen in a good deal of my work. Thus it is
categorized as “innovative.” Genres and conventions of writing often reaffirm
social and power relations that already actively exist. Forms may or may not
reaffirm those, but are often claimed as a sign of adhesion to tradition. That’s
why, for me, the cultural acts of critique, torque, resistance, investigation, the
invention of structures, the exploration of genres and idioms have had more
attraction and interest than acts of affirmation, fitting into genres, reuse of
conventions, and the obedience involved in using form uncritically. Poetry is
a practice of critique.
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Pejuen bray yllnesu
(¢poro: Pobepr C. [yllnesn)
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Iloe3nja je mpakca KpUTHKE

Pasroop ca Pejuen bnay Jlyllnesu Boguna je Jlyopaska Bypuh'
(Mutepsjy je Bohen mpeko umejna, of 1. janyapa 1o 6. jyna 2025)

Pejuen brnay [lyllnesu je amepuyka eKCliepMEHTANIHA TIECHUKHUHA,
TeopeTndyapka u kputnuapka. [lucana je o poay, moesuju U GeMUHUCTHYKO]
1 00jeKTUBUCTUYKO] moe3uju. HbeHy TeopHjcKy TPUIIOTHjy O pOAY YHHE
cnenehe kwure — The Pink Guitar: Writing as Feminist Practice (Pyxudacra
rutapa: [Incame kao peMuHUCTHYKA TIpakca) 00jaBJbeHa y M3/1aBaykoj Kyhu
Routledge, 1990 ronune; Blue Studios: Poetry and its Cultural Work (IlnaBu
aresben: [loe3uja u weH KynTypHH pan), kojy je u3znao The University of
Alabama Press, 2006. u Purple Passages: Pound, Eliot, Zukofsky, Creeley,
and the Ends of Patriarchal Poetry (Jbyouuactu macaxu: Ilaynn, Emwmor,
3ykodcku, Kpunu u kpaj narpujapxanse mnoesuje), oojaBbeHa y University
of lowa Press, 2012. roqune. OBe Kmure, 3ajeqHo ca MoHorpadujom Gender,
Races and Religious Cultures in Modern American Poetry 1908-1934 (Pon,
paca W pENUTHjCcKe KYJIType y MOJACPHO] aMEepUYKOj MOE3Wju), H3/1aBadya
Cambridge University Press, 2001, u A Long Essay on the Long Poem: Modern
and Contemporary Poetics and Poetries ([lyru ecej o nyroj necmu: Monepaa
U caBpeMeHa moeTwka u moes3uja, University of Alabama Press, 2023),
OCHOBA Cy 3a MPOy4YaBamke MOJICPHE U CaBpEMEHE TMoe3Hje u3 EMUHUCTHYUKE
nepckektuBe. OBe roxuHe (2025) o0jaBibeHA je U HEHA eKCIIEPHUMEHTAIHA
cepujanna noema Haypiuu (Drafts) non HacinoBom [lenoxyinu naypiiu (The
Complete Drafts), y uznaBaukoj kyhu Coffee House Press. Kmure moesuje
OBE ayTOpKE MpeBeACHE Cy Ha (PpaHIlyCKHU, UTATHJaHCKU W PYCKH je3uk. Ha
CPIICKH je3uK cy npeseaenu cieaehu eceju Pejuen bnay Jlyllnesu: ,,Family,
Sexes, Psyche: An Essay on H.D. and the Muse of the Woman Writer*
(ITopoawuia, monowu, nicuxa: Ecej o X.JI. u my3u xeHe nucua, Ilpo@emuna
21-22, 2000, npeena Ana I'opoOunckm), ,,For the Etrurscans® (Erpypkama,
TI'enepo 1, 2002, npesena [lyOpaBka Dypuh) um ,,Pounding Modernist
Maleness: How Pound Managed a Muse* (Pa3marpame MOAEpPHHCTHYKE
mymkoctu: Kako ce Ilayng uzbopuo ca myszom) Ilowa 461, 2010, npesena
Harama Kapandunosuh). thena mnoesuja je yBpmteHa y Awitionoiujy
amepuuke excilepumeniiante oesuje Hakon 1970, xojy je ypenuna JlyopaBka
Bypuh (OKD, Lerume 2023). V monorpaduju ydpaske Bypuh, Iloesuja
weopuja pog: Mogepne u iiociimogepue amepuuke ecHukurbe, OpUOHAPT,

! dubravka.djuric@fmk.edu.rs ; orcid https://orcid.org/0000-0002-3677-9015

259


https://orcid.org/0000-0002-3677-9015

2009), jenno nornassbe je noceheno neny Pejuen bnay /lyllnesu. ben cajr
je www.rachelblauduplessis.net, a cBu cermenTn noeme Haypiuu Hanase ce
Ha UHTepHET aapecu here at PennSound.

3aiiouena 6ux oeaj pazio6op KpawiKum Manupareem WpeHyIKa u
HA4UHa Ha Koju cie yuliu y eMuHuctiuyky HoxKpeu.

VY oBoMm TpenyTKy y 2025, CAJl (3emsba uMja caM JAprKaBJbaHKa) y
BEJIMKO] j€ OMACHOCTH, O]l CTPaHE YHYTpAIlbe ayTOPUTApHE MOJUTHKE KOja
JieTyje CYyNpPOTHO 3aKOHY M OCHUBAYKOM JOKYMEHTY — YcTaBy u [loBesbr 0O
MpaBUMa — KOJUX Cy CBU 3BAaHUYHUIIM 3aKJIETBOM 00aBe3aHM Jia ce MPUIpKa-
Bajy. OBa cajamima cuTyalnMja oOyxBaTa CHaXKaH M Py’KaH IOKYyIaj Ja ce
TIOHMIIITE ¥ aHYJIUPA]y )KEHCKA MpaBa — OCBOjEHA 3aXBaJby]jyhul IO3UTHBHUM
acriekTuMa (heMUHH3Ma TOKOM IIEIeCEeT, 1Ma Yak U cTo roauHa. OBy KpH3y
Tpeba CXBaTUTH Kao CaBpEMEHy M03aJMHy MOjUX KOMEeHTapa cana, y 2025.
TOJIMHH.

VY oxroeopy Ha MpBO NMUTaWkE: HUKAJAa HUjE MOCTOjaja camo jeaHa
BpcTa (eMHMHH3MA, Tako Ja OMX BoJiela Ja ToBOpUM O (heMUHM3MHMA
y MHOXHHH. MOj COICTBEHH yja3aK JOTOAMO CE€ y OKBHUpUMaA Koje Omx
cajla OKapakTepucajga Kao MO3WTHBAH alld HETMOTIYH OONHMK (eMHHH3MA!
NpUINaJHuLA caM Oesie cpelme Kiace, NpopecHOHAHO OpHjeHTUCAHA, Y
ypOaHOM U YHUBEP3UTETCKOM KOHTEKCTY.

[Tocrana cam oHO mITO OMX Ha3Baja (HEMHUHUCTKUEHOM TOKOM 1968. y
Byjopky, 1ok cam Ouia MOCTIUIIIOMKA HA KIbUKEBHOCTH Ha YHUBEP3UTETY
Konymbuja. Beoma je BaxkHO pasymeTH Ja (eMuHH3aM HHjE ,,CTBApHO™
MOCTOja0 TOKOM HEKOJHMKO JICIEHHja Ka0 aKTHBHA M aHTa)KOBaHAa CHAra.
Huje Ouno ¢pemunuctuuke ,,nonutnuke napruje’ y CAJl, HUTH 3BaHMYHHUX
MO TUYKHUX MTPOTrpama Koju O 3aCTyIali HJIgje Y BE3H Cca KEHCKUX IMPaBUMA.
[Iporpamu m 3akOHU y BE3W ca KCHaMa, pa3MUIIIbAkE O KeHaMa, OUJIo je
yCIIaBaHO a HE aKTMBHO. AJIM, M3HEHaJa — MHCIHMPHUCAHO JIEIMMUYHO CBE
jaunm mokpetom 3a rpahancka npasa y CAJl —xeHe Cy modeie 1a apTHKYITUITY
HEKa MapaliellHa THTamka | MPUTYKOe.

Kazn ce ocBpHem Ha To Bpeme y CAJl (oxo 1967-1968), xnacHa u
pacHa pa3uiaxkemha U pa3IiKe MOTY Ce IIOCMaTpary y OIIITEM OKBHPY (Maza
Ccy Owie TeK YONIITeHO WJIM IIUPOKO TMpHU3HATEe), a OWII0 je Tpeapacyna,
HE3aJI0BOJbCTABA, M BEOMA PENPECUBHUX HAYMHA COLMjaIH3alMje JeBOjUHLIA
W ’KeHa, nudepeHnnpama Ha OCHOBY pace, Klace U peruja, Kao U Ha OCHOBY
cTaBoBa M ujaeojoruje. Mnak, ¢ npyre crpane, To je OMO JOBOJHHO MpHjaTaH
UCTOPUJCKU NIEPUOJ] jep Cy MHOTE CTBapH u3Iiezane Moryhe, 10CTHKHe.

buio je monMTHYKM aKTUBHHX JKE€HA YaK M Y BIAJW Kao JP)KaBHUX
CITy’)KOGHUIIa, ald HE W HEKe TMOCEeOHO BHUIJbMBE IOJIUTHKE y BE3HW ca
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KEHCKUM muTamuma. Ilocrojane cy M mojeaquHe UCTaKHYyTe JOOOPOBOJbHE
opranmzanuje: JKene ce bope 3a mup (Women Strike for Peace), na npumep,
U JIpyre opraHuszaiuje koje cy ce Oopuiie MPOTUB Pa3OpHOT MOTEHLHjana
HYKJIEAPHOT paroBama. buio je m apTUKyIMcaHMX TMOKpeTa 3a rpalaHcka
npaBa (Hajupe LPHOT CTAaHOBHUIITBA a OHJAA, XPOHOJIOIIKUM PEIOM,
XOMOcCeKcyanana u xeHa). M3 tpunecerux roauna 20. Beka MpekuBena je
M3MyueHa JIeBa M paJHUYKa CTpyja Koja je JOKUBEJla aKTUBHY PENpecHjy
y nepuony nocie Jlpyror cBerckor para. To cy camMo HEKH MpUMEpH OHOTa
mro 6 uctopuje (KakBe cy caja JI0CTynHe) caBpeMeHux aeuenuja 'y CAJJ
OTKpHJIE UCTPAKUBAYMMA.

Hajsehn u HajapacTUYHMjU TECHUYKM TIOKPET TOKOM CpEIUHE
nenecetux roxumHa 20. Beka 10 TMOjaBe pagUKaTHUX (DEMUHHUCTUYKUX WU
aHTHUPAaTHUX TOKpeTa y MOe3Wju Ha3BaH je OMT reHepauujom. buo je Bpio
yOeJbUB, MOMYIUCTUYKN U CACBUM MYIIKH OpPHjEHTHUCAH, HAKO Cy C€ Yak
U KeHE HJACHTU(HUKOBAJIE Ca HErOBUM JIEKIAPUCAHUM 3aXTE€BHMa IPOTUB
HOPMH U Y IPUJIOT TOCeOHUX ciobosa.

Oxo 1966. rogune, momro je momynapHa Kmura betn @punan
Muciniuka sscencitieenociiu (06jaBbeHa 1963) moauria caMoOCBECT Y Be3U
ca IOCIIEPaTHOM pPEeNpecHjoM Haj *eHama U IToKa3aja HarmerocTu usmely
py’)kHyacTe CJIMKE >KMBOTA XKEHa Cpelme KJIace U PEeallHOCTH, KEHE CY
noyesie Jja CXBaTajy KOHTPAJAUKTOPHOCT YHYTap CBOJUX JPYIITBEHUX YJIOra,
y JAPYLITBEHOM II0JIOXKajy MU JPYIITBEHOMOIUTUYKUM yrnozuma. OcHOBaHe
Cy MHOTI€ >KEHCKEe OpraHM3allije Koje Cy aKTUBHO HacTojajie Ja yTH4Yy Ha
npobieMe Koje Cy KEeHe youusie y IOCIepaTHOM MEPHOY.

O cBOM JIMYHOM ,,MCKYCTBY IpeoOpaxaja‘ (pasymeBamy npoodiema y
BE3M Ca POJIOM M JIMCKpEMNaHIfja y Be3U ca BbUM) U JYroM HEepuoidy Mocie
TOTa KOjU M€ j€ OfIpeNino, Mucana caM y Kiu3u Ilnasu aiemweu: I[loesuja u
mweH KynypHu pag. Tume cam ce nmocebHo 0aBuiIa y ecejy MO HacIOBOM
,llocTajambe (PeMHUHUCTHUKOM KpuTHUapkoM: UurTaresbko, ynana caMm ce 3a
camy cebe‘ (,,Becoming a Feminist Critic: Reader, I married me*). OBaj ecej
MIPEJCTaBIba CAKETAK JEHOT TUIIMYHOT Npeodpaxkaja Koju je YCIeauo 1mocie
W3HEHAHOT pa3yMeBama (PEeMUHUCTHYKE IpylITBeHEe KpuTuke. lloctoju
MHOTO NpHYa 32 UCTPAKUBA4YEe M MCTPAKUBA4YMIIE U HEKUX BeOMa J0OpHX
UCTOpHUja OBOT apyror Tanaca KeHCKOr OKpeTa KOjuMa MOXKe J1a ce JJOIyHU
0Baj MOj KpaTak Iperjies.

Cam HaclioB adyaupao je Ha Kpaj OpuTaHckor pomana u3 19. Beka
[leju Ejp. OnHOcuO ce Ha 3aBpLIETaK OpakoM JI0 KOT' C€ ¢ MyKOM CTHIJIO,
Mocjie MHOTO MaTHhe M KOMIUIMKAllMja y MPHUIIOBECTH. Y HACIOBY caM ce
Halmanuiaa Ja caMm ce yhana 3a cebe camy pasMmuiubajyhu 030upHO O
*KeHama, pory U (PEMUHHCTUYKOM YBHUIY Kao MHTEPIIPETALUjd OHOra ILUTO
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caMm BHJENa y JPYIITBY M Y KEHMKEBHOCTH. MOj HacjoOB y Be3Uu ca yaajoM
010 je MHCIHMPHUCAH MOJOM IPBOM TEOPUJCKOM KHIOM, [lucaiiu game og
camoi kpaja. Ilpuiiosegne ciipatieiuje ayimopku y 20. gexy (Writing Beyond
the Ending: Narrative Strategies of Twentieth-Century Women Writers,
Bloomington: Indiana University Press, 1985). Ta ce kiura 6aBuiia mno3Harum
KOHBEHIIMjaMa u3 19. Beka y Be3Hu ca 3aBpiieruma OpojHuX poMaHa o KeHama
— Opak (HOpMaTHBHH yCIieX) WU CMPT (Kao Ka3Ha 3a TPaHCTPECH]y, YeCTO
CEeKCyaJlHe MPUPOJIE — U 32 HEYKJIANamke Y CUCTEM I10J1a/poJia).

Hama ¢emunucTudka Mucao 3acHuBalia ce Ha ocehamy moceOHHMX
KOHTPaJIUKIMja ca KOjUMa CMO C€ Cycpelie Mo TUILUIOMUpalmy — Ouiie cMo
IpUIlpeMaHe 3a NpoQeCcCHOHAIHU CTaTyCc KOju HaMm je (yobuuajeHo) Ouo
yraBHOM yckpaheH. Ocum Tora, y HamieM BHUCOKOM (YHHBEP3UTETCKOM)
o0Opa3oBamy, Kao TIeHepalrja PeTKo CMO C€ CycpeTald 3a 3aXT€BOM Ja
9UTaMo ayTopke (Kao HU I[PHE ayTope — KOjU YMHE 3HATaH JIe0 mucara y
CAJl), autH cMO OwWinM OOyYeHHU WM MOJACTUIIAHU Ja MMOCTAaBJhaMO MUTAKkA
y BE3U ca pPOJIOM y YHTamy Ma KOT TeKCTa. Y Toj epu kacHe HoBe kpuTHKe,
Ha OWJI0O KOj€ aHAIWTUYKO WM €CTeTCKO MHUTame Koje Ou ce cmarpaio
,APYIITBEHUM He OM ce TmIefano ca omoOpaBamkeM Yy aHalu3u WU
WHTEpIIpeTaujiu. AyTopke HUCY Ouiie mpoydyaBaHe (ako Cy yoIinTe Ouie u
YUTaHE Y OKBUPY KYPHKYJIyMa) ca HCTOM O30MJBHOIINY Ka0 ayTOPH — YECTO
cy Ousie moTIeHhUBaHe WIK OTIIMCHBaHe. VI3HeHa1a HaM je cBa Ta HIe0JIoTH]a
Koja je Oamana CeHKy Ha MpOydYaBame KIWKEBHOCTH IMOCTala BUIJbUBA a
WHTEJIEKTyallHe UMILIMKanuje cy oune 3anpenanthyjyhe — oumo je 3perno 3a
MPOMEHY M KPUTUYKO pazMarpame. PacT HaydyHe U KHM)KEBHE aKTHBHOCTU
KOja je yclieinsa rmociie Te MpoMeHe MPETIIOCTaBKU OHO je TaKo CHaXKaH J1a je
OCTaBJhA0 YTHCAK MPOMEHE Mapajnurme.

Cpa Balia uTama J10J1a3€ U3 UCTOT KEbMYKEBHOT U KPUTHYKOT IIPOCTOpa
KOJH je Halll paJl CTBapao TOKOM OBHUX rofinHa. AJH, MOj (PeMUHUCTHYKU paJl
HHUje OMO caMO y 30HHU IpoydaBama TEKCTa. /la 3a0KpyKuUM JIe0 O CBOJUM
(heMUHUCTUYKUM aKTUBHOCTUMA ofMax mocie 1968. ronuHe u y HapeIHuM
JelleHrjaMa: OHe Cy oOyxBaraje mucame, ypehuBame u3gaBame (M moMoh
y ypehuBamy dacomuca. OBH YacONMUCH Cy CTBapaHU U ONCTajalud Cy Y
BpeMe Te U3HEHAJHE PAJ03HAIOCTH U OTBapama MpeMa KeHaMma y UCTOPH]H,
€KOHOMHJH W JIPYUITBY, Yy CBEMY, 3alpaBO, HE CaMO Yy KHIKEBHOCTH W
ymetHocTd. CTBOpeH je (DEeMHHHUCTHYKH HMHTENEKTyaTHU KOHTEKCT H
MOJp>KaH j€ HayYHHM dYaconucuma nomyT Feminist Studies (y koM caM Ouia
jeIHa of YWiIaHMIIA pelaKiuje 0apeM MmeTHaecT roauHa). Taaa je To Ouo HOBH
4acoIUC, TEK j€ TIOYHHA0; CTBOPEH j€ U OJpyKaBaH PaioM Hay4HHUIIA KOje CY
CTBapaje, pa3BHjalie W OfprKaBaje INIaBHE NMPOMEHE MapagurMe y HalluM
noJbUMa. JeJjaH yHUBEP3UTET KOjU je UMao JTaJIeKOBHLy BU3M]y Ha Kpajy ra je
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YAOMHO, Y3 OTPaHUYEHY aJld BUTAIHY NOAPIIKY (YHUBEpP3UTET y MapuieHy,
Koney mapk), aiu ra je mpBOOMTHO Kpewpasa Tpynuia (peMUHHUCTKHIbA
KOje Cy Ipero3Hale WHTENEKTyallHy MoTpedy U OCHOBaje Majly pedakiujy
oko 1972. roqune. CaxkeTak y Be3H ca 4acONMUCOM Ha Bukunenuju HaBoIu
(Ta4yHO) /12 je casia TEIIKO CeTUTH C€ KAKBOM CY €KCIIOHEHIIM]aTHOM Op3UHOM
pacie (GEeMHHHUCTHYKE aKTHMBHOCTH KoOje cy oxpaOpuBaje HCTpaKuBarba
U TpOoyYaBame KeHa M poja Ha cBUM nosbuma. Ca cBoje cTpaHe Jana
caM YpeIHHUYKH JONMPUHOC OBOM YacONHCY Y3, Ha Kpajy, celaM HayyHHX
Kibura. JKeHe cy y TOj TeHepaluju MCTOBPEMEHO Kpeupaje HaydHO I0Jbe
U JONpUHOCHIIE My. PeueHo y mianu, HCTOBPEMEHO CMO IpaBHJIE aBUOH U
ylnpaBibajie lbHMe.

Moje peMuHHCTHYKE aKTMBHOCTH CY Y BEJHMKO] MEPU YKJbyuHBase
Mojy mpodecujy — HacTaBy — Kao U MPOMOIIM]Y POAHE aHaIu3e (aHaJIn3a
cucTeMa Iojla M poja) Kpo3 MOj UCTPaXMBAUKU M YpeOHHUYKU pag. Moju
panoBu (Mehy ocTamuMm pajoBUMa MHOTHMX JAPYTHX JbYAH) HOMOIIH Cy Y
NPOIINPEHY U OXKHUBJHABAKY IIKOJCKOI M YHHUBEP3UTETCKOT KYpPHKYIyMa.
OBo je 6o joIr jenHo TOCTUTHYhe reHeparyje me3aeceTocMala.

[lITa cy 6uie jxeHCKe CTyAuje y HACTAaBHOM IUIaHy M Mporpamy, Kako
cam ux ja noxusena? [IpBo, mpoyuyaBame HEKUX CaBpEMEHHMX ayTOPKU — 3a
MeHe noesuje (mecHukuma nomnyt Anpujen Puu, Jlycun Knudron, Cunsuje
[Tnat, Mjypuen Pykejzep) 10BesO je 10 YHUBEP3UTETCKUX KypceBa ca pOJHUM
aHamu3aMa KIWKEBHOCTH U y30yIJbUBUM KYITYPHUM DaJiOM OTKpHUBamba
NECHUKHUIbA, CTABOBA M KILI)KEBHUX KaHOHA. To je 3ay3Bpar MoJapa3ymMeBajio
nucame TEKCTOBa, Bpahame KibUra y IITaMIly M ONTHULRAj, ypehuBame
aHTOJIOTHja M HCTPaKMBAmhE Kako OMCMO ,,BpaTHiie* HEJOBOJHHO IO3HATE
CrMcaTesbULle U3 BHIIE KILMKEBHUX €MoXa 10 Janeke mpouwioctu. To je
3HAUWJIO M Kpeupame HajpaHUjUX OMIITHUX KypceBa MOMYT YBOJA ca TEMOM
3ALITO sxencke ctyauje. Tako je Harmacak Ha JKEHCKOM CTBapaslalliTBYy Y
HACTaBHOM IUIaHy M MporpaMmy — TeéMa poja y Mojoj objacTh — JIOBEO 10
3aHUMJBMBHX TpeHYyTaka Bpahama HelaBHO TPOUNTAHUX, aJIH JaBHO HACTAIIMX
KIbWKEBHUX U JPYIITBEHUX Jefla y HACTaBHU IJIaH ¥ Iporpam — nonyT Mepu
Byncronkpadt, 1 AUCKycHje 0 BUXOBOM 3Ha4ajy 3a 3arajHy LUBUIN3ALH]Y.
Pamune cmo xao omujene. Ocehane cMo na he Gosba cro3Haja 0 POIAHUM
nuTambuMa oMOryhuTH JbynuMma Ja KpUTHYHHUjE carienajy ApyLITBeHU
U KIbMDKEBHU KOHTEKCT HETO IITO je TO paHuje OMO cilyyaj — a TO je IHJb
oOpa3zoBama.

JlpylTBeHe MpOMEHe Cy BUTAIHU €0 peMHHU3Ma — 6opOe 3a poHy
NpaBay y KOHTEKCTYy JpyIITBEHE mpasjae. buio je MHOro 6opOu mpotus
3aKOHA KOjU OTpaHUYaBajy 00pa3oBame KeHa, MpoyJyaBame APYLITBA U [IpaBa
1 o0MYaja Koju KeHe U JIeBOjuuIle TpeTHpajy Kao rpahane apyror pena, mTo
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j€ TOoAjeTHaKO Ba)KHO 3a MPAKTUYHY, LEHTPAIHY JPYIITBEHY MPOMEHY KOjy
xeHe Tpake. CBaka Bepcka 1 ¢puiio3o(cka Tpaauigja ©Ma cBoje orcepBaluje
U TBP/IEbE y Be3H ca xeHama. [Iponucu o 31paBcTBEHO] 3aIITUTH KEHA MOPajy
3axTEBaTH J1a Ce MOLITY]Y pa3IUKe, aJli TAKO Ja TO He 3HAYM OHECTIOCO0IbaBambe
xeHa. HeonxonHo je onprkaBatu 0op6e Koje yuBpiunhyjy Jbyacka IpaBa KeHa.
[Ipenyarame U ouyBame CTAaBOBA POJHE KPUTHKE j€ KIbYUHO. Y JKEJbH J1a ce
TOBOPH O CHUCTEMY I0JIa M PO/ia, €KOHOMCKO] PaBHOIIPABHOCTH, MPaBy CBHX
’KEeHa Ja JierajHo 3apalyjy W 4yBajy CBOj HOBAll, O] BUTAJHOT je 3Hayaja.
VY 3aBHCHOCTH OJf HAIIMOHAJIHUX KOHTEKCTA KOj€ MO03HajeMOo, MOCTOjU MHOTO
MecTa Ha KOjuMa ce MOKe BUJIETH (M jOII YBEK Ce€ BUAM) U3pa3uTa APYLITBEHA
HejenHakocT u3Mmel)y rpahana u rpahanku.

IIpen amepuykuMm KeHamMa OWJIM Cy MHOTH IOJYHEBUIJBUBU
MOJIMTUYKHU 3UJ0BU KOJU Cy MX CIpedyaBasd (ajld HE 0 Kpaja U o10Mjaju)
Jla ce MpUIpPYKE OMIUTEM LApCTBY MYyHONPAaBHUX OAPACIUX — Ha MpPUMED,
na Oymy 3amocieHe, a uMajy ao0pe miuare u nodpe mpodecuje — na Oyay
JIeKapKe, aJIBOKaTKUIbe, (apMaleyTKumbe, NpoQecopke, na IMOoCcCenyjy
COIICTBeHE OAHKOBHE pauyyHe M KpeuTHe KapTulle (1ako cy Beh ynare), kao u
Ja ©Majy MOryhHOCT Jla IoCTaHy MajKe U Jla uMajy cJI000ay y OITyuuBamby
o corcBeHoM Teiny. [locTojana cy HemucaHa orpaHuyerma (4aK ¥ KBOTE) 3a
aKTHBHO IPUCYCTBO JKEHA; HAa IPUMEP, HA METUIIMHCKUM (hakyaTeTuma (OKo
1970. ronune). Caga caMo CrOpaAuyHO MOCTOje (hopMaHE MPEALIKOICKEe
yCTaHOBE 3a Jelly Koje OM onakuiane skeHama jaa ce 3amocie. (CacBum
npyrauuje je 6uno Tokom [lpyror cBerckor para.) MHOre oa OBHX paHHUjUX
Oapujepa Cy TOKOM JielleHHja YKIOWkeHe, anu caga, 2025. roquHe, MOCTOjU
MOryhHOCT 51a ce moHoBO ycmocTtaBe. Beh 1967. roguHe u MHOTO rofuHa
HAKOH TOTa, MOCTOjajM Cy 3aKOHM U O0MYaju KOjU CY MPUIMYHO e(UKaCHO
orpaHuyYaBajM keHe. Jlakie, n1a cymMupaMmo, onmmTH (HEMUHHUCTUYKH MTOKPET
y CAJl 6uo je ckyn mokpera M opraHuzaiuja 3a rpaljancka m €KOHOMCKa
npaBa KOjU je MMao MHOTe KYJITypHE HUMIuIMKaiuje. CUTyallMoHe CTyAuje
OBHX orpaHnyaBajyhux 3akoHa u oOuyaja yecTo Cy JOBOAMIIE JO MOKpeTa
Koju cy ce Oopunu 3a mpomeHe. OBaj MOJUTHYKU IYJIC j€ MOYeo MOXK/a
Kpajem nesecetux roguna 20. Beka (HaKoH mayse), a y MHOIMM o0JlacThMa ce
nojayao HakoH 1968. ronune, HacTaBibajyhu ce yak u 10 2025. ronune. Oe
00JIaCTH Cy YKJbYUHBAJIE KIbIKEBHOCT U YMETHOCT. DeMHHM3aM oApa3yMeBa
JpYyIITBEHE, MOJUTHYKE U KYITypHE MOKpETe, KOJU HHUCY jeJHA CTBAp, HUTH
3aBpIlIEHE CTBAPHU, TaKO J1a Cy (PEeMUHU3MHU Y MHOKHHH.

Xajge caga ga pasziosapamo o Bawem goupumocy y KroUudCeeHOj
Kputiuyu u toesuju. Ilo3natiu citie xao aywiopka geia ¢hemunuciiuyxe
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iileopuje objasmenol y wipu kruie eceja. Ilpea je Pyxuuacta rurapa: [lucame
Kao (GeMuHUCTHYKA Tpakca. /pyie gee cy IlnaBu areswen: [loesuja u weH
KyaTypuu pan u JbyOuuactu macaxu: Ilaynn, Enwmort, 3ykodcku, Oincon,
Kpuiu 1 kpaj marpujapxaise noesuje.

Haszeanu citie ux TPUJIOT' UJOM, o3nauernom Kbyunum Hazusuma 6oja
(Pyxxuuacrarurapa; [1naBu atresben; JbyOuuactu nacaxxu) u ceu ce bage pogom
U UOCHUKOM, YeCllo CIlygujama MOgepHUCTUUYKUX U CABPEMEHUX UECHUKURA.
YV najpanujum ecejuma noiyii ,, Ewtipypkama“‘ y Py:;xu4actoj TuTapu, YuHu ce
ga citie OnucKu paHyycKum GemMuHUCTiUYKUM HHeopetiudapKam.

Tpeba na nanmomenaMm Ja Bamr narnmacak Ha ¢paniyyckoj peMuHu-
CTMYKO] TEOPUJU Yy HEKUM cCllydajeBMMa He oOyxBaTa y MOTIYHOCTH MOJjy
cutyauujy. Mucium Ha Barie uHTEepecoBame 3a TO IITa je ,,peIeBaHTHOCT
»PpaHIyckor (eMuHM3Ma y 0BOj (a3u MOTI TEOpPHjCKOr pajaa (1) Takohe
Moje moe3uje. IIpBo Oux pekina Ja cTBapaM BHIIE MHIYKTUBHO U PETKO
IpUMEY]jeM MaTepurjajie Wik CUCTEME pa3MUIILJbaba J1a OMX Tako reHepucana
CBOj€ CTBAapaJIallITBO MM UCTpaxkuBame. McTpaxkyjeM 3anakama 1 KpUTHKY
3acHOBaHy Ha ocehamMMa W3 CONCTBEHHMX HCKyCTaBa M 4MTama, U OHU
JIeNyjy eMIUPHU)CKU U aHATUTUYKH. TO je MHAYKTUBHA TayKa IVIEHIITA U ecej
,ETpypkama“ je Ty moyeo. Takohe He 6ux ceOe Ha3Bana TeopeTHyapkoM, Beh
camo 0co0OM Koja ce OaBH pa3MHUIILJBAKEM Kao MPOLECOM TyMaderma CBOjUX
cBeToBa. TpeHyTak kaja je (paHilycka TeopHja JOoIpia 10 MEHe 3Ha4H /2 je
MaJjio BEpOBATHO Jia je JUPEKTHO YTHUIala Ha MOj€ HajpaHHje eceje.

VY Bpeme o kome roBopure, @pannycka, Kanana, CAl, Aycrpanuja u
cBakako Benuka bpuranuja umane cy pasnuuute 030MIbHE, aKTUBHE, JKUBE
U ayTOHOMHE (DeMUHHUCTHUYKE ITOKPETE, O/1 KOJUX Cy HEKH 3HAJIU 3 CJIIEMEHTE
MoKpeTa (aKTUBU3MA) U MHTENEKTYaJlHH PajJ KOjU C€ OABHMja0 Ha JIPyTUM
MecTtuMa. [IpropureT je yBek 3aHUMJbUB, aJId HUje CHOPHO MMUTAHhE — TO jJECT,
,KO je 610 mpBU* HHUje TOMUKO peneBaHTHO. OBa MHTEJEKTyalHa KIMMa je
3ampaBo Ouia Be3a, a He TeHeasioruja. [IpuKkinagHo je npaTuTu Mpexe 3Hamba
Kako cy ce Gpopmupare.

U3 Kol krwudicesHol KoHeKkciua cy notnexkau Bawu eceju?

[IpBu ecej cam 3ampaBo Hanucana Moj YTUIajeM /IBOje aHIIIO(POHUX
nycana, aMmepudKor necHuka Podepra [lankana u mweroBor aena Kruia Eju
/Ju, pyxonuca Koju je KpyXuo y MmaiuMm vaconucuma nonyt Caterpillar
KpajeMm mesnecetux roguna 20. Beka. Jpyru akTuBHM yTHIa] OMIK Cy eceju
OputaHcke pomaHcujepke Bupyunuje Bynd, mocebno Coiiciieena coba
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(1929), u eceju yoniute, ykibyuyjyhu u Heke u3 nepa AnpujeH Pud nHacrane
MOYETKOM CelaMJeCeTUxX ToAuHa, momyt ,,Kag ce Mu MpTBH NpoOyauMo:
[Mucame kao pe-suzmja™ (When we Dead Awaken: Writing as Re-Vision,
1972).

Pekrna 6ux HewITo 0 TOME Kaja cy eceju u3 GppaHiryckor peMuHm3Ma 3a
KOje Me muTare 00jaBJbeHU U MPeBeIeHH Ha eHINIecK. CBaKako HUCAM CTpy4Ha
y obmactu ¢panuycke ¢umiozopuje wnu kyarype. [akie, oBu ¢paHiycku
€Ceju Cy CTHUIJIH 10 MeHe KaJia 1 10 BehuHe aHmooHuX KibmkeBHUIA. [{pyru
ecej koju cam Hammcaina 6uo je ,,Erpypkama“ uz 1979. ronune. ®@panirycka
(bemMHHUCTKUIbA HA KOjy ce no3uBare je Enen Cukcy, unju je ,,Cmex Menyze®
Hanicad 1975. ronune u npeBesieH Ha eHniecku 1976. ronune. IlojaBuo ce,
U ja caM ra mpodmTana, y anronoruju Hosu ¢panyycku ghemunuzmu, Kojy je
ypenuna Mneju Mapke 1980. ronune, ca 3HauajHoM peuensujom Keponun
bepk n3 1981. rogune, peLeH3njoM Koja je moMorya Ja ce 1eja rpyna OBHX
¢paHIycKuX (EMHUHUCTHYKUX TEOPETUYAPKHU T0jaBU Ha €HIVIECKOM jEe3UKY.
Jlpyre nBe Beoma BaxkHe (ppaHIlyCKe TeopeTHdapke Koje Cy ce IOjaBuie y
TOj 30MpLIM Ha EHITIeCKOM je3uky ouie cy Jynuja Kpucresa (Teopernuapka y
BuIIe obnactu), a rpeha je 6una Jluc Mpurape, ayropka kmwure Osaj iion koju
Huje jegan, (1985), koja Hajupe MOjaBUIIa KA0 ICUXOAHAIUTHYAPKA.

Kakas je Moj crieriuduuad oJJHOC IpeMa 0BOj IIATOPU pa3MHILIbamba?
3axBaJHOCT, aJIi 0€3 NKAKBOT MOCEOHOT JIyTa.

IToceOHo y Be3u ca Cukcy, peiliopuka Ha KO0jOj je MOYMBAO paj
,,ETpypkama® Ouiia je peTopuKa Kojia#ca, CacTaBJbeHOT 0] HEKOJIMKO I1acoBa/
HaYMHa MHCamka, WTO je YK/bYYHBAJIO BUIIECTPYKO ayTOPCTBO Kao MeTadopy,
a JeTUMHUYHO M cTBapHOCT. Pan je OuMo 3acHOBaH Ha KOH(EpEHINjCKOM
cemMHuHapy koju cam Boguia 1978. roqune. To je Ouna cepuja koHpepeHuuja
KOje Cy ce Taja ojp)kaBalie JeHOM TOJUILILE I0J] HAa3uBOM ,,Hayununa u
¢demuHucTKUBa. Tema je 6uia 1a 11 MocToju ,,KEHCKO MHUcame MoceOHOo 3a
xeHe. Jla 1 moctoju ,,KeHcka ecteTuka™“? buna je To HameTa M 3aHUMJbHBA
TEMa y TO BpeMe.

Moj pan Huje Ouo yHarpen Hamucal, Beh cy To Ouie ,,0enemnike 3a
HacTaBy", a ja cam Boauia cemuHap. Kazia cy Me 3amomuiu 1a paj ,,Harumem
3a 00jaBJbHBaKE™, TPAKWIIA CaM OATOBOpE O]l YUECHHIIA CEMUHapa — Koje
Cy, oIyT MeHe, ouie miahe pemMuHuCcTHYKE KynTypHE paanune. [lomro cy
OZITOBOPY CTHUIIIM IOCJIE CEMUHApa, OATYYHIa caM Ja HUX CBE KOPUCTUM (y3
ayTOPCTBO HaBEJIEHO Y3 CBAKU OJrOBOD).

Harnacak je 610 Ha ycriocTaBibamy pas3iinKe *KeHa clipaM MyliKapara
(ka0 J1a )keHe YOIIIITE Kao COLIMOIICUXOJIOIKA IPYTIa UMAjy jeIHY KYATYpaIHy
no3unyjy). OBakBa BpcTa MNUTamba WIK TEME JPAaCTHYHO je yMamuia
3Hauaj mojene Mely »eHama, UCTOpHje JKeHa, pa3sinka (Kao IITO Cy paca u
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CEKCyaJIHOCT, je3UK, Haluja u peruoH) Mmehy sxkeHama. TakaB Harmacak Ha
O0BOM (YHJaMEHTAJIHOM CIIOjy CBHX >K€Ha KacHH]j€ je, Yy CBOjOj KpajHOCTH,
OKapakTepucaH Kao eceHIMjajau3aM. Moj cTaB apTUKYJIHCAH y TOM €ecejy
010 je J1a cy jKeHe cpelle Kiace ,,(IBOCMHCICHO) XereMoHucTuuke . Tum
TEPMUHOM CaM MOKylIajga Jja 00jaCHUM 3aHMMJbUBO M BaXXHO CMEHHBAHbE
(demMuHM3aMa pa3iuKe U MOCEOHOCTH U (peMUHU3aMa UCTOCTU U YOBEUHOCTHU
y LEJIUHU — TO JeCT pas3iuKe M UCTOCTH (y OAHOCY Ha Myuikapie). Hema
norpede Jja ce mopuie CUTyallmoHa, HCTOPUjCKAa U MHOTOCTpaHa CIIOXKEHOCT!
To je yBek 610 MOj CcTaB.

Moj apryMeHT y OBOM ecejy, KOjU je TIOHEKJIe TELIKO YOUHTH, jecTe
na mnoctoje (0apeM) eKCIO3UTOpHHU, MH()OPMATUBHU HAYMH MUCamka, U OHAj
BUIIE €CEJUCTUYKH, Ma YaK M HAYMH apryMEHTOBAHOI KoJaka, U TO 00a
3aje[HO, a 3aTUM U JIpyTW HauMHU. YHOTpebda 6o Kor ctuia 6o je u3bdop
3aBUCaH o]l cuTyanuje. Te cuUTyalnnoHe H300pe MpaBWIM Cy Pa3IdIUTH
ayTopu, crnmcaTtesbcke (opmanuje Wik rpyrne U TO Ha OCHOBY COLMjaTHO
CUTYyHpaHHUX HaYMHA Ha KOje Cy Ta Ipyna M JApyre rpyrne 4urajie peToOpuKky y
TOM TpeHyTKY. PeTopuka je yBek cutyaruoHna. J[Be peropuke (€KCro3uTopHa
U €CeJUCTHYKA) MOIVIa Cy KOPUCTUTHU 00a 1ojia y 3aBUCHOCTH O] H-HXOBOT
ocehaja TpenyTka. OHM KOjU 4MTajy OMHAPHO MOTPELIHO Cy CXBATHIIA OBY
¢riekcuOMIHY M Ha JAPYLITBEHUM OJ[peAHHMIIAMa 3acHOBaHy MoeHTy. OTyx
Cy TOTPEIIHO 3aKJbYUYHIIM JIa caM 3ay3esla THHOKPUTHUKY, YaK M MPUMapHO
KEHCKY U eCeHIMjaTucTUUKy no3unujy. He, Hukako. buna cam y3sHemupena
300T MPUNHCHBaKka CYKEHUX 3HAYeHa OHOME LITO CaM 3auCTa MUCIINJIA, Jep TO
HUje OMJI0 OHO IITO CaM MHCIIWJIa HU TaJa HUTHU cajga. MeHe je HHTepecoBao
CTHMJICKH MOAYXBAaT Ka0 HCTPAKUBA-E — €Cej KOjU MOTY Jla KOPHCTE KEeHe, a He
OMHAPUCTUYKO Pa3MUIIIBAE O POJLY.

Tako je ecej ,.Erpypkama™ (1979) mmpoko cxBaheHn kao on0Opana
,»KEHCKOT* je3uKa, Mako je Taj ecej 3ampaBo TOBOPUO TO Ja je CBaka
ynoTrpeba je3uka, cBaka ymnoTpeda IUCKypca CHUTyallMoHa, H3abpaHa WU
penanyoHa Ha HaYMHE Koje uctopuja otkpusa. Kao mro tBpaum y Ilnasum
ate/beuma, TEPMUHHM ,,JJTMYHO, ayToOnorpadcko™ u ,,)KeHCKO ™ jecy napaBaH
32 KOJIEKTUBHOCT, X€TEPOTre€HOCT, MO3UIIMOHATHOCT U MAaTePHjaTHOCT. 3a MEHE
j€ CBaku MO3UB Ha ,,)KEHCKO* y JHCKYpPCY 3aHUMJBHMB CaMO KaJa c€ YKPCTH
ca ()eMMHHUCTHYKUM, WM Ha JPYT'M HAYUH OCIO0O0AMIAYKUM, KPUTHUKUM
MIPOjJEKTOM; PETOPUUKHU U300pH Cy CaMo JI€0 MOJIUTHUKE.

Moje petopuuke (Hpurype KoJIeKTUBHOT ayTOPCTBA U KOJIaXKa pa3jiuKyjy
ce on menagcekux peropuukux ¢urypa Enen Cuxcy. CurypHa cam na cam
el ecej npountana mnpe 1981. roaune, anu y CyITHHU, OHU Cy TapaseIHH.
Moj ecej HMje MPOKET HEHUM TEKCTOM MM MHIUBEHEM Kaja caM IpBU
myT BOAWIA U yoOnuumia cBoj ceMuHap. [lomyT MHOrMX cTBapu Koje ce
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JielaBajy y JOMEeHy KyJIType, OBH €ceju Cy OMIIM UCTOBPEMEHH Kajia je ped o
UMILYJICY MM HYKHOCTH — OHA YOK8UpYje JHCeHCKU L1ac Kao inac mexage, ja
cam ycuoCiasuna ecej/Konaxc Kao ooIuK He-CllatiuyHol ducarba y upoyecy,
HAUK PASMULLBARY HALTAC.

Kao mro cam pekna, Cukcy je 6miia 3acTymbeHa y anTojoruju Hosu
¢panyycku emunuzmu M CUTypHa caMm Jia caM je Tamo mpouuntana. Illto
ce TM4e Tpu ocole yMja ce uMeHa Hajuemihe MoMumy OBUX roxuHa, CHUKCY,
Wpwurapej, KpucreBa — HapaBHO, Ha Kpajy cam mpoudutana (M mpegaBaia
TOKOM TOJIMHA) HEKE KJbyUHE eceje. AU y TPEHYTKY KaJia caM IMOuYrbana,
nMaia caMm anrmodoHe m3Bope 3a cBoje eceje. Ilojaa ,,ETpypku’ je Omma
camMocCTaHO TeHepucaHa. Yyma cam o rpajgoBuMa U Muctepujama Etpypana
O] jeIHOT KoJjiere Kjacuyapa kora caMm rosHaBajia. Kopuctuna cam Tpor
,»ETpypLu® Kao mapaleny ca »KeHama jep ce y TOM TPEeHYTKY Majo 3Hajio O
Erpypunma. Cauano Tome, )keHe HUCY Ouiie mpoydaBaHe Kao 3Ha4ajHa Tema!
WU y3rpen, maoOrO BHIIIE ce 3Ha 0 ETpyprinma cana, 50 ronuna kacauje. Ctora,
y MOM KacHHUjeM ecejy ,,f-peun: Ecej o ecejy” y [liasum atiemeuma, nMam
¢bycHoty (Opoj 24 Ha cTpanama 257-258) ca axxypupaHuM HHpopmMaljama o
cTBapHUM ETpyprinMa 1 0 Tome Kako cam KOpUCTHIIA Taj APEBHU HApOJl, KOjU
j€ JKHMBEO MCTOBpeMeHO kaja u Pumibanu, kao meradopy 3a HEMO3HABAHkE
KEHa, IITO je TeMa MOje CTBapHE PaJI03HATIOCTH U UCTPAKUBAIHA.

Kaxo cy ce sawa uniiepecosarwa 3a emuHuciiuyky iieopujy u
UHIepUpetuayujy merbania Woxkom epemena?

DemuHuciiuyKo pasmuibaree je ouno u jecilie boiaiia gpyuiieena
u tonuitiuyka Upaxca. buna cam noajeHako 3aMHTEpECOBaHa 3a MPUMEHEHE
(beMHHM3ME KOJIUKO U 3a Teopujcke peMuHusme. Y CTBapH, hemunuciiuuka
weopuja je uzipahena na emunucmiuykoj upaxcu, a He oopuyiio. Jlyooka
dacuuHanja GHEMUHUCTUYKOM TEOPHJOM/POJAHHM  pPa3MHUILbABEM Yy
¢unozoduju U MCUXOaHANTHM3U ycmena je ga OMOKuMpa HHTEpPECOBame 3a
(eMUHUCTHUKY MPaKCy — aKTHBH3aM y BE3H Ca JPYIITBEHUM MPOMEHaMA.
Teopuja HUje TONMKO TUHAMUYHA U OPUjEHTHUCAHA HA JUCKYCH]Y Kao IITO CY
npakca Wwin IpymTBeHe 6opoe mocrane. Teopuja je mMana Mame pe3ynrara,
Morio Ou ce pehu, mako Moxe Ja MHCOHpuUIIe. Y MHOTUM acHeKTHUMa,
MEIIaBHHA MPUMEHEHOT M TeOpHjcKor ¢eMuHHM3Ma Ouiia je MpHKIaJHa 3a
030MJbHO aruTOBAI-E 32 HEOMXOJHE APYIITBEeHE mpomeHe. Tpeba Opanutu
MO3UIH]y Y CTBAPHOM CBETY JPYIITBEHUX MPEBUPaha U OTIIOPA.

lakne, moj pag youwide je ipauncopmucan — OUUTHUM
Gemunuctiuukum oceharuma u HeKuM 0¢ UHILEPUPEAUUSHUX UUUAA
Koja cy usz woia upouzauwiia. E6o nekonuxo upumepa.
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Benuku 1eo MOr  KHWKEBHOKPUTHYKOI pajga yhaasu y cdepy
M0CTajama, OAHOCHO pPOESsiS, YHeHha CTBApU Apyrauujum. To ce Moxe
BU3yaln30BaTH Kao BeHOB amjarpam rae ce cycpehy Tpu CKyma INpakcH.
Illpse cy unciiuinyyuje tiecHuuke upakce — ypehusarbe, MeHUIOPCIBO,
uspasicagarbe ogarociiu (Manugheciiuma, iecmama u ciuuno), iupahere (u
wako ouiliu cregbenuya) u upoyuasarwe oghoca mysa-ymeiinux. 0o cy
gyio bune KomiloHeHille HeCHUYKUX Kapujepa u Upuidagrociiu, u uoupumajy
Heke clieyughuune xonmype y geageceiiom eéexy y CA/l. Cse oge xouiiype cy
upooiceiue ionaoMm.

Jpyio, ceu ducyu UMUIUYUIUHO UTU eKCUTUYUIUHO 3aY3UMA]Y OgHOCe
upema pogrHum mailiepujanuma Kynype u gpywiiea y c6om pagy u y c6om
camociusaparey xao tucyu. Ilpoyuasana cam meke ogHoce U UAHC/HUBO
uctuiana uojequne uniepakyuje y mogepHuzmy. OBU OIHOCH CE€ MOTY
MIPOy4aBaTH YaK U aKo MHCLU HUCY JUPEKTHO KOMEHTApPHCAIN TaKBa MUTamba
WIN Cy WX KOMEHTapucaiu camo noBpeMeHo. Jlakine, npyru kpyr Benosor
JjarpaMa cacToju C€ Of] YMTAJAYKOI COYMBA KOje€ HaIvallaBa Mpakce poaa.
Kmura kojy cam Hamucana uMajyhu oBy temMy Ha ymy Ouna je Jbybuuaciiu
tacaosicu: Ilayng, Enuotn, 3ykogpcxu, Oncon, Kpunu u kpaj namipujapxante
oesuje. OBa KIbUTa UCKa3yje MOCEOHY Pal03HAIOCT O TOME IIITA CY MYIIKOCT,
MyIIKa CyOjJEeKTUBHOCT, MYIIKOCTH Pa3IMYUTHX BPCTA, XOMOCOIM]aTHOCT
U CEKCYAJHOCT YHENIU y NEeCHUYKO (hopMuUpame U NpUnajaHocT. Moja urpa
PY’KMYACTOM, IJIaBOM U JbyOM4acTOM IMOKa3yje WHTepaKkiuje poaHuxX ,,00ja*
(o Mu je 3a6aBHO). OBa Tpeha KibUra TPUIIOTH)€ BEIUKHUM JIeIOM ce 0aBu
HeuyuM (MYLIKOM CyOjeKTUBHOCTHINNY) IMOpea dYera MOTy caMoO CTajaTu
a He OMTH yHyTpa (ma mra oHjxa?), ¥ HeYMM MTO je OmiIo HempuMeheHo y
Pa3IUYUTOj] MEPU, HEIOBOJHHO MCHHUTHUBAHO WIIU MPEBUIIE T€HEPATH30BAHO
y MOjeIMHUM (EeMUHUCTUYKUM Pa3MUILbakbUMa J10 TIpe TPUIECEeTaK TorHa
Kajla Cy ce IpBe aHTOJOTHje U MYIIKe CTyJHje MojaBuiIe y o0IacTu cTyauja
pona.

ITomrTo cy oBa mpBa JBa ,,CKyIla IPaKkcu*‘ — Mpakce NeCHUYKe Kapujepe
U polla — BUIIECTPYKa, MOIUMOp(HA, TPOMEHIbUBA, TPUIIArO/IJbUBA U YBEK
y WIpPH, U 3aTO IUTO UX MPEIJIaxy, KOPUCTE U MOCTaBJbajy Ha pa3iuyuTe
HauuHe, MOKyIIaBaM Ja WIyCTpyjeM ,ucTpaxuBame kao cycpetr (Pollock
2007, xiii u xv). I'puzenna [lonok je mox oBUM TEPMUHOM MOApa3zyMeBaa
MYITUAMCUUIUIMHAPHU CYCpeT, KopucTehu KOoHIenTe U3 jeIHe TUCIMILINHE
na 6u ocseTimia Apyry. OBaj cycpeT usMel)y cTyauja posa u CTyauja moesuje
MOpao je yBeK Jia Oyzie MeTOIOJIOIIKY Ha orpe3y Kako Ou ce ogympeo oaseh
PaBHOAYIIHUM YUTambUMa Ha (OHY JPYIITBA U KAKO OM MOJCTAKIIA MaXKIby
yCMEepeHy Ka ToMe Kako moes3uja GpyHKiuonuie. CBaky MO3UB Ha ,,aHATHU3Y
KOja Hac Tepa Jia jJOII BHUIIE ILIEHUMO CIOKEHOCT je3uKa, CyOjeKTHMBHOCTH,
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CUMOOJIMUKUX MpaKcH, adekTa 1 ecTeTuke  npusiadn Mojy naxmy (Pollock
2007, xiv-xv). CBUM CBOjUM paZoM, YKJbyuyjyhu W moe3ujy, OTKpHUBaM
MHTEPECOBakA 3a KyJITYPATUCTUYKY OETHUKY.

Bawa xruia Pon, pace u penurujcke KyiaType y MOJIEPHO] aMepu-
ykoj noe3uju 1908—1934 ouna mu je uzyseiino sadxcua. Ilocedbno iiepmun
couujanHa QUIONOTH]a — Modicetile U 00jacCHUIY WA 3HAYU 08aj Mellogo-
JIOWKU UpUCILYIl loe3uju?

Taj KpUTHUKM paja je pa3MaTpao TpU CYOjeKTMBHOCTH KJby4yHE 3a
aMepuyYKH MoziepHHU3aM — To ¢y HoBa sxena, HoBu nipuar (mnu Negro, Kako cy
Taja ropopuin) 1 HoBu (MM mpoCBeTUTEIHCKH) JEBPEjUH — U TTIECME HacTale
YHyTap THX Cy0jeKTUBHOCTH.

Jlakiie, oBa KH-HMra HacTaB/ba MOja MHTEPECOBama 3a KYJITYpallHy
MOETUKY M3TPajlbOM CTpaTervja YuTama Ha3BaHUX collWjanHa (uionoruja
wm cormomnoesa (DuPlessis 2001, 11-17). To 3Ha4n mocMaTpame Maaux
MOETCKUX KaTeropuja (Kao IITo Cy U300p peuH, PeioM peaa, MHTEPITyHKIUja)
U IIPOHAJIAKEH-E MOETCKe OCEOHOCTHU KOjy KpUTHYAP MOXKE BUJIETH Ka0 MECTO
y KOjeéM TMEeCHHMK WM NMEeCHUKHEAa OTKPHUBA UCTOPUJCKU CTaB WIM TO3UIH]Y
y CaBpPEeMEHO] OPYIITBEHOj AebaT (Kao IITO Cy OJHOCH LpHAIa U Oenarla,
WIN TIpaBa jXeHa WU cekcyanHocT). Ca conujaaHoM (HUIIOI0THjOM, TEXKUM
HEKUM KJbYYHUM YUTamkbuMa Kopuctehn oBy aHanuTHUKy nmosyry. To je o6muk
JPYIITBEHO OOJMKOBAHOT TIOMHOT YHTamba.

Beoma mMu je aparo ImTo cTe cMaTpaid Ja je Taj CTaB Ma)JbUBOT
YUTamka 3aHUMIBUB. HacTao je kao pe3yarar onmTer KyJITypaaHOT MpHCTyIa
noe3uju. OBaj KOHTEKCT 3aXTeBa J1a ra OImKe 00jaCHUM.

Iloe3uja je — y HOBHjeM KOHBEHIIMOHAJIHOM MHIUBbEHY — HU3y3eTa
of OWJIO KakBe JPYIITBEHO OOJIMKOBAHE KPUTHKE, KaO jeIHA O] Kpajie
JTUYHUX (MHAMBUAYAJIN30BAaHUX) WM OPUTHHAIHHUX CTBApU — ILITO YYTHO
npeBubha 3acuheHOCT Moe3uje CONCTBEHMM MpeTHocTaBKaMa M Ipakcama
Cy0jeKTHBHOCTH M perpe3eHTauuje. Mnu ce Ha moes3ujy miena Kao Ha jeHy
OJl BUIIMX CTBapH, TPAHCUEHJIEHTHUX, Y3BHUILEHHUX, JEAHOCTABHO MPEBUILE
(oOparuTe naXxKmky Ha TAyTOJIOTH]Y ) ,,IOETCKUX * 1a OM MOIVIM J1a UX 3aCHY]eMO
Ha (okaspaHMM?) APYLITBEHUM IpeJcTaBaMa WM pacripaBama. Heku pynu
OBY MCKJbYUMBY MaXHby Ha3uBajy TEPMUHOM ,,eCTETCKO™ — U TO j€ HaKaJoCT
MOCHEeNBUX TOAUHA TOCTA0 YIITOIJbEH, MajH, CaMOXBaJIHCaB TEPMHH.
CBakako Ja mpuxBaTaM €ecTeTCKO, /1a, aJli TIOHEKa/l je Taj KOHLIENT MPEeBUILe
no0oXaH 1 UCKJbYUHB. TakaB aHaJTUTUYKHU CTaB MOXe J1a rpy0o uaeanusyje u
Jla cTBapa ,,BUIIE paBHU " (Kao 1ITO je popma) o1 ,,HIKHUX CTBApU* (Kao ILITO
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je caaprkaj CBUX BpCTa), a HE TOBOPUMO O MaTe€pHjalTHUM MUTakbUMa TEKCTa,
Bep3uja M npeHoca. TakBe MPETHOCTaBKE O MOCEOHOCTH MOe3Hje MOHOBO
noTBplhyjy Xujepapxujcke OMHAPHOCTH Y KIbH)KEBHUM CTy/IHjama.

Mma 1 MHOTO TIpoyyYaBama 1oe3uje U3 NepcreKTuBe CTyauja KyaType
U COLIMjaTHOUCTOPUJCKUX CTyaAHWja, ajH ,,CHoJba““ a He ,,yHyTap® MOEeTCKOT
TEKCTa (C Apyre CTpaHe, ako HEe MPUXBATHUMO MOE31jy Ka0 YMETHHUKY (hopmy,
OHJIa MOXKEMO CBaKy IecMy MOCMaTpaTh UCKJbYYMBO KAa0 HOCHOIA MOPYKE.
OuurnenHo je Ja cy yMETHUYKM HM300pH y CBAKOM OOJIMKY YMETHOCTH
ButanHu! A mwux Tpeba aHanuTHuku wucnutatd). Ilog crosbammuM
Ipoy4yaBalkbUMa MHCIMM Ha BeOMa BpeaHa HCTpaKMBama CTBapasallTBa
YMETHHKA WJIM YMETHHIIA, IPYIITBEHY MPOIYKIH]y YMETHUUKUX Aefa (Tpyre,
KOTepuje), APYLITBEHE HOPME U UCTOPHjCKE KPH3€ KOj€ Cy BPIIWIIE PUTHCKE
Ha YMETHHKE; Ha KYJITypHE MHCTUTYIIM]€ U MHCTUTYLIH]€ YMETHUYKUX ITPAKCHU;
Ha AMCEMUHALM]Y ¥ PeLeNninjy yMEeTHUKAa U YMETHHUKHUX Jena. Ha npumep:
KIbMKEBHULIA MOJKE UMATH PA3IUYUTE OHOCE Ca MHCTHUTYIHMjaMa KyJITypHE
npakce (pemumo, rae M Kako J1a objaBibyje cBoja aena). Te pasimuke U
CIMYHOCTH y n300prMa HHCY KaTeropuuHe, Beh OuBajy onpelhene u curyupane
YHyTap aKTUBHUX OJHOCA U ca MaTepHjaHUM CHarama pa3iuduTHM O]] POAa.
PaznuuuTe TBpImE O pOAdY, 3ajeqHO ca APYTrUM IPYIITBEHUM TBpIHaMa
U 3anaxambuMa, aHATUTHYHHU]e Cy M MOOMJIHHMje Hero IITO Cy MHOTH TO Y
MOYETKY CMaTpaJIH.

OBaj cycper cTyauja poaa v CTyI1ja moe3uje OlyBeK je Tpedano na Oymae
METOJIOJIOLIKY CIpPEMaH J1a c€ OAYIpe MPEKOMEPHO HAMBHUM JPYIITBEHUM
YUTamkUMa, U J1a MOACTAaKHE NaXKiby YCMEPEeHY Ha TO Kao foe3uja Kao Mpakca
nena y pazauuuTuM epama. O6pahaM nakmy Ha CBaKM MO3MB HA ,,aHATH3Y
KOja YMHHU Ja jOII BUILE I[EHUMO KOMIUJIEKCHOCT je3HKa, Cy0jeKTHMBHOCTH,
cUMOOIMUKUX NpakcH, aekara u ectetuke” (Pollock 2007, xiv-xv).

V krwusu [naBu atesben: [loe3uja u \weH KyATYPHH pajl HAUWLA CaM
Ha eadxcHe geghuHuyuje oHola wiillo Hazusaule ,.QhemMunuzmMom upogykyuje
u “hemunuzmom peyeiyuje”. Mooicettie 1u getliabHUje 00jAcHUIU 08€
wepmune?

Hucam curypha na Mory nerasbHHje Aa 00jacHUM, anu hy MoKyIaTH.
Ponna ananusa je cekynapHo opyhe KpUTHUKOT pa3yMeBama, He PEeIIUrijcKa
WM KBa3HPEIUTUjICKa CTPYKTypa Kao CTpyKTypa ocehama.

[la wnak, y OWMJIO KOM Ba)XHOM COLMOKYJITYpalIHOM TpPEHYTKY,
MOCTOjW MEPUOJ Kaja MUCIH, KEM)KEBHHIIE U APYTH YMETHHIU U YMETHUIIC
ocehajy notpeby na mpezacraBe cebe WiM ofpeheHy Tpyny y HO3UTUBHOM
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ceeTiry. OBa MoO3UTHBHA, OIJIeMemwyjyha climka HacTaje paJu MHCIHpaluje,
HaJie, YTONHjCKE XKYImhe, HEKOT Mojesa TPYIHUX BPEAHOCTH, MehycoOHor
MOHAIIakba WIH TOHAIIAka JIMKOBA y KIbUraMa, TpeicTaBe y3opa (MoXxaa u
3aMHUILBEHOT) n300pa MPUMEHJbUBUX HA ,,CTBAPHHU CBET™, paJii EMOIIMOHATHE
MOJPUIKE M JACHOCTH, KAao jkKeJba Jla C€ OAYIpPE HEraTMBHUM IpeJcTaBaMa
HenpuBuieropane rpyne. demuHuzaM #pogykyuje jecte adupmaTHBaH
HAYMH, HAYMH Ja Ce JKeHe y3/IUTHY, OHaKO Kako Ou Boiese jaa Oyny Bulene
y HajllenieM CBeTIy, MoTBphyjyhu cBoje cTpagame u M300pe M HaYMH Ha
Koju O kenielie 1a apupMuIIry OHO IITO paje, IpeacTaBibajyhu cBoje )KUBOTE
u cBoja ocehama Ha HAJIIO3UTUBHUJU MOTryhu HauyuH, ,,cTajyhu Ha KEHCKY
cTpany“ y aebaru. OBa mo3uIiyja je MmoHeKa 1 HeOoXo/{Ha U KOPHUCHA, ATk Kao
MEHTaJIHa HaBUKa MOIvIa OM J1a TOCTaHe OTPaHUYCHE.

To je ¢pemunuzam tpogyxyuje. OH mokazyje ymehe, xejpy myOIuKe
U TPXKUIIHY BpenHocT. Taj craB Moxe OMTH BeoMa JIell U KOPUCTaH Yy
autepapHoM cMmucity. OwmanoBakaBajyhm W HeENmpHjaTeJbCKH TEPMHH 32
OBaj KyATYpaJHHU CTaB je, MehyTum, ,,[IOTUTUYKA KOPEKTHOCT®, WU, Majo
JIpyraduje, ¢ mojacMexom, apymreenu 1usb HazeaH J[JU (DEI) [nuBepcurer,
jenHaxoct, uHKIy3uja (diversty, equity, inclusion)]. ®emunuzam upogyxkyuje
6u 3axBasbyjyhu Haeann3oBaHOj NEPCIEKTHUBH MOrao 6utu MohaH 3a rpyre.
Kana je ped o ,,ipencraBibamy*, BUAEIH CMO MHOTE MTO3UTUBHE YMETHUYKE
TpenyTke. OBaj H300p CHAXHOT M TIO3UTHUBHOT NPEACTaBIbaba jeIHE IpyIie
MO3HAT je TPEeHYTaK WK eIEMEHT YMEeTHOCTH. M3 Tora moxe Hactatu qo0pa
U 3aHUMJbUBA YMETHOCT. Demunuzam Upogykyuje jecte xejba Jla CTBApaMo
3aruieTe, Ja KOpUCTUMO YINaJJbUBe, yIleuaTJbUBe (MOXKIa aleropujcKe) CIuKe
KOj€ HarjalaBajy npeacTaBe 1 JyKOBe OCETJbUBUX YBHJIA UHja je aTMocdepa
MyHa HaJle ¥ MO3UTUBHOT ocehaja.

3anumwpueo mu je kako ce Baw ipuciuyii lechuxkurvu Eju /[u mervao
wiokom eépemena. Fben pag Bam je ouo eaxcan — anu y jegnom og Bawux
ileKcilloga HAUWLIA Cam Ha KPUuKy reHol paga. Bonena oux ga nam o
objacHuiie.

[Ta, Gop6e 1 U360pH HEKOT NMUCLA WIIN KIMKEBHUIIE YBEK Cy MU OMITU
Ba)XHU, 2 KaKO KIMKEBHO KPUTHYAPH M KPUTHYAPKE 3HAjy, HEKO MOXE Ja
ce ,,3aJpyOn" y ofpel)eHor nmucia mim KibIKEBHUILY, IITO OJIAKIIaBa aHATU3Y
U CHOCOOHOCT YHTama HEHOI WM merosor nena. Ho, Hema morpebe na
ce Taj MHUCAL/KIIKEBHHUILIA HICATHN3Yje WM Ja JO3BOJIMMO Jla YUTame ca
MO TOBAKEM ITOCTaHE CBOJEBPCHO 000kaBame. O TOME je jeTHOCTAaBHO ped.
Tpebda nmaru n3banaHCUpaH MOIVIE] HAa TEMY, Ha TEKCT, WJIM Ha TIPEMET Hallle
PaI03HAIOCTH.
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TakaB n3banancupan 61o 6u npumep gpemunuzma peyeiyuja. Penumo
Jla je To COCOOHOCT JAa ce JUCKYTYyje ca pafo3Hajiomhy ¥ UCTpaKMBaYKOM
KEJbOM, O M3BECHOM CEKCH3My KOju ce Moxke Hahu y muciaunana mHade
MPOINIAIIEHUM 32 ,,FeHH]je" WK J]a ce JUCKYTYje O UiejaMa y Be3H ca POJIOM,
YaK ¥ OHMMa KOje BaM ce He Ou Jomajie Wiu Koje Ou KpUTHUYKU OJ0ALMIN Y
nebaru. PeMHHN3aM peleniyje NoCTaB/ba NUTalkha Ha Koja yTHUy HJeje O
poay (1 Ipyre IpylITBEHE MIPAKCE) a 1a He Jaje YHAMpe/l HalucaHe 0JroBope
(xoju cy yBek apupmaTiBHM), Beh ofpKaBa JaCHOCT, KPUTUUKO UCTPAKUBAHE
U eTUYHY pPaJO3HAJOCT. 3alTO je HEeMITO jEeJHOM I0CMaTpaHo Kao
UCTPa)XMBAYKO MMUTamkE, a HE TEK Kao MO3UIHja KOjy AyOOKO MPEUCIIUTYjeMO,
Kao HEITO HITO CMaTpaMo ITETHUM U HE(YHKIIMOHATHUM 32 HCTPAKUBAE.

deMuHU3aM pelLeniyje, Ha NpuUMep, HE MOpa MCKJbYYHMBO J1a
npoy4aBa KibWXKEBHHUIE, Beh MoXke a y3Me HajHeraTHBHUJU M HAjpYKHUJU
MIPUKA3 y KEIKEBHOCTH M (GUI030pHjH U J1a Ty MEPCIEeKTUBY TyMadyH U3
UCTOPU]JCKOT 3Hama, UCOJIOMIKOT pa3yMeBama U (OPMATHUX MEPCIEKTHBA!
yBEK MOCTaBJbajyhu MuTama 3a1To U Kako ce 0Baj noceda (pyHH) IpUKa3
jaBjba. AHanuzupame ca (peMUHUCTUYKE WM POJHE Tayke IIIEAMIITA YBEK
he ykJpyuyMBaTH HMHTEJNEKTYaJHO KpeTame M omiyke usmehy demunmnzMa
MPONYyKIHje U peMUHU3MA pelleniyje.

Tako je pa3muibame Ha PEMUHUCTUYKY HAYMH, U3/1Bajabe ayTOPKU
3apaj]l TOCEOHOI UCTPaXXKMBamba, MOTUBUCAJIO PEBOIYLH]Y Y PELENIHjHU Koja
ce cama oasuja.” To je METOMOIOUIKH MOKPET YHyTap CTyAHja KEbHKEBHOCTH
—  U3IBOJUTH MOCEOHY TPyIy — Tej ayTope, L[PHE ayTope, ayTope KOju
nene KyaTypaiHy QopMmaiujy, APYLIITBEHH MaHU(ECT, HEITO IITO UM
uctopuja mpunucyje. To 3aBUCH Of Tora Kako ce WACHTU(PHKY]y caMu
ayTOpu WJIM KaKko MX KpUTH4Yapu oapene. CBakM mucal WM KibHKEBHHULA
yUMa BUIIECTPYKE HICHTU(UKAIM]e KOjeé MOTY OMTH Ha paziIHuuTe HauyMHE
€BOLIMPAHE Y PA3IMUUTUM TPEHYLIUMA HBEeHE WU BheroBe Kapujepe. Moxemo
TO BUJETU Yy pa3Bojy Kapujepe AnpujeH Pud u meHUM uaeHTU(UKaIjama
y HBE€HOM NECHUYKOM Pa3BOjy — O ayTOpPKe Koja je omdaliuiia KaTeropujy
poxa ,,0e3 poma“ a umak je »eHa Koja Iuiie, 10 (peMUHUCTUYKE ayTOpKe,
ne30ejcke ayTopke, 10 MISHTU(UKAIUje ca aHTUIMOHUCTUYKOM pepopMoM
Jynansma, ma 1o ayropke koja mpey3uma rio0anHu eroc. Takole, pacmpasa
O TMO3UIMOHHMpAamy IMHUCIA U KHWKEBHULIE — HE Mopa Ja YKJbydyje
UACHTU(UKAIM]Y KOjy je HalpaBHO IOjeMHaYHM ayTOp WM ayTopka, Beh
KPUTHYKO TPYIHUCAkhe U WACHTU(PHUKALN]Y KOjy jé HalpaBHO KpUTHYAp WIN
KpUTHYapKa Kao JIe0 Ipoleca NMPUKYIJbamka, COPTHpPama U HUCTPAXHBaHba
KibIKEeBHE pacripaBe. OBa aKTHBHOCT y BE3U Ca peLeNirjoM J03BOJIMIA je

2 Tako je En Bukepn wucrakia 1a je mweHa kwura Haltawasarse mogepnoi: Kynitypna onuitiuka y
ayClipanujckoj dcencKoj oesuju ,,ipBa BEJIMKa CTyIHja MOJICPHE ayCTpajijcKe XKeHCcke moesuje” (3).
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MOHOBHO THCambe KIHbIKEBHE HCTOpHje, Tpyla U IOKPETa, UCTPAKUBAHE
pasnuka u3Mely *KeHa, Kao M Pa3IUUYUTOr OJHOCA >KeHa (CIpaM MHOTHUX
MyIIKapama) npema Kyitypu u ayropurery. C o03upoM Ha TO Jla KyATypa
IJIaBHOT TOKa MOXKE J]a TIOPEKHE WJIM 3aMarii Win Ja Oyae aMOMBasieHTHA
IpeMa XeHCKOM JIeNIoBamy, (PEMHUHHUCTHYKA peleniyja Tpeda ja HacToju J1a
Halje JJoKa3 TOT JieoBama, UCIUTa T'a, Pa3ioku HEroBe JeJI0Be, BpeaHyje U
MIPOYYH HETOBE MPOU3BOJIE.

Hcxon omnopaBka >K€HCKOT KyJITYpHOT JIeJioBamba, MehyTum, jecte aa
OH 3axTeBa Jla ce ImocMmarpa XJaJHOKpBHO. MHore — CUTypHO Oap Heke —
KEHe JIelTyjy Ha HauuH KOjU BaM ce He OM CBHUJIE0, KOM C€ He OUCTe TUBUIIN Y
MOJIUTUYKOM CMUCITY, UM HEe OMCTe MUCIIIIN 12 jé KOPHCTaH 3a KyaTypy. To
je caja Mepa cHare (peMUHUCTUYKOT YUeHa J1a MOXKeE J1a CE CYOuH Ca JKeHCKUM
pazioM Yak M Kajia ce Taj yJake y HEIITO IITO je (3a Hac) MOoJ] 3HAKOM MUTamba.
Hakiie, na GMCMO ,,IOKa3aly KibMKEeBHE (PeMHHU3ME™ MOPaMO Pa3/iBOjUTH
CBOje (BpPEeMEHCKH OTpaHHuYEHE) UJeje O TOME IIITa je JoOPOo 3a KEHE OJ1 OHOTa
LITO Cy KEHE 3auCTa ypaauiie UK peKie.

Hame je wmoryhe na ce wu3rpagu (eMuHHCTHYKA peLeniuja
ayTOPKH KOj€ Cy peNaTUBHO — YaK PEYUTO U MOJIEMUYKH — CKENTHYHE
y nomteny ¢emunuszma. Hucy ce ayropke (eMHUHHCTKUIE, a CHUTYpPHO
ce ,,()eMHUHHUCTHYKE" ayTOpKe He 3aBeTyjy Ha BEPHOCT MOTIYHO HCTUM
(eMHUHU3MUMA Y UCTOPUjU, HUTH HCTOBPCHUM OCJIO00MIIAUYKUM MIPOjeKTHMA,
YaK U y MCTO] UCTOpHUjCcKOj epu. Hucy cBe xeHe yHuBep3aiHO nocBeheHe
OHOME IITO j& Ha3BaHO ,,0CI000hemeM™ HUTH OMCMO HU MH HU OHE HYXHO
3Haje Kako OM OHO M3IIeNasio y oapeheHHM ciydajeBHMa, a HUICMO Ce€ HU
criopasymelie OKO TOra Kako Ja /10 mera ,,CcTUrHeMo. Yak U OoHe Koje Cy
nocseheHe npoMeHu cucTeMa pojia v rojia MOTy JieJaTi Ha caMooOMamyjyhu,
CTpATELIKH YyJlaH WIN IBOCMHCIIEH HAYMHA. YIIPKOC MPOOIEeMaTHUYHOCTH OBE
cMece 110Ji1a ¥ pojia, ypUCTUYKHU CerapaTu3Mu caMo OropIIaBajy HOTUTHUKY
U IpYIITBEHY MPOOIEMaTHKY; OHU HE TIOMaKy Y Hb€HOM Pa3jalllbaBamby.

Huje iiosnaitio y Cpouju, a Hu y HoCilljyioci08eHCKOM PeluoHy, ga cy y
CA/l iiocitiojanu ghemunuctiuyuxku leCHUYKY HOKpeliy, aiu U eKcilepumMeHiial-
Ha emunuciiuuxa toezuja. Togune 1987. y coyujanuciuuuxoj Jyiocrasuju
CUleKa cam casHara o jesuuxoj noesuju (jegna wiaga HO8a amepuyka exc-
ilepumeniianna ipyia y oesuju u oetmuyuy) u inovena cam ga ux upesogum
(Yapnca Bepucinuna, Pona Cunumana, Jlun Xeyunujan, Pe Apmaniupayniu,
uzmely ociianux), anu Hucam o8e3UsaNa UeCHUYKO eKciepumeHinucare ca
Gemunuzmom gok ce nucam cycpena ca Bawiom gpemunucmiuukom ieopujom
ioeszuje. Kenum ga kpo3 osaj unitiepsjy oxkaxcem Kouidexcit y kom y CAJ]
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Hociioje 06a gea UeCHUYKa 6Uga )y CABPEMEHO] amepuykoj uoeszuju, Kao u
KIbUdICeBHA KputliuKa Koja ysasicasa tojam poga. Mooiceitie 1u pehu newitio o
osuM geema, Hazeahy ux gpemunuciiuykum ecHudkum gopmayujama?

»KeHcka 1moe3uja“ je BUTalIHA M TPOMEHJBMBA HCTOPHUjCKA
XEypUCTUYKA M KpUTHUYKA coHfa. To je kareropuja o kojoj ce aebaryje mehy
KpUTHYapuMa, KpUTHUYapkamMa U NEeCHULIMMa U NECHUKHEbAMa, HEKU JbYIU
Cy jOj y pa3iIM4YUTUM BpeMeHuMa ayOoko nmocsehenu, apyru je oxbaiyjy, a
HEKH KOjHMa ce He CBUl)a UIIaK MPU3HAjy HEeH 3Ha4Yaj y KEbHKEBHO] HCTOPH]H.
HapaBHo, OHa je, Ha >KMB M 3aHMMJbUB HA4YMH, TEMEJbHO IIOBE3aHa ca
(eMUHUCTHYKUM NUTABHMa, KaKo J1a0aBo, TAKO M YOIIIITEHO M TOCEOHO. AKO
Oyze BuIe (EeMUHUCTUYKOT MUIIJbEHa HA HICTOPH)CKOM HUBOY, OHJ1a he 6utn
U BUIIIE )KEHCKE M0e3H]e, IPUXBaTamba KCHCKE M0e3Hje, MUCcamba U KPUTHIKHX
MPUCTYIIA KEHCKO] MOE3MjH, Ma YaK M OMaJOBa)kaBama CaMe KaTeropuje
,»”KEHCKa moe3rja’ Kao Hedera mITo Tpeda pa3MOTPUTH.

[Touetkom 20. Beka, KEHCKO H3/Iame Yacomuca /[pyiu — jeTHOT Of
KJbYYHUX aMEPUYKHX MOJCPHUCTHYKUX Yacomuca — 00jaBHO je MO3MB 3a
u3ame ,,KEHCKE T0e3Mje” Ha Ha4MH KOJU je TIOKa3MBa0 MHTEPECOBAbE, AU
je 6uo, cMeM Ju pehu, moMasno MOKPOBUTEIBCKH O] CTPAHE IIaBHOT YPEIHHUKA
Andpena KpajmOypra: , xeaumo Aa BHIMMO IITa he KEeHe CMUCIUTH.
XKene cy omgyBek Ouie NpUCyTHE y TIO€3MjH, NUCAIE KIBbUTE U TONPUHOCUIIE
nepuoguuHuM mnyonukanujama. [la kako OHJA HEIITO TOCTaje ,,KeHCKa
rmoesrja’ Koja ce pa3imKyje of MUCama Y CTUXY HIN KOpHUIIhema MOSTCKUX
o0JIuKa Koje Cy CTBOpHJIC JKeHe. YKa3zyjeM Ha OBO Kao Ha CTYAM]y Cllyuyaja u3
KBWXKEBHE UcTopuje.’

[TocToju HEKOIMKO HAYMHA, HUCY CBH YO€IJbUBH, Al CYy UCTOPH]jCKH
JOCTYIIHU M TOCBeqo4YeHUu y Ouorpadujama. OBo cy mpemiosu. Hajmpe,
o0palyjy ce jxeHCke TeMme, IITa Trojf TO 3HAYWIO, a AcPUHUCAmHE THX TeMa
6u nonpasymenano MHore kBanudukanuje. lllta 6u To Moo 6uTH, yBeK je
Tema 3a JuckycHjy. Takole, murame je, Aa Jin *KeHe (WM HEeKe KEeHe) YBOJe
noceOHy KEHCKY MEPCIEeKTUBY Y TIOE3H]y.

Jlpyro, HeKo OM MOTao OJJPEAUTH JKEHE Ka0 MAHE BAYKHE MECHUKUIBE.
BuxoBa moesuja ocraje orpaHMYCHa, y CKJIaly ¢ TUME IITO CE )KEHE cMarpajy
rpahanuma apyror pena. Heke kibmkeBHHIIE came OUpajy J1a OCTaHy yHyTap
TUX TpaHUIlAa: TO JECT, OATYUYjy C€ Ha MamHU CIEKTap TeMa, IIapMaHTHUX,
MOHEKaJ] KOMUYHHUX WM OTBOPEHUX M IIOKAHTHUX. TO Cy MHTEPHAIU30BAHU
KOMEpLHUjaIHd U300pH, IUTO j€ 3aHMMJbUBO IMUTAkE U Y NPOAYKIHMU U Y
peuenuuju. [oHekan ce oBa moeTuka MpeACTaB/ba Kao MPEAHOCT — TO je

3 Buau J{yIlnesu ,,Critical Mapping II: Reading American Poetry by Women.* The Cambridge History
of American Women s Poetry, ed. Linda A Kinnahan. Cambridge UP, 2016: 26-40.
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yJi0ra Koja Jonupe 10 myOnuke 1 3a/10BoJbaBa 1myonuky. (OBa cTpareruja uma
CBOja OrpaHUYCHA. )

Wnm je moesuja crosba, 00MYajuMa, MIpUMOpaHa Jia ce mocMmarpa Kao
orpanudeHa. [TocToju aHerJoTa U3 nejeceTux rogrHa MPOLUIOT BeKa O TOMe
Kako je MyX MakcuH KyMuH TapaHTOBao OpPHTHHAIHOCT H-EHE MecMe Jia
6u yommre 6una npuxBahena 3a o0jaBipuBame. Heke xxeHe cebu usrpalyjy
MecTo nopuuyhu Onino kakas 3Hayaj cBor noiua. Jlyus boran je uspazurtu rac
MIPOTHB 3Ha4aja MOJIHOCTHU: ,,)KeHe Hemajy HHIITa AUBJbE y ceOu, Kake OHa
JbYTUTO M KPUBH JKEHE 3 KapHjepe y KOjuMa HeMa pU3uKa a iMa Moy ITama,
U THME 3aHeMapyje paciipaBe O BUIIECTPYKUM (pakTopuma KOju JOMPUHOCE
KIbWKEBHO] TTyTarbH.

[ITa To 3Ha4YM Kaja MPEHCIUTYjEMO OJUTYKY Jia C€ POIHO OIPEIUTE
y KYATYpHUM OJHOCMMa (HE HYXHO Yy CEKCyaJlHUM ojHocuma)? VY
npoeCHOHATTHOM CMHCIY IMOCTajeTe rpaljaHka ca OorpaHHYCHHM IpaBUMA,
MOXJIa Wy Tpehem pomay, 3a pa3iuKy Off OCTIMX KOjU IpUXBaTajy
OMHApHY CTPYKTYpy ca MCKJbYYMBO JBa pona. Pehu na pon monekan Huje
CTpYKTypupajyhu, MoTIyHo je pasymJbHBa M MPOBOKATUBHA TBP/ba YHja je
(dbyHK1Mja 1a 3amTuTy ayTopky. OHe Cy Takohe HCKyCHIIe TO3UIIN]Y Sauve-qui-
peut* ¢ 003UpOM Ha BHHXOBE aMOuIlHje U Moh. 3a MojerHE je PUBPIKEHOCT
tpehem pomy, ammpormamju, ociobahajyha (to je Baxkumino 3a MepujeH
Myp). OBa uaeja noaceha Ha moctynar queer nozunyje maanac. [lojequne
KEHEe TI0/103peBajy Jla MIACHTHU(UKaIMja ca KeHama Kao IpyrnoMm (WId Kao
,,OIPECHPAHOM YTHETABAHOM * WJIM M3[IBOJEHOM TPYIIOM) HHj€ MpHBIAYHA U
J1a JIOIIIe yTHYE Ha IOETCKY Kapujepy. Y OBOM KPaTKOM HAIIPTY jaCHO CE MOXKeE
BUJIETH KaKo Cy poJ] U moe3uja borara u fjebarama UCIyHheHa 30Ha.

AyTOpKa MOe J1a TIOPEKHE WIIM yMambu BaKHOCT CBOT OJIHOCA TpeMa
YKEHaMa UJTU IpeMa 0110 KaKBOj APYIITBeHO] uaeHTHGuKanuju. OHa ymecTo
TOTa JKEJIM OJJHOC Ca MOE3HMjOM, Y M30Jallljd, ca KIbMKEBHOM TPAHUIIN]OM,
M KEJIM Jia HEeH MOoJ Wwin poj (u3abepute) Oyae UTHOPUCAH Kao HEBaKaH
3a TIOETCKY Kapujepy. Y MOCIeNkhe BpeMe, OBaKaB CTaB MOTY Ja MPeIaxy
aytopke (JIyj3a boran je jenna, /lenu3s JleBeproB npyra) Koje cy OTBOPEHO
onowmie 1a Oyay y HeaBHO 00jaB/beHUM aHTOJIOTHjaMa (Koje cy AepuHucaie
OBO TI0Jb€) J)KEHCKe TIoe3uje. M, ako Ou Ouiie aHTOJI0TU30BaHE, TO Cy YMHUIIE
6e3 ukakBor noucroBehuBama ca ,,peMHUHM3MHUMA® 3axBajbyjyhu Kojuma
Cy Ce WMCIpBa W HalUle y aHTojormjama. Ha jkeHcka muTama ce amyaupa
— TIpeapacyie, uaeje y Be3u ca CeKCyaJaHOImNy W CEKCyallHOM CII000I0M,
KOHTpaJauKIyje Koje nocroje y nenuma Enne Cent Buncent Muiej u Mune
Jloj. OGe oBe MECHUKUILE KOPHCTE ally3MBHOCT CTHUXa — KOMIIPHUMOBAME
3HauYeHa, PUMY, €BOKAIIH]€ KYJITYPHOT MaTepHjaia — Jia UCIIMTAjy OBa MUTamha
panu 0coOeHUX, IIOHEKA/l CATPUYHUX a YBEK KPUTUIKUX KOMEHTAapa.

* Cniacasaj mra ce criacti Moxke ((p.), IpuM. TpeB.
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XKencku Oec ce moHEKas BUJIM Yy HEKUM KIbMKEBHUM Kapujepama —
yecTo Moke noBpeauTH ayTopky (®pancuc bonaepes u Mapma Hapnu cy
npUMep) WIM UX KOMIPOMHTOBATH. YIora KYJITYpHOI NOMONHHKa MOXe
MMarTy 3a MOCIEIHIlY TOHUIITEHE.

OnyBek cam cMmarpasia Ja Cy >KeHe MMajie MCTOPH)JCKU MPOMEHJbUB
OZIHOC Cca MHCTUTYIMjaMa YMETHOCTH M KyJAType — ped je 0 o0pa3oBamy,
NPUCTYITy TNpOo(EeCHOHATHUM MIKoJaMa, 00jaBJbUBamGY, AUCTPUOYIH]jH,
eBallyalldju, MPUCTYII, JJakje, KylITypHoM namhemy cebe camux, paau cede
caMHX U Off cTpaHe cebe caMux. Y MoiepHOM 100y ce TO 3HaTHO U3MEHMUJIO,
U KIbMDKEBHOKPUTHYKA aHAJM3a MOjeIUHUX KYJITYPHHUX paJHUKa U PaJHHLIA
nocraa je y Bennkoj Mmepu moryha. Hajame, Tpe6a 1a kaxkeM J1a BUIIIE BOJIUM
TEpPMHUHE ,,[I0€31ja KOjy MUILY >KeHe* M ,,yMETHHILE HEero u3pase ,,KeHCKa
noesuja’ win ,,/KeHCKa YMETHOCT®.

OTyn je KpUTHYKa Kareropuja ,,KeHCKa roesuja‘“ (WM ,,McTopuja
KEHCKE YMETHOCTH ‘) KaTeropuja KyJlTypHE KOpPEKIHje — UCTPAXKHUBABE KO
je 6uo Tamo, a U cy Ouie MpOIyKTUBHE, ONUIJBUBE U 3a00paBJbEHE; /1a JIU
UX je OMETa0 CEeKCH3aM WU Cy TO came ceOu pajauiie; WiK cy Oujie akTUBHE
U oH/a Ouie uzbpucaHe (M Tako Jajbe). A MOCTOje PA3TUUYUTH HAUMHHU WIH
MperKe/counBa Kpo3 Koja ce HBHXOBU PAJOBH YUTA]y — MPOyUYaBambe ,,)KEHCKE
pasznuke” of ,,Mynikapana‘“ cxsaheHuX MpPEBHUIIIE YOILITEHO, aji j€ TIOHEKa/
epukacHo. Mnu xKeHCKe UCTOCTH ca MYIIKMM IpPOjeKTHMa — KOMIapaTuBHE
CTyaMje Koje Takohe Mory npoHahu pazimke y CMUCIY MPOXYKIHMjEe HIN
peuenuuje. Mnu KeHCke pasiMKe y OTHOCY Ha Jpyre >KeHe Koje HMajy
npyrauuje uaeHTuuKanuje (UM uaeHTuTere, ako xohere). CBU OBU IPOjEeKTH
CYy U BEpOJIOCTOJHH M KOPUCHHU. TO je OHO IITO OBHU JOKYMEHTH U TEKCT
HaBojie Wiu noka3zyjy. OBaj ¢emMuHM3aM peleniuje, BaxHO je pehwu, jecte
aHAJIUTUYKN UM KPUTUYKHU CTaB KOJH C€ Pa3jIMKyje Of Tpakema MPUMEPHHUX
MUCIIU ¥ ahUpPMaTUBHUX HJEja.

BaxxHo je u 1a OnIto Koju TEKCT 0 KOME j€ ped (TEKCT KOjU aHAJTU3UPaMO)
HEe MOpa Jia Mojp>kaBa Tekyhe win caBpeMeHe (peMUHUCTHYKE Hfeje na Ou
O6uo KopucTaH y okBUpY ¢demuHM3Ma penenuuje. Koju cy npobnemarnunu
apryMeHTH WM apryMeHTH omnTtepeheHu npeapacynama KOpUIINEHH y TOM
TeKCTy? Y ITa peTopHKa, CIMKE M IyTame H3jaBa MOKYIIaBajy Ja yBepe
YUTAOIA U YUTaTeIbKe?

To je craB y okBHpY (heMUHM3MA peLeniifja Ja JOKYMEHT WIH TEKCT
HEe Mopa Ja nojpxasa (eMUHUCTUYKE Ueje (IUTaroj aa cy oHe caaa) seh na
aHaIu3upa, IpU YeMy Haj3100HUje U HajCTpalllHUje MHCake MOXKe MMoKa3aTu
HAYMH Ha KOjU (PYHKIIMOHUILE UM KAaKO IITETH JKeHaMa M JeBOjKama MpeKo
jesnukux Qurypa, u3bopa u mo3ulMja Koje KOpUCTU. Jlpyrum, peuuma,
JOKYMEHT He Mopa Jia IPYy>KU yTelllaH, HHCIIMPAaTUBaH WK €HTy3HjacTUYaH
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apryMeHT, Beh CBaku JOKYMEHT WM KHWKEBHH/KYATYPHH TEKCT MOXKeE
Jla TPEJICTaBU Pa3IMYUTe POAHOIINY TMpoKeTe Hiaeje W paame. 3ajaarak
(dbeMuHU3Ma pereniyje jecte na Oyae MpuMep paro3HAIOCTH, TOKazyjyhu
Kako Te ujeje M Ta npakca (yHKIMOHUILY, WM Ha KOJU HAYUH Cy MOCTaJe
pe3yJiTaT uCTOpHjCcKe nedare.

TakBe cTparervje uMtama MOTY Ja MPUKaXy OpojHA HEjeTUHCTBA
WM KOHTPAJUKIHMje Mel)y KpUTHUKUM KaTeropujama — CIHUKE Uy Y jeHOM
IpaBLy Y Jeily, pa3pelliemna (3aBpLIeli) ByKy Ha JIpyry CTpaHy, Ha pUMep.
KoHTpamukimje ce moTUCKY]jy WK C€ HE HAIIAIIaBajy JOBOJHHO, MaJia Cy OHE
y CTBapH CyNITHHA TUHAMHYKOT HHTEpPECA Y TEKCTOBHMA.

A eawa ioezuja? Mooceiie nu ga okapakiuepuwieilie c80j pag y
uoesuju?To je uminuyuiuHo Uutiare Koje CUloju u3a 0601 UHUlepsjyd.
Bawa cepujanna iiecma HALIPTH kojy uunu HuU3 tlecama 3aHUM/bUBA je —
V KFUNCEBHOCIIU CEPUJATHOCIU je 0OUYHO U08€3aHA A eKCUepUMEeHIUUMA
fleCHUKa, UaKko U HecHUKurbe page ca 080M (HOpMOM UMY HA 084] HAYUUH.
Mooiceitie tu pehu Hewiitio o tWpaguyuju Uucarea y cepuju u gauiem pagy ca
o6om ghopmom?

[TuTare Me y Be3u ca cepHjalTHIM IIeCMaMa WM ca cepHjaiHouhy kao
KOPHCHOM ITOETCKOM CTPYKTYpoM. TO je jeHa Bep3uja Cpeibe Tyradke necme
ca jacHo oapeheHuMm aenoBuma (4ecTo o3HaueHuM Opojem). Tu oxesbIm yecto
HUCY TOBE3aHH HEKUM jaCHUM, JIMHEapHUM apryMeHToM, Beh mpe 3aBuce on
YUTA0YEBUX WM YNTATEJbKUHUX 3aK/byuHBama Jla Ce€ CXBAaTH OOMM IEeCMe.
To cy omesblin y KOjuMa CBaKa jeJUHHIIA UCTPAXKY]e, UCTIUTY]€ MU 1aJbe BOIU
HEKy TBpAIbY, MajJa 4eCTO MHAUPEKTHO. [lucatu cepujanHy moesujy 3HA4YH
MUCaTH Kao JJa MECIIHIN Harac (He /1a jeTHOCTaBHO MPUTIOBEIAI, YKpaIllaBalll
WY TUIIe y UKCUpaHUM OOJTUITMA).

Pan y cepuju, ca cBOjoM MOIyJapHOM KOHCTPYKIIHjOM, KJby4YaH je
y MOJIEPHUCTUYKUM CTPYKTypama (KOje Cy 4ecTO He-HapaTuBHe). Momynu
UCTHTY]Y ,,ACTY" CTaBKy W3 Pa3NUYUTHX MO3UIHUja U Yy Pa3IUIUTO BpPEMe.
MoOHEOBH IJIACTOBH CEHA YE€CTO CE€ KOPHUCTE J]a Ce€ YKake Ha MOCEOHOCTH, Ha
HU3 CTBapHU KOje ce MOTY YUMHMTHU J€IMHCTBEHUM 3aXBasbyjyhu CynTHIHUM
HUjaHCamMa pa3JIMYUTOCTH. 1O 3HAuM, CEPHUjaTHOCT Ofaje MPHU3HAKE
nocebHoctu cTBapu. OHa je BUTAIHO opyhe MPOTHB MpeTepaHor yoIlITaBama,
Ko0je y3uMa y 003up MHOTOCTPYKOCT U nonudoHnujy. Mnu, oHa ce jemrHocTaBHO
0aBM MHIIUBCHEM Y Y TOETCKOM TEKCTy, HE YKpaluaBameMm, Beh pagom ca
JPYIITBEHUM M JIMYHUM ocehajuMa u MUcIinma.

To je yjenHO 1 €BOKaTUBHO jep j& ped O OfesbIIMMa Ca UMIUTUIIUTHAM
WIM eKCIUTMIUTHUM IyJICHpambeM M OenuM npoctopuma usmely onespaka
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— Ipa3HUHAMa WM jyKCTano3ulgjama y npocTtopy. JIMKOBHU KpUTHYap 1O
umeny Kpuc JIajoHc KOPHCHO je HEe1TaBHO OKapaKTepHUcao HeKe Of ,,CBUTaKa™
WIN KOHTUHYHpaHUX ozesbaka Hencu Cnepo: Oenu WM mpazHU OPOCTOPU
y HBEHUM CBUIMMa/CEpHjaTHUM pPaJOBHMa IOKa3yjy ,,BpEMEHCKEe Iay3e,
MIPOCTOPHA MPOCTPAHCTBA Jla JIU MPOTE3amka, er3UCTEHINjaTHe Mpa3HUuHe .
Hemrro cnmuyHo ce femaBa y cepujaHUM MecMaMma.

Xajge ga ce caga xpaiuko océpnemo Ha Bawyy iioe3ujy u uoeiuxy y
KOHIleKCilly cagpemeHe amepuuke toesuje. Mooiceiie u Ham objacHuitiu
KOHIUIEKCIl Y KoM ce H0jasulla eKciepuMeHilaiia emunuciiuyka oezuja?
Llinia cy 6unu upobremu xoju cy wio uogcimarxiu?

Jeman onroop je cmemehm: mpoOieM Cy EKCKIy3MBHO KpaTka
XyMaHUCTHYKa IO€3Wja U IEHE HaTypaju30BaHe KOHBeHIMje. Pememe —
KPUTHKA TIOETCKUX KOHBEHIIH]ja, Cy0jeKTUBHOCTH, TupuKe. To 3Haun cTBaparu
Moe3Mjy KOjy HEKU Ha3UBajy eKCIIEPUMEHTAIHOM WIIM aBaHTapAHOM (32 MeHe
Jj€e 0Baj n3pa3 CyBHILE [TOBE3aH ca paroBameM). Hekn kaxxy HHOBaTHBHA, HAKO
peTropuka HHje ,,HOBA™ alld je NMpUMemeHa (OoKycHpaHo. A Kaja je BUILe
JbyIM Y 30HU €KCIIEPUMEHTHCAkha UIIH Yy CUTYallUjU J1a KOPUCTE MIUPH CKYTI
KOHBEHIIH]a, U KaJia Cy Ty EHe KOje CBECHO IHUIITY [T0e3H]jY, MOXKeE C€ I10jaBUTH
HU3 )KE€Ha KOje eKCIICPUMEHTHIILY.

Ko cy 6unu i tiecnuyu u lechuxurbe?

He Mory Bam gatu kpatak cnucak ydecHuka; Cjenumene Jpxxase cy
BEJIMKA 3eMJba M IMa MHOTO MTeCHUKA ¥ TIECHUKUba! Mo)keTe UX pa3iuKoBaTu
Ha OBaj HAYWH: je/IHA rpyIa NeCHUKa OMIIa je OMUJbeHa KO/ INIABHUX U3/aBaya,
BUX Cy TpEerno3HaBajd Kao IECHHUKe, YeCTO Cy J00ujaid HalMOHAJIHE
Harpage. Paszmuuuty mwcum, cBe n00po HarpahuBaHuM CTUNIEHAMjaMa U
OoopaBiuma. OHM THITY YIIABHOM HapaTUBHY, cehamhMa HCIYHBEHY U
cnuKama 0oraTy XyMaHHMCTUYKY Moe3ujy. Ty MecHUIM 4ecTo uMajy abaBy
MOETHKY MHTEPCYOjeKHBHOCTH U 100pO paszpaljeHe jesuuke cTpareruje.

Kako cy ce eawa uniliepecosarba 3a ¢hemunuciiuuxy wieopujy u
uUHepupetayujy meraia woxkom epemeHa. Jla au uuweide UOAUMUYKY
uoesujy? To jecii, ga nu tuwettie hemunuciuuxy uoesujy? Ja au uzeoguiiie
pagose Koju ce qupexkiiHo b6age heMUHUCTHUYKUM Hutarsuma?
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He numewm ,,(peMUHHCTHYKY TO€3Hjy* Y OHOM CMHCIY y KOM C€ Taj
TEPMHUH pa3zyMme, Kao Jla MOTHYE JUPEKTHO OJf MUILJbEHa WM MO3MIIMja
onpeheHor 106a y caBpeMeHOM >keHCKOM nokpety. [To3nara cam no Tome na
caMm Hamucaja jefHy ayradky necmy y 114 onBojeHux ,,0ma™ UM ,,lieBama‘
(cantos). To cy Haypiuu. (Ilutamu cre na nu ¢y Haypiiu jenan cepujaiHu
pax — MHUCIIUM J1a je TO HeIlITO O YeMy KpUTu4apu Tpeba aa aedaryjy, yMecTo
Jla ja Kao ayTopKa KareropusyjeM Te rnecme). HajHoBHja utepanmja Tor nena
cy Lenoxyiunu Haypiiu' y 1Ba Toma, koje je oojaBuo Coffee House Press 2025.
TOJIMHE.

YecTto cam roBopuIia ia caM y CBOJUM €CejuMa, OE3HjH U KIbH)KEBHO)]
KPUTHLM (EMUHUCTKUEa U TIECHUKHIbA, HE (PEMHUHHMCTHYKA NECHUKHHA.
[Mumem oGoraheHa u MoTHMBHCaHa (EMHHU3MOM KOJU caM JIOKUBENa Kao
JMHAMUYaH yCIIOH y ofipel)eHo Bpeme U Ha ofipelyeHoM mecTy. [Toznara cam o
TOME Jia MMUIIEM ITIECME, Jla Ce YKIbYUYyjeM y KYJITYpHE pacripaBe U KPUTHKY, /1a
MUILIEM CTUJICKH Pa3HOJIMKY MOE€31jy KOja KOPHCTU MHOTE KaHPOBE U HAYMHE
U3pakaBamba y OBOM jEIHOM BEJHKOM JETy MIMPOKOI O0MMa M CTaJHOM
pasmunUbamy. He ,,mumem* ¢eMUHUCTHYKE CTABOBE Y MOjOj MIO€3UjU Ha Ha
KakaB JMPEKTaH, JIAKO MPENo3HATIbUB HAUYKH.

Ocehawm ce, kao mTo je AJOPHO TOBOPHO, ,,M30ETIIOM y*, yCIle ] Hallle
caJlallibe COlMjalIHe PealHOCTH Koja je y cBakoj henuju HaTtorsbeHa TeKyhom
CBETCKOM KpH30M INIOOAjHE OTHMayMHEe, OrpellelhbuMa y Be3U ca POAHUM
NUTakbUMa U HAIIMOHAIMCTHYKUM IpecTynuma. CBeT MONUTHKE TPOAUPE Y U
Hartama cBe IITO ¢MO MU. TO je OHO IITO CTAJHO EKCIUTUIMpaM: He MopaM Jia
,»OIUTYIHM" 712 TUIIEM ,,[IOJIUTHYKY " IECMy — THUIIEM MOJUTHUYKH jeTHOCTA-
BHO 3axBaJbyjyhu TOMe IITO MOKyIIaBaMm Ja MPEACTAaBUM CBE JUMEH3H]je
CBOT' ¥ HAIlIUX JKUBOTA. J[pyIITBEHH CBET, CBET EKOHOMHU]€E, TIOJINTHUKU CBET,
poaOM 00eNeKeHH CBET — OHU Cy Ty, cajaa. [Iurame je Kako ce CyouuTH ca
HBUMa, KaKo HE ,,MCKJbYYUTH" IbUXOBY CUITy HEKUM YMETHHUYKUM PUTyaIHMa
npounithema u ecTeTu3alyje.

buTH necHUK WK MeCHUKN b HE 3HAaUH jJeIHOCTABHO MMUCATH ITeCMY 3a
MEeCMOM, MaJia TO OYMbE TaKko. To 3Ha4M OAPEUTH MPOjeKaT, MIU HEKOJIUKO
IpojeKara, U MOCiaTH UX Y CBET. YOIIITEHO Y3€B, NIECHUK U MECHUKUIba he
ce Ha HEeKU Ha4MH OOpaTUTH YUTABO] CTPYKTYPU MOETCKE MpaKce U UCTOPUJU
MOJTyca WJIU JKaHpa ,,lioe3uje’. A ofarie u MUCIH, pri1030(h1ju, KOCMOTOHH]H,
KaKo TOJl je Ha3BaJH.

deMrHU3aM MU TTIOMaXKe A3 U3rPaJuM KPUTHUKU OHOC M OTIOPHOCT
npemMa BeheM ety XereMoHe KyaType, lbeHUM ITPOU3BOIMMA U UI€0JIOTHjaMa.
OBaj KpUTUYKH OTIIOpP U CyMIba BUJJBUBH Cy y BeheM zeny mor nena. Oty
jeé OHO O3Ha4eHO Kao ,,MHOBaTMBHO'. KHMXKEBHU KaHPOBU M KOHBEHIIM]E
4yecTo peadupMuIlly APYLITBEHE OJHOCE U OHOCce MOohu koju Beh mocrtoje u
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akTHBHHU cy. KibikeBHE popMe TO MOTY WIIM HE MOTY J1a YYHMHE, aJli C€ YECTO
CMaTpajy 3HaKOM MPUBPKEHOCTH TPaIULHjH. 300T TOra Cy 3a MEHE KyATypHa
JIeNIOBamba Kao IITO Cy KPUTUKA, 3a0KPET, OTIIOP, UCTPAKUBAKE, U3MUIIIbAE
CTPYKTypa, UCTPAXKUBAKE )KAHPOBA U UAMOMA YBEK OWJIM MPUBIAYHU]U OJ
apupmanyje, ykjanama y >KaHpOBE, MOHOBHE YNoTpeOe KOHBEHLHUja, U
MOCIYITHOCTH Y BUYy HEKPUTHUKOI KopHihema Hekor obnuka. [loesuja je
IpaKkca KpUTHUKE.

IIpeBon ca enrneckor busbana Jlojunnosuh
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Capa JleBuh"
VYHusepsurer y beorpany
dunonomku akyarer

Onnazak npexko Oxeana

HumutpujeBuh, Jenena J. Ha oxeany u tipexo oxeana. [lpupenunm
Bnaaumup Dypuh u bussana Jlojunnosuh. Hunr: @unozodeku dakynrer
VYuusepsureta y Humry; beorpan: Haponna 6ubnmorexa Cpouje, 2024.
163 ctp. ISBN 978-86-7035-529-3

[Tecunuka 30upka Ha oxeany u iipexo okeara Jenene J. [lumutpujeBuh
HacTasa je TOKOM MECHUKUBUHOT 1myTa 10 Cjennmennx Amepnukux [pxasa,
Kao U meHor OopaBka y HoBom cBery. OBUX OCaMHaecT recaMa HacTaie
cy y nepuony 1919-1920. roaune, anu cy OpBU MyT y LETUHU 00jaBJbeHE
TEK BHIIE OJ] jeJIHOT BEKa KacHHjE, Y OBOM H3Jamy Koje Cy MpUpeIuIn
Bnagumup Bypuh u bumana [Jlojunnosuh, 2024. rogune. Tpanckpunuuja
pykomucHe 3aoctaBuiTuHe Jenene J. JlumutpujeBuh ormnouera je y OKBHPY
npojekta KruoiceHciieo — weopuja U UCHIOPUJA IHCEHCKe KHoUINCEBHOCTIU
Ha cpiickom jesuxky go 1915. iogune, na Ou, y3 momapuky MuHHCTapcTBa
HayKe, TEXHOJIOIIKOT pa3Boja U nHoBauuja Pemyonuke Cpbuje, kmbura Ouia
o0jaBibeHa y m3famy Punozodcekor ¢akyirera YHuBepsutera y Hurry
u Haponne 6ubmuorexke CpOuje. IlpupehuBaun Ham y mpearoBopy najy
KpaTak NpHKa3 *xuBoTa u nena Jenene JumurpujeBuh, Te ykparko mnopene
MECHUYKY 30MPKY ca IMyTOIMCOM HAacTaJIuM Ha UCTOM MyToBamwY, Hoeu ceeill
unu Y Amepuyu ioguny gana, npBu myT o0jaBsbeHOM 1934, a motom u 2019.
roJIMHe, Ha CTOTOAMIIILHILY HEHOT MyToBamwa. Ha okeany u upexo oxeama
3aucTa KopecmoHaupa ca JenoBuma myrtomnuca nmo CAJl, a u cama 30upka
MpeCTaBJba ,,CBOJEBPCHU IYTOIUC, alld BUIIIE YHYTAPHHU OJ[jeK IyTOBamba Y
JlaJIeKd ¥ HeTIO3HATH CBET, TOT (y3aJIy[IHOr) OKyIlaja Oexama oJ1 ycroMeHa'
(Hojunnosuh, Bypuh, 2024: iii).

Oga kmura Aparolena je u3 MHoro pasiora. [Ipe cBera, 3HauajHa je jep
Jlaje LeIOBUT CKYII ITecamMa Koje je, IpeMa pyKOIUCY UyBaHOM y OMOIUOTEIH,
u cama Jenena [lumurtpujeBuh 3amuciania kao 30Upky necama o AMEpHIIH.
HNako Heke mecme jecy o0jaBJbHBaHE MOje€AMHAYHO, TEK LIEJIMHA ,,0TKPHUBA
cMmHcao cycpera ca HoBum cBeTOM Kao HOBOM HaJIOM, MECTOM HCIIEJbEHA U

* srlevic79@gmail.com ; https://orcid.org/0009-0004-7752-4045
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M3BOPOM IOETCKE MHCHHpAIHje KojeM ce npuctyna kputnuku® (Mcro, vii)
VY3 TO, BpEIHOCT KIbUTE OIvie[]a C€ M y TOME IITO HaM y APYTOM Jelly HyAH
CKeHHMpaH PYKOIIUC OBe 30MpKe KOju ce moj o3HakoM P542 uyysa y HapoaHoj
o6ubnuorern CpOuje. KonauHo, o0jaBibuBame OBe Kibure nparu pactyhe
MHTEPECOBAE 32 OBY CIUcaresbully, oOorahyje U YMHU BUIJBUBHUJUM HEH
Pa3HOJIMKH OITyC, a Y3 TO YUHHU 3aHUMJBbUBUJUM U MOTITYHH]UM YUTaHE HEHOT
nyronuca Hosu ceeiil.

30upKa ce cacToju 0] 0CaMHaecT Iecama, Koje ce, Kako npupehusaun
npumMehyjy, MOTy MOJIeNUTH y yeTupH uenuHe. [IpBy unHe yeTupu mecme
cacTaBJbeHE TOKOM ITyToBawma Opomom Porepmam, 1919. romune, a 10 cy
Orxean, ’Kemwa na Okeany, Cmpin na Oxeany u In Memory of. [lpyra uenuna
oOyxBara recMe HacTaje 1Mo necHUKHmbUHOM gonacky y CAJl. Ilume ux y
Byjopky 1920. u 1y cnianajy Ilecma o menu, [lyii, Jopmuitiayuo, Woolworth
Building w Hoctianiuja. Y wuctoM Tpaay muie W TnecMe Amepuxawka,
Sunday School v Ungujanay iiesa, xoje, 3ajeAHO ca MeCMOM Amepukanay
ilesa, HacTasioM y bocTtony, kao u necmom Mayflower Pilgrims, HacTamom
y Ilnumyty, unne Tpehy nenuny, kojy cy npupehuBauu Ha3Baiu ,,iecMe
npujatesbetBa‘. [locnenme uetupu necme — Busuja, Kag gohe mano na ceeii,
YV Tvhunu v Heiiponaszua wy6ae — cBe Hactajy y Bbyjopky 1920. ronune u
Ha HEKH HAYUH 3aKPYXKyjy OHO HM3PEUYEeHO Npe, YMHEehM Tako CBOjJEBPCHU
3aKJbY4aK LIEJTOKYIHE 301pKe.

IlyroBawe Jenene JIumurpujeBuh OpomoM o0enexeHO je HEHUM
JIMBJBEHEM IIPEMa OKEaHy M HErOBOM OECKpajy, IUTO je€ HajyousbHBHjE Y
npBoj necMu. bes crporo geguHucaHe puMe, y MECMU YUjU CTHXOBH, Kao
U OKeaH, ,,He 3Hajy 3a Kajayn Hu 3a myTto* (AumutpujeBuh, 2024: 4), T10j
MapMEHHJIOBCKO] HOTH BEYHOCTU OKeaHa y3Bpaha xepakJIMTOBCKa Hieja Ja
j€ OKeaH Kao CBET CTap, a Ba3/a HOB. 3aHUMJBUBO je MPUMETUTH, MehyTHM,
Jla ce oBe JIBe Hujeje He Oope, Beh Ha HEeKW HauMH JonymYyjy. Beunn Oxean
MIPOJKMMa CBa HhEHA UyJia, a MIPoXKUMa U caMy MecMy — KOja HeO010JbUBO JINUU
Ha Bera — jep pedeHulle ce NMOHABJbA]y M TaKO HUXKY Kao Tajiacu, rnparehu
ETrOB pUTaM. ,,JapocTaH, OJar, TyXaH, BeCeo™, OH je UCTO TaKo U MpOjeKInja
YHYTpALIbET cBeTa Cy0jeKTa. Y3IUTHYT Yak ¥ U3HaJ] 00’KAHCKOT, /10 aricoTyTa,
OxeaH je HacIUKaH Kao OIVIENAI0 BEYHOCTH y KOM IMECHUKHHa MOTBphyje
cBOjy mposazHocT. CTora He 4yau IITO HAKOH TOTa CJlequ MecMa O CMpPTH
(/Kewa na Okeany), alm HE CMPTH KoOja je CTpalllHa, XJaJHa U ycaMJbEHa,
Beh OHOj Koja je CrokojHa, MUpHa M cBedaHa. M He camo TO — TO je cMpT
Koja MOTBpl)yje *KUBOT — jep, AOK Ou OHa Jekana MpTBa Ha JHY, OKO e Ou
,»KUBEO BeJNMKHU noAaBoaHu cBeT™ (McTo, 6). ¥ ToM cMuCITy BEYHOCT OKeaHa
HUje caMo OIUC Npupoze, Beh u Bamaj corncTBeHe esbe 3a orncTaHkoM. CBoj
MIPOJIA3HU KMBOT JKEJIM Jia CTONHU Ca BEYHUM, MUPHCHUM M ITyHUM >KHBOTA
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okeaHoM. [Tomaso je MpOHMYHO KOJIMKO JKUBA, TOILIA U CBETIAa MOXe Jia Oye
necma o cMpTH. [IpoMunbame BEYHOCTH U MHTUMHHU OIHOC MIPEeMa OKeaHy
objenumenu cy y HapeaHoj necmu (Cupit Ha Okeany), KOja TOKyMEHTApHO
3a0KpyKyje nperxonHe ase. HactaBipajyhu ce Ha paHuje KOHTpacTe, OHa
cynporcrasiba JKuBotr u CMpT, CBETJIOCT M MpaK, BUCUHY HeOa U TyOuHY
Mopa, sal)y Koja IJI0BH ,,0pKe HO UK )KEHU KOja TaMo ,,Hehe ctuhu — Hukana™
(dumutpujeuh, 2024: 10). Y cBeyaHOCTH HeHE CMpPTU I'yOM ce rpaHuia
u3Mel)y mutckor u ctBapHor. Kao na orcewa na Okeany 6uBa ocTBapeHa, ajiu
nocpencTBoM Tyher uckycrtBa. [locnenwa necma oBe 1enune (In Memory
of) y cBakoM MoryheMm cMmmuciy CilyKu 3aTBapamy Kpyra. Haume, Ha mecTo
BpaHMX TaBpaHa U3 MPETXOJHE MecMe caja BUAUMO Oeror ambarpoca Koju
MIPOJIETH MOKpPaj Opojia U KOju ce, JOK TeJI0 MPTBE KEeHE TOHE Ka JIHy OKeaHa,
IIMPOKUM KPHJIUMa YCIIUE-E Ka CYHILY, MOTBphyjyhu Tako BEUHOCT >KHUBOTA.
JIluneapuom nopetky JKusora u Cwmprtu Jenena JlumurpujeBuh Bemto u
YCIIEIIHO CYNPOTCTaBJ/ba LUKIMYHOCT, BEUHOCT, M TO KAaKO CaJp)KajeM came
necMe, Tako U HEeHOM (OpPMOM, jep OHA 3alOYME-E W 3aBplIaBa ce UCTUM
peunma: ,,J3 ’KMBOTa CMPT, U3 CMPTH KHUBOT", Ka0 Ja HyId Ja je YUTaMO
W3HOBA U M3HOBA.

Jlpyra 1enuMHa HacTaB/ba MOHHUCTHYKM HapaTuB Beh mpucyraH y
MPETXOJHUM IecMama. Y HapeaHOj MeCMHU ra ayTOpKa YaK IMOJIMKe U Ha HOB
HUBO, 3aKJbyuyjyhi ,,y cBeMy caMm ja, y Menu je ce* (AumutpujeBuh, 2024:
12). Nako ce 30Be Ilecma o Menu, mu yOp30 ocTajeMo 30yHEeHI YNHEHUIIOM
Jla ay TOpKa IMUIIe y MyIIKOM pozy. Jla ce To He OTHOCH Ha OHaj BETMYaHCTBEHU
Oxean? Nnu na bora? Ilecuukuma Hac yOp30 1eMaHTyje, jep ,,3ap 01 ocTojao
OkeaH /.../ na Huje MeHe?, KOju ,,caM BeluK u BedaH ko bor!*“ (Mcro, 12)
,,Jo je ButmeH, wiu, TadyHMje, BUTMEHOBCKA IECHUYKA MepcoHa‘ 3aksbyunhe
JojunnoBuh ananu3upajyhu Taj rmac MyIIKOT MEeCHHYKOT cybjekra (2024:
910), mro je morBpheHo u y mpearoBopy oBe 30upke. CTHXOBH 3aucTa
HeonospHBO Noicehajy Ha ucronmeny necmy Bonta Butmana (Walt Whitman),
Maja, y MpoTUBpeuHOCTHMA Koje Jenena umurtpujeBuh Toiauko Bomu (,,Jep
TO caM ja, cuhyman edemepan ctBop, / Bucoku Xumanaju, ny6oku Tuxu
OkeaH, / To jecr, ja cam 1o mTO cxBara cBe To / (Ma ma He cxBara HUIITA)™
(dumutpujesuh, 2024: 12), anu v y HENPOMEHIJBUBOCTH, IPUMOPIH]ATHOCTH
1 HEMMEHOBamY, Kao Aa yyjemo u cruxose Jlao [uja:

Nwma HemTo y cBuM cTBapuMa (IITO BX) cabupa y cebe,
pobeHno je nmpe Heba u 3emibe.

AX, KaKo je caM0 THUXO, Kako 0e300JIMYHO,

camo je U He Mema ce,

kpehe ce okoso 1 cTBapa 0e3 mpecTaHka,

MOXe ce y3eTH 3a Majky Heba u 3emibe.
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Ja He 3HaM BEroBO NME,
Hepazo ra HazuBaMm gao. (JIao L7, 1997: 88)

VYnpaBo 3aTO NMECHUKHIbA HE UMEHYje ,, [0, jep gao Koju ce Moxe
W3pa3uTH HUje BEUYHU gao. HberoB je3uk je je3uk moesuje — ma je Tako u
ETOBO OTEJIOTBOpPE-E je3UK oBe mecme. Ilecma He mMenyje, He ,,KpCTH™
To, Beh ra noxuBpaBa W OXuBJbaBa Kpo3 cebe. Kao morBpay osora,
Jenena JlumutpujeBuh yak muta ,,Kako ce 30Be TO mTO cam y cTBapu ja?*
(dumutpujesuh, 2024: 13), jep je cBecHa na MMeHa He Moxe OutH. U3 oBor
yria MOXXEMO YUTAaTH U BeHy ynorpeOy mymkor pona. Ilpema Jlao Lujy,
kK0 (myOoko) mo3Haje (CwiHO) Mymikor (mpuHImmna) / uyBahe (6maroct)
xkeHckor (mpuHnumna) / (To je) peka mon HeOeckuMm mokpuBadem.” (Jlao,
1997: 91) Mymku U KEHCKH NPUHLHUIIU CE Yy JaOU3My HE cariieiaBajy u3
MO3MIIMj€ POJHUX KaTeropuja, Beh mpeacTaBibajy KOMIUIEMEHTapHE CHIIE KOje
TEK 3aj€JIHO YMHE LIEJHHY. Tako ¥ MEeCHUKUIBLUHO ,,ja* MOXKE TOBOPUTH U Y
MYIIIKOM pofy. ,,[0* MpokuMa M cTBapa arcoyTHO CBE, 1A YaK U by camy, U
crora je oBo ,,Ilecma o Menu®.

Amu 3amTo ce 3aycraButu Ty? Ilytyjyhm cBetom u ymo3Hajyhu
Hajpa3nuuuTHje KyIType, Jenena JlumurpujeBuh je Harnmamasana ia cy CBU
MHCAOHU CHCTEMH — HE HYXXHO PEJIMTHO3HU — JEAHAKO BAXHU U BPEIHU.
VY ToM cMmucny, ,,Jo*“ U3 mecMe MOXKEMO carjielaTd U Kpo3 J1010C aHTUYKE
I'puxe, u kpo3 Opaxman wHAMjCKe (PuIo30(Hje, UCTO OHAKO Kao IITO Ta
carjielaBaMo Kpo3 gao KHHECKe MHUCIU. MICTOBpeMEeHO, CTHXOBU CE€ MOTY
YUTATH U Y IyXy 3alaIHOEBPOIICKe TpaauLyje, monyT [lackanose ,,pcke koja
muciu®. Haume, neCHUKUIBLUHO ,,ja* jecTe HeMohHo 1 cuhyirHo y nopehemy
ca BEJIMYAaHCTBEHOM IPHUPOJOM (BUCOKMM XHMajajuma, TyOokuM Tuxum
OKeaHOM), MaJia T'a CIIOCOOHOCT MUIIIJbEHha U3/1Baja U3HAJ] CBEra Tora IITo ,,He
muciu®. Mnak, 6eCKOHaUHOCT TUIAaHWHA U OKeaHAa HEMUHOBHO Ta Ha/IWJIa3H U
notBphyje 6exny tor ,,cuhymHor epemepHor ctBopa‘“. Hapenna necma xao jia
Hac Beh camum HacnoBoMm (/1yi) nonaceha Ha MPETXOIHU OKBUP M HAaBOJH Ha
MpOMHIIIbaE 0 gaoy'. Yjenno, Jenena lumurpujeBuh ra y OBUM CTUXOBHMA
MoBe3yje ca JIBeMa KOMIUIEMEHTapHUM CHJIaMa KocMoca (JUHOM U jaHTOM),
roBopehu o ,,iBeMa Mucimma“ — ,,jeina Me JUrHe yBHC, Apyra Me CITyIITa Ha
e (Aumutpujesuh, 2024: 14). Jenna je Boau y CBETJIOCT U JKUBOT, Jpyra
y TaMy U CMpT. Y OCOOMHaMa THX JIBEJy CWIa, Tj. JBEJy MHUCIH, Ha3Upe ce
JOII jemaH MOTUB — TMpoja3HocT. Mnak, MoHeceHa MHIBbY O CMPTH, OHA
ce oe nponasHoctu 6oju. Crora [Tyt nobuja jomr jenHo 3HAYEHE, a TO je
Oer, oi1a3aK y HEMo3HaTo, y HOBO, & CBE TO Y JK€JbH Jla C€ YMUPE MHCIH U
ycriomene. IlouctoBehyjyhu ce ca BeUHMM IyTHHKOM, OHa TO IOBE3yje ca

! Kana ce npeBojiu, gao ce Hajuenrhe 00jacHH yIpaBo Kao MmyT.
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MOJIEPHUCTUYKOM (PUTYpOM yCaMJbEHOCTH W Hemnpunagama. Tako Iyt Huje
BUIIE HU YHCTO reorpadCku, HU 4YUCTO MeTau3W4Ku mojam, Beh HemTo
u3Mel)y, MocT u3Mmel)y yHyTpallmer 1 ClIoJbHOT CBETa.

Hctu crpax on mpomasHocTH ocehamMo Wy HapenHo] NecMHU
([opmuiiayuo), 'y Ko0joj IUPJPUBUM TpUKa3uMa TMapalieIHUX —CIIUKa
NECHUKUIba JIoyapaBa cBojy 0oin. 11 moHOBO oryienano, MOHOBO KOHTPACTH,
MOHOBO JIB€ MMHCJHM, JBa CHa KpoO3 KOja ce€ TMpoBJaye HMICHTUYHE CIHKE
U MOTUBH, UCTH MHUPUCH M 3BYLH... MIAJ0OCT M CTApOCT, NPUCYTHOCT U
OZICYTHOCT. 3aHMMJbUBO j€ MPUMETHUTHU Ja, KOJIMKO IOl KeJena 1a Oexu of
yCIIOMEHa, YaKk HU OopaBak y tbyjopky He ycneBa /1a je o1 BHX cauyBa, a Tora
j€ M cama CBeCHa y CTUXOBUMa: ,,JIMa M y Haiem kuBotTy 1o0a, / Mianoct
un’ crapoct, / Kaga Hac He moxone, Hohy un gamy, win’ Makap kaa: / Cehama
Kaga cMo Owinm Manu...” (dumutpujesuh, 2024: 20) He nmomaxe nu Hou
CBET, jep OBaj KOju ce o] HaBpaha je ,,Behu HO yMTaB MpOCTpaHU CBET™
(Mcro) Mopaiio ce 1mojaBuTH HEHITO KOJIOCATHO /1A jOj OKYIIUPA MAXKY — a TO
j€ HU Mame HH BUILIE HEro y To BpeMe HajBeha 3rpana Ha cety (Woolworth
Building). Nako u caja He MOXe Jia OlarHa MHUCIM Of IOMOBHHE (,,Ka0 Ja
MU pacTy Kpuia u mmupe jet / 3a crapu cer!®, lumurpujesuh, 2024: 21),
OHa WIIaK yBOJAM HOBE MOTHMBE — CJIMKE MOJEpHOr Kamurtaiusma. M oceha
CTpax — Of BHCHHE, o1 Marepujanusma, ox Ilnyrona. Cana, kana je HUKa
6mka bory, unak ce nuTa MMa JIM Bera yomiuTe y 0BOj HOBOj BU3HUjH CBETa,
Mel)y oBUM HOBUM OoroBuma-yguHoBUMa. Hbyjopk je yjenHo u gacuvHaHTaH
U yxacaBajyhu, jep NeCHUKHba HUje CUTYPHA BOJM JIM Taj bponBej y makao
Wi y paj, kako he ce ynuratu y HapeaHoj necmu (Hociwaniuja). Ilopen
TOra, MPeM/Ia je HeIlTo UMak Byye ka CTapoM CBeTy, OHa yBula 1a HU jeTHOM
CBETy HE MNpHIMajga y LEIWHHU, OTKpHUBajyhu Tako yxkac CBOT pa3lBOjEeHOT,
Henpunanajyher unenturera.

Hauun na moHoBO ,,CTOjU CBETOBE™ MOKa3yje y NECMHU AMepuKaHKa.
Haume, y cBoM mpo3Hom myromucy, Jenena JlumutpujeBuh Kaxe
»AMepuka... HoBu cBeT, HOBM I'pajioBH, HOBU JbY/IM, HOBH pell U MOpenak’
(dumutpujeuh, 2019: 88), a y oBoj 30MpIM mecama TOM CKYITy J01aje U
,,HOBY JKeHY* — rocniohy/mucu3 dunmrc, xeHy Koja je Mpeluia okeaH aa ou
noMoria Jeyauma y pary. Opne OkeaHn He BUIMMO BHILE Kao 3acTpainyjyhy
U ovapaBajyhy BEYHOCT Koja pa3zaBaja aBa cBeta — Crapu u Hosu, Beh kao
MyT KOjU T cBeToBe craja. ¥ OkeaHy je OJIMYeHA U XePOUHA OBE MeCMe, Kao
cuMOOJI TOBE3aHOCTH, MpHjaTesbcTBa U XpadpocTu (,,V Tu cu gomuia jexHor
nana / C ounma 60je okeana, / C ounma mupuHe okeana, / C ounma n1youHe
okeana“, Jlumutpujesuh, 2024: 25). V cneaehoj mecmu (Sunday School),
MaKo Ha MPBU TOIVIE] TEMAaTCKH YJa/beHO] Of JOCaJalllibuX, OHAa MOHOBO
TOBOPH O MTOBE3aHOCTH JbyU. Paimba je 3aTBOpeHa y poCcTop jeiHe YUHOHHIIE
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U3 Koje mpesasu, IMaruHaTUBHO, y Jepycanum. Kao Heku Buf ,,onMopa“ o
BEJIMKHX TE€Ma paTa U CMHUCIIA, OBJIE BUUMO JIpyTauyje BUIOBE MIPHjaTebCTBA
U MyTOBamAa.

HoBa numensuja y 30upuu orBapa ce necmama Mugujanay iiesa u
Amepukanay tieéa. Moriim OUCMO J1a KaKeMo Jia ¢y o0e recme usrpaleHe oko
HCTOT MOTHBA —aMEpPHUKe 3aCTaBe, aJI1 U3 IBE CYIIPOTHE MEPCIEKTUBE. Y MPBO)]
MIPUYH IPUKA3aHU CYy HAM CTapOCEACOIH U lbUXOBa MOBE3aHOCT A MPUPOIOM
HCKa3aHa MpeKo JbyOaBu npema peru XajacoH. Mako amepuuka 3actaBa HUje
JTMPEKTHO IOMEHYTa, OHa je MeTadopa Hajonazehe ocajauke mohu. Haume,
CBa JIEMOTa JKMBOTA CTapoceeana pylull Ce y CBera HEKOJMKO CTHXOBA,
JI0JTaCKOM OeMX KOJIOHM3aTopa, ,Jolbaka®“. [locie TparnyHor 3aBplieTka
MpUye cTapoceeola Koju mo3uBa cBoje mperTke ,,Jlenosu Moju, ycrajte, xej!
/ Ha Hore u3 rpo6a! Jla Bugute yHyka cBora — po6a“ (JIumurpujesuh, 2024:
32), jep ,.1uTo Oelie Ballle Hallle HUje™, a OHJa U TOTOBO KPBaBOT Kpaja ,,cMpPT
niu cnobona! / cnoboma umm empt!“ (Mero, 33), OHO MITO ClIEAN KAa0 BETUKO
n3HeHaleme jecTe MaTpUOTCKU M €HTY3HjacTU4aH TOH HapeaHe ImecMme, y
ko0joj Jenena lumutpujeBuh mac gaje Amepukanunma. [ToHocHH nmojeauHart
neBa o CBOjOj ,,[IPOCTPAHO] POJHO) Ipyan, cBetoj rpyau — Amepuuu (Mcro,
35), xBanehu TOkOM Iieyie MecMe 3acTaBy Kao CMMOOJ JbYACKHMX Hieana —
pena, pajaa, 4OBEYHOCTH M ciobone. [lok y mpBoj mecMmu, nakie, 3acTaBa
cUMOOJIN3Yje HaCHJbE U, MHOTO U3paKe€HH]€e, POIICTBO, Y IPYroj je OHa, TOTOBO
napaioKCaiHo, claBjbeHa Kao cumOon criobone — jep ,,0uTu AmepukaHail
ucto je To / IlIto / He Gutn po0, Beh / butu cnodonan, 6utu — yosek.* (Mcro,
35) Usrosapajyhu ctuxoBe obejy mnecama y IpBOM JIMILy, ayTOpKa IOKasyje
CBOJy BeJIMYaHCTBEHY MOh mouctoBehnBama, OTHOCHO CIIOCOOHOCT Ja UCTH
norabaj mpukaxke U3 IWMjaMETPAIHO CYNPOTHHUX IMO3UIMja, M Ja ce ca obe
MO3MIIM]j€ MOUCTOBETH. Y]eTHO, HAKO CE€ OBUM IleCMaMa TEMATCKH yaJbaBa O]l
Jocaalllker TOKa, OHa ce Bpaha OHOME IITO KPacu U IeHE PaHuje MyToMHce
(u3 Huma u ConyHa), a TO je leHa MOTYhHOCT /Ja ca eMIlaTHjoM Ipey3Me
cynOuHy apyror Hapoza. Ha McTy HUT HacTaBiba ce U 'y HapeaHO]j, HajIyXkoj
necMu y 30upiu, y Kojoj omnucyje noiasak mypuraHana y HoBy Enrecky.
Hako y npBoM pefy OHa MpeacTaBba BUXOBY TEXIbY Ka clI000IH, UMaK ce
YMHU Ja je LeHTpanHa ¢urypa necme Opon Majcku yeeiil, Y4MMe MOHOBO
IJIaBHU MIPOCTOp 3ay3uMa Oeckpajuu OKeaH, MCTH OHAj MPEKO KOjer mpoJia3u
u oHa, TpH cTosieha kacHuje. OKkeaH je caja HOBU cuMO0I — cuM60I1 obehama.
lomenu 3ato mTo cy ce ,,monuau bory Ha cBoj HaumH* ([dumutpujeBuh,
2019: 416), mypuTaHLy Cy NPUCTU3AIN HA TO CBETO MECTO, CTBapajyhu HOBU
KYJATYPHU UACHTUTET, aji 4yBajyhy MOHEIITO U Ol CTapor — ako HHU Y YyeMy
JPyroM, a OHO y TOIMOHUMHMMA. Majio Mame y MecMH, alll y IMyTOIUCY Hac
Jenena /lumutpujeBuh MOHOBO EKCIUIMUMTHO Bpaha, 1a JM 12 3a0KpYXH
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WINA caMo TMOJCeTH, Ha BeyHH OkeaH — JOK BUJH ,,IpoOJbe T1Ie ce oaMapajy
MpPTBH‘‘, OHa BU]IU U ,,BeUUTO kHBHU okeaH". (Mcro, 421)

Kao mro je Beh peueHo, mocnenmwa LeIMHa, KOja 3all0UYHU-E TIECMOM
Busuja, aHu CBOjeBpCHU 3aKJbyuak 11ejie 30upke. HakoH onucuBama Kynrype,
UCTOpHje, rpaZioBa U CUMOOJIa, TECHUKHUIbA PaBU UHTPOCHEKTUBHU OOPT U
OIHUCYj€ jeJTHO MHTHUMHO, CYOjeKTHMBHO MCKYCTBO O MOCETH HEMMEHOBAHOT,
He3BaHoT rocta. Mako He casHajeMo (Kao HU caMa ayTopKa) KO je TO — je
a1 anheo yyBap, HEHa Majka MM MaK MYX, OHO y HITa CMO CUTYpHH je
BEeHa ycaMJbeHOCT. Y ,,Tyhoj Janekoj 3eMJbu* y K0joj ce HajasH, Ol CBOje
nomMoBHHe fenu je ieo OkeaH. OH ce OMeT 1ojaBibyje Kao MpernpeKa, BeYHOCT
kojy je temko mpehu. Ta 3emspa HHje camo naneka reorpadcku, Beh u
MOpAJTHO, YUHU ce Y HapeHoj necMu (Kag gohe mano na ceeiil), y k0joj HoBu
CBET NIECHUKHIbA HA3MBA ,,cBETOM nonapa u cpehe (Jdumurpujeuh, 2024:
42). TowTo ce nonmapu M cpeha umak mperBapajy y CBET Marepujanu3Ma
u HejenHakoctH, Jemena JlumutpujeBuh y cBera map CTHUXOBa IIOKasyje
ypylaBambe oHe oOehaHe W KeJbeHE BU3Mj€ IMypUTaHaLa O CJI000IU U
paBHompaBHOCTH. CBe y cBeMmy, MOHeTa ocehamuma ceTe, NEeCHUKHHbA
3aBpIllaBa TY>KHOM M [IECUMUCTUYHOM HOTOM, YBUEBIIH J1a, HAKO je Mpeluia
noja cBeta u 6eckpajuu OkeaH, Cy10MHA YOBEKa CBYJIa OCTaje jeJiHa T€ UCTa,
y ®KHBOTY Y KOM JIella Ha CBET Jjoj1a3e miadyhu. Yinpaso je Taj meCuMUCTUYaH
TOH pa3yior BEeHOr ocehaja HenmpuIaaama, MTo BUAUMO y iecMu YV Tyhunu,
y KO0jOj ce Ha HeKM HauMH Bpaha Ha modeTak 30MpKe W Ha CBOjy Hajay Ja he
joj myT nomohu J1a moberHe oz ycnomena. Mako ce uckpeHo y3aana y ,JIyKy
3abopasa“ (dumutpujesuh, 2019: 72), ona je TyxHa jep HoBu cBer y 10j
HUje HULITA TPOMEHHUO: ,,Kako je uynHo na ocrajemo uctu / Tamo rie ce cBe
Mema“ (Jumurpujesuh, 2024: 43) Taj 6on y HoBom cBeTy oHa KOpUCTH J1a
JI0IATHO OCBECTH CBOjy MpHUBPKEeHOCT CTapoM CBETY, Tj. JOMOBHHH, IOILTO
je To, KaKko U 'y HacloBy uctuue, Heilponrasna 5y0as:

W yunu MU ce a caja BOJIUM IPBU MYT;
Ja cam Bosienia u BomuM camo bbera, —
bera, Mmusior u aparor 3a Be4Ha BpeMEHa, —
bera... :

Hanexu, nanexku Crapu Kpaj, —

CBoj 3aBuuaj. (Mcto, 46)

Tume ayTopka 3akibydyje cBOjy 30mpky. CxBata na HE MOXE Ja
noOerHe o7 yCIIOMEeHa, YaK M OBAaKO yAaJbeHa, jep ,dylla He 3Ha 3a JeJoBa
net* (Mcro), Te npusHaje 1a JbyOaB mpemMa OoTalOuHU HEe MOXKE Ja YTHUXHE.
He mory, melyTum, yTUXHYTH HU HBeHE ycrnomeHe. [Ipu moueTky 30mpke
OHa OTBOPEHO Kaxke ,,BeuHo ma mytyjem, aa Tpaxxum Bewyno. / llta? Kora?
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Yogeka? bora?... / TyxHo je To kax cy HaMm Tyhu cBoju / U kaj yesHemo 3a
HeuuM 1to He noctoju.” (Mcro, 15), a npu kpajy ce onet Bpaha Tom ocehamy
oryhenoctu: ,,Kax cy Ham ctpanu cBu 6e3 pasnuke aanu / U tyhu smbynum y
HaIoj poaHoj rpynu, / U kax 6exumo u3 cBoje ponne rpyne! (Ucro, 44) ¥
nytonucy Hoeu ceeiii Jenena JlumutpujeBuh ce Haga 1a ,,0HO IITO j€ MOILIO ca
MHOM M3 MOje 3eMJbe, 0011, octahe Ha koHTUHEHTY EBpone (umutpujesuh,
2019: 48). Nako yOp30 cxBaTa 6E€CMUCIEHOCT CBOJUX XKeJba, jep ,,0/1 KPBaBUX
OojumnTa Mmoxe ce mobehu, amu ox cebe...“ (Mcto, 49), TokoM 11e510T OOpaBKa
y AMepuly, Tj. y CBUM IleCMaMma, Kao J1a C€ HMIaK MOTajHO HaJajia yrnpaBo
Tome. HakoH BenenenHux 3aama, MUPOKUX YA U Op3ux ayToMoousa, oHa
cxBara, Mel)yTum, 1a 1 y TOM J1aJIeKOM CBETY OHa MIIAaK OCTaje oHd.

Wneja ycambeHOCTH, HENpUIIaiamka U 06era off ycrioMeHa HUje jeIuHa
TeMa BEHUX rnecama. HampoTuB, oHa MIAPEHOJIMKUM MpUYaMa O JbyIHMa
Koje je ymosHaja mpoay0Jbyje CBOjy 30MpKy 3a TOITUKO MHOTO ,,ClI0jeBa‘ —
TeMaMa UCTOpHUje, KoIoHHu3aluje u ciodone. U y Tum ctuxoBuma, mehyTum,
MIPOBJIAYU C€ MUCA0 O OTY[)eHOCTH Koja mmocTaje cToxep I1ene kmwure. Hanme,
JOIII KaJia TOBOPHU O MypHUTaHIIMMa KOjH ,,tohotie y Tyl kpaj jep UM je poaHa
rpyna 6una ycka“ (Mcro, 37), MU y TUM pednMa MOXXeMo IpoHahu wy camy,
Jjep OHa je mocera 3a HOBUM CBETOM J1a OM ToOeryia oJ1 CTapor KOjH je TyIIHO
ycroMeHama. ¥ TOM CMHUCIY HeH o/ula3ak Ha janeku [lyin npexo Okeana,
ma 1 cama 30MpKa, Kao /1a joj CIy’e Jla CXBaTH HEMUHOBHOCT TOT ocehama u
1a, Ha Kpajy KpajeBa, MPUXBAaTH M YaK 3aBOJIH Ty CBOjy O0JI. A IJIJaBHM MOTHUB
30upke unak ocrtaje OkeaH, 4nja yjaora Bapupa y 3aBUCHOCTH of ocehama u
xeJbe ayTopke. Kao mpoctop Heno3Haror, nmpoctop odbehama u Haje, IpocTop
HenpernieaHe MUpHHe U TyOrHe, OH je HeKaJl IVIaBHa Ipenpeka Koja pa3aBaja
CBETOBE, a HEKaJ] UX YIPaBO OH, CBOJOM BEJMYMHOM, JYOMHOM U BEYHOIINY,
craja.
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Departure Across the Ocean

Dimitrijevi¢, Jelena. Na okeanu i preko okeana. Edited by Vladimir Duri¢
and Biljana Doj¢inovié. Nis: Faculty of Philosophy, University of Nis;
Belgrade: National Library of Serbia, 2024. ISBN: 978-86-7035-529-3. 163 pp.

The poetry collection Na okeanu i preko okeana (On the Ocean and
Across the Ocean) by Jelena J. Dimitrijevi¢, written during her journey and
stay in the United States in 1919-1920, was published in its entirety for the
first time in 2024. These eighteen poems combine the motif of the Ocean as a
symbol of eternity, hope and promise, as well as a space for both connection
and separation between two worlds — the Old and the New — with depictions
of American society and history and images of modern capitalism. The
collection oscillates between introspective and travelogue tones, while its
central theme remains the feeling of loneliness and non-belonging, which,
despite the attempt to “sail into the harbor of oblivion”, cannot be overcome.
The publication of the book aligns with the ongoing and growing scholarly
interest in the work of Jelena Dimitrijevi¢, further enriching and making her
diverse opus more visible, while also making the reading of her travelogue
Novi svet, ili U Americi godinu dana (The New World, or A Year in America)
more engaging and complete.
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Harama ITonoBuHa®
dunozodcku pakynrer
VYuusepsurer y HoBom Cany

3a jemaH 'JKeHCKH CpelmbU BeK

Cgetnana TomuH. Kmuiomybuse scene cpiickol cpegrvbel 6exka
(npyro, U3MEHEHO U ToNymheHOo n3ame). HoBu Can: Akajgemcka Kibura,
2025. 206 ctp. UCBH- 978-86-6263-597-6

Axanemcka kmura u3 Hosor Cana oOjaBmiia je Ipyro, u3MEHEHO U
JTONyHeHO m3name Kibure Cremiane Tomun Krmuiomybuse dicene cpiickol
cpegrvel eka. 3a CBe OHE KOjU 3HA]y KOJIHMKO j€ peJlak ciIy4aj jJa jeJHa HaydHa
MoHOTpaduja JOKUBU JPYro HM3Aame, MPETXOAHA PEUEHHUIIa j€ BEPOBATHO
JIOBOJbHA J1a CE€ 3aUHTEpecyjy 3a cajpikaj kmwure. Hakon ocamHaecT roguna
O]l TIPBOT M3Aama Krmulomyousux sena cpickol cpegrel éexa, TIpell Hama
Cy IIOHOBO NPHUYE O 3HAMEHUTUM, aJld U Mambe MO3HATUM CPEIHOBEKOBHUM
KEeHama, JOMyHheHe HOBUM YBUAMMA, HAyYHHM pe3yiTaThMa CpIICKEe U
CBETCKE MEIMEBUCTHKE, Kao B y MelyyBpeMeHy 00jaBJbeHOM MEUEBUCTUYKOM
JTUTEPATYPOM.

Jbynu cpenmer Beka Ha KMBOT Cy IVIeJald Kao Ha yIOry KOjy je
Tpebayio OAUrpaTH Ha HEKOj 3aMUIIJBEHO] TTO30PHUITH JIPYIITBEHOT KUBOTA.
CpenmOBEKOBHU YOBEK OMO je CBEICH HA CBOjY COIMjaJHYy YJIOTY U CTaTyC
KOju je WmMao y JpymTBy. Taj IpymTBEHHM CTaTyc HHUje oipehuBao camo
MaTepHjaTHO-EeKOHOMCKY JMUMEH3H]Y HEroBe €r3ucTeHIrje, Beh u morien
Ha CBET. AKO Ha CTpaHMIIaMa 3BAHUYHUX MCTOpPHU]ja CPElIEr BeKa MOKYIIaMo
Jla TIOTPaXXUMO OJrOBOpP HAa MHUTAKE O YJIO3U JKEHE y CpPeAHhOBEKOBHOM
apymTBy, 0p30 hemo crehm yrtucak o meHoM moapeheHoMm momoxkajy, a
CXOJTHO XpHINNAaHCKOM Y4Y€HlY, U O YeCTOj JIEMOHHU3AIMjU KEHE U FHEHOM
nouctoBehuBamy ca hasonom. Ko nanac, pasmunibajyhu o cpefmeM BeKy, HE
MIOMHCITU Ha JKEHE Koje cy Ousie cnasbuBaHe kao BewmTHile? Takse npencrase
JIC0 Cy yCTaJb€HUX acoIlMjallja Ha €MoXy CpeImer Beka, Ia je, C acleKkTa
CaBPEMEHOCTH, CPEII-OBEKOBHY KEHY JIAKO CMECTUTH Ha MapruHy ApPYIITBa
Y TOBOPUTHU O HEHOM MH(DEPUOPHOM TIOJI0XKA]y, KOJU j& CBAKaKO HEOCIIOpaH.
Texe je mporahu cBe104aHCTBA O OHUM KEHaMa KOj€ Cy aKTHBHO y4€CTBOBAJIC
y JIPYLIITBEHOM J>KHMBOTY (a2 OWJIO MX j€) M KOje Cy, MIPUBHIETOBAHE CBOJHM
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MIOPEKJIOM U COLIMjalTHUM CTaTycoM, Ouie HauuTaHe u oopazoBaHe. CBeTiiaHa
Tomun n3abpaa je TeXH MyT.

Kmura Kmuiomyouse dcene cpiickol cpegrvel 6eka 00yxBaTa IIECT
panuje o0jaBibeHHX cTyauja u oriena Cemiane TomuH (y Jpyrom u3namy
M30CTaBJbeH je paja o Ouucanujy 6oiosyonom Jenene bammuh), koju ce He
THYY CaMO KHIMDKEBHOT Pajia 3HAuajHUX JKeHa CPIICKOT cpelmer Beka, Beh u
IIMPHUX acreKara BbUXOBOT JIeNI0Bamka. 3aT0 OBA KHbUra HUje HAMEHhEeHa CaMo
OHUM YHUTAOIMMA KOjU C€ 3aHMUMA]y 3a KEbHKEBHOMCTOPHUjCKe TeMe U yuerthe
KEHa y KIMKEBHOM JKUBOTY, Beh je M JparoueHo MoJa3uIITe 3a pa3inyuTe
MIPUCTYIIE U3y4aBamy CPEIHOBEKOBHE CPIICKE, aTM U BU3AHTU]CKE KYITYpe.

Beh nmpBo mornaBie kmure — ,llperacraBe o keHama y CpIICKO]
CPEAOBEKOBHO] JMTEPATYPH™ — y KOjJEM C€ Hajupe M3HOCE HEeraThBHE, a
MIOTOM U TO3UTHBHE MPEICTABE O )KEHU KPO3 UCTOPHU]Y CPEAET BeKa, KaKo Ha
pUMepUMa U3 OpPUTHHAJIHE, TAKO U MPEBOJHE KHMKEBHOCTH, KO/l YATAOLA
CTBapa yTHCAaK LI€JIOBUTOT nperiiena. TakBoj eJI0BUTO] CIIULHM TEXKHO je 1 XKak
ne I'od (Jacques Le Goff), nactojehu na npukaxe ,,jeaan Ipyru Cpemby BeK
CpeAmbU BEK Kao IIEJIOBUT, JEAMHCTBEH CHCTEM, Y KOjeM Cy MHCaHa UCTOPHjCKa
CBEJIOYAHCTBA jelHAKO OWTHA KOJMKO W BepoBama, 00MYaju, arMocdepa
U TOHaIIame nojeauHana u rpyna. Crnmyan mpuctyn Heryje u CperiaHa
TomuHn, ocnamajyhu ce y CBOJUM HCTpakMBambMMa Ha Hay4yHE CTYAH]je, ajli
ocTaBbajyhu mpocTopa M 3a MPEeTNocTaBKe, 3a OHO ILITO C€ MOHEKaJ camo
Hacnyhyje uzmelyy penosna.

Ko cy 6une kwurosbyouse xene? CBakako HE CaMO OHE KOj€ Cy KIbUre
nycalie u unuTane, Beh u oHe Koje cy ux nopyuyunale, Kyrnopaje, MOKJIamae.
,,CJIHMKa )KEHCKe KIbUT0JbYOMBOCTH  ITPHUKA3aHa y MOmasby ,,Kiburossyonuse
KEeHe cpeamer Beka. Ilpuwior mosHaBamy, y IpyroM H3lamy KibHIre je
NPOIIMpPEHa, alli - KaK0 ayTopKa Kake - ,,HUKAKO KOHAYHO 3a0KpysKeHa'.
benemke 0 mojeAMHUM KibUTaMa Koje Cy HapydyuBasle WM OTKYIJbUBAse
xeHe Cetnana ToMUH mpoIIMpuia je HOBU Mojanuma (IocebHo cy BaxkHe
KOpeKIfje y aarupamuMma ofipel)eHux pykomuca), anu je caMm ,,MHBEHTap™
JIONYH-EH U KEbUrama 3a Koje ce y Mel)yBpemeny 103Has1o (300pHHK Mapakinca
Be3aH 3a Mununy u Jedumujy, npsa nenenuja 15. Beka; Munej 3a ¢pedpyap
u mMapt u3 1563, orkynuia Jarona; Munej 3a janyap u3 Jleyana, oTKymnuia
Cnasa caenuna 1599/1600, uta.).

U cam no cebu, anu u y nopehewy ¢ NpBUM HU3aHEM KEHIeE, OBaj
npervie]] je BUIIEeCTPYKO 3HavyajaH. be3 003upa Ha TO LITO Cy KHUTOJbYOUBE
KEHEe y Havely Ipumajajie BUIIMM JPYLITBEHUM CJOjeBUMa, UMa U OHUX O
KOjMMa He 3HaMO HUILITa OCUM IUXOBOT UMEHA, ¥ TO CaMO 3aXBaJby]yhH KibU3U
KOJy j€ Ta JKeHa OTKyMuJia Ui Hapydwia. Kiura je, naxie, moHekas, jeJMHA
cayyBaHU Tpar 0 XHUBOTY jeaHe xene. [lopen Tora, oBaj, Ha IPBU MOIVIE]] MaJld
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MIOTIMC KIbUTa OTKPHBA PA3IMYUTE IUMEH3Hje )KEHCKE KIbUTOJbYOUBOCTH, HE
caMO HHTEPECOBaLE ’KEeHA 32 KOHKPETHY JIMTEPaTypy, Beh U HauMHe Ha Koje ce
710 1€ JI0JIa3uI10, T1a ¥ CyIOMHY PYKOIIMCHE KEbHTe Of] CPEAbEr BeKa JI0 laHac,
yka3yjyhu Ha Mpexy OflHOCa U MpEeXy IyTeBa KOjuMa Cy KEbUIe ITyTOBAJIE O]l
JEIHOT J10 APYTOT MECTa, Ol CBOT ayTopa JI0 CBOT BilacHUKa. KoHauHo, cTaiaHa
TEXHba J1a Ce JI03HA KOje Cy TO KEbHUIe YMHUIIE CTapy CPIICKY OMOIMOTEKY, I1ITa
Cy TO YUTAJIA CPIICKH CPEIHOBEKOBHH MHCLH, JETUMHYHO j€ 33J10BOJbEHA U
OBHM IIOIIKCOM, Koju he ce, Mok/a, y OyayhHOCTH joIll JONMYyHaBaTH.

VY cpenmeM BeKy KIbHra je MMajla U BaHKIM)KEBHY (YHKLH]Y, 11a HE
YyJIU LITO CE€ 3a €MHUCTOJapHY KIbM)KEBHOCT CPE/IIbEr BEeKa KaXke Ja je BUILe
OJ1 KEbMKEBHOCTH: TO j€ U CBOj€BPCHA UCTOPH]ja IPYIITBEHUX OfiHOCa, Oynyhu
Jla CpeAOBEKOBHE MMOCIAHMIIE HE OTKPHMBAjy CaMoO JPYIITBEHE peJaluje
yuecHHKa Ipemnucke, Beh n 3Ha4yajHe TeMe U ujeje MHTEIEKTYaTIHOT KUBOTa
OHOra BpeMmeHa. bair o Tome roBopu noriassse ,,EnucTonapHa KibHKEBHOCT
U JKEHE Y CPIICKOj CPEeIlOBEKOBHO] KyNTypH , y kojeM Hac Cetinana TomuH,
KpO3 pa3IMuUTE IPUMEPE U3 BU3AHTH]CKE U CPIICKE CPEHOBEKOBHE KYITYpE,
yIo3Haje ca 00pa30BaHUM KeHama Koje Cy, Jonucyjyhu ce, BoJuiie JyXOBHE
pasroBope ,,Ha JaJbUHY" ca cBojuM ayxoBHUIMMA. [lopen Jenene bammmuh,
jenaH o7 Haj3HAYajHUjUX TMPUMeEpa U3 CPIICKE CPEIHOBEKOBHE MPOIUIOCTH
jecre kpasbuia JenmeHna, jkeHa Kpasjba Ypoma IIpBor m Majka KpasbeBa
HparytuHa 1 MuityTrHa, HHa4e, ¥ MpBa *KEHa Y CPIICKOj KELMKEBHOCTH KOjO]
je mocseheno sxutuje. Mely Haj3aHUMIbMBHjE NenoBe JKuitiuja Kpasuye
Jenene [anmna [Ipyror yOpaja ce OHaj y KOjeM ce TNOMHUIbe JeleHnHa
,»IIKoJa 3a eBojke’. IlomaTak o HIKOJIW 3a JI€BOjKE MOCIEAmBUX rOIMHA je Y
HayM npeucnutad: Cernana TomMuH ckpehe makiy Ha HeaBHO OTKpuhe
Bbpanucnasa Toauha, koju je yTBpAMO Ja MOMEH LIKOJIE 3a JI€BOjKE MOCTOJU
camo y Hajmiahem npenucy Jauunogoi 36opHuxa U 1a NMpeJcTaBba yMETaK
u3 18. Beka - mpeyser je u3 kmwure Hcinopuja Ilewipa Benuxoi 3axapuje
Opdenuna, u oqHOCH ce Ha pycky napuny Karapuny Benuky.

Hpyro uzname Kruiomyousux dcena NTOHOCH U JI€TaJbHUJU TOPTET
napuiie Mape bpankosuh, hepke necnora Bypha bpankoBuha, xojy cy, y
TEIKUM BPEMEHUMa CPIICKE CPEIH-OBEKOBHE APKABHOCTH, YIAJIH 33 TYPCKOT
cynrana Mypara Jlpyror. 1 Ty je CBeTnana ToMHUH CBOja MpeTXO/IHA Ca3HAbA
IpOIIMpHIIa Pe3yATaTUMa HOBUJUX HCTpaxkMBama, npe cera Muxamia Cr.
[TonoBuha, anu u u Jbussane [emukan Jbymranosuh.

VY mnornasiby ,JemaH BHJI JKEHCKe crTpareruje. Yerupu mnpumepa
U3 CPIICKE KIHbMIKEBHOCTU cpelmer Beka” CpemnaHa ToMUH OCBeTJbaBa U
JeAHy Mame TIO3HaTy YIOTy »KeHE y CpeJmhOBEKOBHOM JpywTBy. Ped je o
JUIJIOMaTCKUM TIOyXBaTHMa y KOje Cy JKeHe HIIe YMECTO MyIlKapala
(Kocapa ymecro Bnagumupa, Mununa ymecro Credana Jlazapesuha, Jenena
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bammuh ymecro bamme u Jepuna ymecto Bypha bpankosuha), a o kojuma
Jj€ 0CTajo MUCAHO CBEAOYAHCTBO Y PA3ITUUYUTUM CPEIHOBEKOBHUM CIIMCHMA.

JemaH acmeKkT MYHIIKO-)KEHCKMX OJIHOCAa y CpelmheM BeKy IMpHKa3aH
je u y mnormasipy ,Jllucmo-recrament. J[pa cBenoyaHcTBa O JbyOaBU Y
CPIICKO] KHIbMDKEBHOCTU IE€THaecTor Beka™, y kojeM ce mucma Credana
Bbpanxosuha u DBypha LipHojeBruha pazmarpajy U3 1pyradujer yria, Kao peTku
CPEAOBEKOBHU CIIUCH Y KOjJUMa C€ TeMaTH3yje CBETOBHA Jby0aB.

JlonymeHa M MpOIIMpEeHa HajaKTyeTHMJUM ca3HambMMa U3 00JacTu
MEANEBHUCTHKE, KibUTa Kruiomyouse jcene cpilckol cpegrvpel 6eka HUje camo
Hay4HO pelieBaHTHA, Beh mpezacTaBiba 1 BaxkHO noacehame 1a ce mojeIMHUM
TemMama Bpenu BpahaTu yak W OHJa Kajaa Jenyje na cy ucrpaxene. [lopen
TOTa, JaHacC Cy PETKe KIHre Koje, MaKo KOPUCTE HAayyHYy METOIOJIOTH]y U
araparypy, ycleBajy Ja cadyBajy jelHOCTaBaH, HayYHOIIOMyJapHHU CTHII, U J1a
Kao Haj3aHMMJbUBHjE YMHEHUIIE U3 IPOLIIOCTH U3/IBOj€ MO/IaTKE /10 KOjUX OU
[IMpa yuTagayka myoiamMka TeImko Moria qohu.

IMumyhu o Tome kako ce cpefmM BEeK OOJHMKYje y Halloj MAIlTH,
KakKo ra y JJaHaIllleM BpEMEHY 3aMUIIbAMO U J0KMBJbaBaMo, YMOepTo Exo
(Umberto Eco) je y uyBeHom ecejy Camaitiu o cpegroem gexy (Dreaming of
the Middle Ages) n3aBOjuO Yak JieceT pa3IMIUTHX ,,CpeimbuX BekoBa” (,, Ten
Little Middle Ages®). Hujenan on mwux Huje ocencku. Cpehom, Cpernana
TomuH camana je 0 sceHckom cpegrbem 6eKy, U OH cajia TIOCTOjU 3a CBE HAC —
Mel)y Kopullama OBe KEbUTE.
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NataSa Polovina
Faculty of Philosophy
University of Novi Sad

Dreaming of the Women’s Middle Ages

Svetlana Tomin. Knjigoljubive Zene srpskog srednjeg veka (second, revised
and expanded edition). Novi Sad: Akademska knjiga, 2025. 206 pp.
ISBN- 978-86-6263-597-6

The second edition of Book-Loving Women of the Serbian Middle
Ages by Svetlana Tomin offers a comprehensive account of both prominent
and lesser-known medieval women, now expanded with new insights and
recent findings from Serbian and international medieval studies, as well as
updated with relevant literature published in the meantime. Challenging the
prevailing assumption that women in the Middle Ages occupied a marginal
position in society, Tomin’s study reveals their active engagement in cultural
and intellectual life: not only did they read and write books, but they also
commissioned, purchased, and donated them.
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Jbyounka IIkoapuh”
WucTuTyT 3a cCaBpeMeHy UCTOPH])Y
beorpan

Bbuorpadmuja y konTekcery nsazoa kparkor 20. Beka

Anexkcannap Hukesuh. Joopuna [masunuh Kuezmunojkosuh.
AnexcnHan: LleHrap 3a KynTypy u yMeTHOCT ,,Aslekcunar, 2025. 195 ctp.
ISBN - 978-86-82648-24-6.

3a 3a0CTaBIITHHAMA U apXHBaMa UCTAKHYTHX JINYHOCTH U TTOPOAMIIA
9YeCTO C€ MOpa TparaTd y BHIIE KyJITypHUX YCTaHOBA KOj€ Cy Ha pa3jiHyuTe
HaYMHE JI0JIa3UIIe JI0 IeJI0BA OBHX JPArOIleHNX CBEIOYAHCTABA 3a IPYIITBEHY
ucropujy. TakaB je ciy4aj U ca OpOJHOM U PaA3HOBPCHOM JTOKYMEHTAIIH]OM,
PYKOIIMCHMA U pa3IMYUTHM MaTepHjaIiMa KOjy CBeI09€e O JKUBOTY HOBHHAPKE
u xymanutapue paanuue J{oOpwie I'masunnh Kuesmunojkosuh. Ona cama
Owia je y BEJIMKO] MEpH CBECHa 3Hauaja M IMoTpedbe odyBama TparoBa o
CB0jOj JENAaTHOCTU M MOPEKIy M JOII 3a KUBOTA j€ JIe€0 OBHUX Marepujaia
OCTaBWJIa Ha UYyBamke€ PA3TMUYUTHM yCTaHOBaMa. 3axBajbyjyhm Tome ce y
Uctopujcxom apxuBy beorpana uysa Ilopoguunu ¢oua I[maBunuh, nok ce
nojenMHu mpeameru Mory Hahu u y 30upkama Myseja rpaga beorpana u
My3eja Hayke u Texauke. Ocum Tora, 3aBuuajHu mysej Anekcunai je 2015.
TOIMHE OTKYITHO MPEOCTaNN Je0 HeHe 3aocTaBmTHHe. Ha oBaj HauwH je y
HaBEJICHUM yCTaHOBaMa MOXpamkeHa 3HauajHa KOJEKIHMja Koja Tmpyxka 00usbe
MojlaTaka v CBEJ0YaHCTaBa O JKUBOTY | JIeJaTHOCTH Kako JloOpuie [maBuHmh
KuesmmnojkoBuh, Tako u wiaHoBa mweHe mnopoauie. Kycroc 3aBuuajHor
My3eja y Anexcuniy Anekcanmap Hwukesuh mpeyseo je Ha cebe 3amarak
Jla UCTPaKH OBy OOTaTy 3a0CTaBIITHHY M HEeHY Ouorpadwujy, a pesyiarare
WCTpaXMBama MPEJCTaBHO je y O0raTo WIIyCTPOBAHO] M JOKYMEHTOBAHO)]
MOHOTpadCKOj MyOTMKaIIN]H.

CBoje ucTpakuBame ayTop je 3aroueo aHATN30M ITOPOJAUIHOT TIOPEKIIa
Ho6pune I'masunnh KnesmumnojkoBuh, koje je y BETUKO] MEPU OJPEINIIO HEH
KUBOTHH TYT C 003MpPOM Ha TO J1a je MOTHUIAJIa W3 YIJIEJAHE aJIeKCHHAYKe
MOPOAMIIE YHjU Cy C€ YIAHOBU HCTHUIATN O00pa30oBameM W APYIITBEHUM
yIoroM u 3HadajeM. Bben orar je mokrtopupao dapmanujy y bedy u Omo
CBECTaH 3Havaja o0pa3oBama U MOTpede ycaBplaBama U MIKOJIOBamka hepke.

* ljubinka.skodric@isi.ac.rs ; https://orcid.org/0000-0003-1015-0785
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O ®0j cy ce, MOWITO je paHO ocTaja 0e3 Majke, yIJIaBHOM CTapaje Hajomke
pobake Koje Cy joj 1Mo aHTa)KOBamy y JKEHCKUM JAPYIITBUMA TOCTalle BPCTa
y3opa. 3mehy ocraor, 6una je pohaka kmrkeBHuUIe Jenene Jlumutpujesuh
0 YHjOj je NENaTHOCTH y KaCHHUjeM TEepPHUOIy W M3BEIITaBaja y IITAMITAHUM
TTaCHIIAMA.

Morke ce TpeTIoCTaBUTH Aa je mpecydaH (OpPMATHBHU YTHIA] Ha
Jo6puny I'maBunuh KuesmuiojkoBuh mMmano mkoinoBame TOokoMm IIpBor
CBETCKOT paTa y KaTOJIMYKOM >KEHCKOM 3aBosly y Menuureny y llIBajiapckoj.
Ocum 3Hama HEMaukor je3uWka, ycahuBama CBECTH M HaBUKA O peAy U
JTUCIUIUINHY, TIOce0aH 3Ha4aj] MMao je HACTaBaK INKOJIOBAMKA Y COIMjaTHO-
KapUTaTUBHOj *eHcKoj mkonu y Jlyuepny rie he crehu 3Hama o norpedama
OPraHU30BAaHOT COLIMjaTHOT CTapama Koja he KacHHje MOKyIIaTH J1a CIipoBe/ie
y COICTBEHO] 3eMJbH. KopeHe KOH3epBaTHBHUX CTaBOBa KOju he ce Kon me
UCTIOJbUTH y KaCHHjeM IEepUOAY ayTop BUIU y BEHOM 00pa3oBamy, 1ITO he
Cce Ipe CBera OJ[Pa3UTH y HETaTUBHOM H3jallllbaBarby O MOJUTHUYKUM MTPABUMa
xeHa. Cmarpasia je 1a Ou ce oHe y ciTydajy JoOujama IpaBa Iiiaca MoBOIHIIe
3a MyILIKapIMa U TUME 00eCMHCIINIIEe T€ HOBOCTEUEHE TEKOBHUHE. 3aTo je
NPEJHOCT JlaBajla COLUjaHOM CTapamy W OTBapamy COIMjaHE IIKOJE 3a
KEHE YMjH je paj IeTaJbHO OCMUCIHIIA.

ITocne yBoHUX J1eI0Ba O MOPEKITY, AETUICTBY U IIKOJIOBAY, ayTOp
JIeTaJbHO Yy 0CaM XPOHOJIOIIKUX MOIVIaBJba aHAJIU3UPA aKTUBHOCTU U JKUBOT
Ho6pune ImaBuanh Kue3mmiojkoBuh no 3aBpmretky IIpBor cBeTckor para
W TIOBpPATKy y 3emJby. tbeHa nmematHocT y MehyparHoMm mepuomy oOyxBara
aHTKOBarkbe¢ Ha OpraHU3alljUd BEHYama JUHACTHYKOT Mapa AJIeKcaHIpa
u Mapuje KapahopheBuh, pan y OpojHMM KEHCKHM, MATPUOTCKUM U
XyMaHUTapHUM JIpyIITBUMA, Ka0 M HOBHHAPCKY zenarHocT. [loceOHo je
aktuBHa y [pymTBy KHerume Jbyoune u y I1osbcko-jyrocioBeHCKO) JIUTH.
Capalyyje ca BuIIIe )KEHCKHX YaCOMKCA, IPU YEMY C€ HCTHYE OPOJHOCT WIaHaKa
Koje je ob6jaBuna y nmucty JKencku ceeiu. VICTOBpeMEeHO je aHTakoBaHa Kao
HOBHHApKa JTHEBHOT JucTa [Ipasga, a 3aTuM je ypennuna iucta Bpewe. OBe
aKTHBHOCTH TIOBE3aHE Cy M Ca MOJMTUYKOM ONHCKomNy ca MpenceIHIKOM
Biajge Munanom CrojanuHoBuheMm, MomTo je mweH cynpyr Munan [maBunuh
01O HApOIHM TMOCIIAHUK M3a0paH Ha HETOBO] JIMCTH U Ca UM y OIMCKUM
IpujareJbCKUM Be3aMa. Y TOM Iepuoay, nocedbHo TokoMm 1936. romuwne,
BEJIMKM 3HAyaj MMajy HEHU M3BEIITaju ca OpOjHUX CKYyNOBa M KOHIpeca
KEHCKHX yIpYXKema, Ipe cBera ca KoHrpeca MelyHapoaHor jKeHCKOT caBe3a
KOju je onpxkaH y JIlyOpOBHHUKY, KOME je TIPHCYCTBOBaIa U Kao AEJIETaTKUbA.
AmHanu3za beHe JIeaTHOCTH Y TOM NEPHOJy YKIbYUYje U pa3MaTparme Cy10nHe
U caapxaja HeoOjaBbeHOT ayToornorpadcekor pomana Kodwue bene pyoice.

Mehy HajunTpuranTHuje mepuone xkuBoTa JloOpwmie [maBuamMh
KnesmunojkoBuh cnaga Bpeme [[pyror cBeTCKor para Koje ayTop JAeTaJbHO
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U naxJpuBO aHanusupa. [lokyimaj qa ce Tokom okynanuje Cpouje y Jpyrom
CBETCKOM PaTy PEOpraHu3yjy >KeHCKa JIPyIITBa, OMHOCHO YKUHY U MPETOoUe Y
JEIHO HOBO YApYXKeHe Koje OM OMIIO MO KOHTPOJIOM OKYIMAIIMOHUX BIIACTH,
0CTa0 je JeTajbHO OMHMCaH U 3alelie)KeH Ipe cBera 3axBajbyjyh HEHUM
ocBpTUMa. MelyTum, KOJIMKO je y TOM TMOIVIeqy BETUKM 3Hauaj HEHHX
CBEJIOYaHCTaBa, OHA JIEJIOM MpelcTaBibajy U mpobiem. OBe norahaje ona
OIKCYje y BEJIMKO] MEpH CyOjeKTHBHO M TOKyIlaBajyhu na ompaBaa u y
MO3UTHBHOM CBETIIy MCTaKHE CBOjy yjiory u 3Hauaj. Hemocrarak oOumuuje
Jpyre BpCTe JOKYMEHTallMjeé O OBHUM HACTOjalbUMa, YMHH Ja Cy HCHE
Oeselke aparoreHe, aju ce U3 BbUX He MOTY M3BECTU MOTIYHH 3aKJbYYIIH,
npe cBera yciea HeMoryhHOCTH ropehema ca JOKyMeHTHMa U CBeI0YeHhHMa
Jpyrayujer mopeksia u BpcTe.

VY oBom nepuony Hobpmia I'maBunuh KuesmunojkoBuh 6amancupa
Ha TAHKOj KUIM u3Mel)y oKymanuoHe M KOlaOOpalMOHUCTHYKE TOIUTHKE,
a M0CTOje Ha3HaKe W KOHTaKaTa ca CUMIIAaTU3epHMa PaBHOTOPCKOT MOKPETa.
Bena patHa genatHOCT ykasyje ¥ Ha OpOjHE CI0KEHOCTH, UCIIPETIIETAaHOCTH
U HEMO3HaHWIIE KOje je Cy JIOHeNIM parT W okymnaiuja. Kao mpumep moxe
MOCIYKUTH J]a C€ Y PAaBHOTOPCKMM H3BOPHUMA Y jJEHOM TPEHYTKY TpeTupa
Kao yTHIajHa IINHjyHKA, a y JAPYIOM Kao MOy3JaH 0OaBeIITajHHu H3BOD.
Henn HecyMIBUBU MAaTPUOTCKU CTABOBM M XyMaHE HaMepe 4ecTo cy Omiu
MOTUCHYTH HEYCIIEXOM Ja carie[a TeXKHHY para M OKYNaIl[MOHOI CHUCTeMa
y CpOuju, Beh oHa OBE OKOJIHOCTHM BHJMU Kao NMPHJIUKY Jla peajusyje CBoje
3aMUCIIM O COLMjaJTHOM CTapamy. 300r Tora je meHa JAeJaTHOCT YecTo Y
HECKJIaly ca MOCTYIMAkEeM JPYTuX MPeJCTaBHULA )KEHCKUX JAPYIITABA.

Hob6puna I'maBunuh Kue3muiojkoBuh mocie para Huje Tprena
CaHKII1je 300T CBOje aKTUBHOCTH, aJIM OHA U HeHa MOpOoAMLIA TyOe NIMOBHUHY,
MaTepHjaiHi CTaTyc, Kao M JAPYIITBEHM 3Hauaj. M y TuM, 3a By TEIIKUM
BpeMEHUMa, OHAa OCTaje aKTHBHA, U JaJb€ YUECTBYje y pajay pazIUuuTHX
JpylITaBa, MUIle, Ap>KU 4acoBEe U Mpe/aBamba, KOHTAKTUPA Ca apXUBHUMa U
My3ejuma.

Ha ocnoBy 6uorpaduje lo6pune I'maBuanh Kuesmumojkosuh mosxe ce
carJyielaTi BHIIE acliekara JPyIITBEHOT pa3Boja U KyITypPHUX U HOJTUTUYKHX
TokoBa 20. Beka. OHa yKka3yje Ha MPOTPECHBHY YJIOTY TaHKOT TpalaHckor
cnoja koju je Ouo cBecTaH moTpede MojaepHHU3aluje W npocBehuBama.
Cnaznana je y ManoOpojHy M 3HauajHy TpyIy JKEHCKE YUEHHUKe MOITyiIaluje
Koja je ynmyhrBaHa Ha IIIKOJIOBaHke Y MHOCTPAHCTBY U JIOHOCHIIA HOBE MOIIIEAE,
uzeje, )KUBOTHE HaBUKE M HAYMH Biajama. tbeH ciydaj mpemouaBa u jia cy
TH yTHLIQju OWJIM Pa3HOBPCHU M 3aBUCWIIM OJ1 3eéMajba y KOje Cy YUCHHUIE U
CTyICHTKUIbE Onie ynyheHe, BUXOBOT ypehema, Kao U THIIOBA LIKOJIA KOje
cy noxahae.
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OcumM Tora, meHa ouorpaduja ce Moxke MOCMaTPaTH U Kao jeJaH BH]
cynbuHe mojenuHia y Oypaum nemaBamuma 20. Beka. JJoopuna [maBuamnh
Kue3munojkosuh je pohena 1900. ronune, a npemunyna je 1987. tako na je
UCKycuiIa cBe M3a3oBe OypHor, kako ra Epuk Xo6cbaym (Eric Hobsbawm)
Ha3uBa Kpatkor 20. Beka. buiio je To, mpema oBoM HCcTOpHUapy, 100a eKkcTpema
Koje je Tpajano y nepuoay ox 1914. mo 1991. ronune kaga cy ce oaBujaie
WHTECH3MBHE TOJIMTHYKE, APYLITBEHE U E€KOHOMCKE INpOMeHe. YIpaBo je
OHa y ToM nepuony npexusena [Ipsu u J[pyru cBeTcku pat, *uBena y JBe
KpaJbeBHHE U J€IHOj COLIM]aIUCTUYKO] IP>KaBH, IPBO CPIICKOj, a TOTOM Y JIBE
JyrocioBeHCKe ip>kaBe. buiia je cBeZjok OpojHUX HCTOPH]CKUX AeIIaBamba Yije
je mocnenuiie ocehana Ha CONCTBEHO] KOXKH joIll oA rmodyetka [IpBor cBeTckor
para. tbeH nucTakHyTH APYIITBEHHU CTaTyC U MaTepHjalIHU MOJI0Kaj TOIHO CE U
HECTajao y BPTJIO3UMa paToBa U MOJUTHYKUX IIPOMEHA, aJTi je TakBU gorahaju
HUCY JIEMOpAJIMCAIM U OHA HHUj€ TOCycTajaja y TeXHbU Ja BOJU aKTUBAH U
Oorat APyLITBEHU KUBOT U YUECTBYj€ Y KyATypHUM 30uBambuMa. Bprinosu 20.
BEKa HHCY je CIIOMUJIM, Beh je 3Halia 1a UM ce OAYIpe U MPHIIAroy.

OBO m3mame cagpKU Ha caMoO pe3yliTare HCTPaKMBAauykKor paja U
HayuHy aHanuzy ouorpaduje loopune ['maunnh Kuesmumojkosuh, Beh ce y
BeMy y OpOjHUM NMPUIIO3UMA U WITyCTpallfjaMa orjiesia U paj jeHOT My3eaia
u apxuBucTe. Mel)y THM Npuiio3nma UCTHYE C€ MPEBOJ ca HEMAUKOI' je3UKa
nueBHuka Jloopune I'masunuh KuesmuiojkoBuh koju je Boauia y nepuomy
on 1919. no 1923. rogune. Aytop je cactaBuo W momnuc 454 HOBUHCKA
YJlaHKa W MpHIIOra Koje je o0jaBuia, a KojuMa je MPETXOAHO OMIIO TEIIKO
yhu y Tpar u cabpartu ux M cariegaTd Ha jeITHOM MeECTy. Y3 TO je u3fame
Ooraro wiIycTpoBaHo ¢ororpadujama Koje T0JaTHO CBEJ0YE O JUHAMUYIHOM
1 OypHOM KMBOTY IVIaBHE jYHAKUIbE.
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Ljubinka Skodrié
Institute for Contemporary History
Belgrade

Biography in the Context of the Challenges
of the Short Twentieth Century

Aleksandar Nikezi¢. Dobrila Glavini¢ Knezmilojkovi¢. Aleksinac: Centar za
kulturu i umetnost ,,Aleksinac*, 2025. 195 pp. ISBN - 978-86-82648-24-6.

Dobrila Glavini¢ Knezmilojkovi¢ was born in 1900 and died in 1987,
which means that she experienced all the challenges of the turbulent, as Eric
Hobsbawm calls it, short 20th century and the age of extremes. She survived
the First and Second World Wars, lived in two kingdoms and one socialist
state. She witnessed numerous historical events, the consequences of which
she felt on her own skin since the beginning of the First World War. The
curator of the Local History Museum in Aleksinac, Aleksandar Nikezi¢, took
on the task of researching this rich legacy and her biography, and presented
the results of the research in a richly illustrated and documented monographic
publication. Based on the biography of Dobrila Glavini¢ Knezmilojkovi¢,
one can see several aspects of social development and cultural and political
trends of the 20th century. She points to the progressive role of a thin layer of
citizens who were aware of the need for modernization and enlightenment.
She belonged to a small and significant group of female students who were
sent to study abroad and brought new views, ideas, lifestyles and ways of
governing.
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Cgetriana Credanouh’
VYHusepsurer y beorpany
dunonomku akyarer

Tost00TOUYAHKE

Jbyounka Ulkonpuh. JKene Ionoi oiioka. (Kasxcrenuye 3601
Unghopmbupoa y Jyiocrasuju). beorpan : Vukoti¢ media, 2025. 367 ctp.
ISBN 978-86-81510-96-4

Momnorpadujom JKene Ionoi oiuoxa, Jbybunka Illkonpuh, Buma
Hay4yHa capaanuna MHcTUTyTa 3a caBpemeHy wuctopujy y beorpany
U CIEUMjaTHCTKUbA 32 HCTOPUJy >KeHa TokoM Jlpyror cBeTcKor para,
UCTPaXXMBAaYKH je ynuia y pa3nobsee cykoba Turo—Craseun 1948. rogume.
JKeHCKo UCKYCTBO y TOM CyKOOY je JIOHEIaBHO MCTPAXKMBAHO YCIIYTHO, Kao
neo Beher ucropmorpadckor mpobiema. Ilocnenmux roavHa je mopacio
WHTEpECcOBamke HayuHe 3ajennulle y XpBarckoj u CpOuju 3a carseiaBame OBe
npo0JieMaTHKe U3 JKCHCKE MEPCICKTUBE.

Cyxo6 JyrocnaBuje ca Mudopmobupoom (MuDpopmanmnonHoe Oropo
KOMMYHUCTHUYECKMX M pabodux MapTwii), OopraHu3anujoM kojy je 1947.
ocaoBao Cojercku CaBe3, Ha pemnaunuju Boha Tako3BaHM CykoO Turto—
CrasbuH, MOXE C€ MOCMAaTpaTH Ha Makpo W MHUKPO IUIaHY — Kao OTIIOp
Mame W crnabuje apkaBe Behoj W jadoj, OMHOCHO KAao OTHOP TOjeAHHIIA
NPUTHCKY BJIACTH U KOJICKTHBA. [0JIM OTOK, JyrOCIOBEHCKH 1)71al, CHHOHUM
j€ aHTHUCTaJbUHUCTUYKE OOpOe CTaJbMHUCTUYKMM MeTonama. [Ipema pednma
ayTOpKe, KaJa je 3alouvmalja UCTPAKUBAKE, MOjeIMHE KOJere cy joj
yKa3uBaje Ha TO Ja TeMa KOjOM Ce JKelnHu OaBUTH ,,HUje OMTHA™, jep je Maiu
Opoj >keHa ocyhennx kao npucranuina MadopmoOupoa cMpTHO CTpaIao u jep
j€ IbUXOB IPYIITBEHH yTUIA] 010 3aHeMapspuB. [1oa onTy:k00M 32 HAKJIOHOCT
WNudopmobupoy, uzmehy 1948. u 1956. ronune, npexo 1000 sxeHa nzapxanaio
j€ Ka3Hy y BHIIIe 3aTBOpa u joropa y JyrocnaBuju: Pamckom pury, 3abenw,
Crommy, PajxenOypry, Ceerom [ prypy u Ha ['osiom 0TOKY. AyTOpKa je npyKuiia
MHTErpaJiaH IMorjie]l Ha Pa3HOBPCHA KEHCKAa MCKYCTBA Y TOM IEPHOIY, Kao
Y Ha TOCIIENIIC U TPAroBe TOT Cyko0a, KOju HUCY M30pUCAHU HH JI0 Kpaja
MOCTOjama jJyroCIOBEHCKe ApxkaBe. Jlocamamima UCTpakuBama (YIJIaBHOM
HAIMCTHYKKMX) JIOTOpa IOKa3ajla Cy Ja Cy IOjeJnHa HMCKyCTBa IMOIYT
JeXyMaHHU3aluje, a1, HEXUTHjeHe, U3Jlaramba BpEMEHCKUM HeTIpUINKama,

" svetlana.s@arhivyu.rs ; https://orcid.org/0009-0004-5877-9392
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KaXmhaBama M JIpyra, Ouia ciMyHa W 3a MyLIKaple U 3a *eHe. MIHBa3uBHe
TMHEKOJIONIKE Tperiene, aMmeHopejy, HexesbeHe TpyaHohe, abopryce,
nopohaje, youjame HOBopol)eHua M TpIiene Cy UCKIbYUHBO JKEHE.

Kmura je nmogesbeHa y Tpu IieMHE M, Mopen mpearosopa Mapruna
[IpeBummuha, BanpenHor npodecopa Ha Opceky 3a moect Puiozodcekor
¢dakynrera y 3arpeby, Te yBomHe peun aytopke JbyOunke Illkoxpwuh,
uMa JIeBeT NoriaBba M 64 MOTNOINIABIbA, IUTO j€ YUHMU MPErNIeIHOM HU
u3y3eTHo yuTkoM. [IpBH 1eo je mocBeheH mpolecy ucTpare, o1 Xaruiema
710 U3jalllibaBamba U U3pULamka Ka3He, 10K Cy Yy LEHTPATHOM JIely OMUCAHU
YCIOBH XMBOTa M METOJAE IPEBACHUTABABA y Pa3IUYUTUM JIOTOpUMA U
3atBopuMa. Hammacak nexxu Ha cnenu(UYHUM HMCKYCTBMMa U CylaOMHaMa
nojenuuux xeHa (bpanucnase Mapkosuh, Musbyiie Joanosuh, Kpuctune
Kycosar, Jenene Xanwmkan, Jynke bophesuh, Cranojke bBypuh, Munke
Kunune, [parune Cpsentuh). ¥V tpehem neny ayropka ce KOHLEHTpuUcaia
Ha MOpPOJIMYHE OJHOCE M TpayMe KaKIbEHHIA, ajli M YKeHa IOBE3aHUX ca
ocobamMa onTyxeHuM 3a noapuky Muadopmoupoy. Bpio 3Hauajan neo Kmure
YMHU Tabesa ca IMEHUMa CBHX *eHa ocyheHux 300r ,,sepHocTH CTasbUHY,
ca TOAMHOM polema, HalMOHAJIHOIINY, 3aHUMamkeM, TOAMHOM Xallllema,
BPCTOM U J1y’)KHHOM Ka3He.

VY uctpaxxuBamy cy KopuirheHa objaB/beHa U HeoOjaBibeHa cehamba
KaXHCHUIA Ka0 M apXMBcKa rpaha (Hactana y OKBHpY JenoBama Ciyxoe
6e30e1HOCTH, MAPTHjCKUX OpraHM3alllja U opraHa) u3 Apxusa Jyrocnasuje,
HpxaBHor apxuBa CpOuje, XpBarckor Ip>KaBHOI apxuBa, ApxuBa
Peny6nuke Cnoenuje u bocue u XepueroBune te Mcropujckor apxua
beorpana, mramne u nepuonuke. Kypuosurer je na je kwura Kene [onoi
owloka 00jaBJbeHA y TOJUHHU KaJla je CPYIIEH JYKCY3HH XoTeln Jylocrasuja 'y
Beorpany, jenan o cuM001a jyrocIOBEHCKE COLMjATUCTUUKE apXUTEKTYpe,
KOJU je MHuIMjasHo Tpebano na Oyne cequmre Mupopmobupoa.
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Svetlana Stefanovi¢
Archives of Yugoslavia

Women of Goli Otok

Ljubinka Skodri¢. Zene Golog otoka. (Kaznjenice zbog
Informbiroa u Jugoslaviji). Beograd : Vukoti¢ media, 2025. 367 pp.
ISBN 978-86-81510-96-4

The monograph Women of Goli otok by Ljubinka Skodri¢, a senior
research associate at the Institute for Contemporary History in Belgrade, and
a specialist in women’s history during the World War II, is an exploration
of women’s experiences in Yugoslavia’s conflict with the Informburo,
an organization founded by the Soviet Union in 1947. Also known as the
Tito—Stalin conflict, it was the resistance of a smaller and weaker state to
a larger and stronger one, and also the resistance of an individual to the
pressures from the authorities and the collective. Goli otok, the Yugoslav
gulag, is synonymous with the anti-Stalinist struggle using Stalinist methods.
Accused of sympathizing with the Informburo, over 1,000 women served
their sentences in various prisons and camps between 1948 and 1956. The
author’s task was to provide an integral view of women’s experiences during
that period, as well as the consequences and traces of the conflict that were
not erased even until the end of the existence of the Yugoslav state.
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NurepaucuuniaunapHa meh)yHapoaHa jgermwa mkodua Crossing
Media Boundaries: Gender and WritingAcross Artistic Media

Y Hogoj Topuru je o 27. aBrycra mo 1. centembpa 2025. ronune
onprkaHa Tpeha 1o peay MHTEpAUCHHUILIMHAPHA Mel)yHapOIHa JIETHha IKoJIa Y
okBupy CEEPUS mpexe Women Writers in History. OBe rogMHe 110oJ1 Ha3UBOM
Crossing Media Boundaries: Gender and Writing Across Artistic Media mikona
je onpkana Ha YHuBep3utetry y HoBoj ['opuiu. YuectBoBao je Bute ox 20
cTyneHara u3 ocam 3eMasba (Cpowuje, Xpparcke, Cnosenuje, [losbcke, Uemnike,
Hancke, Aycrpuje, CeBepHe MakenoHwmje), mpeaaBadd U MpeaaBaduile u3
OBHX 3eMaJbha, Kao U mpeaaBaduiie u3 Xonanauje u ramuje. Y okBUpY JIETHE
IIKOJIC OfIp’KaHa Cy Mpe/aBama M PaJuoHUIle Y mpoctopujama dakynrera
XyMaHHCTHYKUX HayKa, & OPraHu30BaH je u u3ner y Tper.

[IpBor nana, NeTma MIKOJIA je MMoYeia Y3 pedr JTOOPOIONUIHIIE KOje
je ymytuna npodecopka Karja Muxypxko (Katja Mihurko), kxoopaunaropka
mporpamMa. YBOJIHO MpeaaBame oapxkao je lapko VnuH, raBHU ¥ ONTOBOPHU
opranusarop Jletme mkone, nokropana Yausepsurera y Hosoj 'opumm. Ha
YBOJIHOM TIpE/IaBary, OTHOCHO WHTEPAKTUBHO] PAJMOHUIIM, CBAKH MOJTA3HUK
je TpeacTaBuo INTa 3a Hera WiIH Y NPEICTaB/ba MPETIaKeHhe TPaHUIA
YMETHUUYKHUX MEIH]a.

Veogno upegasarve ca aprxom Hnunom
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3atum cy ycneauna npenaBama Katje KoGanr (Katja Kobalt) o
JICYMjOj JMTEPATYypH M WIyCTpalyjama Koje Cy IMHcale U Kpeupayie KCHe
3a Bpeme JyrocnaBuje, 1 Anucuje Montoje (Alicia Montoya), npodecopke
ca YuuBep3uteta Panbayn, Hajmeren, koja je oapxkaina mnpenaBame o 0asu
nonaraka SHEWROTE (Studying Historical Early Women's Reception:
Oeuvres, Texts, Engagements) M 1ITa Taj MpoOjeKaT MpeACTaB/ba HA IOJbY
JUrUTaIHE XyMaHuCTHKe. Ha Kpajy mpBora gaHa, OpraHu30BaHo j€ 3ajeTHUYKO
IpyXKeme y X0y (akyiarera y by O0Jber yIo3HaBama 1 pa3MeHa ujieja.

Jpyorcere y xony gpaxyniteiiia

Jpyror nana je ycneauina kpaTka ekckypaujay Tper, rae je nmpodecopka
Mapra Bephunena (Marta Verginella) ogprkana npefaBame y 3rpaju caBesa
cnoBeHckux KynrypHux apymraBa ETC (Zveza slovenskih kulturnih drustev
ETS). IlpenaBame je 6mno o Crnosenxu (1897-1902), vacomnucy koju je
npoucrekao u3 Equnociuu (ocHoBaH oko 1870), yaconuca noJIuTHUYKe HapTuje
koju ce u3mel)y ocramor 3amarao u 3a ydemrhe >xeHa y jaBHocTu. llopen
IpeaBama, MOJIA3HUIM Cy UMM IPUIIMKE a UcTpaxke rpaj TpcT u Bberoso
KynTypHO Haclnele, He camo cronama [lejmca [lojca (James Joyce) u HMTana
3BeBa (Italo Svevo), Hero u >KeHCKUX IIacoBa KOjU Cy OOJIMKOBAIIU KYIATYPHY
cueHy ¢ noyerka XX Beka.
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Ipegasarve Mapiiie Bephunene o wacoiucy Cnosenka, Tpcii

VY Tpciuy
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Tpehu nan 3amouume paguonuiiom npodecopke Maie [paemmh
(Masa Grdesi¢) o npukazy aytopke y cepuju esojxe (Girls), OoTHOCHO O
MpUKa3y MIIaJie IEBOjKe Koja CTPEMH Jia MMOCTaHe ayTOpKa y HeOJInOepaHOM
KOHTEKCTy. Pa3maTrpana Ccy muTama O POIHOj YJIO3H, KEHCKOM ayTOPCTBY,
KCHCKHUM TeMaMa, UHTUMHOCTH, ayTCHTUYHOCTH MTUCaka U JIpyTa.

Paguonuya Mawe I'pgewiuh — wipenyitiax uz cepuje Girls

Haxon tora, ycnenuo je unrepsjy Cape Bykotuh, ucrpaxupauniie Ha
VYuusepsurety y HoBoj [opuiu, yjeaHo u uiaHuiie OpraHu3alioOHOT THMa
Jlerme mkone, ca AroM Unron (Ana Cigon), CIOBEHAYKOM MYJITHMEIH]ATHOM
YMETHHIIOM K0ja je pe/ICTaB!Ia CHUMKE CBOjUX paJioBa 1 n3noxou. [oBopuia
je 0 CBOM KpeaTHMBHOM MpOIIEeCy, MOTHBALIMjU, UHTEPCEKIMjU aKTUBHU3Ma U
Pa3IUYUTUX YMETHUUKHUX MEJHja.

VY nonosHeBHUM YacOBUMa OJIpXKaHa je paJMoHuIa Ha 0a3u rmojaraka
SHEWROTE, rze je cBaku nonasuuk ypehusao u ynocuo 6udnuorpadujy u
6uorpadujy jenHe ayTopke Kojy je cam nuzabpao, odorahyjyhu tume canpixaj u
peuenuyjy. Pagronuna je n3as3pajia MHOTO HHTEPECOBabA, 11 U 0Ty ILIEBIbEHA
MOJIa3HUKA.
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Tpuxas kpatixomeipasxcroi purma ®pannka (2015) Ane Yuion
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Anucuja Monitioja u cliucax aymiopxu Koje cy yHeiie y 6azu uogamaxa

UerBpTu JaH je IMOYEO paJUOHULIOM CTyJAeHaTa YHHBEp3UTETa
y beorpany ca mpodecopkom busbanom JlojumHoBuh o yno3u poaa
U KPEaTMBHOCTH 3a BpeME CTyACHTCKUX mnpoTtecta y Cpbuju. YBomHO
npe/laBame je OWI0 MCTOPHJCKU OCBPT Ha CTyIAEHTCKe mporecte on 1968.
MIPEKO JIeBEIECETUX TOAMHA JI0 laHac. Y IPyroM ey TpeiaBama CTYICHTH
CY TOBOPHJIH O COTICTBEHOM y4enrhy, KpeaTHBHOM JONPUHOCY | Y031 ME/IHja,
Y TIPEJICTABWIIN CBOj€ TIPE3CHTAIIH]€ Ha Ty TEMY.

Ca ysognol ipegasarwa buwane Jojuunosuh
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Haxkon Tora je ycnenuna paguonuna Mareja Xpuba (Mat€) Hiib) o
CTpaTerrjama KpeaTuBHOT YHTama U MHUCaka, Ol MAJTUMIICECTa 10 HHTEPHET
MHMOB2, OTHOCHO O TOME KakKO MOIyJIapHa KylITypa, HHTEpPHET MHUMOBHU U
bandukmja 0OIUKY]jy U MPEUCIIUTY]y YCTaJbeHe U JOMUHAHTHE HapaTHBHE

dbopme.

Paguonuya Maiueja Xpuba - og iianumiiceciiia go uHitiepHeiti MUMo8d
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3aBpmHOTr maHa cy Jlapko Mmma u Haramuja Tomoposcka (Natalia
Toporowska) onpxkamu paguoHully o ,,KBUp-3uHOBHUMA® (Queer-zines)
W MarasuHuUMa Koju cy u3naswiu y Llentpamnoj EBpomu TokOM KacHOT
COLIMjaJIHU3MAa W paHOT TOCT-COIMjaiu3Ma — Off OCaMIECeTHX TOAWHA
MPOIILIOT BeKa 110 apyre aerieHuje 21. Beka y Cinoenuju, [losbckoj, Yemnkoj
u Cpbuju. [lonazHuuu cy y rpynama UM camMOCTajHO MPaBWJIA COIICTBEHE
MocTepe MHCIUPUCAHU TEMOM PAJUOHUIIE, T€ je Kao pe3yiTaT MPOHCTEKA0
jenuHcTBeH KBUP-3uH Hosa Keupuya 2025 (Nova Kvirica 2025).

Paguonuya - iipaswerve keup ilocitiepa

Jletwma mIKoNa ce 3aBpIIWIA WHIWBHIYATHHUM IPOJEKTOM CBaKora
MOJIa3HMKA y BUIY IIPE3eHTAallHja — MOCTepa KOjU Cy 0OyXBaTUIIM ITIaBHE LIPTE
WHTEPANCIUILTNHAPHIX MTPHUCTYTIA U KpeaTHBHUX MHOBanmja. [IpencraBipeHn
CY paJIoBH KOJU CY 3aMHUIIJBEHU KA0 TIPEJIJIOT MPOjEKTa KOjUu OM CE MOTEHITH]aJTHO
MOTa0 MaTepHjaj30BaTH W PEaTH30BaTH. 3a Pa3MKy O MPOILIOTOIUIIHE
JIETH-E TIKOJIE KOja je onpxaHa y JbyOspanu u Bulie ce 6azupasa Ha yCBajamby
TEOPHUjCKUX aclieKkaTa, OBOTOIWIIbA JIETHA IIKOIAa ce BUIle (OKycupaia
Ha caMy KpEaTHMBHOCT CBakora IIOJa3HHMKA, IMOMEpama M IpeBa3mIaXerma
TpaHHIla YMETHOCTH Ha MHOBATHWBAaH M jeIMHCTBEH HAYMH, HE CAMO y IOMEHY
KIbHIKEBHOCTH, HETO M (pUIIMa, TeJIEBU3H]e, My3HKe, CIIMKAPCTBA, U IPYTO.
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3aBpIIHOT J1aHa JI0/IeJbeHE CY U JUILIOME YUeCHHUIINMA JIETHE IIIKOJIE,
a OpraHu3aToOpH Cy MO3APABJHEHH arliay30M U 3aXBaliHOIINY 3a HE3a0OpaBHU
cycpet y Hooj ['opuru.

Kaiuja Muxypro u Japko Haun — ypyuusarse guilioma

Tekct u pororpaduje: Jopana Pamkouh
https://orcid.org/0009-0002-2239-7304
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Interdisciplinary International Summer School Crossing
Media Boundaries: Gender and Writing Across Artistic Media

The third interdisciplinary international summer school of the
CEEPUS network Women Writers in History took place in Nova Gorica
from 27" August to 1% September 2025. Titled Crossing Media Boundaries:
Gender and Writing Across Artistic Media, this summer school took place at
the University of Nova Gorica. More than 20 students, from eight countries
(Austria, Croatia, the Czech Republic, Denmark, North Macedonia, Poland,
Serbia, and Slovenia), participated, along with lecturers not only from these
countries, but also from the Netherlands and Italy. Along with the lectures and
workshops which were held at the Faculty of Humanities, a one-day trip to
Trieste was also organized.

On the first day, Professor Katja Mihurko, the program coordinator,
opened the summer school with welcoming remarks. The introductory session
was led by Darko Ilin, a PhD student at the University of Nova Gorica and
the main organizer of the summer school. In that introductory session, that is
interactive workshop, each participant presented what crossing the boundaries
of artistic media meant to them.

The introductory session led by Darko Ilin
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The lectures following the introductory session were given by Katja
Kobalt, who spoke about children’s literature and illustrations created by
women during the Yugoslav period, and Professor Alicia Montoya from
Radboud University, Nijmegen, who discussed the SHEWROTE database
(Studying Historical Early Women s Reception: Oeuvres, Texts, Engagements)
and its importance for the field of digital humanities. At the end of the first
day, a get-together session was held in the faculty hall, giving participants the
chance to get to know one another better in an informal setting and exchange
ideas and insights on various topics.

A get-together in the faculty hall

On the second day, a one-day trip to Trieste was organized, during
which Professor Marta Verginella gave a lecture in the Gregorc¢i¢ Hall at the
Association of Slovenian Cultural Societies ETS (Zveza slovenskih kulturnih
drustev ETS). The lecture focused on Slovenka (1897-1902), a periodical
that emerged from Edinost (founded around 1870), a political magazine that,
among other things, advocated for women'’s participation in the public sphere.
In addition to the lecture, participants had the opportunity to explore the city
of Trieste and its rich cultural heritage — not only following in the footsteps
of James Joyce and Italo Svevo, but also discovering the female voices that
shaped the city’s cultural scene at the beginning of the 20th century.
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The lecture by Marta Verginella — Slovenka magazine, Trieste

In Trieste
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The third day began with a workshop by Professor MaSa Grdesi¢ on
the representation of the female author in the HBO series Girls — that is,
portraying a young woman striving to become a writer in a neoliberal context.
Questions concerning gender roles, female authorship, women’s topics,
intimacy, the authenticity of writing, and other related themes were discussed.

The workshop held by Masa Grdesi¢ — A moment from the series Girls

The program continued with an interview between Sara Vukoti¢, a
researcher at the University of Nova Gorica and a member of the summer
school’s organizing team, and Ana Cigon, a Slovenian multimedia artist who
portrayed her work and exhibitions. She spoke about her creative process, her
motivations, and the intersection of activism with various artistic media.

In the afternoon, a workshop on the SHEWROTE database was held,
during which each participant edited and added the bibliography and biography
of a female author of their choice, thereby enriching the database’s content
and scope. The workshop sparked considerable interest and enthusiasm
among the participants.
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A moment from the short film Francka (2015) by Ana Cigon
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Alicia Montoya and the list of female authors added to the database

The fourth day began with a workshop led by students from the
University of Belgrade, together with their professor, Biljana Doj¢inovic,
focusing on gender roles and creativity during student protests in Serbia. The
introductory part provided a historical overview of student protests, from
1968 through the 1990s up to the present day. In the later part of the session,
the students discussed their own activism, creative contributions, and the role
of the media, and shared their work on the topic.

Biljana Dojcinovié¢ — the introductory part of the lecture
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A workshop by Matéj Hiib followed, focusing on creative reading
and writing strategies, from palimpsests to internet memes, and examining
how popular culture, memes, and fan fiction shape and challenge traditional
narrative forms.

The workshop led by Matej Hrib — From Palimpsests to Memes
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On the final day, Darko Ilin and Natalia Toporowska held a workshop on
queer-zines and magazines published in Central Europe during late socialism
and early post-socialism — from the 1980s up to the second decade of the 21st
century in Slovenia, Poland, the Czech Republic, and Serbia. Participants,
working either in groups or individually, created their own posters inspired by
the workshop’s theme, which resulted in the unique queer-zine Nova Kvirica
2025.

A creative workshop — making queer posters

The summer school concluded with each participant presenting an
individual project in the form of a poster, highlighting the key features and
themes of interdisciplinary approaches and creative innovations. The works
were presented as project proposals that could potentially be further developed
and realized. Unlike the 2024 summer school, held in Ljubljana and primarily
focused on acquiring theoretical knowledge, the 2025 program placed greater
emphasis on each participant’s creativity, pushing and transcending the
boundaries of art in innovative and unique ways—not only in literature, but
also in film, television, music, painting, and other media.

On the final day, diplomas were awarded to the summer school
participants, and the organizers were warmly greeted with applause and
gratitude for the memorable gathering in Nova Gorica.
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Katja Mihurko and Darko Ilin — presenting the diplomas

Text and Photos: Jovana Raskovi¢
https://orcid.org/0009-0002-2239-7304
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IN MEMORIAM

Anekcanapa Bpaunem (1960-2025)

V jyHy OBe rogmMHe HamycTuia Hac je npod. np Anekcanapa Bpaner.
[Ipodecopka Bpanem je 6una jenan on ocHuBada Kareape 3a 6ubnamorexap-
ctBO 1 HGopMatuky (1990), ynpaBuuna te Karenpe y Buiie HaBpara u npsa
xKeHa jaekaH Puonomkor (akynrera YHusepsutera y beorpagy (2010 -
2016). On 2004. 1o 2009. 6una je npeaceanuua bubnuoiiekapckoi gpywiisa
Cpbuje. Ypenuna je u npupeaunsa OpojHa u31ama U3 00JacT KEbUKEBHOCTH
u 6ubnuorexapcTBa, yKJbyuyjyhu u 300pHuke ca MehyHapoqHux u gjomahux
koH(pepeHuuja u cemunapa. [logcehamo Ha meH TekCT ,, MyaTHKYATYpaTHOCT
U JIpyILITBEHA JIPYroct®, Hay4HU paj KOJUM je OTBOPEH NpBU Opoj Hamier
yaconuca:  http://www.knjizenstvo.rs/sr/casopis/2011?kategorija=casopis-
teorija-ziza.
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BEJIEIIKE O AYTOPKAMA 1 AYTOPUMA
BELESKE O AUTORKAMA I AUTORIMA

Vana Apostolovski je rodena 1998. godine u Cakovcu. U Varazdinu zavriava Prvu
gimnaziju opéeg smjera, a zatim upisuje studij Francuskog jezika i knjizevnosti i
studij Spanjolskog jezika i knjizevnosti na Sveuéiliitu u Zadru, gdje je s ocjenom
izvrstan obranila diplomski rad pod naslovom ,,L’Identité, la mémoire et le trauma
dans I’ceuvre romanesque d’Assia Djebar* [Identitet, sje¢anje i traumatski dozivljaj
u romanesknom djelu Assie Djebar]| 05. marta 2025. godine, te je time zavrsila studij
na Odjelu za francuski jezik i1 knjizevnost. Vanna Apostolovski je ujedno veé vise
sezona zaposlena u hotelijerstvu, studirajuci uz rad.

Jacmuna Axmeraruh (beorpan, 1970) je ki mKeBHa KpUTHYApKa U TEOPETUYAPKA,
JIOKTOp KIMKEBHHMX HayKa, HaydyHU CaBETHUK. JlMIUIOMHpana W JOKTOpHpana Ha
Ounonomkom daxyntery y beorpany. 3anociena y MTHCTUTYTY 3a CPIICKY KYATYpY
[Mpumtuna — JlenmocaBuh. Aytopka je HaydHUX MOHoOrpadwuja: Awitiuuxu muitd y
uposzu bBopucnasa [lexuha, Yuymipawrea ciipana HocCHIMOgepHuMa: toileg HA
wwieopujy / o Ilasuhy, Anitipotio-iieja — dubaujcku togiexcid y Ilexuhesoj uposu,
Haoicg og scusoia yimveswa: uuiliare ¢ bubaujom y pyyu tpose Hanuna Kuwa u
Mupka Kosaua, Ilowipaia xoja jecam: o iposu Brnagana /loopusojesuhia, Ilpuue o
Hapyucy snociiasmauy: snoctiasmarve u Kivudicesnocii, Heeugmuso 36usarve —
tpasocnasna gyxosnocii y uposu I puiopuja boxcosuha, Kruia o /lociiojesckom:
bonecii upexomepnol casnara, Illputiosegau u upuya, Ilpoza gywe, Kruia o
Kamujy: iloetiuka mepe, 3uaiiu yuaipeg: UapaHoja y CPUCKO] KFoUICEBHOCHIU,
Kruia o Augpuhy: Mane-senuxe gpame: Angpuhesa tiposa us tiepciiexiiuge Jynioge
icuxonoiuje, Ilpususu, ciupemmeroa umuHe: Cllyguje CEeuicke KrUNCEEHOCIUU.
Aytopka je jemHe 30upke mnecama (3nociiasmarbe u gpyie mydasHe iecme) N
kpartke npose (Terra incognita). JlooutHuia je Harpaaa ,,Micunopujana“ u ,,Hukona
MunomeBunh*.

Huxona Bjeauh, poher 1976. ronune y Hooj Bapomu. [lummomupao je dppanirycku
J@3HUK U KibIKeBHOCT Ha uionomkom dakyntery y beorpany, rae je u Maructpupao
u joktopupao. OOjaBHO je BHIIEC JeCeTHHA HAyYHHX W CTPYYHHX 4JaHaKa o
(hpaHIlyCKOj, CPIICKO] U KOMITAPATUBHO] KEHMDKEBHOCTH, Ka0 M O NpeBohemy. baBu
ce n mpeBohememM. Ocum moesuje, mpeseo je u apa komana Epuk-Emanyena [llvura,
KOjH c€ W3BOJIe Ha clleHama Oeorpajackmx mnoszopumTa (Tearap Byk m Omepa &
Tearap MajuieHujaHyM), BeTOB poMaH /pyiu sicusoil Agoagha X. (Clio, 2023), xao u
cryanjy Anena Kanona Ceeuina Cseitinane Bervap-Jankosuh (Cty0oBH KynType).
Y wuznaBaukoj kyhu Baranap ypehyje emunujy Owne, noceheny ¢paHiryckum u
(paHKOOHUM KE-M)KEBHHUIIAMa, 33 KOjy je mpeBeo pomaH Puauiu Kamuj JlopaHc
(2022). buo je uman mpBe pemaknuje gaconuca Hacrnehe (PDUIJIYM, Kparyjesar).
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Unan je Yapyxema npodecopa GppaHIyCKOT je3nka U KibikeBHOCTH Cpouje, Kao u
HpymtBa 3a KynTypHy capaamy CpOuja-Opaniycka. YuecTByje Ha Mel)yHapoaHOM
HAyYHOM NPOjEKTY POMAHUCIIUKA U COBEHCKU je3uyll, KbUNCeGHOCHIY U KYaype
v xouinaxiy u gucxontaxiy (®unozodcku daxynter YHuBepsutera y Humry,
VYHuBep3uTeTcka areHuuja 3a ¢ppankodonujy u Ambacaga Opanmycke y Cpoujn).
3aMeHUK je IIaBHOT M OATOBOPHOT ypeaHHKa yaconuca Kruocencitigo. lpupenno
kwure: [1o Bapowu iiosawana tipasa (bubmuoreka ,,JoBan Tomuh*“ Hosa Bapon,
2014) u 70 cesona tozopuwitia Ha L{peenom kpciiy (ca CaBom Pamosuhem, B/II1,
2017). OGjaBuo kwmury Jpamcko -ciisaparawiico Epuk-Emanyena [llmuiia
(Punozopeku dakynarer y Humry, 2022). Banpennu je npodecop Ha enaptmany 3a
(paHIyCKH je3UK U KibkeBHOCT Puno3odcekor pakynrera Yausepsurera y Humry,
IJe npeaaje Ha CBUM HUBOMMa CTy/IWja peaAMeTe U3 GpaHIyCKe KibKeBHOCTH XIX,
XX n XXI Beka.

bumana [lojuunoBuh (1963) pemoBna je mpodecopka Ha Kareapu 3a ommry
KEIDKEBHOCT M TEOPHUjy KEMIKEBHOCTH (DHIIONOMIKOT (haKynTeTa YHUBEP3UTETA Y
Beorpany. Jenna je on ocHuBaumiia L{eHTpa 3a xkeHcke cTyauje y beorpany kao u
Wunok nentpa Acouujanuje 3a )KeHCKy WHUIMjaTuBy. [naBHa ypenuuna [ euepa,
yacomnuca 3a GeMUHHCTUYKY TeopHjy, oa 2002. mo 2008. OcHuBavuIa U TIaBHA U
OJIrOBOpHA ypenuuna yaconuca Krouorcencitieo on 2011. go 2022. rogune. Ynanuna
je mpexxe CEEPUS Women Writers in History u npojekra Pyiia xrudicesHuya
(Women Writer’s Route). O0jaBuna je xmure [ unoxpuiiuxa: Pog u upoyuasarwe
KrpudicesHoctiu kojy cy uucane sicene (1993); Ogabpana 6ubnuoipaguja pagosa uz
Gemunuciiuuxe wieopuje/sicenckux cutyguja 1974—1996 (1997); [pagosu, cobe,
wopiupetiu (2006); GendeRingS: Gendered Readings in Serbian Women's Writing
(CD) (2006); Kapioipagh mogepnoi cseiia (2007); Cycpewiu y wamu:
yeog y uuitiarve Bupyunuje Byng (2011) u Ilpaso cynya: /lpyiauuju mogepruzmu
(2015). Uznama koja je ypenuia, cCaMOCTaIHO WM Y Capalibh, Y OKBUPY MPOjeKTa
Krouoicenciniso nanase ce Ha muHKy: http://www.knjizenstvo.rs/sr/izdanja.

3opana Bykuh (beorpam, 1992) ocHoBHe M MacTep CTyAMje 3aBplIdia je Ha
Ounonomkom Qakyntery YHuBep3utera y beorpanmy, Ha [pymm 3a pymyHCKH
JE3WK, KEIKEBHOCT M KynTypy. Ha wucrom cakyiarery ymmcana je JOKTOPCKE
CTy[Hje ca IIHJbEM Jla ce ycaBpilaBa y o0nactuma CTyauja KyJaType, TeopHje poja u
KibIDKeBHOCTH. theHa yxka cTpy4Ha HHTEpecoBama 00yxXBarajy Mpoy4yaBame CPIICKO-
PYMYHCKHX KHHKEBHHX M KYJATYPHHUX OJHOCA, (DEMUHUCTHUYKY KPUTHUKY U HHCHY
IIPUMEHY y HAIMOHAJTHOM OKBUPY. AyTOpKa jé HEKOJIMKO 00jaBJbEHUX pPajioBa M3
JIOMEHA KibMKEeBHOCTH U Kyntype. On 2019. 10 2022. ronuHe Ouia je CTUNIEHAUCTKH-
Ba MUHHUCTApCTBa MPOCBETE, HAYKE U TEXHOJOIIKOT pa3Boja U y MCTOM IEPHOMLY
je Owiia aHrakoBaHa Ha MPOJEKTy KrudiceHCilieo — teopuja U UCHIOPUJA HCEHCKE
KIpUICEBHOCTIU Ha cpiickom jesuky go 1915. iogune, Ha ®OuionomkoM (hakyaTeTy
Yuusep3urera y beorpany. Y majy 2022. ronuHe u3abpana je y 3Bambe HCTPakuBad-
npunpaBHUK Ha Ounononikom hakynrery YHuBepsurera y beorpamy, a ox jyna ucre
TOJIMHE j€ 3aI0CciIeHa Y HaBeeHOM craTycy Ha dumonomikom dakynrery y beorpamy
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Jdyopaska DBypuh (dyOposuuk, 1961). PenoBna je mpodecopka Ha Dakynrery
3a Memuje W KOMyHHKanuje YuuBepsutera Cuuruaynym. Jumiomupana wu
MarucTpupana wa Karempu 3a OMINTY KHHKEBHOCT M TEOPH]Y KIHIKCBHOCTH
dunonomkor ¢akynrera y beorpamy, mnoktopupana Ha Kartenpu 3a eHIIecKy
KibmkeBHOCT Ha Dunosodekom dakynrery y HoBom Canay Ha aMepUKaHUCTHYKO]
Temu. IleCHUKHIbA, TEOpPETHYAPKA KILMIKEBHOCTH M MeEAWja, MPEBOTUTEIbKA H
nepdopmepka. O0jaBmiia je ceqaM 30MpKH Tecama M HeT CTyAuja O aMEepPHYKO] U
cprickoj noe3uju. Ca bupanom JI. O6panosuh ypenuna antonorujy Cat Painters:
An Anthology of Serbian Poetry (New Orleans 2016), ca Munikom IllyBakoBuhem
ypenwna Kwury Impossible Histories — Avant-Garde, Neo-Avant-Garde and Post-
Avant-Garde in Yugoslavia 1918—1991 (MIT Press, 2003, 2006), ca Bragumupom
Komumnom ypeauna u npesesna aHTOJIOTH]y HOBHje aMepuuke noesuje Novi pesnicki
poredak (2001), ypenuna je Antologiju americke eksperimentalne poezije (2023),
a ca mimahuMm mnecHukuMmbama ypenuna antonorujy Diskurzivna tela poezije:
Poezija i autopoetike nove generacije pesnikinja (Beograd, 2004). Ypeauna je
antonorujy Tela i jezici u pokretu: Savremena zenska poezija u postjugoslovenskim
pesnickim kulturama (Rekonekcija) 2024. Bbyjopiku nzgasad Roof Book je 2023.
u3nao weny kwury The Politics of Hope (After the War): Selected and New Poems,
Kojy je ypeanna u npeBena busbana JI. O6pagosuh, a npenrosop je nanucao Yapic
Beprcrun. 3a 0By KibUTY 1001Ia je Harpaay CeBepHOAMEPUUKOT IPYINTRA 3a CTYIHje
cpouctuke (NASSS Book Prize) 3a 2024. ronuny.

Eaena Kapny3oBcka (Crombe, 1999) je cTyneHTKHBba MacTep CTyauja U3 00nacTu
KOMIIapaTUBHE KILMKEBHOCTH Ha DuionomkoMm Qakyntery ,,braxe Konecku™ —
Ckomswe. [lunnomupana je Ha Kareapu 3a oniuTy U KOMIIAPaTHUBHY KEHIKEBHOCT Ca
TE30M TOCBeheHOM CHMOOTMCTHYKO-MOACPHUCTHYKUM KapaKTEpUCTHKaMa Y TUPULIH
MaKeJOHCKOT TiecHuKa Ajiekcanapa KapamanoBa. AyTopka jeé MUTOKPHUTHYKE KEbHUTeE
noceehene KapamanoBy — Jeiueitio Opghej: Muituckuoii oopas na Ayo Kapamarnos
(ITonmuma, 2024). Hbena kipnkeBHA UCTpaKUBamba POKycHUpaHa Cy Ha KOMIapaTHBHO
MpoydaBambe MaKeJOHCKE U eBpPOICKe KibikeBHOCTH 19. u 20. Beka, Gpuinozodujy,
MUTOJIOTH]Y, aCIIeKTe OETCKEe MMaruHaluje, TeMe Npupoje, JeTHCTBA, BpeMEHa 1
cehama. O0jaBspuBana je KibMKeBHE U HaydHe npuiiore y yaconucuma Cragucitiuyku
cutyguu, Ciuexuiap, Koninexci, Cospemena ¢unonoiuja n Citipemedic.

Capa JleBuh je pohena 2000. ronune y Kpymesiy. OcHOBHE akaieMCKe CTyAHje
3aBpiumia je 2022. ronune Ha PuitononkoM ¢paxkyntety YHuBep3utTera y beorpany,
Ha Karenpu 3a oprjeHTanucTuKy, CMep KHHECKH je3UK, KEbHKEBHOCT U KynTypa 2022.
ronune. Ha uctom hakynreTy 3aBpiumnnia je u Mactep CTyAuje, ONOpaHUBIIN Paj MO
HacloBoM Kapakitiepuciiuke pane ¢haze pazsoja mapkcuciiuuke guinosoduje y
Kunu: Mucao hy huybauja. TperyTHO moxaha TOKTOpPCKE akaJeMCKe CTyAHje Ha
monyny Kyntypa, a o0nacTu BEHOT UCTpakuBamba 00yXBaTajy MOIEPHY HUCTOPHUjY
Kune, ponne ctyayje, HOCTKOJIOHUjAIHY U IEKOJIOHUjATHY TEOPH]Y.
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Mazena Maculevi¢ je doktorirala na Fakultetu ,,Artes Liberales®, Univerziteta u
Varsavi, nakon $to je magistrirala na programu za Zapadnoslovenske i juznoslovenske
studije i Studije Isto¢ne Evrope i Centralne Azije na Univerzitetu u VarSavi.
Angazovana je na dva istrazivacka projekta Nacionalnog centra za nauku (NCN), pri
Institutu za slovenske studije, Poljske akademije nauka: kao saradnica u istrazivanju
u projektu Topos ,,zazidane Zene“ u kulturama jugoistocne Evrope i Madarske
(OPUS 2020/37/B/HS2/00152); i kao glavni istraziva¢ u projektu Komsiluk u
velikom gradu? Susjedski odnosi na Novom Beogradu (MINIATURA 2023/07/X/
HS2/00085).

Vise na ISS PAS veb-sajtu: https://ispan.waw.pl/default/en/employee/marzena-
maciulewicz/

Ana MurtpoBcku (beorpan, 1992), ocHOBHe M MacTep cTynuje 3aBpIlWiIa je Ha
ApxuTeKkTOHCKOM (akyntery YHuBep3uTera y beorpany. Ha ocHoBHUM U Mactep
CTyAMjaMa M3yvaBaja je apXUTEKTypy ¥ HHTETpallHi ypOaHHU3aM, a Ha JOKTOPCKUM
crynujama, ox 2017. ronuae Ha @umomomkoM dakynreTy YHUBEp3UTeTa y beorpany,
olpenenuiia ce 3a NMpoydyaBame KyIAType M KiHWKEBHOCTH. IbeHa ucTpaxuBama
o0yxBaTajy NuTama JUTEepapu3alrje MpoCTOopa M CHaluujaln3anyje JuTeparype.
VYdecTBOBaNa je Kao MCTPaKUBAY-NIPUIIPABHUK Y pagy MpojexTa Kruoicenciigo —
twleopuja u UCHIOPUja dHceHCKe KIbUNCeBHOCHIU Ha cpilckom je3uky go 1915. logune.
On 2022. roquHe y 3Bamby MCTPaKMBav-CapaHUK aHTaKOBaHA je Ha DUIIOIOIIKOM
(haxynrery YHuBep3uTeTa y beorpany.

Merima Omeragié¢ (1988, Sarajevo) je visa naucna istrazivacica na Univerzitetu
u Sarajevu pri Centru za interdisciplinarne studije ,,Profesor dr Zdravko Grebo™.
Zavrsila je jednogodiSnje postdoktoralne studije na National Yang Ming Chiao Tung
University (Hsinchu City, Taiwan). Na Filoloskom fakultetu u Beogradu doktorirala
je 2023. godine. Diplomirala je i magistrirala na juznoslavenskim knjiZevnostima.
Ucestvovala je na medunarodnim konferencijama gdje je izlagala nau¢ne radove
koriste¢i transnacionalne, interdisciplinarne i intersekcionalne i feministicke pristupe.
Objavljivala je radove u indeksiranim domacim i internacionalnim Casopisima. U
koautorstvu sa Dubravkom Ugresi¢ objavila je Brnjicu za vjestice (2021). Dobitnica
je stipendije Zarana Papi¢ i nagrada Univerziteta u Sarajevu koje se dodjeljuju za
naucni rad.

Harama IloaoBuna (Hom Can, 1980) awmmmommpana je, MarucTpupaia Hu
nokropupana Ha Ounozodekom pakynrery y HoBom Cany, tae je ox 2004. ronuHe
3arociieHa HajIIpe Kao acCHCTEHTKUHa U JOLEHTKWEA, a JaHac Kao BaHpeIHa
npodecopka Ha KypceBUMa M3 CPEIHOBEKOBHE KEHHKEBHOCTH U HCTOPHjE CPIICKE
KyaTtype. baBu ce cpenmOBEKOBHOM KIbMKEBHOIINY, Kao M ONHOCOM H3Mely
CPEIbOBEKOBHE U HapoJHEe KibikeBHOCTH. O0jaBwiia je Kmure: Toioc uyitiosara
vy cpickum ouoipagujama XIII eexa ([omentiujan u Teogocuje) (2010), Kueiurva
Munuya (2016), Ouu cpgaune (ca Cernanom TomuH) (2016) n HaydIHO-TIOMyNIApHE
nyOnukanyje HamemeHe Mitah)oj unranauxoj myonuuu: Casa Hemarouh — Ceeitiu Caga
(2016) u Cpiicku cpegrou 6ex kpo3 uctiopujy u aeiengy (ca Heenom Bapuuiiom).
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JoBana PamkoBuh (1993) je nokropanTkuma @uitonomkor —(¢akynTeTa
Vuusepsurera y beorpany Ha monyny Kreuowcegnociti. OCHOBHE M MacTep aKaJeMCcKe
cTyauje 3aBpiunia je Ha duio3zodekom dakyinrery YHuepsurera y Hosom Cany
Ha Opceky 3a KOMIIApaTUBHY KHMDKEBHOCT Ca TEOPHUJOM KHMKEBHOCTH. TOKOM
MacTep cTynuja omna je nooutauna Erasmus+ ctuneHanje u mposeia ceMecTap Ha
VYuausepsutery y Xaeny, lllnanuja. [oBopu enmiecku u mmancku jesuk. Obmactu
HHTEpecoBamba 00yxBarajy GeMUHH3aM, POIHE CTYAM]E, TEOpHUje Posia, MOCTMOIEPHH
pOMaH, JUCTOIHUjCKM poMaH M Hay4Hy ¢antacTuky. On 2023. rogune capabhyje y
yaconucy Krustcenciuso.

Munan CpenojeBuh je pohen 1988. rogune y BasbeBy. JumnmoMupao je eHIIecKu
Je3WK ¥ KibIKeBHOCT Ha PuionomkoM ¢pakynarety YauBepsurera y beorpamy 2011.
roguae. lomnuae 2012. ymmcao je MacTep CTyadje Ha YHUBEp3uTeTy BeOctep y
beuy Ha cMepy 3a MEHaUMEHT JbYICKUM pecypcuMa u aumiiomupao 2014. roguse.
VYnucao je MacTep CTyauje U3 CHIVIECKOT je3uKa M KibrkeBHocTH 2020. ronune Ha
dunonomkom ¢pakynrery YHuBep3urera y beorpaay u 3aBpmmo ux 2021. rogune.
Hcte ronuHe je ynmcao IOKTOPCKE CTyIWje M3 KIMKEBHOCTH Ha TOM (DaKynTeTy.
Kusu u paau y Basbeny.

Cgetriiana CredanoBuh je BuIlla apXUBHCTKUIba U Hay4YHA capajHUIa Y ApPXHBY
Jyrocnasuje. baBu ce npoydaBameM JAPYIITBEHE, KEHCKE U pojHe ucrtopuje CpoOuje
u Jyrocnasuje y 19. n 20. Beky. YuecTBOBaNA je Ka0 KOayTOPKa Y H3paJy Kibure Zene
na tlu Srbije: od praistorije do savremenog doba (2021) u 36opuuka Gender and
Nation in East Central Europe: An Uneasy History (2025). Y waconucy Historijska
traganja 23(2024) ob6jaBuna je unanak ,,White Slave Trade and the Protection of
Girls in Serbia and Yugoslavia, 1840—-1940.

Daniela Curko je rodena u Splitu 1964. godine. Studirala je na Filozofskom
fakultetu u Zadru, gdje 1988. godine stekla diplomu profesorke engleskog jezika i
knjizevnosti, a zatim i francuskog jezika i knjizevnosti, a pre toga je bila dobitnica
Rektorove nagrade. Zavrsilaje D.E.A. (master 2) iz opSte i komparativne knjizevnosti
(Univerzitet Blez Paskal — Klermon-Feran II), zatim magisterij iz knjizevnosti
romanskih jezika steCenog ekvivalencijom na Sveucilistu u Zagrebu, a doktorsku
disertaciju odbranila je 2012. na Sveucili§tu u Zagrebu, koja Cini najvec¢i deo
monografije Giono, roman, philosophie. L’intertextualité nietzschéenne dans [ 'ceuvre
romanesque de Jean Giono. Nakon §to je predavala kao lektorka na Sveucilistu u
Zagrebu, zatim kao visa lektorka na Sveuéilistu u Zadru, Daniela Curko sada je
docentkinja na Odsjeku za francuske i iberoromanske studije Sveucilista u Zadru,
Hrvatska. Njena istrazivacka podru¢ja obuhvataju filozofsku intertekstualnost
francuskoga romana XIX i XX veka, te frankofoni africki roman. Njeni €lanci su
objavljeni u ¢asopisima SRAZ (Studia Romanica et Anglica Zagrabiensia), Synthesis
philosophica, Lingua montenegrina, kao i u zbornicima radova s frankofonih
skupova. Ugestvovala je na desetak medunarodnih skupova, na INALCO-u, Ecole
centrale de Nantes, EFA-1 itd.
Googlescholar:https://scholar.google.com/citations?hl=hr&user=YF-EHVIAAAAJ
CroRIS : https://www.croris.hr/osobe/profil/3480
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Jbyounxka Illxogpuh (beorpan, 1975) je Buma Hayuna capagauua MHcTuTyTa 32
caBpeMeHy uctopujy y beorpany. uminomupana je, MarucTpupaia ¥ JOKTOpUpana
Ha Onememy 3a uctopujy dunozodcekor dakynrera Yuuepsurera y beorpany. o
2018. ronqune O6uiia je 3anociena y [pxxasaoMm apxuBy CpoOuje. [Ipupenuna je puiie
300pHHKa JOKyMeHaTa 1 ayTopKa je Beher Opoja pagosa u MoHorpaduja, mehy kojuma
ce uctuay: Munucinapciiso upocsetie u éepa 1941—1944. Cygbouna unciiuitiyyuje
tiog oxyuayujom (beorpan: Apxus Cpowuje, 2009), JKena y oxyiuupanoj Cpouju
1941-1944 (beorpan: Apxunenar, UHCTUTYT 3a caBpeMeHy uctopujy, 2020) u JKene
Tonoi omioka. (Kasicrenuye 3601 Unghopmobupoa y Jyiocrasuju) (beorpan: Bykoruh
Menua, 2025). O6nacTu leHOT HHTepEeCcoBama Cy: poJHa HCTOpHja, uctopuja pyror
CBETCKOT paTa, uCTopuja 00pa3oBama, IMTUTAIHA HCTOPUja U apXUBHUCTHKA. JenaH je
o7l ypenHUKa 300pHUKa pafoBa Anti-Axis Resistance in Southeastern Europe, 1939—
1945. Forms and Varieties (Paderborn: Brill | Schoningh, 2023).
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Vanna Apostolovski was born in 1998 in Cakovec. She completed her secondary
education at the General High School of Varazdin, where she graduated with honors
in 2017, after which she pursued studies at the Department of French Language and
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in the Novels of Assia Djebar (L’ldentité, la mémoire et le trauma dans [’ceuvre
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Jasmina Ahmetagié¢ (Belgrade, 1970) is a literary critic and theorist, Doctor of
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and doctoral studies at the Faculty of Philology in Belgrade. She is employed at the
Institute for Serbian Culture Pristina—Leposavi¢. She is the author of the following
scholarly monographs: Ancient Myth in the Prose of Borislav Peki¢ (Aniniuuxu muiti
y uposu bopucnasa llexuha); The Inner Side of Postmodernism: A View on Theory /
On Pavi¢ (Vuyiupawrsa ciipana iocimogepuuzma: ioineg xa tweopujy / o llasuhy);
Anthropopeia — The Biblical Subtext in Peki¢s Prose (Auitipotiotieja — bubnujcku
iogiexciu y Ilexuhesoj iiposu); A Rain of Live Coals: Reading with the Bible
in Hand the Prose of Danilo Kis and Mirko Kovac ([laxcg og scusoia yiwesna:
yutiarwe ¢ bubaujom y pyyu tipose /lanuna Kuwa u Mupxa Kosaua); The Quest That
1 Am: On the Prose of Viadan Dobrivojevi¢ (Ilotupaia koja jecam: o iipo3u Bragana
Hobpusojesuha); Tales of the Abusive Narcissus: Abuse and Literature (IIpuue o
Hapyucy snociiasmauy: s3nociiasmare u xrudcesnocin),; The Invisible Event —
Orthodox Spirituality in the Prose of Grigorije Bozovi¢ (Hesugmueo 36usarbe —
iipasocnasua gyxoenocii y tposu I puiopuja boxcosuha); The Book on Dostoevsky:
The Illness of Excessive Knowledge (Kruia o /locttiojesckom: bonecil ipekomepHol
cazunama); The Storyteller and the Story (Ilpuiiosegau u upuua); The Prose of
the Soul (Ilposa gywe); The Book on Camus: The Poetics of Measure (Kruia o
Kamujy: noetiuka mepe); Knowing in Advance: Paranoia in Serbian Literature
(Braitiu yHauipeg: tapanoja y cpickoj krudxcesnociuu); The Book on Andrié:
Small-Great Dramas: Andri¢’s Prose from the Perspective of Jungian Psychology
(Kmuia o Angpuhy: Mane-genuxe gpame: Angpuhesa tiposza u3 tiepcilexiiuge Jynioge
iicuxonoiuje); Invocations, Strivings of Silence: Studies in World Literature (Ilpususu,
clipemsmwerba wuwune: ciliyguje ceeilicke Krbudicegnoctiu). She is also the author of a
collection of poems Abuse and Other Love Poems (310ctiasmarbe u gpyie wybagne
iiecme) and a collection of short prose (7erra Incognita). She is the recipient of the
“Isidorijana” and “Nikola Milosevi¢” awards.
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Nikola Bjeli¢, born in 1976 in Nova Varo$. He graduated in French language and
literature at the Faculty of Philology in Belgrade, where he also obtained his master’s
degree and doctorate. He has published several dozen scholarly and professional
articles on French, Serbian, and comparative literature, as well as on translation
studies. He also works as a translator. In addition to poetry, he has translated two
plays by Eric-Emmanuel Schmitt, which are performed on the stages of Belgrade
theatres (Teatar Vuk and Opera & Theatre Madlenianum), Schmitt’s novel The
Other Life of Adolf H. (I[pyiu acusoii Agongpa X.) (Clio, 2023), as well as Alain
Capon’s study The Lights of Svetlana Velmar-Jankovi¢ (Cesetina Cesettinane Beimap-
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editorial board of the journal Naslede (FILUM, Kragujevac). He is a member of the
Association of Teachers of French Language and Literature of Serbia, as well as the
Society for Cultural Cooperation Serbia—France. He participates in the international
research project Romance and Slavic Languages, Literatures and Cultures in Contact
and Discontact (Faculty of Philosophy, University of Ni§; University Agency for
Francophonie; French Embassy in Serbia).

He is the deputy editor-in-chief of the journal KnjiZzenstvo. He edited the books
The Grass Flattened Around the Town (Ilo Bapowwu iiosamana Tpasa, Jovan
Tomi¢ Library, Nova Varos, 2014) and 70 Seasons of Theatre at Crveni Krst (70
cesona nozopuwiia Ha L{psenom xpcuiy) (with Sava Radovi¢, BDP, 2017). He
published the monograph The Dramatic Works of Eric-Emmanuel Schmitt (Jpamcko
ciisapanawitieo Epux-Emanyena lmumia) (Faculty of Philosophy in Nis, 2022).
He is an associate professor at the Department of French Language and Literature
of the Faculty of Philosophy, University of Ni§, where he teaches courses in 19th-,
20th- and 21st-century French literature at all levels of study.

Daniela Curko was born in Split, Croatia, in 1964. She studied at the Faculty of
Humanities and Social Sciences in Zadar, where she earned her degree in 1988 as a
professor of English language and literature, and later also of French language and
literature, having previously received the Rector’s Award. She completed a D.E.A.
(Master 2) in general and comparative literature at the Blaise Pascal University —
Clermont-Ferrand II, followed by a master’s degree in Romance literature, obtained
through equivalency at the University of Zagreb. She defended her doctoral
dissertation in 2012 at the University of Zagreb, and it constitutes the main part
of the monograph Giono, roman, philosophie. L’intertextualité nietzschéenne dans
["ceuvre romanesque de Jean Giono. After teaching as a language instructor at the
University of Zagreb, and later as a senior language instructor at the University of
Zadar, Daniela Curko is now an assistant professor in the Department of French and
Iberoromance Studies at the University of Zadar, Croatia. Her research areas include
philosophical intertextuality in the French novel of the 19th and 20th centuries,
as well as the Francophone African novel. Her articles have been published in the
journals SRAZ (Studia Romanica et Anglica Zagrabiensia), Synthesis philosophica,
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Lingua montenegrina, as well as in conference proceedings from Francophone
studies conferences. She has participated in about ten international conferences, at
INALCO, Ecole Centrale de Nantes, EFA, and others.
GoogleScholar:https://scholar.google.com/citations?hl=hr&user=YF-EHVIAAAA]
CroRIS: https://www.croris.hr/osobe/profil/3480

Biljana Dojcinovi¢ (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. She was the
director of the national project KnjiZzenstvo — Theory and History of Women s Writing
in Serbian until 1915 (www.knjizenstvo.rs) and the founder and the first editor-in-
chief of Knjizenstvo, Journal for Studies in Literature, Gender and Culture (Www.
knjizenstvo.rs/magazine.php). She is a member of the CEEPUS Network Women
Writers in History and the Women Writer s Route project. 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 .

Zorana Dukié (Belgrade, 1992) completed her undergraduate and master’s studies
at the Faculty of Philology, University of Belgrade, in the Department of Romanian
Language, Literature, and Culture. At the same faculty, she enrolled in doctoral
studies with the goal of advancing in the fields of cultural studies, gender theory,
and literature. Her narrower professional interests include the study of Serbian—
Romanian literary and cultural relations, feminist criticism, and its role within the
national context. She is the author of several published works in the fields of literature
and culture. From 2019 to 2022, she was a scholarship holder of the Ministry of
Education, Science and Technological Development, and during the same period she
was engaged in the project Knjizenstvo — Theory and History of Women's Literature
in the Serbian Language until 1915, at the Faculty of Philology, University of
Belgrade. In May 2022, she was elected to the title of Research Trainee at the Faculty
of Philology, University of Belgrade, and since July of the same year she has been
employed in that position at the Faculty of Philology in Belgrade.

Dubravka Purié (Dubrovnik, 1961), is a full professor at the Faculty of Media and
Communications, University Singidunum. She completed her BA and MA Studies
at the Department of Comparative Literature and Theory of Literature, Faculty
of Philology, University of Belgrade, and obtained her Doctoral Degree at the
Department of English Language and Literature, Faculty of Philosophy, University
of Novi Sad, specializing in American Studies. She is a poet, literary theorist,
translator and performer. She has published seven poetry collections and authored
five studies on American and Serbian poetry. Together with Biljana D. Obradovi¢,
she edited the anthology Cat Painters: An Anthology of Serbian Poetry (New Orleans

334


https://scholar.google.com/citations?hl=hr&user=YF-EHVIAAAAJ
https://www.croris.hr/osobe/profil/3480Biljana
http://www.knjizenstvo.rs/sr/izdanja

2016); with Misko Suvakovié, she edited the book Impossible Histories — Avant-
Garde, Neo-Avant-Garde and Post-Avant-Garde in Yugoslavia 1918—1991 (MIT
Press, 2003, 2006); with Vladimir Kopicl, she edited and translated an anthology
of contemporary American poetry titled New Poetry Order (Novi pesnicki poredak)
(2001), and edited An Anthology of American Experimental Poetry (Antologija
americke eksperimentalne poezije) (2023); with a group of younger women poets
she edited an anthology Discursive Body of Poetry: Poetry and Poetics of New
Generation of Women Poets (Diskurzivna tela poezije: Poezija i autopoetike nove
generacije pesnikinja) (Belgrade 2004). In 2024. she edited the anthology Bodies
and Languages in Motion: Contemporary Women's Poetry in Post-Yugoslav Poetic
Cultures (Tela i jezici u pokretu: Savremena Zenska poezija u postjugoslovenskim
pesnickim kulturama). In 2023, the New York publisher, Roof Books released her
book The Politics of Hope (After the War): Selected and New Poems, translated and
edited by Biljana D. Obradovi¢, with a foreword written by Charles Bernstein. The book
has been awarded the North American Society for Serbian Studies (NASSS) Book Prize
for 2024.

Elena Karpuzovska (Skopje, 1999) is a master’s student in Comparative Literature
at the “Blazhe Koneski” Faculty of Philology in Skopje. She completed her
undergraduate studies at the Department of General and Comparative Literature
with a thesis devoted to the symbolist-modernist characteristics in the poetry of
the Macedonian poet Aleksandar Karamanov. She is the author of a myth-critical
book dedicated to Karamanov — The Child Orpheus: The Mythical Image of Aco
Karamanov ([ewiewio Opgej: Muitickuowi obpasz na Ayo Kapamawnos, Polica,
2024). Her literary research focuses on the comparative study of 19th- and 20th-
century Macedonian and European literature, philosophy, mythology, aspects of
poetic imagination, and the themes of nature, childhood, time, and memory. She
has published literary and scholarly contributions in the journals Slavisticki studii,
Spektar, Kontekst, Sovremena filologija, and Stremez.

Sara Levi¢ was born in 2000 in KruSevac. She completed her undergraduate studies in
2022 atthe Faculty of Philology, University of Belgrade, at the Department of Oriental
Studies, Chinese Language, Literature and Culture program. At the same faculty she
also completed her master’s studies, defending a thesis titled Characteristics of the
Early Phase of the Development of Marxist Philosophy in China: The Thought of Qu
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Mucao hy huybauja). She is currently pursuing doctoral studies in the Culture
module, and her research areas include modern Chinese history, gender studies, and
postcolonial and decolonial theory.

Marzena Maciulewicz holds a PhD in the humanities in the discipline of Culture and
Religion Studies, obtained from the Faculty of “Artes Liberales” at the University
of Warsaw. She also earned two master’s degrees from the University of Warsaw:
one in Cultural Studies (Western and Southern Slavic Studies) and another in East
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European Studies (East European and Central Asian Studies). She has been involved
in two research projects funded by the National Science Centre and affiliated
with the Institute of Slavic Studies of the Polish Academy of Sciences: as a co-
investigator on The Topos of an ‘Immured Woman’in the Cultures of Southeastern
Europe and Hungary (OPUS 2020/37/B/HS2/00152), and as a principal investigator
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Ana Mitrovski (Belgrade, 1992) completed her undergraduate and master’s studies
at the Faculty of Architecture, University of Belgrade. In her bachelor’s and master’s
studies she focused on architecture and integral urbanism, while in her doctoral
studies, which she began in 2017 at the Faculty of Philology, University of Belgrade,
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of the literarization of space and the spatialization of literature. She participated
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Literature in the Serbian Language until 1915. Since 2022 she has been employed as
a research associate at the Faculty of Philology, University of Belgrade.
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“Professor Dr. Zdravko Grebo.” She completed a one-year postdoctoral program
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scientific work.

Natasa Polovina (Novi Sad, 1980) completed her undergraduate, master’s, and
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KmH:KeHCTBO, YaCOMUC 32 CTyIHje KIbU/KEBHOCTH, PO/Ia H KYJIType
lopuna X1V, 6poj 15

VIK 82 ISSN 2217-7809 (Online) (eneKTPOHCKU YaCOIHC)
W3nasu jeTHOM rouIImbe — y IeueMOpy

Yacomnuc punancupa MUHHCTAPCTBO HAyKe, TEXHOJOIIKOT Pa3Boja M HHOBAIHja
Peny6nuke Cpouje

HN3pnaBauu
Ounonomky dakyiaTeT YHUBEep3uTeTa y beorpamy

dunozodeku hakynrer YauBepsurera y Humry

3a u3naBaue
[Ipod. np Wsa Hdpamkuh Buhanosuh
IIpod. np Baagumup XK. JoBanosuh

I'1aBHU U OATOBOPHH YPEAHUK

Hp Bnamumup Dypuh, nonent, Yaumsepsurer y Humy, Punozodcku
¢baxynrer

3ameHHIle TJIABHOT U OJATOBOPHOT YPeTHHKA

Hp bumpana [lojunroBuh, pemoBHa mpodecopka, Yuusepsurer y beorpany,
dutosomky hakynTer

Hp T'opnana Hoxosuh, Banpenna mpogecopka, YHuBep3uteT y beorpany,
dunonomwku Gaxkyarer

Hp Cama Urmarosuh, goneHTkuma, YHUBep3uTeT y Humry, ®uno3zodcekn
(hakynrer

3aMeHHUK IJIABHOT ¥ OATOBOPHOT YPeIHHKA
Hp Huxona Bbjenuh, Banpenuu mnpodecop, YHuBepsuter y Humry,
dunnozodeku hakynreT

YUnanuie ¥ WIAHOBHU pelaKuuje

Hp Bnaaucnasa ['opauh IletkoBuh, penoBHa npodecopka, YHUBEP3UTET Yy
Hosom Cany, ®unozodpcku dakyarer

Hp Tamapa Hepmanosuh, pemoBHa mnpodecopka, YHuBep3uTeT llomiey
®abpa, bapcenona, [llnanuja
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Hp Buona [lapente-YamkoBa, pemoBHa mpodecopka, YHHUBEP3UTETY Y
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dunozodeku hakynreT

Hp Acrpun ®ennep, pemoBHa npodecopka, YHHBEP3UTET y 3apiiaHny,
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