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IIPEATI'OBOP

OcMHu y HU3Y TeMaTCKUX 300pHHKa HACTAINX Y OKBUPY HCTOMMEHOT ITpojekTa MUHUCTapCcTBa TPO-
CBETe, HayKe U TeXHOJIOIIKOT pa3Boja Penyomnuke CpOuje JOHOCH pajioBe UCTPaKUBaYa U3 0CaM 3eMalba,
OKYIJBCHHX OKO 3ajeHMYKMX MHTEPECOBama BE3aHHWX 3a PA3IMUYNTE ONHOCE KOjH C€ yCIIOCTaBIbajy
n3Mely mojenquHuX je3uka, u3Mel)y jesnka W KynType y OKBHPY jelHe APYIITBEHE 3ajeHUIe, ald H
u3Mel)y pasIM4YUTHX je3WKa M KYJITypa, Kako y BpEMEHY M MPOCTOpY, TAKO M KPO3 BpeMe U MPOCTOp.
PanoBu cy pacniopelenu y nBa Toma, O KOjUX je CBaKH IO/ACJHEH Ha y)Ke TeMaTCKe IIeJIMHE — ITOTJIaBJba,
NPBHU Ha celiaMm, a IpyTy Ha TPH.

Y npBoM ToMy 300pHHKa, Y OKBHPY TEMATCKUX TOTNIaBIba Jesuk, Kyimypa, mpaouyuja, Konmpa-
cmuena ananusa, Konmaxmna nunesucmuxa, Jlexcuxoepaghcke meme, Mcmpaosicusarse ouckypcea, Tpa-
OyKmosiouke meme M JeOHoje3uuka ucmpaxicusarba, ayTopu ce 0aBe KylnTypHO-je3HIKOM TPaIHIIAjOM
y OKBHUPY jeIHE WM BHIIC je3NYKHX 3ajelHHIA, Ka0 W PA3IMYATHM BUIOBHMA JHMHTBUCTUYKUX
UCTpaKMBamba Koja y ceOu 00jeinbyjy CIIOKEHE rPaMaTniKO-CTPYKTypHE U CEMaHTHUKO-TIparMaTHyuKe
acrniekTe u Melhyje3uuke KOHTaKTe.

[Mornaeibe Jezux, kynimypa, mpaduyuja JOHOCH 14 pajoBa 4Mja je TeMaTHKa ycMepeHa Ka
KYJITYpHO-]€3UYIKO] TPAIUIINJU PA3IMIUTHX jE3MUKHUX 3ajeqHUIA, TPAIUIINjHA KOja je CBOj opa3 Halia
y je3UYKOM H3pasy, a IITO je Y BEIMKOj MEPH JOTIPUHEIIO OUyBaby KYJITYPHOT ¥ HAIIHOHAIHOT WACHTH-
TeTa Kpo3 BpeMe, OWII0 12 je ped 0 HCTPaKUBAIY YHYTap jeHOT je3uKa WK O HCTPAKUBAY KOje Kpo3
onpehene jesnuke uzpase yrnopelyje KyarypHe oOpaclie IBejy WU BUILE 3ajS/THULIA.

Hpyro nornasise, Konmpacmuena ananusza, 00jeIumpyje IeT pajioBa mocBeheHnx KOHTPaCTUBHO]
Y KOMIIapaTHBHO] aHAJIM3HU eJIeMEeHATa SHIVIECKOT, (PPaHITyCKOT M UTAJINjaHCKOT je3MYKOT CUCTeMa Y OJI-
HOCY Ha FbUXOBE €KBHBAJICHTE W/HIIM KOPECIIOHICHTE y CPIICKOM.

Y okBupy Tpeher nornasiba HACIOBIEEHOT KoHmakmua 1uH26UCmMuKa, Kpo3 TPH pajia aHaIH3UPajy
Ce Pa3IMYMTH aCTIeKTH aHTJIMIIM3aMa y CPIICKOM je3uKy, JIOK je jeflaH paj mocBeheH nepueniuju Gppas-
I[yCKHX IJ1acOBa KOJI TOBOPHHUKA XPBATCKOT je3MKa Ka0 MaTEePIbET.

Kpo3 detnpu pana objenumeHa y IeToM MOTIIaBJby MOJl HACIOBOM JleKcukoepaghcke meme, ayTo-
pPH UCTpaKyjy MpoOJieMaTUKy Be3aHy 3a (opMy U CaJpKUHY MOCTOjehinx, aju 1 HyJie HOBa pellickha 3a
n3paay HeKux Oymyhux pednmka.

Hcmpasicusaruma ouckypca 6aBu ce ocaM ayTopa KOju Kpo3 IIECT TEKCTOBA U3HOCE pe3yliTare
CBOjHX aHAJIM3a M CBOja BUlema CrelupUIHNX je3ndkux ynorpeda. [lo aBa Tekcra OaBe ce, U3 pasnu-
YUTHUX YTJIOBA, HOJTUTHYKAM, MEIUIMHCKUM M aKaJeMCKUM JUCKypcoM, HajBehrM JIeJIoM Ha Marepujary
KOjy 00yxBaTa MapajieHo J[Ba je3HKa.

lecro normassbe, Tpadykmonouike meme, 00jeIIbYje TIET paJioBa, O KOjHX Cy YeTHpH TocBehena
KEbIDKEBHOM TIPEBONEbY Y YoKEM CMHCITY T€ PedH, JIOK ce jeraH 0aBM HOBUM BHJIOM IPEBOIHE BEIUITHHE —
TUTIIOBaE-EM, Carlie/IaBajyhn 0Baj THIT ay/IO-BU3YeITHOT M3pa3a Kpo3 MPU3MY HEKOIMKUX TeOpHja ITpeBohermba.

Jeouojesuuxa ucmpasicusarba 00jeIHUIA Cy Y CEIMOM IOIVIaBJbY JBAHACCT PaJ0Ba y KOjUMa Ce,
ca acriekta (hoHetuke, MOp(hoJIOrHje U MCUXOIMHTBHCTHKE, 00pal)yjy TeMe Be3aHe 3a CPIICKU, XPBaTCKHU,
EHIVIECKH, (PPaHIyCKH, UTANHjaHCKH U Mal)apCcKH je3uK.

Hpyru Tom 300pHUKA CaapKU CBeTa TPH MOTIaBiba — Krvuowcesne meme, Kynmypno-ucmopujcie
meme n Memoouxa nacmase, y KojuMa ¢y pacriopehena gak 43 pana.

VY mpBoM TOTNaBIbY, Kreudice@HuM memamd, Kpo3 pas3IdIuTe TPUCTYIE aHAIU3U W mopehemy
KEGVDKEBHHX JIENa, ayTOpH ce Kpo3 24 paja 6aBe Kako TEOPHjCKUM aclieKTHMa KELIKEBHOT M3pa3a, Tako U
BUIIIECTPAHUM U BHIIECTPYKUM CarjieaBambiMa KEKEBHOT OITyCa WM T10jSIMHUX JIeia ayTopa U3 pa3Jiu-
YUTHX 3eMaJba U enoxa. Kpo3 aHanmsy KiWKeBHUX Jiefia carie/iaBajy ce pa3IniuTy je3uld, enoxe, umo-




30()CKH ITPABITH, TOJMTUYKH YTUIIA]H, YHYTPAIIEHE TICUXOJIOIIKE 00pOe JIMYHOCTH, OCBET/haBa]y C& 0COOCHE
CIIMIKE U3 )KUBOTA MOjEeANHUX 3ajeAHHLIA, TE pa3MaTpajy BEUUTa JbYCKA IINTAbA O KUBOTY M CMPTH.

Kynmypno-ucmopujckum memama noceheHo je apyro mormasibe Ipyror Toma 300pHHKA U Y
BEMY je 00jeMibeHO ceflaM pajioBa yKe MPOoPMIMCAaHUX Ka MCTOPHjCKUM jorahajuma u KynTypHUM
KOHTaKTHMa M3Mel)y MpuIajHuKa pas3inuuTHX Hapojaa. YIpaBO OBAKBH KOHTaKTH Hamehy 3HauajHa
MUTalka Be3aHa 3a caMo NOUMambe TePMUHA KVIMypd, Kao U 332 UCTPAKUBAKE MOJAINTETA OPKUBOT
CY’)KMBOTa HapO/ia y CAaBPEMECHOM CBETY.

HacraBu 1 oOpazoBamy y ykeMm cMuciy mocseheHo je Tpehe mornasibe HacIOBIbEHO Memoou-
Ka Hacmaee Ny HEMy je cabpaHO JBaHAECT PaJoBa BE3aHHUX 3a MCHXOJIOIIKO-TIEIArOIIKe acleKTe Ha-
CTaBe EHIVICCKOT, (PPaHIlyCKOT, UTAMjaHCKOT U TPYKOT je3WKa, 3aTHM 3a OIIITE HAaCTaBHE TEXHHKE M
cTpareruje, Kao M 3a oHe rnoceOHe, Koje ce OJHOCE Ha CaBla/laBambe MOjeANHUX je3UUKHUX eleMeHara
TMIOITYT U3rOBOPA, IPaMaTHKe, yCBajarmba JIEKCHKE U KOHAYHO, 32 MECTO KYJTYPE U KIbH)KEBHOCTH je3uKa
KOjU CE YU Y HACTaBH CTPAHHX jE3HKA.

VY ckiomy apyror ToMma 30opHuka Haasu ce 111 Ha kojeM je cHuMIbeHO n3narame Canape JJyanh
Korner, xoje y cebu o0jeanmbyje ped, CINKY, MEeTPUKY U MY3HKY, T€ CaM TEKCT, HaKO WIyCTPOBAH CIUKa-
Ma, HHje MOTa0 y MOTIIYHOCTH Jia JIo4apa CBE OHO IITO je ayTOpKa MMajla HaMepy Ja HaM MPeIodYH Kao
pe3yJITar CBOI' UCTPaKUBambA.

Ako Ou Tpebao U3BECTH HEKOJIUKO OIIITUX 3aKJbydaka KOjU MPOUCTHYY U3 UCTPaKUBabha YHjH
Cy pe3yiTaTH MpuKa3aHu y 0BOM 300pHHUKY, OHJIa OM CBaKaKO MPBU OO Taj J1a Cy je3UK Y CBUM CBOJUM
aCTIeKTHMa, JAPYIITBO, KYJITypa, TPAAMIHja, KEBIKEBHOCT U 00pa30Bame MCTOBPEMEHO M CTAJIHU H
NPOMEHJBHBH, M OIIITH U crieln(uIH eHTUTeTH. CTaIHU Cy M ONIITH Y TOM CMHUCIY INTO MX IPO-
HaJla3uMO y CBAaKOM JIPYIITBY, Y CBAaKOM BPEMEHY M Ha CBAKOM NpocTopy. McToBpeMeHo, HYXKHO Cy
NPOMEHJBHMBH U CIICIIM(DUYHH KaKO y BpEMEHY TaKo Uy Ipoctopy Oyayhu j1a cBaku Ha CBOj HAYHH IO/
JIeXKY 3aKOHUTOCTHMA MPUPOJHOT PAa3BUTKA, APYIITBEHO-HUCTOPHU]CKOT MpuiarohaBama u, ITO JAaHAC y
BpeMe Ttofasin3ainije nocTaje cCacBUM OYHITIETHO, cTaiHe OopOe 3a oTicTaHak.

Jpyru 3akpydak 6u ce Morao GopMyIucaTH Kao CTATHH TTOpacT Melyje3ndkux u MehyKyaTypHIX
KOHTaKara, [ITO Hy>KHO JIOBOIM JIO MOjadaHOT MPEIUTUTamka U YTUIdja Pa3IndUThX je3uKa M KyITypa
jemHHX Ha apyre. Y OBOM CErMEHTY NMpEAadl eHIVIECKH je3UK Kao HOCHIIAI] aHII0(OHe, Ha IPBOM Me-
CTy amepuuke Kyirype. U apyru jesunm u Kyntype, Mel)ytum, 3axBaspyjyhu Ha IpBOM MECTY MacOBHUM
MeIMjUMa, YCIIEBajy Ja MpoHal)y Kako CBOje MECTO Y II00aJIHOM CBETY, TaKO U IMyT U HAYMH J1a TIPOJPY
y Ipyre 3ajeHuIe Hyaehn UM cBoje crienupuuHe KyaTypHe odpaciie.

Tpehu 3akspydak Ou ce OMHOCHO HA 3Ha4daj 0Opa3oBama KaKko y CBAaKOj APYIITBEHO] 3ajCIHUIIN
MMOHA0C00, TaKO W Ha TIIO0ATHOM HUBOY, U TO 00pa3oBama Koje, 4yBajyhu moceOHe HallMOHAITHE BpeI-
HOCTH, UCTOBPEMEHO TPETIO3Haje BPEJAHOCTH M MIPEAHOCTH APYTUX 00pa30BHUX CHUCTEMa, MHTerpuIiyhu
Tyl)a MO3UTHUBHA UCKYCTBA y CBOj CHCTEM.

U nopen obusba TeMa u pagoBa cabpaHuX y OBOM 300pHHKY, OIIITH 3aKJbydak Koju ce Hamehe
Ha Kpajy jecTe Jia Cy COICTBEHH jE3UK U KYJITypa, ajli U Je3UIH U KYAType y KOHTAKTY, IPAKTUIHO He-
HCIPITHO MCTPAXHUBAYKO TT0JBE, YIIPABO 3aTO IITO Cy MelyCOOHO M CIMYHM M Pa3IHYUTH, IITO Cy TOJ-
JIO’)KHH TIPOMEHaMa y BpeMeHY M IIPOCTOPY U IITO YIPaBO OHM ofipelyjy [1e0 Hall )KUBOT U pa.

Hanamo ce na he untaonu ycneru Aa npoHal)y OHy TaHaHy, ald BeOMa YBPCTY HUT KOja IOBE3yje
cBe pajsoBe cabpaHe y 300pHUKY — TEXIbY Ja ce yode, o0jacHEe U cauyBajy MHIMUBHIYATHOCT U Paz-
HOJIMKOCT KOjU y CaBpeMEHOM CBETy Tpeda Jia TOACTaKHy 0oJbe padymMeBame He camo Tyher, Hero u
CBOT COTICTBEHOT je3H4KOT U KynTypHor Hacieha. Crora Jesuyu u kyamype y apemeny u npocmopy VII
HAacTaBJbajy NPHUUY 3all04YeTy y NPBOM U HACTABJbEHY Yy CBUM IIOTOHBHMM 300pHHUIIMMA, IIPUYY O CBEOII-
IITEM je3UYKOM H KyJATYPHOM MPOKUMamky Koje JOMPHHOCH Oorahermy CBaKor TOjeAnHIIAa BPETHOCTHMA
OHOT JIPYTOT, 4yBajyhin Ipu TOME je3UUKU U KyITYPHH HACHTHTET CBAKOT O] HAC.

Y Hosowm Cany, oktobpa 2019.

Crexana ['ymypuh
bwpana Paguh-bojanuh
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SANDRA DuCI¢ COLLETTE

REC, TISINA I BLAGOVEST. PER VERBA NON SI PORIA

,»Rec” je obi¢no shvacena kroz jezicku komunikaciju, a jezik kao nesto Sto se odvija u zakonima morfologije, sin-
takse, gramatike, filologije, logike i retorike. No, iako sve ove nauke postoje u reci, one su sve samo strukturalno
i instrumentalno sadrZane u samoj reci. Ali, one ne sadrze samu re¢, niti vladaju njome.

Danteov, ,trasumanar significar per verba non si poera” (trasumanar, recima se to ne moze ...) ili pak Novalisov
eI schweigt gern, wenn er freudig ist” (radost tisinom govori) su samo par primera u nizu dela velikih duhova
evropske kulture koji u pokusaju da izraze do kraja samu Re¢ ‘klonu’, kako u nas Duéi¢ kaze: ,,I ja umreh u Cas
kad se bese htelo, Zadnja kaplja krvi, koju nemah vise, Da okonc¢am lepo i zlokobno delo”.

U nasem izlaganju, kroz ovakve dragocene primere, zelimo da podstaknemo razmisljanja i otvorimo nove hori-
zonte za posmatranje jezika i same reci, koliko je to moguce ¢oveku da ispolji.

Kljucne reci: trasumanar, logos, tiSina, gratia, blagovest, humilitas (smirenje)

1.REC. AMO UT INTELLEGAM. "

"Ev dpyfj v 6 Adyoc, kai 6 Adyoc v mpdg Tov Oedv, kai Odg v 6 Adyoc.
“U pocetku bese Logos (Re€) i Logos bese u Boga, i Logos bese Bog.”
Jovan, 1-1.

Sta je Re¢? Mera (“das Mass™). Ono §to jeste. Ono §to je spoznaja. I $ta jos? Ljubav. Zasto ljubav?
Jer ona obitava u srcu. A srce u Bogu. A kako ona bese u Boga, ona je utisnuta u nase srce. Srce oznacava
zivot. A zivot dah. Znaci re€ je ono S$to je za nas zivotvorno, $to nam je dato u srcu. Ili pak zadato?
U tiSini. U oku duSe, tj. u svetlosti srca. Eros koji je opran agapom. Tako i ovi stihovi iz Jovanovog
Jevandelja, o Reci, kao da su Il poglavlje Starog Zaveta, gde je Prvi Dan, Veliki Dan ili Blagdan, onaj
koji u Starom Zavetu bese Dan poslednji, Dan u kom sam Tvorac Zeli da se odmori posto je stvorio delo,
tj. svet ovaj ovde, koji vidimo o¢ima tela.

T. I. 1. ,,Tada pogleda Bog sve Sto je stvorio, i gle, dobro bese veoma. Tako se dovrsi nebo i zemlja i sva
vojska njihova. I stvori Bog do sedmog dana dela svoja, koja ucini; i poc¢inu u sedmi dan od svih dela svo-
jih, koja u¢ini; I blagoslovi Bog sedmi dan, i posveti ga, jer u taj dan poc¢inu od svih dela koja ucini’(...).
(Prva knjiga Mojsijeva, 11 1-2)

A most gde lezi, ili pre Klju¢ za ovakvu ‘zagonetku’ Svetog Pisma? PosluSajmo Re¢ Pesnika.

1.1. DANTE. Trasumanar.

Kao uvod u ovu temu zelimo da se zaustavim na reci kojom Dante otpocinje “RAJ” i koja je klju¢ni
element naseg danasnjeg izlaganja. Sama re¢ trasumanar je Danteova kovanica. U njoj, kako ve¢ sami
naziremo, postoji tras (od trans) nesto Sto prevazilazi kapacitete ljudskog (humanog, tj. uman) + are iz

I “Credo ut intellegam” srednjevekovni dikton prevashodno koridéen u teologiji Anselma Kanterberijskog (1033/4-1109)

transponovan je ovde u “amo ut intellegam” kako cela ova studija svedoci. Cf. Gilson 1973: 291.
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latinskog. Neka vrsta metamorfoze ili preobrazenja. No Dante ovde ne kaze da je to nemoguce doziveti.
On samo svedoc¢i da je to ISKUSTVO neizrecivo. Iskustvo, esemplo, onome kome je BLAGODAT
(GRAZIA) darovana. Ili drugim re¢ima koji je obdaren graziom (grazia serba).

T.I.2. , Trasumanar significar per verba
non si poria; pero 1’esmplo basti
a cui esprienza ,,grazia serba” (...) (Dante, Paradiso, 1 70-73)

»Irasumanar izre¢i re¢ima
se ne moze; ali je primer dovoljan
kome je iskustvo dato (blagosti/milo$c¢u] dato(...)"

{
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Dante i Beatrice
u Raju,
Minijatura, XIV
vek.

“Trasumanar significar per verba
non si poria ; pero I'esmplo basti
a cui esprienza grazia serba”,
Dante (Par. |, 4-6)

Tra(n)s/uman/ar(e) i.e. Vaskrs (nad-covecno) — Ovde se radi o Danteovom prelasku sa proplanka
Cistilista, ve¢ ozelenelog u domet Rajski. To je nedelja jutro. Ne zaboravimo da Pakao po¢inje Velikim
Petkom. Pesnik prelazi neku ¢udesnu vodu svetlosti, gde je re¢ takode o Desteoj Muzi. [zuzetno dirljivi
stihovi na kojima ¢emo se samo na kratko zaustaviti i koji bi zasluzili posebnu analizu.

T.I1.3.,L’acqua ch’io prendo gia mai non si corse;
Minerva spira, e conducemi Apollo,
E nove Muse mi dimostran 1’Orse.” (Dante, Paradiso, 11 7-9)

,,Vodu koju sada uzimam niko ne predje;
Minerva dise, i vodi me Apolon,
A devet Muza mi pokazuje Kola”.?

Zaustavicemo se na ovim Pesnikovim prvim koracima i napraviti jedan osvrt u antiku. Vratimo se na
tren Platonu. Cesto smo ¢uli u pozadini Danteovih ovde upravo citiranih stihova ton Platonovog Fedra:

2 Prevod Sandra Dugi¢ Collette.
3 Prevod Sandra Dugi¢ Collette.
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T.1.4. ,,Tov ¢ Dmepovpdviov TOmoV 0vte TIg HUVNGE T TOV THidemoutg ovte mote duvnoet kat’ agiov.” (Pla-
ton, ®aidpog [247c])

,,No prostor iznad neba nikada nije dogledno opevao nijedan zemaljski pesnik, niti ¢e to ikada biti.”

Ovde bismo ¢ak mogli re¢i, misle¢i na Dantea, da je rec o ironiji pesnikovoj. Da li Dante ovde opominje
kako je on li¢no presao tu granicu i prvi video (esepmlo basti) to §to je neizrecivo i $to, kako Platon kaze,
nije nijedan pesnik opevao? Ali mozda ¢e ipak doci takav pesnik, koji ¢e opevati sam neuhvatljivi za
ljudski razum prostor (Botterill 1988:333)°.

Ovaj ‘fit of pique’ (da tako kazemo) nije samo ponovni pokusaj da se iskaze neprelazni ambis izmedju
Boga i nas, ve¢ takodje da kvalitet ljudske lepote 10 xkaAov per se pociva isto toliko u njenoj prolaznosti
koliko i u nasem strahu, da za razliku od lepote bogova ili same forme lepote, ona brzo prolazi. Beatrice,
poput Adonisa u Antici, nikada ne stari. No, njihova godisnja ‘smrt’ suo¢ava njihove sledbenike sa ne-
milosrdnim nestajanjem njihovih zivota (Hunter 1994: 165-168), to je tako da bi nam ljubav dala uvid
da ima Zivota posle zivota. Ili kako to Ovidije izrazava: “perpetuum ver est” (Ovidije, Metamorfoze, 5.
385-96) vecno je prolece. A Dante opet u njegovoj Komediji: “Qui primavera sempre” (Dante Purg. 28,
143), a ovde stalno prolece.

2. TISINA

2.1. Himna i Elegija. Himna noéi i Hyperion.

Kako izre¢i neizrecivo, kako opisati da nas je ‘neobuzimljivo obuzelo’ (‘neuhvativo
uhvatilo’/‘neizrecivo zateklo’). Smrt, tiSina i ponovno rodjenje. Za razliku od elegije himna nema
tragi¢nu notu. Moze da je ima, ali to nije deo nje, da tako kazemo, njene ‘signature’. Himna (Opvog
svecana sekularna pesma). Ona je samo glasnik neCega veli¢anstvenog, §to je iznad naSeg ljudskog ra-
zuma. Kako to Dante kaze za Dame koje imaju intelekt od ljubavi , “Donne ch’avete intelletto d’amore”
(Dante, VN, XIX, 11)°. Poesija ili glas upuéen nebu. U ovom odeljku za nas je bitno da su se ova dva
pesnika, Novalis 1 Helderlin, srela u krugu pesnika i filosofa toga vremena u Jeni. Obojica, kao da su
bili odbaceni od kruga filosofskog koji je poceo prevladavati poetskim izrazom i time pomerati binom
“vera-ljubav” prema “znati- posedovati”. U ove istorijske detalje mi sada ne¢emo ulaziti, samo Zelimo
da kazemo da su oba pesnika na neki nacin pokusavala da daju sintezu pomirenja’, ne samo sukoba
nastalih u samom hris¢anstvu (protestantizam i katolicizam) ve¢ i sukoba antike i hris¢anstva (Buzzi
2019: 295-312).

Prevod Sandra Duci¢ Collette.

> Cf.iBotterill 1994.

6 Cfs. De Robertis 1961; Jacoff 2007 pp. 35 -46; pp. 201- 207ss.

Fihte je takodje pripadao istom intelektualnom krugu Jene i bio u intimnoj vezi sa oba pesnika (Helderlinom i Novalisom)
i sasvim delio njihovu veru u preporod antike i pomerenja anticke sa hri§¢anskom tradicijom kao jedinog moguéeg puta ka
spoznaji, cf. Fichte, Ueber den Geist und Buchstab in der Philosophie. In einer Reihe von Briefen (1794), GA 1/6, p. 357
“diese edelste Blithte der Humanitit, welche durch die Natur nur einmal unter dem griechischen Himmel hervorgetrieben
und durch eins ihrer Wunder im Nordenwiederholt wurde”.
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Jena, Merian Matthaus (1650)

2.2. NOVALIS (1772-1801).

Godine 1794 Novalis otkriva ljubav u susretu sa dvanaestogodi$njom Sofijom fon Kin ( Sophie
von Kiihn). Dve godine posto su se zarucili 1788, Sofija umire od tuberkuloze. Novalis izrazava svoj bol
u “Himni No¢i” (Hymen an die Nacht (1800) koja je na neki ¢udesan nacin nova Vita Nuova po ugledu
na Dantea), Sest pesama u prozi protkanim nekolicinom stihova. U ovom delu Novalis SLAVI no¢, ili
i pretpostavlja misti¢no i ljubavno jedinstvo sa Sofijom i sa svemirom kao celinom posle njegove li¢ne
smrti. Novalis umire od tuberkuloze godinu dana kasnije, 1801.°

T.II.1.,,Dieses wiinschet der Gast — aber der Dichter sagts

Euch fiir ihn; denn er schweigt gern, wenn er freudig ist,

Und er sehnet so eben

Seine fernen Geliebten her.” (Novalis, Der Fremmdling, 45-48)

,OVvo0 je Zelja Gosta — no pesnik im kazuje

svoju; jer radost tiSinom govori [jer on rado ostaje u tiSini kada je radostan],

I on bas u taj Cas toliko ¢ezne da u jednistvu bude sa svojima u daljini voljenima [u tom trenutku i na tom
mestu ¢ezne vise no ikada da u jedistvu boravi sa svojim voljenim u daljini]™ (Novalis, Stranac, 45-48)

Stihovi koji slede su napisani odmah posle smrti Sofije, tek posto je upoznao porodicu Sarpantje
(Charpentier), pesnik je sasvim prihvacen kao nerazdvojivi deo njih, no on cezne, “sehnet so eben” za
Velikim Rodjenjem, tj. preporodenjem u zivot vecni. Pogledajmo stih 52, Rodenje ili Roden-Dan koji ¢e
ga zauvek sabrati sa svima voljenima, posebno sa Sofijjom i bratom Erazmom (kome je pesnik bio vrlo
privrZzen i koga je takodje vrlo rano izgubio), “Nach dem grossen Geburstag hin” (v. 52) “Posle velikog
Rodendana”- poslednja strofa:

TIL2. ,Die Lieb’ ist frey gegeben,
Und keine Trennung mehr.

8 J.S. Bach: Ich habe genug, + Cantata BWV 82 - 5. Aria: “Ich freue mich auf meinen Tod” (Radujem se mojoj smrti).
% Prevod Sandra Du¢i¢ Collette.
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Es wogt das volle Leben

Wie ein unendlich Meer.

Nur eine Nacht der Wonne -

Ein ewiges Gedicht -

Und unser aller Sonne

Ist Gottes Angesicht.” (Novalis, Hymen an die Nacht, V)

,,Ljubav je oslobodena,

I nikakvog razdvajanja nema vise.

Celost zivota tako lebdi

kao neko more beskonaéno.

Samo jedna no¢ radosti (blagosti) velike —
Poesija ve¢na

I za nas sve Sunce

je Lik Boziji.”!® (Novalis, Himna no¢i, V.)

u ediciji koja je stamapana u ¢asopisu “Athendum” i koja je identi¢na rukopisu''.

2.3. HELDERLIN. Elegija (¢ eyeia / elegeia, “pesma smrti”). Poesija i filosofija. Argument i
tisina.

Helderlin (Holderlin) je ve¢ od najranije mladosti osetio ova razdvajanja ne samo filosofije i
poesije ve¢ i nauke i umetnosti, te je zamislio jedan roman koji bi osvezio svet, roman ugodnog ritma
i lepe teme, posebno namenjen krugu Dama'?, kako pesnik kaze u pismu iz Tibingena (Tiibingen), jula
1793, upucenom Kristijanu Ludvigu Nojferu (Christian Ludwig Neuffer): “...meinem Hyperion mit-
teilen konnen, und sonst auch noch zur Freude des Frauen zuweilen etwas an’s Licht bringen ...”"3 . No
zasto elegija? S’jedne strane to nije cudno, jer elegija je takode spev neznog, blagog lirskog tona, to je
poesija, a poesija je po Helderlinu, kako pise u istom delu, kraj i pocetak svake nauke i filosofije. Da
ne bese pesnika u Heladi ne bi bilo ni filosofije. “Die Dichtung, sagt ich, meiner Sache gewil3, ist der
Anfang und das Ende dieser Wissenschaft”, Poesija je, zbilja je tako, pocetak i kraj svake spoznaje. No
znamo da je elegija takode i forma zalosnog speva.

T.IL3. ,(...) das war Freude, Stille des Lebens, Gotterruhe, himmlische, wunderbare, unerkennbare Freude.
Worte sind hier umsonst, und wer nach einem Gleichnis von ihr fragt, der hat sie nieerfahren. Das
Einzige, was eine solche Freude auszudriicken vermochte, war Diotimas Gesang, wenn er, in gold-
ner Mitte, zwischen Hoheund Tiefe schwebte. O ihr Uferweiden des Lethe! Thr abendrotlichen Pfade
in Elysiums Wildern! ihr Lilien an den Béchen des Tals! IThr Rosenkrdnze des Hiigels! Ich glaub an
euch, in dieser freundlichen Stunde, und spreche zu meinem Herzen: dort findest du sie wieder, und
alle Freude, die du verlorst.”( Holderlin, Hyperion, GStA Bd.3, str. 68)

»(...) to je bila radost (“JOI”'*), smirenje Zivota, bozanski mir, nebeska, Carobna, neizreciva radost!
Redi su ovde nesposobne, i onaj koji bi je vecno trazio ne bi je nikada spoznao. Jedina stvar koja je

10 Prevod Sandra Dugi¢ Collette.

11" cfr. Novalis, Hymen an die Nacht, in Id. Werke, Tagebiicher und Briefe Friedrich von Hardenbergs, BA. 1: Das dichterische
Werk, Tagebiicher und Briefe, hrsg. von Richard Samuel, Wissenschaftliche Buchgesellschaft, Darmdtadt 1978, p. 172,
701-708 (rukopis), str. 173, 25-32. Ediciji koja je Stamapana u ¢asopisu “Athendum” i koja je identi¢na rukopisu (Stampa
“Athendum”, avgust 1800, fasc. 6).

12 Adler & Louth 2009 str. 14ss. Cfs. Buzzi 2019: 295-312; 169 - 192.

3 (...mislim i da moj mali rad mora uneti makar zrak blagog plamena, §to mi daje toplinu i osvetljava dusu s vremena na
vreme i Sto ¢e biti nesto sasvim drugacije, za radost u sluzbi Dama i ljudi uopste ... ). Prevod Sandra Duci¢ Collette.

14 Cf. Radost pesnicka izrazena kroz ljubavnu poesiju germanske srednjevekovne tradicije u “Minnelied” i koja je kod
Helderlina nasla potpuno ovaplocenje, cf. Wigham 1979:127ss.
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mogla izre¢i toliku radost bila je Diotimina pesma, koja je lebdela izmedju visine i dubine, u zlatnom
znacenju. O vi, proplanci na obali Lete! Vi skrivate put Sume ka Elisiumu! Vase ljubi¢ice i cvece u
dolinama! Vasi venci ruza oko planina! I verujem u vas, u ovom plemenitom casu, i kazem mom
srcu: ponovo ¢es je naéi, i svu izgubljenu radost.”!

Suzette Gontard (1769-1802)

Hiperionova potraga je osudjena da bude besplodna, istina za kojom cezne je nedokuciva na zemlji, jer
ona ima potpun kvalitet onoga sto je jedino u posedstvu platonskih ideja (cf. StA III 164). U Helder-
linovim oc¢ima, filosofija ¢ak i u njenom najvisem stadijumu je nesposobna da nas spase i da nam pruzi
potpun dozivljaj istinske lepote. Helderlin ce i¢i dotle ¢ak da kaze “die Philosophie ist eine Tyranin,
und ich dulde ihre Zwang mehr, als dass mich ihm freiwillig unterwerfe®, filosofija je tiranin, ne mogu
vise podneti da joj robujem, da joj se slobdno potcinim (StA VI, p. 202, Br. 117). Pesnik napusta Jenu
kao “Ein vertriebener Wanderer der vor Menschen und Biichern floh”, kao neki lutalica (bezi) od onih
koji su pobegli od ljudi medu knjige (StA 11, p. 410), podstaknut, “Luftgeister, mit den metaphysischen
Fliigeln”, ponesen Duhom kao nekim metafizickim krilima (StA V1, p. 222, Br. 128).

“Numine
Afflatur”
(Vergilije,
iS(:la)’ll’l 1520)

U Helderlinovom duhu, dakle, bi¢e prenet njegov interes ka Ideji Lepote koji ga je oslobodio od
nezavrSenog procesa koji pruzaju filozofija i akcija. No Helderlinov poseban religijski duh i toliko
Cudesna visina njegove religijske Zedi ucinili su ga imperativno zeljnim prisutnosti bozanskog.

Ova Zelja za prisutnosti bozanskog, bi¢e ispunjena pesniku njegovim susretom sa Suzetom Gontard
(Suzette Gontard) juna 1796. Ona je, po re¢ima Helderlina, otkrovenje bozanske lepote, biti u njenom
(Dame, Suzette Gontard) prisustvu, je milost (“Die Grazie”), Radost nad radostima. 1 u februaru 1797,

15 prevod Sandra Dugié Collette.
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ona mu pruza slobodu nad slobodama, visu od svakog razuma (Vernunft), i koju u predgovoru za Hype-
rona, Helderlin opisuje kao cilj svakog stremljenja:

T.IL4. ,Mein Schonheitssinn ist nun vor Stérung sicher. Er orientiert sich ewig an diesem Madonnakopfe.
Mein Verstand geht in die Schule bei ihr (...)”
(Holderlin, Briefe, GStA Bd. 6, p. 235, Br. 136.)

»Moj osecaj (dozivljaj) lepote je sada siguran i bez ikakve sumnje. Ona se zauvek zasniva na toj
Bogorodicinoj glavi. Moj um ide kod nje u skolu.”*¢

U Helderlinovom Hyperionu Diotima se pojavljuje u obli¢ju ljudskom i zauzima mesto Adama-
sa, Hiperionovog ucitelja. Diotimino obe¢anje o cvetanju poesije koje tek treba da otpocne, zauzece
zavrsnu scenu u Hiperionovom genijalnom dozivljaju Platona, iskustva istinske lepote ne samo prirode
nego i ljudskog bica. To iskustvo ljubavi je jedino kojim se moze prevazi¢i dualizam i time doseci direk-
tan pristup bozanskom (Duci¢-Collette 2010). U tom momentu njegov status pesnika postaje potpuno
utvrden, 1 obecanje ispunjeno, koje ¢e pesnik na detaljniji nacin izneti u pismu majci (StA VI, p. 311:
Br 173), da je poesija najbezazlenija od svih disciplina, “Poesie is die unschuldigste aller Geschaffte"".

Najveéi pesnik je onaj koji unosi u svoju poesiju najvisi ton, da tako kazemo, neizrecive inkant-
acije, kako to peva Laza Kosti¢ (1841-1910), u najmisti¢nijoj pesmi srpske knjizevnosti, Santa Maria
della Salute (vs. 97-100):

Santa Maria della

Salute, Venecija

U najviSoj poesiji, ratio (razum) je samo krotki (humilitas) sluzitelj porodaja; jer bez njega ona ne
moze da se porodi; no, on nema ulogu u ¢istom stvaralastvu, u zacecu (reci). Tako da u neku ruku koliko
smeta (i ometa dusu) toliko i doprinosi, pomaze. Dusa c¢uti kada je duh gleda, kaze Siler u divnom disti-
hu koji upravo otkriva jezik, “Warum kann der lebendige Geist dem Geist nicht erschienen! /Spricht die
Seele so spricht ach! Shone di Seele nicht mehr”. Rec se vraca tako svojoj prirodi tona i ritma, ona nije
viSe instrument razuma (ratia) ve¢ on njen. U tome se rada ono §to se u antici naziva katarsis (x&0axpoto).
Pro¢iséenje od svake misli, Gist dozivljaj. "Io6:'®” (budi). Biti jedno sa Delom. Sa RECI. SAMA REC.

16 Prevod Sandra Ducié Collette.
17" Cf. Boschtenstein 1971/1972

18 «“Budi” {60t (jedna od tri stavke apolonovog hrama, 1. ic6t “budi”, 2. Mndév &yav —
spoznaj samoga sebe.

14

nista previse”, 3. ['vdOL ceovtov
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3. BLAGOVEST

Botticelli, Sandro, “Magnificat” (1481), Galleria degli Uffizi, Firenze.

U tre¢i 1 zaklju¢ni deo ovog rada zelimo da uvedemo stihove Novalisa koji su takvi kakvi jesu,
kristalno jasni. No, $to je brilijantnija slika neCega, teze je o njoj pisati, obi¢no nam dodu reci, quid
plura. Prevod ovih nekoliko stihova predstavljao je za nas veliki izazov. Re€ je o jednoj neiscrpnoj temi
1, na izvestan nacin, zlatnoj sponi koja objedinjuje i prozima ceo nemacki romantizam, rec je o budenju
antike. Budenje proleca, novost, blagovest. Kako sledi,

T. III.1. ,,Erwacht in euren Zellen,

Thr Kinder alter Zeit;

Laf3t eure Ruhestellen,

Der Morgen ist nicht weit.” (Novalis Die Erwartung, Heinrich von Ofterdingen, 1X)

,,Probudite se u vasim ¢elijama,
Vi deco antickog vremena.
Napustite vase grobove,
Jutro ve¢ nije tako daleko.

2]

? (Novalis, I5¢ekivanje)

MOST ili KLJUC. Sta je “Jutro” (“Der Morgen™)? Nije li takode i ovde neka forma naseg uvodnog
‘trasumanar’ ili pak Vaskrsa. “Prvo ili Veliko Jutro” kako stoji u Jevandelju po Luci, 24. 1: “A u prvi
dan nedeljni dodose vrlo rano na grob”). Ovaj stih, posebno, “Der Morgen ist nicht weit” mogao bi
se takode prevesti sa “Dan jo$ nije dalek”. Tu bi Dan bio “Dan Gospoda”. U Starom Zavetu, posebno u
Prorocima, taj nedeljni Dan pak predstavlja ne Prvi ve¢ Poslednji Dan. Dan koji je konc¢ina svega stvore-
nog, vidljivog sveta. Dan u Kom se sam Bog odmara. Kako ve¢ stoji u Sofoniji (celo prvo poglavlje),
napomenimo takode i Isaju, 13. 6-9; i dies irae! (‘dan srdzbe’).

T.IIL.2. ,Ridajte, jer je blizu dan Gospodnji; doci ¢e kao pustos od svemogucega. Zato ¢e svaka ruka
klonuti, i svako srce ¢ovecije rastopiti se. I oni ¢e se smesti, muke i bolovi spopasce ih, mucice se kao po-
rodilja, prepasce se jedan od drugoga, lice ¢e im biti kao plamen. Evo, ide dan Gospodnji ljuti s gnevom
i jaroS¢u da obrati zemlju u pustos, i gresSnike da istrebi iz nje.” (Knjiga proroka Isaije, 13, 6—13)

Ili kako to Duci¢ u nas kaze u pesmi “Stvaranje”:

T.IIL.3. “I ne znam kad beSe ve¢ minuta neka
Kad se moj duh napi tvoje svetle seni”,
Rec se u srcu pesnika tajanstveno oglasi,

1 Prevod Sandra Dug&i¢ Collette.
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ali “cvet sna otrovnog ne presta da sise!,

,I ja umreh u ¢as kad se bese htelo,
Zadnja kaplja krvi, koju nemah vise,
Da okonc¢am lepo i zlokobno delo.” (Jovan Duci¢, Stvaranje, 22-24)

Taj san je u stvari zivot, ovaj vidljivi svet, koji ga sprecava da porodi do kraja svoje delo. Vise puta izgo-
voreni ovi stihovi kao da diSu nekim cudenjem samog pesnika, koji vidi nevidljivo, ili pak dozivljava
sebe kao uhvaéenog od neuhvatljivog.

Kod Novalisa se, kako videsmo, postavlja pitanje kako pesnik moze iS¢ekivati i nadati se zivotu
posle smrti zarucnice, Sofije, kako se radovati ne¢emu u tolikoj tuzi? Pita se kako bi sam sebi potvr-
dio nesto sto je ve¢ sigurno. No, odgovor je ve¢ dat, kako smo culi u prethodnom delu ovog izlaganja
(“Tisina”). “Tisina”, kao odgovor na “Blagovest”, koja tek stize, stoga “IS¢ekivanje” stize posle radosne
tiSine, “er schweigt gern, wenn er freudig ist”, “radost tiSinom govori” kako Novalis to kaze u “Himni
No¢i”, No¢i pre Velikog Dana, te nije bez razloga Sto ovaj odeljak naziva “Der Fremdling”, ili pak “Stra-

nac”, jer pesnik sebe dozivljava kao stranca u ovom zivotu.

Ovde kao zaklju¢ak ne mozemo a da ne navedemo dva konsonantna fragmenta, jedan Helderlinov iz

Hyperiona, a slede¢i mu Novalisov, napisana oba u istom periodu, oba slede odlaske ova dva pesnika iz

akademskog kruga Jene.
T.I11.4. ,,O Regen vom Himmel! o Begeisterung! Du wirst den Frithling der Volker uns wiederbringen.
Dich kann der Staat nicht hergebieten. Aber er store dich nicht, so wirst du kommen, kommen wirst du,
mit deinen allméchtigen Wonnen, in goldne Wolken wirst du uns hiillen und empor uns tragen tiber die
Sterblichkeit, und wir werden staunen und fragen, ob wir es noch seien, wir, die Durftigen, die wir die
Sterne fragten, ob dort uns ein Frithling blithe - fragst du mich, wann dies sein wird? Dann, wann die
Lieblingin der Zeit, die jiingste, schonste Tochter der Zeit, die neue Kirche, hervorgehn wird aus diesen
befleckten veralteten Formen, wann das erwachte Gefiihl des Gottlichen dem Menschen seine Gottheit,
und seiner Brust die schone Jugend wiederbringen wird, wann - ich kann sie nicht verkiinden, denn ich
ahne sie kaum, aber sie kommt gewil3, gewil3. Der Tod ist ein Bote des Lebens, und dal wir jetzt schlafen
in unsern Krankenhéusern, dies zeugt vom nahen gesunden Erwachen. Dann, dann erst sind wir, dann ist
das Element der Geister gefunden!” (Holderlin, Hyperion, GStA Bd.3: 31, 54)

,,Cemu zid, kad leZi osugeno tlo vrta? Samo nebeska kiga tu moze pomoci. O, kiSo nebeska, polete! Ti ¢es
nam doneti prole¢e naroda. Tobom drzava ne moze upravljati. No, neka te u tome vise ne sprecava, i ti ¢e§
do¢i, do¢i ¢es sa tvojim svemocénim blazenstvima, ti ¢e§ nas obaviti tvojim zlatnim oblakom i uzdignuti
nad smrtno§c¢u. Tad, u cudu, sumnja¢emo da smo to mi oni neutesni (oskudnici), koji su nekada zvezde
pitali da li ¢e jos jedno prolece do¢i ... kad ¢e to biti, pitas me? Kada se rodi miljenica vremena, njegova
najmlada, najlepsa ¢erka, Nova Crkva, iz ovih ,,osuSenih” i ostarelih formi, kada budenje bozanskog
osecaja u ¢oveku njegovu bozanstvenost povrati, a u njegove grudi najlepsu mladost udahne, kada — to
sad ne mogu izreci, jer jedva da predosecam, ali ona ¢e do¢i, hoce, ho¢e. Smrt je glasnik Zivota: ukoliko
mi sada spavamo u na$oj bolnici, to ¢emo se uskoro probuditi. Samo tad bicemo, kad element u kom duh
bude poroden i u nama! »%

T.III. 5. “Wann und wann eher? danach ist nicht zu fragen. Nur Geduld, sie wird, sie muss kommen, die
heilige Zeit des Friedens, wo das neue Jerusalem die Hauptstadt der Welt sein wird; und bis dahin seid
heiter und mutig in den Gefahren der Zeit, Genossen meines Glaubens, verkiindigt mit Wort und Tat das
gottliche Evangelium, und bleibt dem wahrhaften, unendlichen Glauben treu bis in den Tod”. (Novalis,
Die Christenheit oder Europa (Samuel, R. & Mahl, H.-J. (1978: 184ss).

20 prevod Sandra Dugi¢ Collette.
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»Kada i kad ve¢ vise? To ne treba pitati. Samo strpljenje, ona (Nova Crkva) ¢e do¢i, mora do¢i, sveto
vreme slobode, gde ¢e novi Jerusalim biti prestonica sveta; a do tada budite hrabri i spremni za nepredvi-
djenost vremena, prijatelji moje vere. Proglasena u Svetom Pismu ona (Rec), istina, vera beskonac¢na
ostaje sad i posle smrti.”!

Oba ova teksta puna su nade u sigurnost ve¢ nagovestenu u Prorocima, koja se rada u veri misterije same
smrti i Vaskrsa. Kao da vest ili pak Blagovest, koju Gavrilo oglasava Mariji, o zac¢ecu Reci, ono ‘Raduyj
se’ iz Magnificata nije takode, neujna radost Zena kada odlaze u Svetli Ponedeljak na Hristov Grob i
nalaze ga praznog. Velika je njihova radost, ali je bez reci. Vraca se u Blagovest.

Raduj se! Ili pak kada Dante tek nazire Raj i u ¢udu kaze:

T.IIL.6. ,,Qui primavera sempre e ogne frutto:
Nettare ¢ questo di che ciascun dice.”
Dante Purgatroio, XXVIII, 143.

,Ovde, vecno prolece i svako voce:
Nektar taj o kome svaki (pesnik) govori!”

P -

-

Botticelli, Sandro, “Primavera” (cc1470/1480) Galleria degli Uffizi, Firenze.
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WORD, SILENCE AND GRACE. PER VERBA NON SI PORIA
Summary

Amo ut intellegam, as, pithily, the old Latin tag has it — the epigraph which we have selected for this fresh trilogy
or tryptic on ‘the matter of word’, “The Word, Silence and Grace”. We imitate what we love. And imitation is the
first form of learning. But, as it has been observed already from antiquity the love of a thing consists in the under-
standing of its perfections. And this also would seem true, so it becomes necessary to amend the tag thus: Amo ut
intellegam, sed intellego ut amem. I love in order that I may understand, but I understand in order that I may (fur-
ther) love, the ‘understanding’ being not intellectual but intuitive, what was then thought of as the way of knowing
proper to the Heavenly Hierarchy. The point might escape us today; it would have needed no elaboration in the
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twelfth century. But it still holds, especially for those of us who, in our thought or work, have urge to lift the Dolce
Stil Novo, Dante, Claude Le Jeune, Novalis, Holderlin, Laza Kosti¢, Jovan Duci¢ (...) out of the dust of their own
time and set them four — square, alive and singing in ours. For such as them and for such as us, love is the seed-
bed. Were we to find ourselves in our unfallen state, back home in Eden, there would be no need of intellection,
‘knowledge about’: all knowledge would be ‘knowledge of direct” or angelic knowledge, the knowledge which
every artist strives for, the knowledge of the Words. We should see and-pace- in the best work of these poets, — we
therefore should seem as Angels: 7o know by being what one loves.

Key words: trasumanar, logos, silence, gratia, annunciation...
Sandra Duci¢ Collette

Keats Shelley House, Rome, Italy
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L’IMPEGNO LETTERARIO POSTNEOREALISTA

I1 tono della letteratura cambia quando inizia ad affievolirsi la speranza nutrita nel secondo dopoguerra che la realta
italiana possa rinnovarsi. E il periodo in cui escono i romanzi I/ Gattopardo di Giuseppe Tomasi di Lampedusa,
La ragazza di Bube di Carlo Cassola ¢ I/ giardino dei Finzi-Contini di Giorgio Bassani: tutti trattano la storia, ma
rispetto al neorealismo cambiano il tono ¢ le tematiche. Sono opere che descrivono un generale clima di delusione
e di amareggiamento, in cui la realta si rivela inconsistente. Hanno carattere prevalentemente individuale e psi-
cologico, sebbene presentino alcune tematiche neorealiste, seppur le meno peculiari. Gli scrittori postneorealisti
rifiutano i contenuti del neorealismo e provano a ricreare le atmosfere del passato con sguardo critico e impegno
sociale, conferendo loro un effetto di tristezza e di sospensione.

Parole chiave: realismo, storia, delusione, amareggiamento, impegno sociale

1. LAMORTE DEL NEOREALISMO E LA NASCITA DI UN NUOVO
REALISMO

Gli anni Cinquanta sono gli anni del dibattito acceso sulla fine del neorealismo e sulle nuove
prospettive della letteratura. Il disimpegno che caratterizza questi anni € ovviamente la conseguenza
della politicizzazione della cultura avvenuta nel decennio tra il 1945 e il 1955. Il tono della letteratura
cambia quando inizia ad affievolirsi la speranza nutrita nel secondo dopoguerra che la realta italiana
possa rinnovarsi.

Oggi tutti concordano nel sostenere che il neorealismo ¢ finito nel 1955, in seguito alle polemi-
che nate con la pubblicazione del romanzo Metello di Vasco Pratolini. La pubblicazione di Metello nel
febbraio del 1955 innesca un acceso dibattito che va al di la di questo romanzo e mette in discussione
i fondamenti metodologici di base della critica di quel tempo. Nella rivista I/ Contemporaneo, Carlo
Salinari definisce Metello come 1’opera che determina il passaggio dal neorealismo al realismo. Pur
riconoscendo i lati positivi del neorealismo per aver abbandonato la prosa d’arte, I’intimismo e I’ermeti-
smo formalistico, ne mostra 1 limiti sostenendo che il movimento si € limitato alla realta esteriore € alla
cronaca degli eventi, dei movimenti e delle parole. Lo sviluppo dal neorealismo al realismo corrisponde
al passaggio dalla cronaca alla storia, dagli schizzi a una vera struttura romanzesca e Metello, presen-
tando queste novita, segna 1’inizio del nuovo realismo italiano. All’articolo di Salinari, intellettuale che
rifletteva la posizione ufficiale del partito comunista, risponde pochi mesi dopo Carlo Muscetta, indipen-
dente e anticonformista, con un articolo pubblicato sulla rivista Societa. Muscetta ritiene che il romanzo
di Pratolini sia molto poco realistico, afferma che all’autore manca non solo una visione coerente del
movimento operaio ma anche della complessita delle relazioni sociali, visto che ha rappresentato solo il
popolo e non le attitudini civili o liberali. Inoltre sostiene che il protagonista non ¢ un tipico lavoratore
socialista ma una figura mediocre senza alcun rapporto forte con la societa, che si realizza in relazione
alle donne e non nella battaglia del movimento operaio.

Le opinioni dei due critici sono diverse eppure partono dagli stessi presupposti metodologici, cioe
dalla necessita di realismo: per Salinari il romanzo sta aprendo la strada a un nuovo realismo italiano,
per Muscetta ne rappresenta il declino. Tuttavia entrambi constatano che il periodo del neorealismo ¢
concluso e che deve andare sulla strada di un nuovo realismo, sul modello dei grandi romanzi ottocen-
teschi.
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In Italia nei primi anni del secondo dopoguerra, nel periodo in cui la sinistra ancora partecipa at-
tivamente al processo di democratizzazione della vita pubblica, il capitalismo si consolida sia sul piano
economico che su quello politico, tuttavia non riesce a risolvere i grandi problemi del paese, anzi aumenta
sempre di piu il divario tra il Sud e il Nord. Allo stesso tempo questa nuova societa neocapitalistica ¢ la
causa dello stato di alienazione dell’uomo. I cambiamenti politici e spirituali si manifestano dopo il 1950,
con la crisi del neorealismo, e si contraddistinguono per I’abbandono dell’ottimismo e dell’impegno poli-
tico, per I’atteggiamento individualista degli intellettuali, sentimentali verso la Resistenza, e nel rapporto
verso la realta postbellica che induce a un atteggiamento pessimistico e rassegnato. Gli autori del postneo-
realismo continuano a elaborare temi caratteristici del neorealismo, in particolar modo quello della guerra
e della vita dei piccoli uomini e degli operai, trattandoli perd da una prospettiva opposta. Le soluzioni che
propongono sono diverse e rispecchiano la varieta delle loro posizioni personali, la complessita degli atteg-
giamenti etici e della ricchezza psicologica. Essi perdono I’orientazione storica che univa i neorealisti. Tre
opere che caratterizzano questo periodo sono i romanzi /I Gattopardo, La ragazza di Bube ¢ Il giardino dei
Finzi-Contini, scritti rispettivamente da Giuseppe Tomasi di Lampedusa, Carlo Cassola e Giorgio Bassani.
I tre romanzi vendono moltissime copie ottenendo fin da subito un grande successo.

2. IL GRUPPO 63 E LE POLEMICHE CON LE ‘LIALE’

I Gruppo 63, definito la neoavanguardia, ¢ il movimento letterario costituito nell’ottobre del
1963, dopo un convegno tenuto da alcuni giovani intellettuali fortemente critici verso le opere letterarie
legate ai modelli tradizionali tipici degli anni Cinquanta'. Sono vari i poeti, gli scrittori, gli studiosi ¢ i
critici che fanno parte del gruppo, e tutti vogliono rompere gli schemi letterari tradizionali sperimentan-
do nuove forme d’espressione, richiamandosi alle avanguardie degli inizi del secolo e rifacendosi sia
alle idee del Marxismo che a quelle della teoria dello strutturalismo. Non volendo darsi regole definite,
creano opere in assoluta liberta che contestano e respingono sia la poesia tradizionale che il romanzo
neorealista attraverso una ricerca sperimentale di forme linguistiche e di contenuti. I componenti del
Gruppo 63 polemizzano, suscitando interesse negli ambienti critico-letterari dell’epoca, con gli autori
famosi a loro contemporanei come Carlo Cassola, Giorgio Bassani e Giuseppe Tomasi di Lampedusa,
definendoli ironicamente ‘Liale’, con riferimento a Liala, autrice di romanzi rosa. Anni dopo, nel 1980,
Eco pubblica 1l nome della rosa e nelle Postille al romanzo scrive:

Si dira che I’equazione ‘consenso=disvalore’ ¢ stata incoraggiata da certe posizioni polemiche prese da noi nel
gruppo 63, ¢ anche prima del *63, quando si identificava il libro di successo col libro consolatorio, ¢ il romanzo
consolatorio col romanzo a intreccio, mentre si celebrava I’opera sperimentale, che fa scandalo ed ¢ rifiutata
dal grande pubblico. (...) Mi ricordo che i nemici erano Lampedusa, Bassani e Cassola, ¢ oggi, personalmente,
farei sottili differenze tra i tre. Lampedusa aveva scritto un buon romanzo fuori tempo, e si polemizzava contro
la celebrazione che se ne faceva come se proponesse una nuova via alla letteratura italiana, mentre al contrario
ne chiudeva gloriosamente un’altra. Su Cassola non ho cambiato opinione. Su Bassani invece oggi andrei
molto ma molto pitl cauto e se fossi nel *63 lo accetterei come compagno di strada.’

3.IL GATTOPARDO: LIMMAGINE DELLA REALTA CHE RISULTA
INCONSISTENTE

Giuseppe Tomasi di Lampedusa, nel suo romanzo 1/ Gattopardo pubblicato postumo nel 1958,
esprime la sua visione conservatrice e pessimistica del periodo risorgimentale e della nascita dello stato

I Alcuni autori, critici e scrittori del Gruppo 63 furono Luciano Anceschi, Nanni Balestrini, Umberto Eco, Giorgio Manganelli,
Edoardo Sanguinetti e Sebastiano Vassalli. I gruppo si sciolse nel 1969.

2 Eco, U. (1983). Postille a ‘Il nome della rosa’, in: Il nome della rosa (2007). Milano, Tascabili Bompiani., p. 526.

3 Seritto tra il 1954 e il 1957, all’inizio il manoscritto fu presentato agli editori Arnoldo Mondadori Editore ed Einaudi,
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nazionale. Questo ci spiega solo in parte il grande successo del suo romanzo, inseritosi in un clima gene-
rale di delusione e di amareggiamento. L’autore trae ispirazione da vicende storiche della sua famiglia,
gli aristocratici Tomasi di Lampedusa, e in particolare dalla biografia del bisnonno, il principe Giulio Fa-
brizio Tomasi (nell’opera il principe Fabrizio Salina), vissuto durante il Risorgimento e noto anche per
aver realizzato un osservatorio astronomico per le sue ricerche. Per il tema trattato ¢ spesso considerato
un romanzo storico benché non ne soddisfi tutti i canoni. A differenza dei romanzi neorealisti, I/ Gatto-
pardo ha una visione del reale pitt complessa, turbata e problematica. Mostrando la storia e la decadenza
di un’aristocratica famiglia siciliana, Tomasi di Lampedusa scrive un romanzo storico moderno, incen-
trato sull’idea dell’inevitabilita della dissoluzione e della morte. Il romanzo tratta il breve periodo in cui
Garibaldi va in Sicilia per cacciare i Borboni e finisce con il cinquantesimo anniversario del Risorgi-
mento, quando a prevalere ¢ un sentimento di disillusione. Il personaggio centrale ¢ il principe Fabrizio
Salina, colto aristocratico studioso di astronomia, che osserva con distacco la fine di un’epoca. Accanto
a lui c’¢ il nipote Tancredi che, rifiutandosi di difendere il patrimonio del regno borbonico, si schiera
dalla parte dei garibaldini perché capisce che “se vogliamo che tutto rimanga come ¢, bisogna che tutto
cambi”*. Per Fabrizio Salina il passaggio al nuovo Regno d’Italia ¢ solo un cambiamento apparente, tan-
to che il potere rimarra nelle mani delle classi dirigenti, motivo per cui queste ultime devono partecipare
alla rivoluzione nazionale, per prenderne in mano il processo e indirizzarlo ai propri fini. Al principe si
prospetta un’eccellente carriera ma non gli basta, percid sposa Angelica Sedara, bellissima figlia di un
ricco borghese, e sancisce cosi un patto di interessi con la nuova classe in ascesa:

(...) Tancredi si abbandonava a lunghe considerazioni sulla opportunita, anzi sulla necessita che unioni tra
famiglie come quella dei Falconeri ¢ quella dei Sedara (...) venissero incoraggiate per 1’apporto di sangue
nuovo che esse recavano ai vecchi casati, e per ’azione di livellamento dei ceti che era uno dei scopi
dell’attuale movimento politico in Italia.’

Suo zio fa di tutto per aiutarlo, tuttavia dinnanzi ai cambiamenti storici in atto mantiene un atteg-
giamento distaccato e intravede presagi di morte.

Per Tomasi di Lampedusa i cambiamenti dei processi storici sono solo apparenti; la vita non ha
uno scopo, ¢ solo un fluire incessante del tempo finché non precipita nel nulla. L’ immobilita della Sicilia
¢ allora la metafora di una condizione esistenziale, in cui incombe la presenza della morte, tanto che
nel libro ¢ costantemente presente la simbologia mortuaria. Non sono gli eventi storici e sociali a essere
il vero tema del romanzo, bensi il conflitto interiore del principe che da una parte si sente debole e im-
potente nei confronti della realta, e dall’altra ¢ angosciato dalla consapevolezza di andare incontro alla
morte. Dal punto di vista narratologico, tutto ¢ visto attraverso gli occhi del principe, filtrato dalla sua
sensibilita e dalla sua intelligenza. Il Gattopardo prende radicalmente le distanze dal neorealismo, dalla
sua concezione progressiva e ottimistica della storia; agli schematismi della letteratura postbellica si
sostituisce una visione pit complessa del reale, problematica e turbata. Interessante ¢ il confronto tra le
figure di Chevalley e del principe: il primo rappresenta il dinamismo del Nord che crede nell’iniziativa
umana e nell’avanzare della storia, nel progresso, nella modernita, nella possibilita del miglioramento
delle condizioni sociali; il secondo invece esprime la rassegnazione di una realta immobile e fuori dalla
storia, priva di forze. In questo modo la Sicilia diviene il simbolo, la metafora di una condizione esi-

che ne rifiutarono la pubblicazione. Infatti il testo, seppur privo di alcuni capitoli, fu dato in lettura a Elio Vittorini, allora
consulente letterario per Mondadori e curatore della collana i Gettoni per Einaudi, che lo rifiuto per entrambe le case editrici
rimandandolo all’autore. Il suo giudizio negativo, un clamoroso errore di valutazione, fu ribadito anche successivamente,
quando // Gattopardo divenne un caso letterario internazionale. Dopo la morte dell’autore, il libro fu pubblicato da Feltrinelli
con la prefazione di Giorgio Bassani. Quest’ultimo, allora editor responsabile della sezione narrativa per Feltrinelli, decise
subito di pubblicare il libro, che nel 1959 ricevette il premio Strega diventando, con oltre 100 000 copie vendute, il primo
best-seller italiano.

Nel 1963 Luchino Visconti ne fece un film dal titolo omonimo.

4 Tomasi Di Lampedusa, G. (2009). I1 Gattopardo, Milano, Feltrinelli., p. 50.
> Ivi, p. 110.
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stenziale e di una visione del mondo senza speranza, in cui domina il senso di impotenza e di paralisi,
permeata dal senso della morte e del nulla. Anche il paesaggio, con il sole perenne e con I’arsura, ci
restituisce ’immagine della morte e non della vitalita. Don Fabrizio, infatti, sa che niente pud cambiare
e che niente pud rimanere come prima, ¢ nel futuro intravede solo la morte che lo coglie nel 1883 in
un povero albergo di Palermo. Quello che rimane di lui sono le reliquie e i ricordi della gloria passata,
riposti dalle tre figlie in una cappella privata. Nell’ultima parte del romanzo la distruzione diviene totale
e coinvolge tutti, persino il vecchio cane che, lanciato dalla finestra, durante il volo assume 1’aspetto del
gattopardo rampante raffigurato sullo stemma dei Salina.

Alla morte ¢ contrapposto o un forte amore per la vita e per le gioie terrene e concrete oppure il
piacere dei sensi. D’altra parte, il concetto della morte assume connotati che vanno al di 1a dei dati auto-
biografici: la morte ¢ il contrario della vita ma anche il naturale compimento dell’esistenza, espressioni
queste che ci riconducono alla caducita umana. Don Fabrizio anela a un’eternita irraggiungibile. La sua
morte ¢ la metafora di un decadimento irreversibile non solo di una classe privilegiata ma anche di una
societa.

All’epoca il romanzo suscita grandi discussioni che pur determinandone il suo successo, non
contribuirono di sicuro alla sua comprensione:

Ariepilogarlo oggi, con occhi di postero, non si puo certo dire che il dibattito su ‘Il Gattopardo’, a differenza
di quanto era avvenuto per il ‘Metello’ di Pratolini, abbia giovato ad una reale comprensione del romanzo.
Ancora una volta, pero, il testo fu I’occasione pretesto per discutere di altro: della storia, in un particolare
momento storico di trasformazione della societa italiana (...), e della letteratura, della funzione del romanzo,
sull’onda del gia avvenuto trapasso dalla stagione neorealista ad un’altra, piu difficile e contraddittoria.®

Questo romanzo ¢ il libro di uno scrittore che rifiuta il mondo e la storia perché essi rifiutano lui.
Inoltre ¢ un libro di morte scritto da un uomo che seppur disilluso ama la vita. Il movimento della storia
¢ rappresentato come qualcosa di negativo e di cieco, che non riesce a incidere sulla realta; mentre la
vita siciliana delle cose e degli uomini procede per conto proprio, termina al di fuori di ogni coscienza
senza poterle imporre nessuna misura o valore razionale. Dal movimento della storia restano solo tracce
di colore, echi lontani, desideri insoddisfatti. La realta si rivela inconsistente, un senso di morte ¢ di
disfacimento incombe minaccioso, ogni esistenza si riduce in cenere.

4. LA RAGAZZA DI BUBE: 1L SENSO DI RIPIEGAMENTO E DI SCONFITTA

Carlo Cassola ¢ stato lo scrittore che ha dato vita a un’accesa polemica e la cui esperienza par-
tigiana ¢ legata a Volterra. Il suo romanzo pit noto & La ragazza di Bube del 19607, in cui si mostra il
contrasto tra I’impegno sul piano della storia e le ragioni intime del cuore. La ragazza di Bube riassume
un senso di ripiegamento e di sconfitta. Lo scrittore qui accusa la Resistenza, mettendo in discussione
i valori della recente storia italiana. Il romanzo venne criticato aspramente dagli intellettuali marxisti,
i quali interpretarono La ragazza di Bube come la descrizione del fallimento degli sforzi intrapresi dai
partigiani, in particolare della sua componente comunista. Tuttavia questa lettura del romanzo ¢ ormai
superata; in base all’opinione corrente 1’opera non ha una finalita politica né ha come scopo principale
quello di documentare i fatti storici. Ciononostante dalle righe emerge comunque un sentimento di de-
lusione provato in prima persona da Cassola nei confronti del comunismo. E evidente la distanza dal
neorealismo, quando ’autore collega strettamente le vicende narrate a una tematica storico-politica.
L’ambientazione fra il periodo della guerra e del dopoguerra non serve a illustrare i problemi civili o

¢ Memmo, F. P. (1982). Le polemiche degli Anni Cinquanta: ‘Metello’, ‘Il Gattopardo’, in: Letteratura italiana contemporanea,
Roma, Luciano Lucarini Editore., p. 221.

7 Venne insignito del Premio Strega nel 1960, anno in cui era stato pubblicato dalla casa editrice Einaudi. Tre anni pit tardi ne
fu realizzato anche un adattamento cinematografico per la regia di Luigi Comencini e che ebbe come interpreti principali gli
attori Claudia Cardinale e George Chakiris.
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1 valori ideologici, ma a mettere in primo piano le esperienze individuali di insoddisfazione e di so-
litudine. Il romanzo mostra il senso di un ripiegamento e di una sconfitta. E la storia di un uomo che
nell’immediato dopoguerra non capisce che non deve piu usare i metodi della lotta partigiana. Quando
viene condannato per I'uccisione del figlio di un maresciallo dei carabinieri, inizia a ripudiare gli ideali
resistenziali. Alla sua crisi ¢ legato il sacrificio di Mara, che da vera eroina decide di rimanere fedele a
Bube, cosi nel romanzo la vicenda amorosa finisce per prevalere. Il suo grande successo sollevo accese
discussioni. A polemizzare fu soprattutto la neoavanguardia che condanno non solo Cassola ma anche
Bassani e Tomasi di Lampedusa, accusandoli di riesumare soluzioni narrative ormai superate.

A partire dalla sua pubblicazione nel 1960, I’opera ebbe fin da subito un successo esaltante. Fino a
quel momento Cassola era stato uno scrittore abbastanza sconosciuto, nonostante fosse stimato per alcu-
ni romanzi di esplicito tema politico, antifascista e resistenziale. Una delle ragioni per cui non era riusci-
to ad avere un contatto reale con il pubblico ¢ perché viveva modestamente in provincia, insegnando in
un liceo. I motivi dell’imprevisto successo non furono soltanto letterari. Innanzitutto il romanzo tratta un
fatto realmente accaduto e racconta di una romantica storia d’amore, una storia di sacrificio e di fedelta,
la cui protagonista femminile ¢ un’eroina popolare, atta a suscitare solidarieta ed emozioni. I due prota-
gonisti sono il risultato di un lavoro di ricerca: una volta individuate le due persone, furono intervistate
e dalle loro biografie venne costruita la vicenda centrale del romanzo. Inoltre ¢ un libro sulla Resistenza,
sulle luci e le ombre di quel periodo della storia italiana. Nell’accogliere il romanzo, la critica fu molto
condizionata proprio dal giudizio politico. Dal romanzo risulta una Resistenza che ha compiuto errori e
un popolo, quello del dopoguerra, con speranze stupide e grottesche. Emblematico ¢ il padre di Mara,
quando a un certo punto spiega: “‘E proprio un capolavoro quest’amnistia!’, diceva il padre irato. ‘I fa-
scisti, andranno tutti fuori; e quelli che si sono arricchiti affamando il popolo, lo stesso’.”® Nel secondo
dopoguerra bisognava rassegnarsi a espiare gli errori e ad accettare un mondo governato dalla violenza.

La vicenda si svolge in Toscana, dove i due protagonisti vivono nell’appassionata atmosfera della
Resistenza conclusasi da poco con la Liberazione. Bube ¢ un valoroso partigiano, timido e impreparato
alla vita. Una sera, da una serie di eventi scaturisce una sparatoria, dopodiché Bube insegue un uomo e
finisce per ucciderlo. Prima dell’incidente si era innamorato di Mara e, ricambiato, tra i due era sboccia-
to I’amore. Dopo I’assassinio la coppia si nasconde insieme:

L’assassinio si mescola proprio al fiorire piu trepido e appassionato dell’amore, allo sbocciare tenerissimo
della giovinezza di lei. L’incontro d’amore nel capanno, ove i due giovani si nascondono in attesa degli
uomini del partito incaricati di organizzare la fuga di Bube dopo 1’uccisione del figlio del maresciallo, non
solo raccoglie alcune tra le piu delicate pagine d’amore del nostro Novecento, ma ha quasi una funzione di
lavacro, di rigenerazione, come se, insieme a Mara, Bube avesse miracolosamente attraversato le acque del
Lete. La vita invece procede altrimenti. 11 delitto non viene dimenticato o archiviato: Bube subisce processo
e condanna.’

Si inserisce qui il tema dell’educazione politica: non solo Bube si sente tradito dal suo partito per
non averlo difeso abbastanza, ma anche per averlo educato alla violenza. Nella parte finale del romanzo
il ruolo di protagonista passa a Mara, che dopo la condanna di Bube decide di rimanere per sempre la
sua donna, aspettandolo per tutti gli anni che lui dovra rimanere in carcere.

5.IL GIARDINO DEI FINZI-CONTINI: PRESAGIO DI CORRUZIONE E DI
MORTE

Giorgio Bassani guarda alla guerra e alle sue conseguenze da una prospettiva caratteristica e di
introspezione psicologica mostrandoci con immagini elegiache il destino degli ebrei perseguitati. Le sue

8 Cassola, C. (2006). La ragazza di Bube, Milano, BUR., p. 187.
? Pampaloni, G. (2006). Introduzione, in: Cassola, C., La ragazza di Bube, Milano, BUR., p. IV.

27



28

Mirza Mejdanija

radici ebraiche sono uno degli elementi essenziali della sua originalita insieme al suo interesse per i pro-
blemi sociologici, psicologici e morali della comunita ebraica. Caratterizzato da un atteggiamento aper-
to e dalla partecipazione affettiva, I’autore non abbandona mai la coscienza critica e I’impegno umano,
sia quando racconta del senso di intima inferiorita avvertita dagli ebrei nel relazionarsi con gli “altri’, sia
quando narra del silenzioso martirio di coloro che, per motivi politici, morali o razziali, furono marchia-
ti. Ci propone un mondo “rivisitato, sottoposto alla verifica della ragione ma invocante affetto dai suoi
inferi devastati”!?. Tuttavia la componente storico-politica si limita a fungere da sfondo a una vicenda di
carattere prevalentemente individuale e psicologico, ¢ evidente quindi la differenza dalle caratteristiche
del neorealismo. Bassani critica severamente quella societa e le sue strutture, ree di aver concorso alla
nascita del fascismo. Il suo capolavoro ¢ il romanzo // giardino dei Finzi-Contini, pubblicato nel 1962,
in cui descrive ’ambiente conservatore di una famiglia ebrea emarginata, raccontandone la storia dal
periodo fascista agli anni antecedenti la guerra, passando per la persecuzione ¢ la sparizione in seguito
alla deportazione nei campi di concentramento.!! 11 giardino dei Finzi-Contini vinse il premio Viareggio
nello stesso anno. Agli occhi del giovane narratore i Finzi-Contini sono i prescelti nel cui giardino si
svolgono fatti importanti, e proprio il giardino ¢ I’emblema di un mondo accogliente e piacevole, aristo-
cratico, inafferrabile, destinato a sparire. Nel romanzo non ¢’¢ traccia dei contenuti neorealistici, invece
vengono ricreate le atmosfere del passato che ammorbidite creano un effetto di sospensione. La tragedia
delle leggi razziali imposte dal fascismo non provoca ribellione né protesta, desta solo perplessita per il
modo in cui si accetta il destino, ¢ un presagio di corruzione e di morte. L’opera ¢ rigidamente unitaria e
contrassegnata da costanti tematiche inserite in una precisa realta storica. Il tempo ¢ scandito da un testi-
mone del presente, sempre rivolto a quel passato che, in un certo modo, ne ha determinato I’esclusione.
Bassani testimonia una solitudine e un’emarginazione senza precedenti, vissute nel turbolento periodo
in cui gli ebrei subirono gravi discriminazioni. Questo ¢ il motivo per cui I’intento politico-ideologico
di documentare lascia il posto all’esigenza esistenziale di accogliere la letteratura come I’alternativa alla
desolazione dei tempi.

L’oggettivita narrativa risponde principalmente a un’esigenza visiva, filtrata dalla memoria, pro-
veniente dall’essenza lirica di avvenimenti, ambienti e figure di un passato doloroso e ancora vicino.
Queste caratteristiche allontanano Bassani dal neorealismo, sebbene ad avvicinarlo siano alcuni temi
trattati come per esempio la guerra, la Resistenza e il fascismo. L’accentuata dimensione lirica del ro-
manzo fa affiorare il dolore di un uomo colpito dalla fatalita di un destino che lo rende diverso dagli altri,
restituendoci I’immagine di un uomo emarginato da una societa crudele e ingiusta. La cronaca degli
eventi ricopre un ruolo primario, non per I’aspetto ideologico ma per quello esistenziale; invece Ferrara
¢ il luogo emblematico di una vita e di una storia.

Anche la dimensione temporale e quella spaziale sono molto accentuate. L’ambientazione del ro-
manzo si apre presso le tombe degli antichi Etruschi per poi spostarsi dentro i confini di un giardino. La
storia inizia proprio in un giardino e continua entrando in una casa, quella di Micol, intorno a cui ruota
non solo tutto 1’intreccio narrativo bensi anche I’esistenza del protagonista:

Il romanzo infatti, pur essendo scritto in prima persona dal protagonista-narrante in continua tensione verso
sé stesso, verso il nucleo centrale dei personaggi e delle cose, ¢ in realta come un monumento in memoria
di Micol, questa fanciulla destinata a essere inghiottita nella morte anonima di un campo di concentramen-
to tedesco nel 1943. Ma la ricerca dell’io narrante resta il motivo centrale della scrittura, tenta di sfiorare
I’essenza della morte per esorcizzarla dal suo significato di fine ineluttabile e restituirle il suo contrario.'?

10 Pampaloni, G. (1969). Profilo di Giorgio Bassani, in: Caretti, L./Luti, G. (1973). La letteratura italiana per saggi storicamente
disposti. Il Novecento, Milano, Mursia., p. 729.

' Dal romanzo fu tratto il film omonimo, diretto da Vittorio De Sica, per il quale Bassani scrisse alcuni dialoghi della
sceneggiatura. All’uscita del film, perd, scopri modifiche che lo indussero a far ritirare la propria firma dalla sceneggiatura,
considerando la pellicola un tradimento dello spirito del romanzo.

12 Bassani, G. (2010). I1 giardino dei Finzi-Contini, Milano, Oscar Mondadori., p. IX.
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La morte, in effetti, ¢ la vera dimensione di Micol, prima ragazzina e poi fanciulla impavida,
frivola ed egocentrica. Micol ¢ un personaggio animato da interrogativi ed enigmi che rimangono senza
risposta; ¢ vitale e piena di futuro, perché in realta ne ¢ priva. La sua morte non lascia cenere, cosi resta
il senso di incompiutezza del suo destino, ¢ il segreto che la accompagna resta indecifrabile per sempre.
In lei convivono non solo una promessa di felicita inafferrabile, un viluppo di desideri e di misteri, ma
anche una sorta di negazione della vita, il non volersi piegare alla sua banalita quotidiana.

6. CONCLUSIONE

I romanzi I/ Gattopardo di Giuseppe Tomasi di Lampedusa, La ragazza di Bube di Carlo Cassola
e 1l giardino dei Finzi-Contini di Giorgio Bassani rappresentano la fase dell’impegno letterario postne-
orealista. Pubblicati verso I’inizio degli anni Sessanta, ottengono subito un grande successo di pubblico
e vendono numerosissime copie nonostante le critiche mosse dagli intellettuali del Gruppo 63 che li
definisce ironicamente ‘Liale’, con riferimento a Liala, autrice di romanzi rosa. Sono opere che descri-
vono un generale clima di delusione e di amareggiamento, in cui la realta si rivela inconsistente. Hanno
carattere prevalentemente individuale e psicologico, sebbene presentino alcune tematiche neorealiste,
seppur le meno peculiari. Gli scrittori postneorealisti rifiutano i contenuti del neorealismo e provano a
ricreare le atmosfere del passato con sguardo critico e impegno sociale, conferendo loro un effetto di
tristezza e di sospensione.
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ANGAZIRANA KNJIZEVNOST POSTNEOREALIZMA
Rezime
Ton italijanske knjizevnosti se po¢inje mijenjati u trenutku kada slabi nada da ¢e se italijanska realnost poboljsati

nakon Drugog Svjetskog rata. To je period u kojem izlaze romani Gepard Giuseppea Tomasija di Lampeduse,
Bubeova djevojka Carla Cassole i Vit Finzi-Continijevih Giorgia Bassanija: svi tretiraju historiju, ali u odnosu na
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neorealizam mijenjaju ton i tematike. Ovo su djela koja opisuju opéu klimu razocarenja i ogorcenosti, u kojima
se realnost pokazuje nekoegzistentnom. Njihov karakter je pretezno individualan i psiholoski, iako predstavljaju
neke neorealisticke tematike, mada ne tako izrazajne. Autori postneorealizma odbijaju sadrzaje neorealizma i
pokusavaju prikazati atmosfere proslosti putem kritickog pogleda i drustvenog angazmana, dajuci im efekat tuge
i neizvjesnosti.

Kljucne rijeci: realizam, historija, razocarenje, ogorcenost, drustveni angazman
Mirza Mejdanija
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HOMO POETICUS Y HOMO POLITICUS SEGUN DANILO KIS Y
JORGE LUIS BORGES

La confrontacion no es palabra ajena si se habla de Danilo KiS y de Jorge Luis Borges; en el presente trabajo
intentaremos adentrarnos en ella, profundizar en los dos conceptos acunados por Ki§ en sus ensayos/defensas/
manifiestos/declaraciones/acusaciones, a saber: homo politicus y homo poeticus, los cuales generan dicha confron-
tacion en los planos ético y estético. A Kis y a Borges los unen varios aspectos que podemos comparar: el estilo, la
preferencia por el método deductivo en la consecuencia estética narrativa, el estar en la periferia cultural y crear,
a través de los elementos folcloricos propios, una literatura de alcance e impacto universal; esto ultimo, aparte de
otros elementos que se abordan, se observara en especifico en dos relatos: “La navaja con la empufiadura de palo
de rosa”, de Kis, y “El otro duelo” de Jorge Luis Borges.

Palabras clave: dogma, nacionalismo, ética, estética, literatura, centro/periferia

1. INTRODUCCION: AUTORIDAD Y RESISTENCIA

Para explicitar la manera de abordar el tema anunciado en el titulo, quisiéramos compartir tres
fragmentos de entrevistas con Danilo Kis; los primeros dos del afio 1974, extraidos de la entrevista titu-
lada “No me atrevo a inventar”, y el ultimo de la entrevista “La banalidad, como las botellas de plastico,
es indestructible”, del afio 1976:

[...] existe una tradicion firmemente establecida segtin la cual no es el autor la persona que sabe
hablar de su obra y que debe hacerlo, sino que esta tarea les concierne exclusivamente al critico
y al lector, como si el escritor fuera un sonambulo que ha escrito su obra en un arrebato de inspi-
racion tenebrosa. (Kis, 2017: 208)

Permitame la audacia de cuestionar esa sacrosanta afirmacion: yo pienso que el escritor es tan
consciente del sistema de su obra como el critico, y que es tan capaz de descomponerla como de
componerla, y capaz de analizarla tan bien o tal vez mejor que el critico, y ellos juntos, el escritor,
el critico y el lector, en realidad, no deben hacer otra cosa que reconstruir, cada uno a su manera,
el sistema de una obra, como diria Barthes, y no su mensaje. No veo por qué el escritor como
interesado no deberia tener los mismos derechos. (Kis, 2017: 208-9)

(Quién le ha dicho que a los escritores no hay que pedirles que interpreten sus propias obras? Le
diré, en confianza, que se trata s6lo de un truco reciente inventado por nuestros apagafuegos, de una
frase manida segun la cual el escritor no es mas que un tonto ventrilocuo, tal vez capaz de redactar
sus novelas, pero lo que ha escrito resulta para €l un misterio y solo los criticos lo comprenden, sobre
todo si el escritor ya ha muerto o va de camino a la eternidad, y deja que los criticos y los lectores
expliquen a discrecion el significado y sentido de lo que el escritor quiso decir, que lo mastiquen y
escupan a los pies del lector y escritor por igual y luego se vanaglorien como expertos que han leido
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el electrocardiograma y descifrado la radiografia de los pulmones o de la pelvis (sobre todo de la
pelvis). (Kis, 2017: 297)

La controversia que resalta Kis sigue vigente 45 afios después, ya sea de manera tcita o explicita,
en las facultades y en las investigaciones en humanidades en general; se sigue desestimando la opinién
del autor en cuanto la literatura o, si no se desestima por completo, se sugiere relegarla a los espacios
“marginales” de un trabajo de investigacion, como los anexos o los pies de pagina. Tal vez por el com-
ponente de subjetividad, por la creencia que un creador no es capaz de racionalizar sobre su obra puesto
que esta demasiado involucrado, inclusive emocionalmente, o para profesionalizar el trabajo de los
tedricos y los criticos y expertizar su conocimiento; sea como sea, es una postura ideologica, la cual con-
tiene una jerarquia implicita (aunque evidente y consabida), la cual se perpetiia. Por ejemplo, cuando,
al investigar alguna obra literaria, los revisores sugieren consultar y confrontar las “autoridades”, éstas
son, rotundamente, del ambito de la teoria y la critica, y no del mundo de los creadores'.

Historicamente, la hipotesis que el autor no puede tener una visioén objetiva en torno a su creacion
se remonta hasta las escuelas formalista y estructuralista, las cuales insisten en dicha objetividad abor-
dando el objeto de estudio desde una perspectiva de sistemas de significacion, lo cual supone, en pocas
palabras, una abstraccion de los elementos segun los ejes sintagmatico (distribucional) y paradigmatico
(integrador), en términos de Ferdinand de Saussure, asi como los empleados por los estructuralistas “li-
terarios” (por ejemplo, Roland Barthes (1997)), los cuales establecen (influenciados por los formalistas
rusos) sistemas y procedimientos para acercarse a los textos; ambas insisten en el carcter cientifico de
la interpretacion literaria.

En este sentido queremos evocar otro momento de Kis, del libro Leccion de anatomia (2013), el
cual, como Homo poeticus (2017), también contiene una explosion de erudicion del autor yugoslavo (¢l
se define como el “Unico autor yugoslavo™)?; esta explosion esta atravesada por un despliegue agonal®
constante y punzocortante, al polemizar tanto con los detractores especificos (Dragan M. Jeremic¢, Pigeon?,
Branimir Séepanovi¢), como con toda un ala conservadora, arraigada en los Balcanes (tanto en la época de
Kis, como hoy en dia), envuelta en una ideologia nacionalista, primitiva, retrograda y que se encumbra en
el poder mediante una “caceria de brujas” y difamacion del escritor yugoslavo®. Danilo Ki$ ha sido atacado

I De estas postura se desprende la vision de Ki§ respecto del critico literario, su papel y “trascendencia™ “Nuestra critica

literaria es en realidad un poder literario y, como tal, no sirve a la literatura, la literatura le sirve a ella, la materia gris literaria
es s0lo una excusa para su existencia, porque como puede este critico nuestro servir a la literatura, subordinarse a sus leyes y
encontrar en ella su sentido, si considera que la valoracion de una obra representa un nivel superior en el campo semantico,
y que por lo tanto aquel que puede juzgar, seguramente puede escribir una obra como la que esta valorando, y si no lo hace,
es Unicamente porque lo considera una menudencia, ¢l se ocupa de lo esencial, y los escritores se dedican a las nimiedades
que ¢l a continuacién desenmarafia y pone en su lugar” (2013: 60).

“Puedo decir que realmente conozco bien solo una lengua: la serbo-croata, y en esa lengua escribo aqui en Paris. Antes ya
habia decidido que nunca iba a escribir en otro idioma. A partir de esto, en la patria muchos quieren que me defina: si escribo
en serbio, entonces soy un escritor serbio. Sin embargo, lo que yo defiendo — que no soy un escritor serbio, ni croata, sino
yugoslavo —, eso simplemente no existe. Asi podéis imaginar que soy el Unico escritor yugoslavo en este mundo”. La cita
proviene de Jedini jugoslovenski svetski Pisac (El unico escritor yugoslavo mundial), conversacion con Tamas Torma, para
la revista Vilag en 1989; Epigrafe de Palibrk, 2018.

El agon es la parte estructural y tematica en la dramaturgia clasica, como el prélogo, la monodia, la solucion deus ex machina,
entre otros; consiste en la representacion del conflicto, entre protagonista y antagonista, el cual se articula, principalmente,
en discursos que contienen argumentos opuestos, pero, también, en sentencias de un personaje secundario o los didlogos
coléricos después de dichos discursos. El agon, en el ambito de la teoria literaria, ha sido empleado por Harold Bloom para
referirse a la complejidad de las influencias en la literatura, tanto en £/ canon occidental, en el libro Agon. Towards a Theory
of Revisionism, como en el capitulo “La desintegracion de la forma™ en Deconstruccion y critica. En el presente contexto lo
empleo como una estrategia de los escritores por medio de la cual articulan un conflicto con el propdsito de consolidar sus
opiniones, en el caso de Ki§ y Borges, muchas veces categdricas.

4 El periodista difamador de Ki§, Dragoljub Golubovi¢, ver: Palibrk, 2018: 286-9.
En este sentido, y refiriéndonos al pie de pagina 2, no podemos ignorar la falacia inaceptable presente en el articulo de Pau

Freixa Terradas, titulado: “Jorge Luis Borges en Danilo Ki$ o La leccion intertextual”, en el cual se “bautiza” a Ki§ como
autor/escritor/el serbio. Si nos referimos a su pertenencia étnica, el atributo es incorrecto; si pensamos en su nacionalidad,
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por los temas que aborda (que no son suficientemente nacionales ni nacionalistas), por el supuesto plagio,
porque critica el estalinismo que ya habia sido expuesto —“que «yo estaba degollando a un cordero ya de-
gollado» y el «cordero» aqui no era mas que un eufemismo de estalinismo” (2013:17)—, por su judaismo
que los guardianes de la pureza nacional detectan en sus cuentos; el autor parafrasea a sus “criticos’:

[...] que este libro [Una tumba para Boris Davidovich] es un «asunto judio», un libro sobre los
judios [...]. Por eso, el libro en cuestion es irrelevante, no habla de nosotros ni para nosotros, es
decir, «no es nuestroy», todo lo que se dice en ¢l se ha dicho hace ya tiempo [...], y ademds «con
la fuerza de lo vividoy, y por ultimo no es mas que un plagio [...], porque qué relacion tiene €l
(D.K.) con todo esto si no ha estado en un campo etcétera, etcétera. (2013: 17-8)

Aunque no existe un vinculo explicito entre los conservadores académicos y los nacionalistas, Ki§
comprende su responsabilidad de un intelectual liberal como categéricamente opuesta a ambos grupos.

Borges tampoco estd exento de la dimensidn agonal; en este sentido no nos referimos tnicamente
a la famosa y aguda polémica con el filélogo espafiol Américo Castro, sobre la cual erige una postura
en cuanto a la identidad argentina definida (la cual posteriormente niega). Otros momentos claves del
distanciamiento argumentativo (a la postre, resulta productivo) que se pueden mencionar son: con Pablo
Neruda, Ernesto Sabato, con Gabriel Garcia Marquez; las causas de los distanciamientos son la posturas
encontradas en cuanto al comunismo, la dictadura militar en el Cono Sur, el rechazo tajante y categérico
de Borges del peronismo, su oposicion a la intervencion militar en las Islas Malvinas, por mencionarlas
escuetamente. Uno de los actos que mas enemigos le valio era el haber recibido el titulo de doctor hono-
ris causa de la Universidad Catolica de Santiago de Chile y una condecoracién de Augusto Pinochet, el
infame dictador de Chile, en el afio 1976. Después del acto, Borges tomo la consciencia de lo imprudente
que fue, pero arroja unas ideas interesantes relativas al involucramiento de los escritores en la politica:

Y, desde luego, yo obré mal. Sabia que estaba jugandome el Premio Nobel, pero pensé: qué absur-
do juzgar a un escritor por sus ideas politicas. Ademas, en aquel momento confieso que me equi-
voqué; no me di cuenta que no se trataba de una razén politica, sino que se trataba de una razon
ética. [...] Ademas, Maria Esther, no se entiende el hecho de que un militar tenga conocimientos y
capacidad para gobernar; es absurdo, es como si el gobierno estuviera en manos de los dentistas o
de los buzos o de los escritores. Los escritores no tienen por qué saber como se gobierna, para eso
estan los politicos, que se han preparado toda su vida. Pero a los militares eso no les importa, qui-
z4 porque viven en un mundo artificial de 6rdenes, de obediencia ciega, de arrestos... (1999: 245)

Ante las acusaciones del silencio frente a los desaparecidos durante el régimen de la junta militar
en Argentina, en otra entrevista Borges afirma:

[...] me han llegado noticias tan tristes, ademas yo sabia que ellos [los militares] gozaban de
cierta impunidad, claro, yo pude hablar contra los militares, contra la guerra y no correr ningun
peligro [...] y lo hice [...] una razon ética, yo no he leido un diario en mi vida, las noticias me
llegaron indirectamente, pero ciertamente. Por ejemplo, fueron a mi casa madres y abuelas de
la Plaza de Mayo, quizas sus hijos fueron terroristas, quizas merecias lo que les sucedid, pero el
llanto de esas mujeres es sincero, no son todas actrices, no son todas histrionicas. (1985)

tampoco era serbio (ya no estaba en vida en 2006 cuando la unidad federativa Serbia se convierte en la Republica Serbia);
si pensamos en su identidad cultural, tampoco (como menciona arriba expresando su sentir con respecto al idioma serbo-
croata); por encima de estas razones, ideoldgicamente no hay que etiquetarlo péostumamente dentro de una categoria que es
producto de la desintegracion sangrienta de Yugoslavia (pais que Kis sentia como suyo). Cft. Freixa, 2016.
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1.1. El proceso creativo

En este apartado pretendemos hacer una especie de declaracion de intenciones en cuanto a nuestra
postura relacionada con el proceso creativo, por lo cual haremos una pequefia digresion en cuanto al
tema del presente trabajo, para aclarar, en lineas generales, qué suponemos con ese proceso.

El proceso creativo es un fenomeno complejo; se puede abordar desde su “gestacion” (motivos,
inspiracion, origen); su elaboracion en forma de una obra de creacion; la materializacion en dicha forma
(texto, escultura, pieza musical); o, deduccion: partiendo de sus efectos y consecuencias. Nos enfoca-
mos en la primera etapa, la que es mas discutible y metodologicamente complicada de comprobar. Nos
interesa, en este sentido, la subjetividad del autor: mantenemos que ésta no le resta la validez analitica,
especialmente en humanidades. Por consiguiente, proponemos que es importante profundizar en el tema
porque el proceso creativo funciona como una especie de nervio que atraviesa y conduce su impulso
por todas las etapas de la existencia del texto. Entonces, el enfoque de nuestro acercamiento es a través
del proceso creativo, el cual observamos, no (Unicamente) desde el punto de vista teorico, sino, como
se verd, desde el punto de vista de los creadores literarios. La premisa es que los textos de no-ficcion de
los creadores (ensayos, articulos académicos o periodisticos y entrevistas) abren una ventana hacia el
misterioso proceso que motiva y atraviesa la creacion, culminando en los efectos de ésta.

Entre los autores cuya perspectiva al respecto nos interesa trataremos a dos grandes del siglo XX:
Danilo Ki§ (1935-1989) y Jorge Luis Borges (1899-1986). Ademas de su huella en la historia de la lite-
ratura, ambos han reflexionado en extenso sobre su propio proceso creativo y sobre el proceso creativo
como fenémeno. Dos temas que son enfrentados en la reflexion sobre el proceso creativo son la estética
y la ética, a los cuales se alude en el titulo con la terminologia introducida por Ki$; nuestro punto de
partida es que, aunque ambos autores aparentemente tienden hacia la primera, la segunda no esta ausente
y se halla implicita en su creacion. Cabe mencionar también que consideramos que los dominios estético
y €tico no son aislados ni disimiles sino que se complementan en mas que un sentido; teniendo esta acla-
racion presente, la metodologia que subraya este estudio es una aproximacion a las posturas respectivas
de Danilo Ki§ y Jorge Luis Borges hacia lo que Kis ubica en los polos homo poeticus 'y homo politicus
(escritores no necesariamente pertenecen al primero); dicha postura se deducira de textos de no-ficcion
de ambos, especificamente, los ensayos y las entrevistas. Con el proposito de demostrar las posturas
deducidas, se ejemplificara con dos “estudios de caso” (“El otro duelo” de Informe de Brodie en el caso
de Borges, “La navaja con la empufiadura de palo de rosa” de Una tumba para Boris Davidovich, uno
de los cuentos inquietantes de Danilo Kis); asimismo, se observara la importancia de la estructura o el
marco, el contenido (forma y fondo), el contexto y las influencias, en las cuales entra el tema controver-
tido de plagio: en el caso de Kis, fue blanco de las acusaciones de plagio por parte de los miembros de
la Union de Escritores de Yugoslavia, a los cuales contestaba, como hemos mencionado, con agudeza,
erudicion y sin escatimar palabras.

1.2. Los pliegues

En los siguientes parrafos trazaremos elementos (que posteriormente clasifiquemos tanto dentro
del dominio del homo poeticus, como del homo politicus) que ambos autores comparten (por lo cual
resulto pertinente que los estudiemos en conjunto). En principio, el “estilo”, el cual se caracteriza por lo
que Kis identifica como “método deductivo”, especialmente en los cuentos reunidos en Una tumba para
Boris Davidovich y la estética de Borges:

No hay duda, la narracidn, con mas exactitud el arte narrativo, se divide en el que habia antes de
Borges y el de después de Borges. Y no me refiero a la ampliacion del campo de realidad (hacia
lo fantastico) sino, ante todo, a la propia técnica narrativa; la narracion al estilo de Maupassant,
de Chejov y O’Henry, que tendia al detalle y creaba su campo de mitologemas mediante la induc-
cion, se sustituyo en la obra de Borges por una operacion magica y revolucionaria, la deduccion,
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que no es mas que un nombre diferente para una suerte de simbolismo narrativo, cuyas conse-
cuencias en el plano tedrico y practico, sin embargo, no son menores que las que este mismo
simbolismo causo en la poesia con la aparicion de Baudelaire. (Kis, 2013: 52)

Dicho simbolismo se extiende por un campo ideoldgico llamativo en los cuentos seleccionados;
existe una tacita implicacion al pensar en la ideologia dentro de la literatura, ya que es un tema cargado,
complejo y lleno de controversias. Al respecto consideramos que, evocando a Karl Marx y sus seguido-
res como Lukacs, Gramsci, Althusser y, en este continente, autores como el venezolano Ludovico Silva,
la ideologia si esta presente en todos los textos literarios, independientemente del tema; sin embargo,
no necesariamente tiene el prefijo negativo: no siempre cumple la funcion de disimular la imbricada
subordinacion de clases®; lo que nos parece rescatable de las nociones marxista de la ideologia es su
percepcion de ésta como una “[designacion de] una region especifica de ese contenido espiritual, que
es la de las representaciones falsas y justificadoras destinadas a apoyar espiritualmente el orden material
existente” (Silva, 1982:14). Lo unico que eliminariamos de dicha formulacion de la plusvalia ideoldgica
es el adjetivo “falsas”, sustituyéndolo por “subjetivas”, o, mas precisamente: polivalentes, lo cual no
implica una existencia ni un conocimiento de la verdad y la falsedad.

En relacion con la admiracion de Borges, cabe mencionar que entre otros autores a los que su-
puestamente plagio Kis (Isaac Babel, Michel Butor)’, Borges ha sido uno de los sefialados por los de-
tractores que buscaban su descalificacion (“que mi libro es una traduccidon, no muy libre, de Borges”
(2013: 24)), como persona y como escritor; Ki$ responde en su defensa :

Una tumba para Boris Davidovich utiliza ciertos procedimientos literarios que ha inaugurado
ante todo Borges, y estos procedimientos no son otra cosa que la maestria al usar y trucar el ma-
terial documental, procedimiento presente ya, aunque de un modo un poco distinto, en Babel (y
antes en Poe, del que Borges lo tomo para perfeccionarlo, como suelen perfeccionarse los proce-
dimientos literarios). (2013:55)

Ademéds, podemos observar su comentario en cuanto a los temas de Borges, refiriéndose a las
colindancias que tiene la literatura de Borges (con la metafisica) y su propia literatura (con la historia):

Sin embargo, mientras que Borges utilizo este procedimiento «documentalista», a menudo en el
plano metafisico, donde el hombre estd concebido ante todo como un filosofema, en el sentido
kafkiano de la palabra, como hombre en un mundo que representa un laberinto de significados
metafisicos [...], donde se busca, como en la poesia y en la pintura medieval, el Alma y la Esencia
fuera de la historicidad, Una tumba para Boris Davidovich se basa en la historicidad, los docu-
mentos estan ahi justamente para descubrir esta historicidad, y el alma hace tiempo que se ha
entregado al diablo. (2013: 55-6)

Los “documentos [que] estan ahi para descubrir [la] historicidad” son llamativos en varios cuen-
tos, pero en el que escogimos para comentar, “La navaja con la empufiadura de palo de rosa”, hasta

® En adelante la cita de Ludovico Silva al respecto: “[...] en el sentido estricto, son ideologicas tan sélo las representaciones
falsas, es decir, aquellas que la propia sociedad ha producido con el fin de justificar y ocultar, en las cabezas de sus miembros,
la situacion de desigualdad y explotacion que existe en la estructura material de la sociedad” (1982: 14).

En cuanto al autor soviético Isaac Babel (1894-1940), probablemente la alusién malintencionada es a sus Cuentos de Odessa
por un gran numero de personajes judios y por crear una especie de estampas de sus vidas, a la inclemencia de las fuerzas
histdricas y condiciones sociales; por otro lado, Michel Butor (1926-2016), el escritor francés, pertenece a lo que ha llegado
a denominarse nouveau roman, la vanguardia literaria francesa de los afios cincuenta del siglo XX. Su obra mas famosa es La
modificacion. Danilo Ki§ parafrasea a Jeremi¢, uno de sus criticos mas agrios al respecto de Babel y Butor: “[...] que D.K. es
uno de los escritores mas cultos y de mayor talento y no sé cuéntas cosas mas entre los autores jovenes [...], pero (siempre
hay un pero) yo, en mi libro anterior, E/ reloj de arena, habia plagiado a Butor, y en este Gltimo, Una tumba para B.D., ja
Babel!” (2013: 23).

35



36

Sonja Stajnfeld — Jorge Asbun Bojalil — Berenice Romano Hurtado

alcanza un tinte autorreflexivo en el momento crucial del cuento, cuando el antagonista asesina a una
persona inocente, unicamente como medio para llegar a un “bien mayor”, es decir, para que los demas
miembros de la organizacion se intimiden por las consecuencias de ser vistos como traidores: “Los do-
cumentos que utilizamos se expresan con el terrible lenguaje de los hechos y en ellos la palabra alma
tiene un deje blasfemo™ (Ki§, 2010:38). Esta aseveracion se halla en la parte titulada “El cumplimiento
del encargo”, donde el “encargo” es matar; la palabra “alma’ que, como sugiere el autor, es una aberra-
cion en el registro —lenguaje— de los documentos, esta, por lo mismo, excluida; con ello se sugiere que
lo sensible, lo humano, lo individual, estd suprimido de un medio que no soporta estas connotaciones.

Lo “documental” en “El otro duelo” de Borges esté filtrado por el dinamismo — y las inevitables
trampas— de la memoria; al inicio de texto se insiste en el relativismo de lo que se narrara: “Hace ya
tantos afios que Carlos Reyles, hijo del novelista, me refirié la historia en Adrogué, en un atardecer
de verano. En mi recuerdo se confunden ahora la larga cronica de un odio y su tragico fin con el olor
medicinal de los eucaliptos y la voz de los pajaros” (2012:113). Lo que nubla la ilusién documental de
un testimonio es la alusion al oficio de novelista, la oralidad, el recuerdo (selectivo, parcial, discrimina-
torio) de Carlos Reyles y del narrador, las pasiones, la embriaguez de los sentidos, el olfato y el oido.

En cuanto a este punto de comparacion —en el cual el parametro es el abordaje de lo documental—,
ambos autores lo ironizan, cada quien de acuerdo a su estilo; Kis, aunque en la idea sobre el procedi-
miento documentalista afirma que en la coleccion de cuentos encontramos una perspectiva historica,
en ésta, como se pudo observar en la inflexion autorreferencial, el énfasis estd puesto en la ausencia;
en otras palabras, lo que ese procedimiento subraya es la falta de la humanidad, el componente, sea a
través de la presencia o a través de la falta, central en Una tumba para Boris Davidovich. Empleando el
procedimiento documental “metafisico” ironizado de Borges, en el caso que citamos, se refiere una falta
de credibilidad hiperbdlica en torno a lo que se narra®.

Otro elemento en comun, ahora del ambito de la ética, es el repudio total de ambos hacia nacio-
nalismos de cualquier tipo. En el caso de Borges, este sentimiento sufrié una transicion, recordando
las obras como Fervor de Buenos Aires, “El idioma de los argentinos”, y otros ensayos de corte nacio-
nalista, afirmativos de cierta argentinidad®, y hasta su rechazo tajante de las identidades nacionales y
la apuesta total por la universalidad. En adelante un fragmento de la entrevista de Borges con Rodolfo
Braceli (1998) que lo revela: “Pero a quienes piensen que mis juicios son muy sudamericanos, les re-
cuerdo que no estoy seguro de la existencia de la famosa literatura latinoamericana. Estaria mas seguro
si afirmara su inexistencia... Esto de las fronteras literarias me parece una tonteria” (75).

En otra fuente, un ensayo muy anterior titulado “El escritor argentino y la tradicién™ (1957), Bor-
ges desenmascara, de modo mas sofisticado que lo expuesto en la cita anterior, la supuesta literatura
“argentina” demostrando que los textos que insisten en incluir los motivos del “color local” (dialectos,
temas, ambiente, estilo, etcétera) no son “argentinos” por su artificialidad y lo grotesco. Por otro lado,
mientras mas “universal” es la escritura de un autor, mientras se nutre de influencias de otras literaturas,
se trata de un escritor argentino: “Creo que nuestra tradicion es toda la cultura occidental, y creo tam-
bién que tenemos derecho a esta tradicion, mayor que el que pueden tener los habitantes de una u otra
nacion occidental” (160); para concluir, reitera: “Por eso repito que no debemos temer y que debemos

8 Aludiendo a la influencia de Borges en dos obras de Danilo Ki§, Freixa (2016) argumenta (sin convencer, porque no aterriza
las generalizaciones en ningun ejemplo concreto, aparte de numerosos errores imperdonables en un articulo académico),
que a diferencia de Borges, quien crea un artificio literario, en Una tumba para Boris Davidovich “todas las historias son
ciertas [sic]” (2016: 265); en adelante las palabras de Freixa: “Pero si bien la “historicidad” de Borges es puro artificio y
estd formada a menudo por textos apdcrifos, Ki$ opta por situar sus cuentos en una realidad dada muy concreta y recupera
historias verdaderas perfectamente documentadas. A pesar de su estilo cargado y lirico, Ki$ se sitiia en las antipodas de la
ficcion” (2016:265).

En el famoso ensayo “El idioma de los argentinos” del 1927 (publicado en formato de libro en 1929), con una connotacion
romantica, afirma: “Mejor lo hicieron nuestros mayores. El tono de su escritura fue el de su voz; su boca no fue la contradiccion
de su mano. Fueron argentinos con dignidad: su decirse criollos no fue una arrogancia orillera ni un malhumor. Escribieron
el dialecto usual de sus dias: ni recaer en espafloles ni degenerar en malevos fue su apetencia” (Borges, 1963: 29).
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pensar que nuestro patrimonio es el universo; ensayar todos los temas, y no podemos concretarnos a lo
argentino para ser argentinos” (162).

Este aspecto, el nacionalismo, dio pie a una avalancha de polémicas y disputas de Kis, en los
circulos nacionalistas serbios con el &nimo de descalificar al escritor cosmopolita quien no encajaba en
las identidades étnicas que eran deseables, aun en el régimen socialista en el cual —aparentemente— se
tendia a eliminar divisiones étnicas, raciales, y clasistas. La descendencia judia por parte de su padre y
montenegrina por parte de su madre, asi como la pertinencia a cierto espacio cultural (y lingliistico) del
extinguido imperio austro-htingaro, por default irritaba a los intelectuales conservadores con inclinacio-
nes cheauvinistas ya que era demasiado inclasificable y cosmopolita.

Danilo Kis categérica y rotundamente rechaza cualquier ideologia nacionalista, encarnada segiin
¢l en el pronombre “nosotros”; opta, en primer lugar, por el individuo, el yo, lo particular (2013: 57-63).
En adelante una seleccion de las opiniones de Kis en relacion con el nacionalismo del cual era blanco:

«El nacionalismo es, ante todo, una paranoia» |...] «Una paranoia colectiva e individual. Como
colectiva, es consecuencia de la envidia y del miedo, y ante todo es la consecuencia de la pérdida
de la conciencia individual; segun esto, la paranoia colectiva no es otra cosa que la suma de las
paranoias individuales llevada al paroxismo.» (2013: 28)

[...] un grupo pseudomasoénico que como tarea y objetivo se plantea a si mismo [...], problemas de
una importancia capital: la supervivencia y el prestigio de la nacidn, o la nacion, la salvaguarda de
la tradicion y de las cosas sagradas nacionales, folcldricas, filosoficas, éticas, literarias, etcétera.
(2013: 28)

El nacionalista es por definicion un ignorante. El nacionalismo es, por lo tanto, una linea de resis-
tencia menor, una comodidad. El nacionalista lo tiene facil, conoce o cree conocer sus valores, los
propios, que quieren decir nacionales o valores de la nacion a la que pertenece, éticos y politicos,
y por los demas no se interesa, no le interesan, el infierno son los otros (otras naciones, otras
tribus). No hay que verificarlos. El nacionalista ve en los otros exclusivamente a si mismo, un
nacionalista. Digamos que es una posicion comoda. Miedo y envidia. (2013: 29)

El nacionalismo es la ideologia de la banalidad. El nacionalismo es, por lo tanto, una ideologia
totalitaria. El nacionalismo es, ademas, no sélo por el significado etimologico, también la ultima
ideologia y demagogia que se dirige al pueblo. Los escritores lo saben muy bien. Por eso cual-
quier escritor que declara de manera ostensible que escribe “desde el pueblo y para el pueblo”,
que somete en apariencia su voz individual a los mds elevados intereses nacionales, es sospechoso
de nacionalismo. (2013:30)

El kitsch y el folclore, el kitsch folclorico si lo prefieren, no son otra cosa que el nacionalismo
camuflado, un campo fértil para la ideologia nacionalista. El auge del folclore aqui y en el mun-
do no es de carécter antropologico sino nacionalista. La insistencia en el famoso couleur local
también es, si estd al margen del contexto artistico (es decir, si no esta al servicio de la verdad
artistica), uno de los aspectos del nacionalismo oculto. En resumen, el nacionalismo es ante todo
negatividad, es una categoria negativa del espiritu porque el nacionalismo vive en la negacion y
de la negacion. (2013: 30)

Borges sentia una relacion mas ambivalente, inestable y compleja con el nacionalismo argentino,
o el criollismo. En la época temprana de su actividad intelectual sentia cierta nostalgia por la esencia
argentina que se estaba perdiendo por muchos factores politico-sociales'’; posteriormente, su “fervor”

10 Olea Franco comenta: “La mayor parte de esta produccion literaria esta signada por el ejercicio consciente y recurrente
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(aludiendo a su poemario Fervor de Buenos Aires publicado en ese periodo “criollo’””) aminoraba, tanto
como tema en sus ensayos, como en calidad de una esencia trascendental en su creacion. Rafael Olea
Franco refiere los sentimientos desencantados del “primer Borges™ en torno al criollismo:

En “Queja de todo criollo™!! se presenta una oposicion irreductible entre el mundo del pasado,
esto es, la realidad criolla, y el del presente, al cual se concibe como una realidad degradada. Este
perdido mundo criollo se define en el discurso por su pampa libre y abierta, por su economia
ganadera, por la preeminencia de gauchos y criollos, la realidad degradada del presente aparece
caracterizada por la existencia de los ferrocarriles, por la practica de una economia agricola, por
la fragmentacién de la pampa y por el uso de una lengua babélica. (1993: 95-6)

Reiteramos, en sus posteriores pronunciamientos al respecto, ya sea en sus entrevistas, ensayos,
en la literatura (como tema), el criollismo cedio lugar al cosmopolitismo. Su distanciamiento de las
cuestiones consideradas nacionales y que conservan un aura especial para el sentir nacional, como el
conflicto entre Argentina y Gran Bretafia por las Islas Malvinas, se guarda en sus declaraciones, de las
cuales la siguiente es emblematica de su postura:

En otros tiempos yo estaba muy inquieto por mi pais, pero ahora estoy desesperado. Los militares
que nos gobiernan son tan incompetentes, tan ignorantes... Nadie conocia esas islas. Hizo falta
que nuestros militares la desenterraran para hacer la guerra; los militares nuestros son mucho mas
peligrosos para nuestros compatriotas que para el enemigo. Las Malvinas fue una guerra de dos
calvos por un peine. (2012)

Regresando a la cuestion descalificadora del plagio, del cual acusaban a Danilo Kis, es interesante
observar la opinién de Borges que se entreve en varios de sus cuentos con el tema del plagio: “Pierre
Menard, el autor del Quijote”, “Homenaje a César Paladién™ en Cronicas de Bustos Domecq escrito en
conjunto con Adolfo Bioy Casares, igual que otros textos que ellos escribieron en coautoria. En la entre-
vista con Maria Esther Vazquez (1999) afirma aquella postura:

—Es muy lindo ese cuento tuyo [“La trama”, El hacedor].

—Si, plagiado, como todos los mios.

—¢Como plagiado?

—Plagiado de la realidad, que, a su vez, ha plagiado a un cuento. Uno vive robando. Robando aire
para respirar... Todo el tiempo uno esta recibiendo cosas ajenas... No se podra vivir un minuto si
uno no estuviera recibiendo. Pero también se da algo, o uno trata de dar algo. (117)

Esta acusacion con el afan de descalificar la integridad de un creador es el pliegue crucial entre los
dos autores que tratamos'?, ya que comparten tanto la estética como el conjunto de valores que proyectan
hacia la ética, como la postura con respecto a la literatura comprometida, la cual, aparentemente, retine
la ética y la estética.

de una tendencia nacionalista: el criollismo, la cual es muy visible en las versiones originales de sus primeros poemas y
ensayos” (1993: 93).

' Ensayo publicado en Inquisiciones, 1925.

12 Un cruce interesante se percibe en la reflexion de Graciela Speranza sobre la profunda influencia de Marcel Duchamp en los
creadores argentinos; al respecto, entre otras ideas llamativas de la autora, leemos: “La coincidencia estética entre el Quijote
de Menard y la L.H.O.0.Q. Rasée de Duchamp salta a la vista. La virtual identidad entre el Quijote de Cervantes y el de
Menard, aunque mas fragmentaria, es analoga a la de la Mona Lisa de Leonardo y la duchampiana [...]. El arte invisible que
detiene al lector y lo enriquece con el pensamiento en el cuento de Borges es una variable literaria del arte no retiniano de
Duchamp que impone un «retardo» al espectador y despierta su apetito de entendimiento” (2006: 92).
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2. HOMO POLITICUS O DOGMATISMO

[...] matar hombres no le costaba mucho a la mano
que tenia costumbre de matar animales.
(“El otro duelo”, Jorge Luis Borges)

Ahora nos ceniremos a los ejes tematico/tedrico/ideoldgicos de este estudio: ética y/o estética;
homo politicus versus homo poeticus. Elogiando al libro Sukobi na knjizevnoj ljevici, 1928-1952 de
Stanko Lasi¢, Ki$ expone su reprobacion de cualquier tipo de dogmatismo, especialmente el que se
pernea en literatura o, como es el caso que comenta, en una estigmatizacion colectiva de la literatura. A
proposito del dogmatismo, afirma lo siguiente:

la conciencia dogmatica |[...] se resiste a priori a todo tipo de conocimiento «herético», a cual-
quier otra manera de abordar un asunto que no sea a través del dogma, propicia por lo tanto [...]
arechazar y estigmatizar, supuestamente por formalismo y falta de autenticidad, todo tipo de bus-
queda, de cuestionamiento, de experimento creativo, una conciencia que ademas osa como reme-
dio y solucién unicos, no la autenticidad, ni siquiera una escuela concreta, ni siquiera la imitacion
de un procedimiento concreto de una escuela concreta, jsino la popularizacion de semejante tipo
de escuela y de sus «grandes logros»! (2017: 66)

Lo anterior claramente sugiere una idea del ambito de la ética, lo que concierne a las cuestiones
del bien y el mal, puesto que el dogmatismo, para consolidarse, necesita a los herejes y a los excluidos.
Entre los pensadores que se ocuparon de este tema ético complejo, el bien y el mal, el bueno y el malo,
recordamos a Friedrich Nietzsche quien expone la hipocresia que se encuentra en la calificacion simple
de los egoistas como los malos y los altruistas (no-egoistas) como los buenos; el filésofo propone que
la conciencia de ser bueno o malo, de hacer bien o mal, depende de la €poca historica y de la clase del
quien califican de una u otra forma. Lo que nos resulta relevante de sus profundas reflexiones en Genea-
logia de la moral y en Mas alla del bien y del mal es que

En la guerra general contra todo lo que es raro, extrafo, privilegiado, la guerra contra el hombre
superior, contra el alma superior, contra el deber superior, contra la responsabilidad superior, con-
tra la plenitud creadora y dominadora, hoy dia ser noble, querer ser para si, saber ser diferente,
saber vivir solo y por su propia cuenta son cosas que entran en el concepto “grandeza”, y el filoso-
fo revelara en cierta medida su propio ideal afirmando: “El mas grande sera el que sepa estar mas
solo, mas oculto, mas apartado; el hombre que viva mas alla del bien y del mal; el duefio de sus
virtudes; el que esté dotado de una voluntad exuberante: he aqui lo que debe ser llamado ‘grande-
za’; es a la vez la diversidad y el todo, la extension y la plenitud.” Y nosotros le preguntamos una
vez mas: “Hoy dia, jes ‘posible’ la grandeza?” (2004: 113)

Nietzsche hace un llamado a ser grande al margen, independientemente de los preceptos de las
ideologias y de los compromisos que reclama, en el ambito de la literatura, la denominada literatura
comprometida.

Regresando al concepto del dogmatismo que inquieta a Danilo Kis, en “La navaja con la empu-
fladura de palo de rosa”, éste es un efecto y no causa, lo cual, evidentemente, no lo exime: Miksa, el
protagonista del cuento, y antes de entrar en contacto con los dogmas de cualquier tipo, gozaba en los
actos de tortura y matanza. El primer episodio de goce se encuentra cuando “resuelve el problema” de
la mofeta que robaba las gallinas del sastre Mendel, con quien Miksa trabajaba como aprendiz; cuando,
mediante la trampa que Miksa pone, la mofeta queda atrapada, éste, en lugar de eliminarla con rapidez,
procede a deleitarse en la tortura del animal atrapado:
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Con la misma habilidad pasé un alambre por las fosas nasales del hocico de la mofeta, le at6 las
patas y colgd al animal en el quicio de la puerta. Un hedor horrible. Primero hizo un corte alrede-
dor de la garganta, en forma de collar carmesi, seguido por otros dos en la misma raiz de las patas.
Desoll¢ la piel en torno al cuello, hizo dos cortes mas para los dedos, parecidos a los ojales para
los botones. (2010: 24-5)

Este acto monstruoso le valié el despido por parte del reb Mendel, el repudio generalizado de los
habitantes de la region de Antonovka, donde no pudo volver a encontrar empleo: por otro lado, si le
valio la afiliacion a la organizacién secreta y, eventualmente, empleo en el oficio de curtidor de pieles
(por obvias razones: su “habilidad”). De modo que el instinto asesino innato de Miksa entra en conju-
gacion con las fuerzas historicas del periodo de entreguerras, y el resultado es “exitoso” y monstruoso:
es reclutado por una célula de organizacion nazi (aunque se establece, a propdsito, la duda de si es
una organizacién con tendencia comunista o tendencia nazi, aunque al final se aclara lo segundo) para
ejecutar. (No6tese la coincidencia intertextual con el epigrafe de este apartado, el cual estd extraido del
cuento de Borges que comentamos). Realiza su cometido, de manera sadica, con Hanna Krzyzewska, la
joven judia pelirroja y pecosa “de unos dieciocho a veinte afios” (2010: 32), empleando la herramienta
anunciada en el titulo del cuento; nota roja de un periddico pregona: “Uno de los articulos describio la
forma en la que el cadaver habia sido despojado de los 6rganos abdominales y, a propésito, menciond
la posibilidad de que el autor del crimen fuera una persona que disponia de «indudables conocimientos
de anatomia»” (2010: 32-3).

Miksat Hantescu —‘Miksa (llamémonos de momento asi)” (2010:22) — funciona, en cuanto al
dogma, como un tropo que invierte las sinécdoques y las metonimias famosas referentes al registro mili-
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tar: “los cascos (azules, blancos...)”, “traiciono a su bandera”, “Napoleon/Francia/el enemigo fue derro-
tado”, “desenvainaron los aceros”, “retumba el bronce”, “vencedor en cien batallas”. En estos ejemplos
se establece una relacion por analogia, inclusion, imagen/idea, simbolo/lo representado. Miksat Hantes-
cu, el joven caracterizado por un Unico atributo que es la violencia extrema, lleva a cabo las matanzas
como algo natural, sin ningun rastro de “adrenalina”, sin emociones (ni exaltadas, las involucradas en
sensacion de venganza, de haber cometido justicia divina, ni la mas remota culpabilidad). Miksa es una
maquina de matar, lo hace con la regularidad e indiferencia de un aparato, de un objeto: sea la mofeta,
los corderos recién nacidos o la judia que huye de Polonia, Hanna Krzyzewska. No obstante —notese la
paradoja—, se trata de una violencia sin agresividad.

Miksa quita la vida con un ritual que carece de lo sublime de los rituales, aunque suponen cruel-
dad. Para el protagonista matar es necesidad, como realizar actos fisioldgicos, lo cual le resta sublimi-
dad o abyeccién. Sin embargo, pensando en Miksa como tropo, el que lo caracterice la violencia sin
agresividad —violencia pura—, apunta hacia una condicidon pre-dogmatica de los sistemas opresivos. Es
decir, los que son “operativos” en dichos sistemas o, apoyandonos en otra sinécdoque: carne de canion,
existen y actuan independiente de los vientos de la historia; estos ultimos (en los contextos de nazismo y
estalinismo que representan el contexto ideoldgico en el que se inscribe la trama), a través de los dogmas
necesarios, fortalecen los sistemas y los regimenes que precisan de los Miksas en su proceso de conso-
lidacion. Kis comenta el respecto:

En lo que refiere a Una tumba para B.D., este libro también surgio de un proceso (no profesional)
parecido, es decir, como resultado de un tema obsesivo: ser coetaneo de dos sistemas de opresion,
de dos realidades historicas sangrientas de dos sistemas de campos de destruccion de almas y
cuerpos mientras en mis libros aparecia sélo uno de ellos (el fascismo), y el otro (el estalinismo)
se pasaba por alto a la manera de una mancha ciega psicoldgica; esa idea intelectual obsesiva,
esa pesadilla moral y moralista, me oprimia en los tltimos tiempos con tanta fuerza que tuve que
recurrir a la «sangria lirica» en la aorta. (Kis, 2013: 69)
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El titulo en este cuento también cumple con una funcién instrumental-retorica: la navaja con la
empuiadura de palo de rosa esta, existe, tiene materialidad y vigencia: su razdn de ser es hacer incisio-
nes, sea cual sea la superficie; su funcion aludida en el contexto del cuento es hacer incisiones en la piel
de los seres vivos: en este sentido, es un objeto asesino, de la misma manera que Miksa es un sujeto ase-
sino, no por las circunstancias, o “a sueldo”, sino porque asi es; es su atributo y su calidad, igual que la
navaja. Lo calificamos como sujeto en la plenitud de este significado; Louis Althousser (1980) sostiene
que el sujeto libre no lo es porque tenga libertad, sino porque voluntariamente acepta su sujecion al ser
convocado por cierta ideologia. Lo curioso de la caracterizacion de Miksa es que es sujeto pero es total-
mente libre sin que lo interpele alguna ideologia: ésta resulta irrelevante para él: es asesino sin necesidad
de cumplir preceptos de cierta idea que tiende a imponerse como comportamiento deseable de los indivi-
duos. Lo es libre y plenamente. Tanto el sujeto Miksa como el objeto navaja, en la época de “campos de
destruccion de almas y cuerpos” cumplen los encargos para el fortalecimiento dogmatico-ideolégico, sin
necesidad de pasar por el proceso del adoctrinamiento: ya son lo que el adoctrinamiento haria de ellos.

En el caso de “El otro duelo” ocurre lo mismo en lo que al dogmatismo concierne: el deseo de ani-
quilar a otra persona se presenta como algo innato, primitivo, inherente a los protagonistas y aislado de
las intenciones dogmaticas; Manuel Cardoso y Carmen Silveira representan, casi arquetipicamente, el
odio y los conflictos —muchas veces hasta hereditarios. Por el deslinde en los campos, por esta demarca-
cion territorial, por la rivalidad en el juego y en el amor, su odio es lo que los marca y distingue. Hay que
notar, no obstante, que el odio entre los gauchos es puro y atavico, lo demas, la trucada mano a mano,
la fuerza fisica, animales que cruzan las “fronteras” entre los terrenos, las venganzas en forma del robo
de la novia de uno al otro o la muerte del ovejero favorito, cruzadas de cuchillos (sin el desenlace final),
son la envoltura y las ocasiones de dar rienda suelta al odio. La espiral con la ironia borgeana inscrita,
en la que la rivalidad sobrevive la muerte de los contrincantes y donde la muerte no es consecuencia de
los actos de odio, sino, precisamente, de un sistema, régimen bélico estructurado y con reglas claras en
cuanto a la ejecucion de los derrotados.

Abhora bien, ;donde entra el dogma en todo ello? En lo artificial del dogma: la historia narra que

Hacia el invierno del setenta [del siglo XIX], la revolucion del Aparicio los encontrd en la misma
pulperia de la trucada. A la cabeza de un piquete de montoneros, un brasilero amulatado arengd
a los presentes, les dijo que la patria los precisaba, que la opresion gubernista era intolerable, les
repartio divisas blancas y, al cabo de ese exordio que no entendieron, arre6 con todos. No les fue
permitido despedirse de sus familias. Manuel Cardoso y Carmen Silveira aceptaron su suerte; la
vida del soldado no era mas dura que la vida del gaucho. (2012: 116)

En la cita anterior, el tinico atisbo del dogma podria ser la evocacidn de la “patria” —territorio fisi-
co y cultural basado en una (imaginada) integracion de los habitantes en ¢l— y el llamado a apoyarla; se
observa que los gauchos eran indiferentes hacia aquel llamado y fueron obligados a alinearse, adelante
el narrador lo hace explicito: “el concepto de patria les era ajeno; a pesar de las divisas de los chamber-
gos, un partido les daba lo mismo que otro” (2012:117). En cuanto a la divisa que las ideologias y los
dogmas provocan la enemistad en las personas que de otra manera no lo hubieran sido, Borges en este
cuento propone que morir en el combate es un acto impersonal, la causa es demasiado inasible, abstracta
y distante de las existencias concretas de los soldados. Sin embargo, el odio intrinseco si esta presente
a lo largo de sus vidas y aunque “pelearon hombro a hombro” (2012:117), los enemigos verdaderos son
ellos y no un ejéreito que carece de carga y la responsabilidad del odio.

El absurdo de la rivalidad y de los dogmas est4 expuesto en la ultima escena del cuento: los eter-
nos rivales son degollados por el ejército vencedor de la batalla, “los colorados” (Cardoso y Silveira
son “los blancos™)'*; sin embargo, al haber escuchado de la enemistad antologica de los compaieros de

13 En adelante transcribimos el fragmento en el cual Borges comenta la escena anterior, donde Cardoso expresa el deseo
de degollar a alguien del bando enemigo (si ganaban la batalla, lo cual no sucedid): “Los nombres lo ponen después los
historiadores. La vispera, Cardoso se meti¢ gateando en la carpa del jefe y le pidi6 en voz baja que si al dia siguiente ganaban,
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batalla, el capitan Juan Patricio Nolan organiza la competencia post mortem (es implicita la lectura que
el motivo de la competencia es levantar la moral de sus soldados ofreciéndoles una actividad ludica,
puesto que corren apuestas: circo, del motivo “pan y circo”). El colmo del absurdo es el desenlace de la
“competencia”: “De las gargantas broto6 el chorro de sangre; los hombres dieron unos pasos y cayeron
de bruces. Cardoso, en la caida, estir6 los brazos. Habia ganado y tal vez no lo supo nunca” (2012:121).
Por consiguiente, tanto la funcién dogmatica como el odio atavico se resumen en ser empleados/apro-
vechados para fines ludicos, ya sea inmediatos, como las apuestas, o, a largo plazo, la creacion de la
tradicion oral, de leyendas, cuyo ultimo destinatario son los lectores, mientras que en el nivel textual es
el narrador homodiegético.

3. HOMO POETICUS: ESTETICA NO COMPROMETIDA

Ya hemos presentado algunos atisbos en cuanto a las opiniones de Danilo Ki§ queriendo legitimar
en el inicio el derecho de los escritores de reflexionar sobre su obra. En cuanto al proceso creativo en
especifico, Ki$ enfatiza la importancia de dos momentos: el estar inmerso en la historia, en el contexto,
y nutrirse de éste, sin “caer” en la literatura comprometida; recurrir a los temas obsesivos, a manera de
los poetas, no tanto de los prosistas:

Dicho con mas sencillez, no tengo un tema elegido de antemano como tal segun la logica de los
best seller, un «tema del dia» o de encargo, sino que me siento a la mesa en los raros momentos
(cada vez mas) en que el vaso esta a rebosar, cuando un dilema y una duda intelectual, moral o
lirica han crecido dentro de mi hasta tales proporciones que siento la necesidad de comunicarselo
a alguien. (2013: 67-8)

En este atisbo de los temas obsesivos se entrecruzan las caracteristicas del conjunto de valores que
el autor denomina el homo poeticus: “un dilema y una duda intelectual, moral o lirica”; se refractan, en
el homo poeticus, la estética y la ética.

La idea de lo bello en el arte, dentro de la critica de Jorge Luis Borges, lleva al hecho estético, es
decir, a la experiencia que vive el lector, frente a la obra de arte. En este sentido, para Borges el arte supone
mas una elaboracion, una construccion sustentada en la técnica, que una manifestacion de la realidad y
su contexto. Para ¢€l, el arte es una de las formas mas importantes para interpretar el mundo; interpretar al
mundo mas no reflejarlo. Esta concepcion supone que el arte no es mimesis de la realidad, sino su repre-
sentacion, una representacion que, por otro lado, dé cuenta del devenir humano. En “Otra vez la metafora”,
sefiala: “Las cosas (pienso) no son intrinsecamente poéticas; para ascenderlas a poesia, es preciso que las
vinculemos a nuestro vivir, que nos acostumbremos a pensarlas con devocion. Las estrellas son poéticas,
porque generaciones de ojos humanos han ido poniendo tiempo en su eternidad y ser en su estar” (1998: 50).

Impactados por el modernismo, que ha instaurado escisiones y definiciones de las areas de cono-
cimiento, nos hemos acostumbrado a asumir a la estética y la ética como dos campos separados; hay que
recordar, sin embargo, que en la cultura greco-romana, en Horacio por ejemplo'*, las dos se considera-
ban parte de un todo, el criterio de la belleza (y la fealdad, abyeccion) estaba unido al criterio del bien (y
del mal, respectivamente); con la ilustracion y el romanticismo (especificamente Kant), el positivismo
y el modernismo, las dos —ética y estética— se empezaron a considerar como entidades separadas. Con

le reservara algun colorado, porque ¢l no habia degollado a nadie hasta entonces y queria saber como era.

Borges: Esto ocurrié muchas veces, ya que en estas guerras no se daba ni se pedia cuartel al enemigo. Se degollaba a los
prisioneros después de una batalla, y eso no los sorprendia, de modo que eso era lo que se esperaba que pasara. En cuanto
al hombre que entra gateando con la carpa del jefe, sé que esas cosas ocurrian continuamente, s¢ que era considerada una
especie de recompensa que les permitieran degollar a algiin prisionero después de la batalla” (Borges, 2014: 37).

14 Véase el articulo sobre el tema de Castro Rodriguez, 2012.
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Nietzsche, la cuestion del bien y mal experimenta otro hito, una licencia de estar mas alla de las catego-
rias éticas para experimentar la grandeza y la libertad.

En la época contemporanea, dentro de cierto contexto cultural y filoséfico postestructuralista (y
posmodernista), tanto la ética como la estética se problematizan (como todos “significados transcen-
dentales” y los conceptos de la “metafisica de la presencia”, evocando a Derrida) y se cuestionan: su
construccion en cuanto conceptos que instauran jerarquias, su alcance y relevancia también, llegando,
inevitablemente, a una relativizacion de los mismos. Ello, proponemos, ocurre en el proceso creativo de
Jorge Luis Borges y de Danilo Kis, quienes, a través del método deductivo y la insistencia en desmiti-
ficar los dogmatismos, deconstruyen esa famosa metafisica de la presencia (y sus “grandiosos” signifi-
cados transcendentales).

En “La navaja con la empufadura de palo de rosa” uno de los motivos que remiten a los signifi-
cados trascendentales —responsables, segiin Derrida, de numerosos males arraigados en los patrones de
concebir el mundo de manera jerarquizada— es la presencia del mal puro y natural, personificado por
Miksa. En su pureza de la maldad, como hemos comentado, no esté ese valor agregado que es la violen-
cia; esto no lo exime de sus actos, sino que los demuestra con un excedente de monstruosidad, por con-
siguiente, no encaja en los discursos de poder como el psicoanalisis, la antropologia estructural (Claude
Levi Strauss), el marxismo social (pensando en las deviaciones) o las reflexiones sobre lo sagrado y lo
profano de Mircea Eliade, por mencionar los principales. En “El otro duelo”, lo expuesto en cuanto a
las jerarquias artificiales, pero las que cobran alto precio en vidas humanas y tragedias nacionales, el
tema del “duelo”: enfrentamientos entre ejércitos, naciones, paises, ejes, y lo del otro duelo: una guerra
intima, particular, que contiene y guarda odio sincero y genuino.

Ahora bien, Danilo Ki$ contrapone estos dos mundos —conjuntos de valores— homo politicus y
homo poeticus. Aunque una division simple puede apuntar hacia el polo ético en el caso del primero y
el estético en el segundo, la division no es tan sencilla; de hecho, en las propuestas de este escritor no
ocurre asi: homo politicus se caracteriza por valores conservadores, arrogancia, imposicion, ignorancia,
hermetismo: es un mundo sin ética ni estética, aunque se disfraza de serlo con el enaltecimiento de la
literatura comprometida. Se lo vincula con la literatura inicamente bajo la consigna de la literatura com-
prometida (al cual el autor no estima); el homo politicus esta apelado por los dogmas, es decir incapaz de
pensar: de tener dilemas y dudas intelectuales (véase la cita comentada al inicio de este apartado), pero
es capaz de obedecer, la capacidad que asfixia el potencial creativo.

Por lo anterior, ese conjunto de valores se halla en el polo opuesto al homo poeticus, al cual es-
téticamente tiende el autor: “[...] en mis futuros libros —si es que la herrumbre de la conciencia de esta
vanidad no corroe la sola idea de la Obra— querria expresar [...] la derrota humana a la que el escritor
intenta oponer su propio mito, su propia Forma, su propia voz individual, solitaria, quiza sin respuesta
ni eco, pero dolorosa y reconocible” (2017:75).

La estrategia dialéctica de armar sus conceptos binarios homo politicus/homo poeticus adopta
matices peculiares y pintorescos; uno de sus argumentos se transcribe en adelante:

El sintagma tener cojones —que, al parecer, no es so6lo una creacion lingiiistica y psicolédgica
eslava y yugoslava— es una suerte de elogio a la locura sin contexto erasmista, confirmacion de
que para el mundo del arte, y sobre todo de la literatura, la cabeza representa un tipo de molestia,
el pensamiento, la erudicion y el espiritu se rechazan con este sintagma feliz como superfluos o
incluso peligrosos, porque todo lo que no proviene de los cojones, proviene, por lo tanto, de la
cabeza o del espiritu, y eso es malo, es una clara sefial y prueba de decadencia, de erudicion «que
inevitablemente estropea el auténtico talento (cojonudo) dado por Diosy [...]. (2013: 61)

Ademas, cabe sefialar que el enfrentamiento agonal homo politicus/homo poeticus para Kis tiene
connotaciones vinculadas con la disyuntiva centro/periferia. En dicho asunto, expresa una aguda ironia
al contraponer la hipocresia de la cultura de Europa occidental versus la cultura yugoslava de aquel
entonces (la mirada del centro hacia la periferia). Esta hipocresia consiste en tener el estatus de homo
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poeticus —la posibilidad de crear y recibir el arte no comprometido— reservado para si y centrado en si.
El centro tiene derecho al arte por el arte y a estar “fuera del contexto”, inmiscuido en el mundo ficticio
y los referentes ficticios. Al otro lado esta el homo politicus, quien, como una especie de fatalismo, tiene
que, por las circunstancias, experimentar y vivir el mundo real, los latigazos de la politica, aguantar los
golpes del destino: la crudeza del homo politicus es lo que fascina a los euro-occidentales.

Frente a esta division, jerarquia y arrogancia implicita, el autor propone que las exigencias para
crear una literatura comprometida son cada vez mas astutas y casi no dejan espacio o posibilidad para
los creadores de las margenes (en el sentido geografico) de crear una literatura no-comprometida:

Creo que también en este mismo marco (provinciano) se inscribe mi propia obra, mi propia derro-

ta, donde ha crecido y donde el destino ha querido que crezca, como una pequeia derrota separada

en la serie de nuestras derrotas, como un intento constante y consecuente de salir de esta provincia

intelectual mediante el mito, el tema y el procedimiento. (2017: 74)

En realidad, el credo de Kis (esto es nuestra interpretacion) es que homo poeticus es creado desde
y por las margenes (lo cual nos demuestra la obra de Borges también). Es decir, la situacion geografica
y ontologica de la periferia ofrece un potencial mas enriquecedor de modalidades en la literatura; en el
caso de estos dos autores, una mirada al mismo tiempo alejada, apartada, y también conocedora (desde
cerca, desde los idiomas originales) de la cultura/literatura europeas, abre posibilidades para renovar y
para tener “consecuencias afortunadas”: “Sin embargo, yo pienso lo mismo que Borges —mutatis mu-
tandis— pensaba sobre la tradicion de la literatura argentina, es decir, que «podemos manejar todos los
temas europeos, manejarlos sin supersticiones, con una irreverencia que puede tener, y ya tiene, conse-
cuencias afortunadas»” (2017:74).

El asunto cargado de centro/periferia y las aludidas exigencias o imposiciones en cuanto a los
temas preferentes desde la sensibilidad (y culpabilidad) de los lectores, editores, y criticos occidentales,
esta presente en los dos cuentos que sirven para ejemplificar nuestras ideas, aunque sin el tono o color
de fascinacion, como hubiera sido deseable. En “La navaja con la empufiadura de palo de rosa” los ele-
mentos del folklore euro-oriental son:

-los toponimos y las regiones: campos petroliferos de Ploiesti, Bukovina, los Transcarpatos, Antono-
vka, Polonia, Munkachevo, “la policia checa paso a los soviéticos nombres de algunos alemanes de los
Sudetes, reconocidos espias del Reich” (2010: 34), “sovjos Krasnaia Svoboda, Izvestkovo, Kamerovo,
Krasnoyarsk, Butirek;

-los antroponimos: Hanna Krzyzewska, reb Mendel, Herr [sefior, segtn la etiqueta lingiiistica en la ex
Austro Hungria] Anatonescu, Miksat Hantescu, Herr Baltescu, E.V. Aymike, los Bagryan, 1.V. Torbukov,
LK. Goldman, A K. Berlicky, M.V. Korelin, F.M. Olsevka, S.I. Solovyeva, E.V. Kvapilova, M.M. Nehv-
kim, D.M. Dogatkin, J.K. Maresku;

-las referencias a la circunstncia lingiiistica: “Sin embargo, para que [la historia] fuera verdadera de
la manera que su autor suefla, tendria que ser contada en rumano, hungaro, ucraniano o en yiddish; o,
mejor aun, en una mezcla de todos esos idiomas. Entonces [...], destellaria en la conciencia del narrador
incluso alguna palabra rusa, ora tierna como telyatina, ora dura como kindjal” (2010: 21);

-la prensa: “el periddico Hlasatel Pliceyni” (2010:32);

-la época entre dos guerras con mas victimas en la historia de la humanidad: “en la primavera del
significativo afio 1925 (2010: 23), “a finales de noviembre de 1934” (2010:33), “cuando Checoslo-
vaquia pact6 con la Union Soviética las ayudas mutuas™ (2010: 34); “al alba del 18 de mayo de 1938”
(2010:36), “en visperas del Afio Nuevo de 19417 (2010: 36);

-los connotadores culturales de las comunidades ashkenazi: el apelativo de “reb” para demostrar re-
verencia, honor; “se ofan las humildes oraciones y las horribles maldiciones de Hanna Krzyzewska,
pronunciadas en rumano, en polaco, en ucraniano, alternativamente [...] para que, en el espasmo y en la
calma, previos a la muerte, sus balbuceos se convirtieran en una oracidn para los muertos, pronunciada
e hebreo, idioma del principio de la existencia y de la muerte” (2010: 21), Dibbuk, reb Yusef, el yiddish.
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Mas que estos connotadores culturales, lo que esté en la periferia es la monstruosidad: el persona-
je como Miksa quien es un artesano de matar.

Por otro lado, la condicion de marginalidad de América Latina ha sido referida por Borges, no
siempre en un tono peyorativo, sino como un hecho complejo: culturalmente era receptiva a las influen-
cias europeas, pero con un énfasis en lo propio, en la identidad criolla, la cual se enaltecia, principal-
mente, en las primeras épocas de los paises independientes. Borges explora las paradojas que coexisten
en tal configuracion cultural, pero no rehtiye poner en relieve los elementos folcloricos de lo propio de
Argentina; en palabras de Rafael Olea Franco:

Esta [...] fascinacion por la ‘barbarie’, definido como un aspecto de la ‘criollez’, resultara estéti-
camente productiva a lo largo de la obra de Borges, en especial en sus mejores cuentos. Adelante-
mos, en este sentido, que lo central de la propuesta borgeana es su negacidon a oponer tajantemente
‘civilizacion’ y ‘barbarie’ como modelos antitéticos; para ¢él, no son vias irreductibles sino posibi-
lidad interactiva: ‘civilizar’ la barbarie (o ‘barbarizar’ la civilizacion) [...] (1993:108)

En el cuento que nos atafie, las figuras netamente folcléricas son los gauchos y su contexto cultu-
ral (aunque el cuento estd ambientado en Uruguay, el contexto es el aludido):
-las actividades laborales: “campitos linderos” (2012:114), “animales sin marcar”;
-las actividades ludicas: “carrera a costilla” (2012:114), “trucada mano a mano, de quince y quince”
(2012:114), “Silveira felicitaba a su contrario casi por cada baza, pero lo dejo al fin sin un cobre”
(2012:114);
-el duelo: “el origen de un odio siempre es oscuro” (2012:114), “irse a las manos” (2012: 2012:114), “el
hombre se encontraba con el hombre y el acero con el acero” (2012:115), “Manuel Cardoso y Carmen
Silveira se habian cruzado en las cuchillas mas de una vez [...] y no se batieron hasta el fin” (2012:115);
-la relacion amorosa: “Cardoso, menos por amor que por hacer algo, se prend6 de una muchacha vecina,
la Serviliana; basté que se enterara Silveira para que la festejara a su modo y se la llevara a su rancho.
Al cabo de unos meses la echd porque ya lo estorbaba. La mujer, despechada, quiso buscar amparo en
lo de Cardoso: éste pasod una noche con ella y la despidié al mediodia. No queria las sobras del otro”
(2012:115-6).

Dos gauchos, Cardoso y Silveira —los elementos folcléricos “auténticos” del cuento de Borges—,
al protagonizar “el otro duelo”, el verdadero, desafian esa tacita exigencia occidental en cuanto a las im-
posiciones a los marginados, a los homo politicus, los que existen inmersos en las clemencias del mundo
real. Lo que la mirada (post)colonial busca —a pesar de la aparente reivindicacidon de lo auténtico del
discurso poscolonial—, es la barbarie de los de la periferia mundial. La ironia borgeana se halla en que
la idea del duelo, de la confrontacion, de luchar por los ideales nacionales, supranacionales, ideologias,
poder, de desarrollar una institucion militar (ideoldgica, estratégica, jerarquica y tecnologica), ha sido
entre los logros de las sociedades occidentales. Sin embargo, las guerras intimas, los duelos como el de
Cardos y Silveira, han existido universalmente, y resultan mas reales y mas sinceros. Los animos del
ejército ganador de la batalla final, los “colorados” bajo el mando del comandante Juan Patricio Nolan,
no se elevaron tanto por haber ganado la batalla de Cerro Largo, como por las apuestas de quién entre
dos gauchos ganaria la carrera. Es decir, el aura del “primer duelo” o del “duelo”, el duelo entre los
ejércitos y los insurgentes, el duelo que se encuentra en un gran nimero de versiones en los libros de
historia, ha sido marginalizada.

En adelante se exponen reflexiones en torno a la concepcion artistica, no-comprometida (la que
deconstruye lo comprometido), la del homo poeticus, en cuanto al autor de El informe de Brodie e His-
toria de la eternidad. Borges afirma que “el idioma es un ordenamiento eficaz de esa enigmaética abun-
dancia del mundo” (1993:71), y el lenguaje es en si mismo representacion, lo que subraya su interés por
trabajar y desarrollar la forma. El hecho artistico responde para ¢l a la necesidad de todo creador por
representar una verdad del universo; entendemos que en Borges el estilo propio es un compromiso con el
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arte. En este caso significa una vinculacion estrecha con el lenguaje, su comprension profunda para refi-
gurarlo. Para Borges la palabra es un elemento elastico que permite el juego de lo simbolico; el lenguaje
como sistema arbitrario de signos genera ese juego precisamente por su imposibilidad para aprehender
la realidad. Borges reconoce esta limitacion en el lenguaje, pero admite ademas que esta limitacion es a
su vez la apertura hacia aquello que las palabras pueden designar en su espacio de lo indecible:

Describir la totalidad del universo es uno de los empefios centrales de su obra, es uno de los
motivos fantasticos de sus ficciones: ‘Tlon, Ugbar, Orbis Tertius’, ‘La biblioteca de Babel” no se
proponen otra cosa. Cada uno de los laberintos erigidos por Borges trata de ser una representacion
compleja del universo. Ahora bien, todos los anteriores casos estan contaminados de literatura: el
universo es un libro o una biblioteca. (Garcia Ramos, 1999: 667)

En relacion con esta comprension del arte como representacion de lo indecible del mundo, Emilio
Garcia Pozo senala:

Es evidente que en Borges prima una especie de estética del asombro. Hecho absolutamente
vinculado a su concepcion limitrofe y poética del mundo —junto a la formulaciéon de lo divino,
la poesia como tnico paso hacia la “posesion” de las cosas, pues desde ella se accede, a través
de lo simbolico, a lo hermético— que necesita negar la representacion y se sirve, para ello, del
proceso de la alusion; una alusioén que no descarta la ironia y lo ladico pues siempre es analogica
e indirecta, por simbolica. (2006: 94)

Borges lleva a cabo una reflexion filosofica del /ogos como un proceso de creacion de sentido y
significado, palabra y escritura. Esta aproximacion de filosofia y literatura yace en la base del argumento
sobre toda su concepcidn ética-estética. Lo que Borges ha intentado es una representacion estética de los

46 indecibles filosoficos.

El pecado de Borges [sefiala Arturo Garcia Ramos] es de gran magnitud [...] tratar de representar

en la obra literaria la totalidad amparandose en las nociones de infinito y de laberinto —de labe-

rinto infinito—. Ha tratado de comprender y formular la eternidad, lo que le ha llevado a abolir
el tiempo. Ha tratado de expresar la inmortalidad del hombre, cuya consecuencia ha sido la des-
integracion del yo. Al intentar representar la globalidad del universo éste se le revela fantasmal,

inexistente, la nada. (1999: 678)

Entonces, el lenguaje es una creacion estética, algo susceptible de ser cargado de sensibilidad, que
expresa una experiencia. La eficacia poética, por lo tanto, sera el resultado de los propoésitos de la obra
(en vinculacion con esa experiencia y sus temas) y la mirada del lector en esos propdsitos; esto dirigido
a transmitir de una manera genuina las emociones que carga la obra. Agrega Borges: “la literatura no es
agotable, por la suficiente y simple razéon de que un solo libro no lo es. El libro no es un ente incomu-
nicado: es una relacion, es un eje de innumerables relaciones. Una literatura difiere de otra, ulterior o
anterior, menos por el texto que por la manera de ser leida” (1978: 747).

Como se puede percibir, ambos autores cuyas opiniones en cuanto a su propia creacion y el valor
de la creacion como tal, inclinan su preferencia por la literatura no-comprometida, aunque conscientes que
por sus respectivos contextos, los elementos folcloricos, los que se asocian con la “barbarie”, tan necesaria
para la afirmacion de la imagen —apariencia— de la civilizacion del mundo occidental, pasan como una for-
ma de imperativo implicito. Nuevamente evocamos las palabras de Kis, quien articula dicho imperativo:

La poesia (=literatura) es también, lo sé de sobra y sucede cada vez mas, una descripciéon de las
injusticias (como lo era ya en los tiempos de Dickens), la descripcidon y la condena de los cam-
pos de concentracidn, de las clinicas psiquiatricas y de todas las clases de opresion, de todas las
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opresiones que desean reducir al hombre a una tinica dimension —la del zoon politikon, el animal
politico— y privarlo asi de todas sus riquezas, de sus ideas metafisicas y sensibilidad poética, que
quieren destruir en ¢l cualquier sustancia no animal, su neocoértex, reducirlo a la dimensién de
animal militante, de simple hombre comprometido, un animal enloquecido, ciego, perfectamente
comprometido. (2017: 87)

La opresion que intenta convertir a los escritores de los margenes en homo politicus en ocasiones
si tiene éxito como lo nota el autor:

Porque este principio —que, reconozcamoslo, nosotros mismos representamos a menudo— en vir-
tud del cual la literatura tiene que ser comprometida o no es literatura, muestra so6lo hasta qué pun-
to la politica ha impregnado todos los poros de nuestra piel y de nuestro ser, como lo ha inundado
todo cual ciénaga, y hasta qué punto el hombre se ha convertido en una criatura unidimensional y
pobre de espiritu, hasta qué punto la poesia ha salido derrotada, y hasta qué punto ha llegado a ser
un privilegio de los ricos y «decadentes» —ellos pueden permitirse el lujo de la poesia—, mientras
que nosotros, el resto... (2017: 87)

Las coordenadas tiempo/espacio en gran medida inciden en el surgimiento de lo comprometido en
la literatura puesto que determinan las potenciales circunstancias espacio-temporales que se categorizan
dentro del estilo homo politicus. Puesto que los espacios en ambos relatos son codificados bajo las conno-
taciones de la dicotomia discursiva centro/periferia (y los dos son periferia), y puesto que los tiempos en
ambos relatos cargan con la connotacion bélica; a saber, en “El otro duelo”, se trata de la Revolucién de las
Lanzas (1870-1872), en la cual se confrontaron el Partido Colorado (el gobierno, el ejército de Uruguay)
contra el Partido Blanco (Partido Nacional, el ejército revolucionario liderado por Timoteo Aparicio), es
uno entre muchos enfrentamientos que experimentaron los estados surgidos después de la época colonial
en los cuales las oligarquias asumieron el poder y en muchas ocasiones “naturalmente” se degradaron en
tiranias; en “La navaja con la empufiadura de palo de rosa” se trata del periodo en el cual se intentd cica-
trizar las heridas de la Primera Guerra Mundial y, en esa cicatrizacion fallida, ya se gestaba la siguiente
Guerra Mundial: el vislumbre del nazismo y el pacto entre la Unioén Soviética y Checoslovaquia establecen
el marco bélico en el proceso de gestion. La determinacion espacio/temporal encauza la creacion (y la pos-
terior interpretacion de ésta) hacia lo comprometido; evocando nuevamente a Kis:

La obra literaria vive en el espacio y en el tiempo, limitada, definida por éstos, de modo que no
puede hablarse de obra literaria (de una obra de arte en general) fuera del contexto espacio-tem-
poral, porque la obra misma influye en el tiempo y en el espacio, tanto como éstos intervienen en
la obra, la determinan, le dan significados concretos, a veces muy distintos. (2017: 75)

En este rubro, cabe notar una especie de posicion ambivalente de Borges en la revista Sur cuando,
por un lado, se adhiere a la irritacién que los miembros de la revista sienten, a comienzo de la primera
década peronista, sobre el creciente influjo del populismo en la cultura nacional; y por otro, libera a la
literatura de compromisos morales previos a su composicion. En el primer caso, y en relacion con las
aproximaciones populistas y sentimentales del Martin Fierro, Borges agrega “Quizas no hay libros in-
morales, pero hay lecturas que lo son, claramente” (1999:297). En el segundo punto, la antigua discusion
entre el fondo y la forma, entre la literatura para si y la literatura comprometida, desde la perspectiva
de Borges supone una reduccion de lo literario que, dice, no s6lo se hace de contenido y estilo, cuando
le parece imposible distinguir entre el fondo y la materia. Borges libera a la literatura de compromisos
morales y subraya el compromiso con los elementos que organizan su composicion.
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4. CONCLUSIONES

Evocando a Sartre y a Yves Berger (y su pesimismo), Ki§ reproduce el pensamiento del ltimo:
“la literatura no puede hacer nada por el mundo ni en el mundo; no puede hacer nada en ningiin campo
que linde con la realidad” (2017: 76). En otro ensayo reafirma el alcance aparentemente minusculo del
arte a corto plazo, en la inmediatez, pero con el simil que usa sugiere que el impacto es vasto: “Las bellas
letras parecen ser menos eficaces, menos directas. Los terremotos que provocan son imperceptibles y
ligeros como la erosion del agua, del viento y del tiempo™ (2017:67). En resumen, el autor yugoslavo re-
chaza el pensamiento instrumental en la literatura, como si fuera o debiera estar al servicio de un mundo
mejor; del mismo tema cinicamente comenta:

[...]en nuestro villorio no hay dilema, todo esta claro como el agua, no hay mas que sentarse y
describir a nuestro hombre pequefio, éste de aqui, de la calle, retratarlo mientras empina el codo o
golpea a su mujer, o describir como se las apafia con el Gobierno o contra él, y asi todo ira bien.
Esto se llama literatura viva y comprometida [...] (2017: 76)

Pensemos por un momento (sin olvidar el parrafo anterior) en el método deductivo, al cual Kis
identifica como el gran aporte de Borges al género del cuento, e intentemos vincularlo con los concep-
tos abordados en este estudio. Primero, a través del método deductivo llegamos a las generalizaciones,
a partir de las premisas que las componen; ademas, aparte de que nos permiten generalizar, también
podemos rastrear los nexos causales entre la premisas, y de esa forma llegar a los conceptos generali-
zados. Esto en cuanto al razonamiento deductivo; ;como se observa en los dos ejes elaborados en este
trabajo? Kis acaba de sugerir que el impacto de literatura en el mundo es casi inexistente, imperceptible;
sin embargo, en esa zona indefinida e inasible, en los intersticios del espiritu, proponemos pensar aquel
efecto en términos de una generalizacion; es decir, no (inicamente) las obras de los dos autores que te-
maticamente pueden tener esa tendencia logica, sino que las reflexiones agonales sobre iomo poeticus 'y
homo politicus de Borges y KiS también lo presentan. Las premisas, que entendemos como en un nivel
horizontal: dogmatismo, el pensamiento agonal, lo ético y lo estético, los connotadores culturales, y las
descalificaciones, los textos que conforman la obra de cada autor, entre otros, se mueven hacia lo verti-
cal, hacia el valor literario en general: el asombro.
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HOMO POETICUS AND HOMO POLITICUS ACCORDING TO DANILO KIS AND JORGE LUIS BORGES
Summary

Confrontation is not a foreign word speaking of Danilo Ki$ or of Jorge Luis Borges; in the present paper we will
try to penetrate in it, to go in depth in the two concepts coined by Kis in his essays/defenses/manifestoes/declara-
tions/accusations, namely: homo politicus and homo poeticus, which generate that confrontation in the ethic and
aesthetic levels. Ki$ and Borges are united by various aspects that are comparable: the style, the preference for
deductive method in the fictional aesthetic consequence, being in the cultural periphery and creating, through re-
spective folkloric elements, a literature with universal scope and impact; the latter, apart from the elements that are
addressed, will be specifically observed in two stories: “La navaja con la empufiadura de palo de rosa” [The blade
with the rosewood handle], by Kis, y “El otro duelo” [The other duel] by Jorge Luis Borges. These two cluster of
values —homo politicus and homo poeticus— are traversed by ethical and aesthetic dimensions; however, contrary
to a common sense that would mechanically associate the ethical with the first, and the aesthetical with the second,
the authors suggest (with different levels of explicitness) that both are contained in the second one. Elucidating on
their own creative process and the creative process in general, they reach conclusions that affirm the value of the
literature in its pure artistic connotation, while disqualifying what is considered as committed literature.

Keywords: dogma, nationalism, ethics, aesthetics, literature, center/periphery
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JUJIPOOBA HEHATIMCAHA JIEJIA

OBO HCTpaXMBAIHE KEIH J]a TOMEPH TEOPH]jCKO-KPUTHYKH TOIVIEA C TIIABHOT 10Jba JUAPOJIOTH]jE, Tj. Ca caMor
JluapooBor MO3HATOT M 10 cajia TEMEJHHO MpOoydYaBaHOr OIlyca, Ha OHA Jiesia KOja je OH HaMepaBao Ja Halluiile, 3a
KOja je HanpaBHO CKHIIE, KOjHMa je TIOKJIOHNO BEJIMKY MUCAOHY KOHIIEHTPAIN]y U EHTY3HjacCTHIKY SHEPTH]Y, a Koja,
UIIaK, HUKaJ1a Hyje Hanucao. CauyBaHe Oerelke o aeinnma Koja je luapo Hamepasao Jia Hanuiie, Kao 1 IicMa Koja
CBeJ0YE O YMETHHKOBUM HaMepama y TOM TIorieny, oMoryhyjy Ham Jla peKOHCTpyHIIeMo ,HenocTajyhu omye,
Tj. Jla HapaBUMO MOMHKC U nperies JuIpooBux HEHAITMCAHUX Jiena. VCTpa)KuBaYKy KOPITyC YMHE CBH 3aIlUCH U3
JlMapooBor IEJOKYITHOT OITyca Y KOjeM ayTop HEMOCPEJHO M3HOCH HJejy 3a HecyleHa KibMkeBHa Jena Koja je
HaMepaBao Jla HaluIle, Kao M 3alMCH Y KOjiMa y3TPEHO OMHILE CBOjE HOBE KILIDKEBHO-TBOpaUKe ItanoBe. OBO
UCTpaXKMBaIhe Ce Takohe pedepuilie Ha AUAPOIIOTE KOjU Cy KOMEHTApUCAIIHM WIIM aHaM3upanu J{uipose HeocTBa-
PCHE KEbHKEBHE 3aMHCIIH.

Kwyune peuu: Jlunpo, oryc, HCHAIIMCAHA JIeNa, KIbIKEBHE CKUIIS, KOPSCIIOHICHITH]a.

1. VBOJ

Kputnuka n ynranauka penennuja Jleauja Juapoa (Denis Diderot, 1713—1784) y 18. Beky, mehy
ETOBHM CaBpEMEHHIINMA, Pa3JINIUTa je o1 OHe Koja he ycnenutn y 19. Beky, a o1 00e mHX pa3nukosahe
ce peuenuuja kakBa he odenexxutn 20. Bek. [Iputom, y nmutamy HHje TEK JPYIITBEHO-TIOJIUTHYKHA KOH-
TEKCT PA3IMIUTHX NIEPUO/Ia Koju uMajy ofpeleHy uieonorujy kao npeosnalyyjyhy y maromMm HCTOpHjCKOM
TPEHYTKY, IyX BpEMEHa KOju Kapaktepulie oapeleHy ernoxy, a mro (mpe)ooauKyje HaydHO-aHTaKOBaHU
HOIJIe]T Ha jeJHOT CTBapaola U (JopMupa YUTaIaduKu MPHjEM HBEroBOT Jefia, YUMe je, OH/Ia, KEbH)KEBHO-
KPUTHYKA peLieNIinja, y 1jaxXpOHHI]CKOM CMHUCITY, HOMHHOBHO ITpOMEHJbHBa. Y J{nIpooBOM ciydajy, ped
je u o0 ToMe /1a (ppaHIlyCKH cTBapajal HHje MPEACTaBHO CaBPEMEHUIIMMA CBE OHO MITO je OMO Hammcao,
Beh je jemaH /1eo omyca 3aBemiTao MOTOMCTBY, U3 Pa3liora IITO je 3a \bera ¢yl OyayhHocTr Ono BaKHUjH
O Cylla cajalllbHIe, O YeMy je KPUTHUKH paciipaBibao y npenucuu ¢ Bajapom Pankoneom (Falconet),
Bepyjyhu na he u Ta nmpemnucka ocTaTH Kao CBEI0YaHCTBO O TOME KOJIMKO j€ OH MPEIHhayno y OHOCY Ha
cBoj Bek. Kap je ped o caBpemenocty, [luipo je mpu3HaBao caMo OHaj TIIac jaBHOCTH KOjU HE CauHhaBa
Maca, Beh ra o0Opasyje omabpaHu KpyT 3Hajara, Hesuosusa ypksea (« église invisible ») — kako ra je Ha-
3Bao (Diderot 1997: 679-680), a unje he MuNIIbeHE HA Ty’Ke CTa3e HA/IBIAIATH YKYC c8emute U HaMeT-
HYTH C€ Ka0 IIPOMHIIUBEH, aprYMEHTALN]CKH HECTIOpaH 1 00jeKTHBHO OZIP’KHB Cya Koju he, ciencTBeHo,
OJIroBapaTH OIeHHu mTo he je U MoTOMCTBO, Kao genuku cyouja (« le grand juge » — 1997: 610), natu
YMETHUKOBOM Jeiy.'

Crora cy /luapooBuM caBpeMEHHUIIMMa OCTaja HEelo3HaTa YIpaBO OHA H-eroBa Jena koja he y
crneneha 1Ba Beka OWTH y )KMKM KPUTHUKE peakiyje U YnTagadyke Maxme. Tako ¢y poman PedosHuya

VY mucmy Danxoney, ox 15. dhedpyapa 1766. ronune, uapo nume: ,,MojuM caBpeMEeHUIIIMA BEJIUM: IPHjaTesbi, aKO MOTY
Jla BaM ce J0MaJHeM a 1a cebe He mpe3peM, Jia ce He TMOBHHYjeM BalllMM MallMM OICEHaMa, BAIleM JIAKHOM YKYCY, [1a He
U3]1aM MCTHHY, HE OIPEIINM C€ O BPJIMHY, HE NMOTLEHUM J00pOTY M JICTIOTY, OHIA TO JKeJIMM. AJn, Takohe skenuMm 1a ce
JonajHeM oHnMMa Koju he nohu nmocie Bac, a Hehe mmaru Bamre npeapacyze [...]“. (« Je dis a mes contemporains : Mes amis,
si je puis vous plaire sans me mépriser, sans me plier a vos petites fantaisies, a vos faux gotts, sans trahir la vérité, sans
offenser la vertu, sans méconnaitre la bonté et la beauté, je le veux. Mais je veux plaire aussi a ceux qui vous succéderont et
n’auront aucun de vos préjugés [...]. », Diderot 1997: 610).
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(La Religieuse) n antupoman @amanucma Kax u wezoe cocnooap (Jacques le fataliste et son maitre)
mTaMIaHu TpBH IMyT 1796. roguHe, MBaHAeCT TOAMHA ITOCIE ayTOPOBE CMPTH, a TPU ACIICHHU]E HAKOH
HITO UX je OH Hamucao. 3a J[uapooBa )KUBOTA OBa J[BA POMAaHECKHA OCTBapeHa MMaJia Cy CaMO PYKO-
MMACHO W3Mame y HacTaBmmMma, y Kruoicesrnoj npenucyu (Correspondance littéraire), pydHO TIHCaHO]
Y TIPEITUCUBAHO] PEBHjH, YMjH je TpBH aupekrop omo Opunpux Memxuop ['pum (Friedrich Melchior
Grimm), a Koja je y MaJIoM OTpaHUICHOM THPaXy ONallTibaHa Ha MHOCTPaHE TBOPOBE 3a IPOOpaHy Imy-
6muky.? Bymyhu ma cy To pykormcHa, a He MTaMIIaHa U3/1amba, Ja je Opoj MpenrcaHmx Komuja 6Ho Mambu
O] IBaJieceT MpUMepaKa, Te Jia Cy OHe OuJie JIOCTYITHE CaMO HHOCTPAHUM IIPEHYMEpaHTUMa, CYIITUHCKA
ce MOXe CMaTpary Jia Cy MpBa u3/iama oBUX J[HIPOOBUX POMAHECKHUX OCTBApEHHa 3apaBo MOCTXYMHA.

VY 1y kareropujy JunpooBux nena, koja Cy Hajupe Owmia mpenicruBaHa y HACTABIIUMA 32 TOMEHYTY
PYKOIIUCHY PEBH]jY, a TeK MOCTXYMHO TPBH IyT INTaMIIaHa, criafga u Tpuntux Oso nuje npuua (Ceci
n’est pas un conte), [ ocnoha oe na Kapnujep (M™ de la Carliere) n /Jooamax Byeensunosom I[lymosarsy
(Supplément au Voyage de Bougainville). CBe Tpu npude, mpema Bepcunanjy (Versini 1994b: 468), pyko-
MMCHO cy o0jaBibeHe 1773, o KOjuX Ccy IpBa IBa HACJIOBA MPBH ITyT MmTammnada 1798, nok um je Tpehu
MIPETXONO JIBE TONWHE paHuje. bera nmuya, niasa npuua (L’ Oiseau blanc, conte bleu), y qaconmrcHOM
npenucy y 6pojeBuma u3 roguaa 1777—1778, mrammnana je ek 1798. rogune (Versini 1994b: 221). Ilo-
30pHUIITHA KoMaf Je iu dobap? Je nu 3a0? (Est-il bon ? Est-il méchant ?), y ¢B0joj IpBOj U cKpaheHoj
PYKOITMCHO] BEp3HUjU omaciaT y HHOCTpaHCTBO 1775, mramman je 1821. rogmae (Versini 1996: 1432).
Kana je y mutamy TeopHjcKo-TIoIeMUYIKH criuc [lapadoxc o enymyy (Paradoxe sur le comédien) meroa
mpBa U kKpaha Bep3uja nMaja je pykomucHo m3name 1770. romuae, nok he mpBu myT OWTH mITaMIaH
Oe3maio mosia Beka HakoH Jmnpoose cmptu, 1830. romune. Victe ronnne mojaBuhe ce n Gpmnocodhcku
nujanor /Jarambepos can (Le réve de d’Alembert). lnjanomxka catupa Pamoos cunosay (Le Neveu de
Rameau) nmaia je moceOHO y30yIJbHBY M3aBauKy CyaOuHY, a mTo HaM m3naxke JKan ®abp (Fabre) y
MIPEATOBOPY KPUTHUKOT M3Aama Pamoosoe cunosya (1950). Hanme, 3a 0BO 1€110, TT0 CBOj MIPHITHIIH, HHUjE
3720 HU JuapooB cekperap u TectameHTapHH omyHoMmohenwk JKak-Auape Hexon (Naigeon), Kako
3aksbyuyje @abp (Fabre 1950: XII).> ®punpux [umnep (Schiller) je momao g0 pyxommca Cunosya n
npenopyuno ['erey (Goethe) ma ra mpeBene Ha HemMadky je3uk. ['eTeoB mpeBox 1805. roguae Omhe mpBo
n3name OBOT JIMIpOOBOT Jeima yOITe, Ha OCHOBY Kojer he oHma OHO MPBU IMyT OWTH 00jaBJHEHO Ha
¢dpanyckom 1821. rogmee, Kao mMpeBoa ¢ HeMadkor Ha (ppaHITyCKH je3uk, Oymyhm ma je dpaHiycku
pyKomuic Koju je mocemosao Llwmmep, a mpema xojeM je I'eTe caqmHO HEMAYKH MPEBOI, N3TyOJbeH. Tek
he 1891. Pamoos cunosay 6utn 06jaBibeH MPBH MyT Ha (PPaHIyCKOM j€3UKY Ha OCHOBY OPHUTHHAIHOT
pyKoIica KOjH je cirydajHo mpoHaheH koi OyKMHHCTA, YAUIHHUX IpojaBalia CTapuX KibHra Ha o0ayn
Cene y [lapuszy.

[Tocne BuIIe o1 IBECTa TOJMHA UCTPAKUBAHA, U3 HAYYHO-KPUTHUKOT yriia 2 1. Beka, pexiio Ou ce jia je
JIAJIPOJIOTH]a y TIOTIYHOCTH yIIO3HAJIA U IPOYYHJIa JeT0 (paHIyCKOT CTBapaolia ernoxe npocseheHocTn
W Jla HeMa BUIIe HEMO3HAHMIIA U HEJIOYMHUIIA Koje O ce THIalie ’eroBOT )KMUBOTA 1 Jiena. Mehytum, kao
IITO CY, Y IHjaXpOHU]|CKOM CMHCITY, TIOCTOjajla HeTo3HaTa WIIH 3ary0JheHa, Tla OTKPUBEHA WM ITpoHaheHa
nena (ppaHIyCKOT MPOCBETUTEIhA, TAKO TOCTOJU M HETOB HecyheHu OIyC, a TO Cy KEHbMKEBHH HayMHU
KojuMa je Jlmmpo mocBeTHO BpeMe, y lbUX YHEO €HTYy3Hja3aM, YTPOIIHNO PaaHy KOHIIEHTPAITH])y, aJId Koja,
HAITOCJIETKY, HUje JIOBEO JI0 CTBApaNadKOT UCXOUINTA. belelike o IiaHupaHuM JIenma, CKUIle Koje ¢y
ocraje cadyBaHe, T€ MMCMa y KojuMa Juipo roBopu o pajay Ha mUMa, OMOryhyjy Ham Jia U3BPIIUMO
nomuc 1 nperien JIapooBrx HEHAIMCAHHX JIe]la U TAKO PEKOHCTPYHIIEMO jeJlaH ,,HeaocTajyhu™ onyc.

2 jep Jlemam (Lepape) Genexn na je Krvuoicesna npeniicka kao pyKOIHCHa peBrja n3 Ilapysa 10CTaBIbaHa JBa MyTa MECETHO
Ha MeTHaecTaK aapeca, Mehy KojuMa Cy M OHE ILIBEACKE KpaJbUIe, PyCKe Lapulie, MPYCKOr Kpaba, T€ HEKOIMKO HEMauKHX
KHEXeBa, T¢ Jla je OHa, Ka0 PYKOMHCHO M3Jame, AUCTPUOyHUpaHa TUINIOMATCKUM IIyTeM Y HHOCTPAHCTBO, YMME je n3dera
LEeH3ypy Kojy ¢y y @paniyckoj Tpnena mrammnana gena. (Lepape 1991: 233)

VY 1o ce MokeMO yBepuTH Kajaa untamo Hesxonosa Hcemopujcka u ghunocoghcka ceharea na scueom u oena [enuja /fuopoa
(Naigeon, Mémoires historiques et philosophiques sur la vie et les ouvrages de D. Diderot, 1821), a'y xojuma oBaj Auapoos

CapaHUK yOIIIITE HE IIOMULE Pamoosoz cunosyda.
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2. IMAPOOBE ITO30PUIIHE 3AMUCJIN

Meby unejaum HacinoBrMa 3a Oyayha gena koja je umpo miaHupao ga yMETHHYKA 00pajIul jeTHA
Cy OHH KOjU Cy OWJIH CTaHO Ha yMy (hpaHiryckoM Qrtocody 1 Koje je OH TOMHUEA0 ydecTano u Bpahao
UM C€ U Y PacIoHy Off IeCeT FOJIMHA, a IPYTH Cy OHM KOjU CYy TeK HAKPaTKO MPOLIIN KPO3 HEroB YMET-
HUYKU (GUITEP U KOjUMa C€ HAKOH TOTa T'yOH CBaKu Tpar. ¥ OBOM HCTPa)KUBamy CE€ JOILLUIO JI0 JUCTE Of
yeTpHaecT [lunpooBux HecyheHux aena, Mel)y Kojuma Cy 10 jeHa CTyI{ja O MOpally U €CTETHIIH, jelaH
poMaH, Te oIcleHe npuye, punocodcka HapaTHBHA paclpasa U AEBET HAcJIoBa 3a nozopuiure. Kako je
(bpaHIyCKH MPOCBETUTEb TNIAHUPAO J1a 32 CBOj BEK IOCTAHE CJIaBaH U OcTaHe ynaMmheH 3axBasbyjyhu
JeMMa HalvcaHuM 3a Io3opuiTe, Oynyhu na je BpeMe M yMETHHUYKY CHOCOOHOCT ymoTpeOHno na
pasBuje Teopujy epaharcke opame (drame bourgeois), npema kojoj Ou Tearap 18. Beka oncTynuo, mpe-
ma Jluapoy, o1 npeBasul)eHOr KaHOHA KIIACULIUCTHYKE €MI0Xe, a KOjH je Hajlarao J1a ce TeMaTHKa U jyHalu
3a CLEHY 1103ajMJbYjy M3 MUTCKE U HCTOPHjCKE MPOLUIOCTH, YMECTO J1a MO30PHUIITE yCIIOCTaBU BE3y C
HETOCPEAHOM JIPYILTBEHOM U ITOJMTHYKOM CTBapHoIIhy, OH/Ia HEe U3HEHahyje ILTO ce HajBUIIE HACIOBa
3a MJIaHUpPaHa Jiea OJHOCH YIIPAaBO Ha MO30PHUIIHE 3aMHUCTH. uIpo je BepoBao 1a moceayje IpaMcKu
TajeHar, u y nucmy Bonrepy, ox 23. ¢pebpyapa 1761. ronuHe, uctude na ce Hajga aa he mydnuka y memy,
Kao JIPaMCKOM IIHCLY, BUJIETH, aKO HE BEJIMKOI NECHHUKA, OHJIa CBAKAKO ,,JOBEKa KOjeM Cy BPJIHMHA U
ocehame xymanoctu nyooko ypesann y cpie (Diderot 1997: 340). Cam cTBapaiauku UCXOJ] IEMaHTO-
Bao je umpoa.

IIpema ncTpakeHOM M aHAJIM3MPAHOM Marepujaily, Koju yuHe JuapooBa mucMa U3 meTor ToMa
meroux cabpanux nena (Correspondance, 1997), koje je cakynuo u mpupeano Jlopan Bepcunu
(Versini), 3aTum ctynuje, Oenenike U HarmoMeHe ucTakHyTux auapornora (Wilson, Dieckmann, Proust,
Versini, Verniére), Te ocmu toM [unpoosux Lleroxynuux oena ((Euvres complétes) y uznamy Ace3a—
Typue (Assézat—Tourneux, 1875), a y kojeM cy caOpaHU TIO30PHIITHYU CIHCH, Mel)y KOjuMa U HEKOJIHUKO
CKUIIa HEOBPLICHUX M HEHANMCAaHUX JeJla, MOKE C€ CAuMHMUTH cnucak JuapooBux HecyheHHX mo-
30pUIIHUX OCTBapema, a Ty JUcTy o0pasyjy cinenehu naciosu: Cyouja uz Kenma (Le Juge de Kent),
YyMja cy jOII ABa pagHa HacnoBa Hauennux (y TpuMa IpaBOIIMCHAM BapujanTama — Le Schérif / Le Sheérif
/ Le Shériff) n Hamecnux y Kenmy (Le Commissaire de Kent), 3atum Kyoa ude ceem, unu wecmumo
norawiare kaxeo u jecme (Le train du monde ou les meeurs honnétes comme elles le sont), I'ocnoha
Oe Jlunan unu wecmuma swcena (Madame de Linan ou [’honnéte femme), Hecpehnuya unu nociedu-
ye genuxe cmpacmu (L’infortunée ou les suites d’une grande passion), Coxpamosa cmpm (Mort de
Socrate), Kascroenu pazspamuu myxc (Mari libertin puni), ea npujameswa (Les deux amis), Tepenyuja
(Terentia), kao ¥ jemHa KOMUYHA OTIepa, Tj. CKHIA PAaJIHO HACIOBIbEHA — [11an 3a komuuHy onepy (Plan
d’une opéra-comique).*

VY cTBapasiauke 3aMHUCIH KOje Cy HajBHIIE 3a0KyIubajie JuapooBy naxmwy yopaja ce Hauennux,
YHjH je CHXKE OH YKPAaTKO U3HEO M 00pa3IokHO0 y YETPHAECTOM MOIIIABJbY, Ol YKYIIHO OCaMIECeT LIECT,
cBor 36opnuxa 3a Kamapuny /pyey (Mélanges pour Catherine 11, 1773), y kojem ¢paniycku ¢punocod
cBoM npocBehenoM nomahuny, pyckoj napumu, HaBoau (Diderot 1995: 250) cBoje 3aMHUIIIIBLEHO €TI0 Ka0
npumMep ,,rpahancke Tparenuje* (« tragédie bourgeoise ») Koja MOCTHIKE CABPIICHCTBO Y MEPH y KOjoj
j€ paama U3J10)KeHa IMOTaHKO KPO3 IeT Be3aHUX yAapHHUX TPeHyTaka, Kao MeT TeMaTCKUX YMHOBA, KOjU
Ou Momu 1a Hoce U Haclioe. [IpeTxoaHo je 0 0BOM ApaMCKOM HayMy, ajli IO IpyTruM uMeHoM, Junpo
MHUCao y BUIIE HABpaTa CBOjUM HAjIIPUCHHUjUM KOpecloHIAeHTHMa — yuyeHoM Hemiy ['pumy u cBojoj
HajBehoj sby06aBu Codu Bonan (Sophie Volland). Tako ce oBa apaMcka uzieja, ¢ paiHUM HacioBoM Ha-
mecnux y Kenmy (Comissaire de Kent), nomume y mucmy I'pumy, oxn 5. jyna 1759. ronune, y Bpeme kaaa
je nasbe mramiame Exyukioneduje OUI0 yrpokeHO, ¥ 300T MOJTUIIN]CKUX MPOTOHA, ald U 300T Tora

* Ty je u ITnan 3a jedan nopoduunu uepoxas (Plan d un divertissement domestique) w3 1770. TofiHe, a KOji MPEICTABIbA IIPBY
CKHUIy-Bep3ujy oHor mto he y konauHoj Tpehoj penakiuju noctatu Je au 0obap? Je nu 3a0? (Est-il bon ? Est-il méchant ?),
KoMmaJ Koju he 6uTH u IOBpIICH U 00jaBJbCH, T€ Y TOM CMHUCIy T'a He Tpeba cMaTpaTé CKHIIOM 3a HEHAlHMCaHO Jeno, Beh
caMo cayyBaHOM IIPBOM M PaJHOM BEP3HjOM KacHHUje HAMMCAHOT KOMajaa. 3aTo OBa CKHIA HHje oBle yOopojaHa y Juapoosa
HEHaIucaHa Jiena.
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IITO jy je HaIyCTHO HheH KoaupekTop /I’ Anambep octaBuBmm Juapoa 1a caM U3BeAe MPOCBETUTEIHCKH
mpojekar 1o kpaja. Mehytum, u mmopes Tora mTo je HajBUINE CHAT€ W BPEMEHA TPOIIHO Ha OBAj BEIMKHU
W3/1aBauKy TIO/IyXBaT, MPBU SHIMKIIONENUCTA je Halla3uo BpeMeHa Jia ce 0aBM M 3aMHUCIIUMAa Ha JIN4-
HOM KIGIDKEBHOM TUTaHy. Tako, y moMeHyToM nuemy [ pumy, mopesn HeBosba ¢ Enyuxionedujom, Juapo
yIO3Haje MpHjaresba U ¢ APaMCKOM 3aMHUCIH KOja Ta HEMPEeCTaHO OKYIHUpa, ,,Ha YIHIH, y MIETHH, Y
¢dujakepy*‘; HaBOIM Ja je ,,HeKOJIHKO ciieHa Beh ocmucnno y maBu 1 Ha manupy* (Diderot 1997: 103). Y
nucmuMa ox 13. u 18. jyma, duapo omer momume Hauenrnuka uz Kenma, ay moa APYyTAM HACTIOBOM —
Cyouja uz Kenma (Le Juge de Kent), n uctioBena ce [ pumy Kako je ,,T0O TPEHYTHO TI0CA0 KOjH Ta yKaca-
Ba“ (Diderot 1997: 114), ounTo 300r TOTa IMITO j¢ OMO paTHO pacTp3aH HA BUIIE cTpaHa. Mecell KacHuje,
y iucMy oft 3. win 4. aBrycTa, HCTa JApaMa ce IIOMHUILE, Hajrpe kao Havennux y Kenmy unu Hamecnuk
(Le Sheérif de Kent ou le Commissaire), IITO TIOKa3yje a ce ayTop JBOYMHO OKO HACJTIOBA, a OIMaX ITOTOM
ka0 Hauennux (Le Shérif). lunpo HaBoau na je koMaa Beh oCMHCIHO 110 YMHOBMMA U CIIEHaMa, 0CTaje
jom mujanore na Harwmre (Diderot 1997: 131). [la je Juapo morarao Bemuke Ha/IE y OBaj MPOjeKaT BN
ce uz mucma Cou Boman, ox 11. cenrembpa 1769, a y kojem ce oH jaga (1997: 973) na To mITO TOIHUKO
Y)KUBa y TOME Jla YnTa Jieja IPyTuX MHcara Moxke OMTH ToKa3aTelb Jia je HeroBO CTBApaliadyKo BpeMe
MUHYJIO, MaJIa c€ OH HaJia Jla HH1je TaKo, T€ Jla My CE BaJba 030MIJBHO IIOCBETHTH 3aMHUCIH KOja ra OTce/a,
a 10 je Hauennux (cajma y TpaBOIIMCHO] BapujanTu — Shériff), u kam Ou y ToMe ycreo, 0cio0oano ou
ce rynhama OHMX KOjH My MPHUTOBapajy IITO HE Hamuile Beh jeqHOM TO Jeno, YuMe BepOBAaTHO IUJba
npBeHcTBeHO Ha [puma.’ MeljyTum, y ToMm gacy je 6uo y mociy ,,j10 ryiie”, u jeno he octati camo Kao
CKHIIa O jeflaHaecT CTpaHa KOJUKO UX je Y ocMoM ToMmy JuapooBux l]erokynuux oena y m3namy Ace-
3a—Typne (1875).

Henamnucany npamy Cyouja us Kenma, ipemMa U3JI0KEHOM CHXKEY, B Opojy TonuHa koje je Jumpo
MTOCBETHO 0BOj TeMatuiy, Aptyp Buicon (Wilson 1985: 307) yopaja y Auapoose HajaMOUIINO3HH]E 3a-
MUCITH KOj€ je OH UMAo 3a jelIHY MOJIIMTHUKY, THOepaHy ¥ aHTUKATOIIMUKY JApaMmy 4rja ce pajma joraha
y Enrneckoj. Y HacmoBoHO] ymo3u JHUapo je 3aMHCIHO BPJIOT CTapiia, MOIITCHOT CYIH]jy, YUjU JIUK,
npema Buicony (1985: 307) npencraBiba OUMHCKY MOpaHY GUTYPY Koja je y ckiany ¢ JumpooBom
KOHIICTIITIjOM MOPAJIM3aTOPCKOT MO30PHINTA a y KOje CIajajy W JIBE HEroBe 3a KMBOTa 00jaBJbEHE U
m3Bohene rpahancke apame Banopaunu cun (Le Fils naturel, 1757) m Omay nopoouye (Pere de famille,
1758). Ilpema 3amunibeHUM 0coOMHaMa Koje je Juapo Ha HUBOY CKHUIlE TIOAAPHO CBOjUM JIMKOBUMA H
Tparu4Koj EeCTUHHU KOjy HajaBJby]y CIIEHCKHU CYKoOH, 1a je 0o Harmcao Tparean]y, 3saja ce ona Cyouja
u3z Kenma, Hamecnux y Kenmy win Hauennuk, ipema amepuukoM nuaponory (Wilson 1985: 307) —
om0 OW TO ,,9yIOBHUINTE O] MeJIoapaMcke skectrrHe  (« un monstre de violence mélodramatique ») u
,,CKyTI ykaca®™ (« collection d’horreurs ») kakaB Huje Bul)eH y mozopumry jour ox LllexcrupoBor Tuma
Anoponuxa (Titus Andronicus, 1593) u Bebcrepose (Webster) Bojsomxurse 00 Manguja (The Duchess
of Malfi, 1613), aim 1a 300T CBOjHX MOJUTHIKUX W aHTUKATOJTMYKUX CTaBoBa JlMIpOOB KOMaJI 3aCUTYP-
HO He OM J00MO 03BOITY Aa Oyze ImTaMmaH, TUME HU fa Oy/ie 3BEICH Ha CIICHH.

MokeMo JH, TIPOYMTABINHN jeJJaHA€CT CTpaHa CadyBaHWX CKHIA 32 MMOMEHYTH KOMaJ, MPETIIOo-
CTaBUTH KakBe OH My ownie JApaMCKE BPECAHOCTU U 3aKJbYUUTH, IpEMa MOJUTHYKUM OKOJIHOCTHUMA Y
Opanmyckoj oz JIyjem XV, na nmu 6u ra Bnactu 3a0panwie? Paama je cMemTeHa y jeTHOM CEOoTeTy y
eHriieckoj mokpajunu KeHr y mpernocnenmoj nenennju 17. Bexa, y BpeMe Kparke u OypHe BiajJaBUHE
Llejmca Il Crjyapra, Koju, y HacTojamy Jia MOBPATH PUTHAHNA ayTOPUTET KAaTOJIWYKE I[PKBE U Ja yCIIo-
CTaBH allCOJIyTHY BIIaJaBUHY, omadupa aMOHWIIMO3HE W OKPYTHE Jby/IE KOj€é MMEHYje 3a HAYCIIHUKE I10
MOKpajuHamMa y KojuMa he OHM CTIPOBOIUTH CTPAXOBJaay Yy BUIY MPEKHX Mpecyna Ha CMPT HITH TPOTOH-
CTBO, HaKOH 4era he mpucBajatn 100pa crpananux Hecpehnuka. Jeman o HajoKpyTHHjUX Mel)y muMa
jecTe HaMEeCHUK TOCIIaT y MoKpajuny KeHr, riae My je 1 3aBuuaj, a OJaKie je CBOjeBPEMEHO 300T CBOjUX
3nmonena 6wo mporHad. Cana ce BpaTHo cpIia MyHOT jeIa MPOTHB MEIITaHa | 3a0TPHYT CBOM MohwM Koja
My oMoTyhyje na nckaiau 6ec Ha OHE KOjU Cy ra OMIIM Ka3HHIIH, [Tpe CBETa IIpemMa CTapoM CYIHjU KOjU My

5> Acesa u TypHe ce no3usajy Ha jenso [PUMOBO MHCMO y KojeM oBaj yuenn Hemar naBomu a Beh Banaect rommHa 36a 3a
JnipooB IpaMCKH HayM HAcJIOBJbeH Hauenrnuxk KOjUM OH JKEJHU Jia MPUKAaXKe CBY OE304HOCT U OCCMUCICHOCT PENUTHjCKHUX
nporamama. (Diderot 1875: 4)
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je u O6ro mpecyamno, ¥ KOju ra je CBojeBpeMeHO0 01010 KaJl je 0Baj OWO 3ampocuo meroBy Khep. JleBojunH
BEpEHHK, HHAUe HEKaJallhi HAMECHUKOB TIpHjaTesb, Ouhe oTepaH, cTapy CyAHja MPUTBOPEH U yOHUjeH,
a neBojuu he 6urn uckomane ode. CrieHe poMaHTHYIapcke eMdase cyaujuae ertndake mocrojanoct (I, 6),
JIEBOJUMHOT arelia Kpo3 cy3e J1a OKpyTHHU HademHuK nokaxke Muitocphe (111, 4), Te neBojunHor moHU3HOT
JpyOspema ctona okpyTHUKY (111, 9), 1, Haj3am, AeBOjUMH AOTa3aK HAa MajIiH rpo0d MOMITO je ocTaia 6e3
OUHjy HAaBOJIH HAC Ja 3akbyunMo (umajyhu y Buay uapoose o6jaBmene rpahancke komane Banopaunu
cun 1 Omay nopoouye) aa je GppaHIlyCKu MPOCBETUTEJh HACTABIhAY TPAIUIIH]E T3B. IIAUJbUBE KOMEIH]e
(« comédie larmoyante ») u3 nmpBe ToJIO0BUHE 18. BEKa, U Ja TUME OH MPEICTaBJha MOCT Ka MEJIOIpaMH Y
19. Bexy y K0jOj je TIausbuBa KOME/IHja U3 MUHYJIOT BeKa U HalllJla CBOj€ TIO30PHUIITHO UCXOIUIIITE.

HcroBpemeHo kaga ra je MUCAOHO 3a0KyTUhao TutaH 3a Cyoujy uz Kenma, Juapoa je moxomuia
W jeJlHa Jpyra JpamcKa 3aMHcao, jeJIHOYMHKA Yy TeT ciieHa HacioBbeHa Coxpamosa cupm (La Mort
de Socrate). Jlpama 0 TIOTUTUYKOM TIPOIIECY NIPOTHB aTHHCKOT (rtocoda, Kojy je CIeHCKH 00paano
Bounrep,® JIuapoy ciy’kKu Kao MHCIHpAIHja 3a CHXKe y KojeM O OH MPETOYHO ajy3hje Ha HETOCpe/-
HYy TIOJIUTHYKY W JPYIITBEHY CTBAPHOCT y Tajammoj PpaHiryckoj, usbajyhu u Ha Cy/icke pOroHe |
TIOJIUIINjCKO TIPUTBApakE YHja je ’KpTBa OO W MPBU CHIMKJIONEANCTA, TE, KaK0o 3aKkJpydyje Bepcunu
(Versini 1997: 112, n. 2), Cokpar 6m mpencraBibao camor /[uapoa y meroBoM komany. Coxpamosa
cmpm je Tpebano ga oyzae ,,punocodeka apama“ (« drame philosophique ») y x0joj je ,,MOpaJIHOCT OC-
mukaHa HeriocpenHo u yerenrHo (Diderot 1994: 198) — kaxo To [luapo o6jammaBa y TEOPHjCKOM CITUCY
O opamckoj noezuju (De la poésie dramatique, 1758). Hajooseu apamcku mpusopu 3a Juapoa jecy onu
KOjH HOCE CHAry clMKapckor maTHa kao xox Ilycena (Poussin). [paMcka paama ce mporaha y jemHom
JlaHy, Y 3aTBOPCKOj hennju y k0joj aTuHCKH Grutocod TPOBOAM CBOj€ MOCEABE care, a kojer mocehyjy
TIpHjaTeJbl U TTOPOMNIIA, 3aTUM Ccyaurje Koje he My mpecynutu. Juapo naje MenoapamMaTudad IpU3op y
KOJeM CTaporpyKku eTudap ¢ GHIoCOPCKUM MHUPOM H3TOBapa AMIAKTHYKE PEIUIMKE U MpYKa MOPaIIHY
yTeXy YIUTaKaHUM YUEHHUIINMA, Y3 ayTOPCKY OMacky jaa je mpu3op Cokpara Koju yMUpe OKpykeH (huio-
coduMa-cIIeIOCHUIIMMA UCTOBETAH MIPH30PY Y KOjeM OTall yMUPE Y TTOPOTUIHOM JIOMY OKPYKEH JCTIOM.
Hunpoos Coxpar Ha Kpajy mopydyje: ,,Yckopo me ume Hehe outn. Ilo Bama he cyautu o menu. He
npurosapajte ATemhaHiMa 3a MOjy CMPT JIpyradrje ceM cBeromrhy Balmx nocrymnaka.

Toguae 1759, xan je Enyuxnoneouja 6mna Ha ymapy BiacTh, a [[’AmaMOep je HaIyCTHO ¢ Me-
cTa KOJMPEKTOopa, MTo je mpodecHoHamHo Onila Temrka U 3aXTeBHa roauHa 3a Jluapoa, Ham ¢umocod
ycIieBa Jia CKUIMpa Yak net no3opuiiaux uzeja. [lopen osne Beh pazmarpanux Hauernuka y Kenmy n
Cokpamose cmpmu, Ty ¢y jort Kyoa uoe ceem, Iocnoha oe Jlunan n Hecpehinuya. CBUX TIeT KoMaaa
Hunpo nomume y netwoj npenuciy ¢ ['pumom, y mruemy ox 20. umu 21. jyma (Diderot 1997: 118). Anm,
TPH TOCJIE/IHa HACIOBAa aMOUIIMO3HHU JIpaMaTniap He KOMEHTapHIIIe MOCceOHO HUTIIEC Y CBOjOj MPETUCIIH.
Cauysane ckuie Hecpehnuye Ha nBe crpane, [ ocnohe de Jlunan Ha Tpu ctpane u Kyoa ude céem Ha
jemaHaecT cTpaHa, CB€ M3pakKeHO y IITaMITaHUM cTpaHama u3 equije Aceza—Typre (1875), omoryhyjy
HaM Jia TPEIOYMMO O KakBUM je Komamuma ped. Tocnoha de Jlunan unu wecmuma scena (Madame de
Linan ou I’honnéte femme) Ha3Bana je ,,KOMEIHjoM" y KOjOj Ce CyIpyra CyouaBa ¢ THME J1a Cy j€ IheHa
JaKHA TIPHUjaTeJbUIla W MYXKEBJbEB JIAKHU TMPHjaTesh OKJICBETATN KaKO je y HEIO03BOJHEHO] JhyOaBH C

¢ Bepcuuu naBoau a je [pum, y miemy o 13. jyna 1759, moacrumao Juapoa ga ce Takmudi ¢ Bontepom Ha Temy CokpartoBor
cTpajama, Ha KOjy je oBaj JuapooB caBpeMEHHK U MMPOCBETUTEb MOHYANO CBOj MO30pHIIHM KoMan 1759. ronune. (Versini
1997: 118, n. 3). Mehytum, Basba npumetuTH Aa je Anapo ckummpao csor nozopuinHor Cokpara y ciucy O /[pamckoj noezuju
o0jaBireroM 1758, miTo je jeqHy roauHy mpe Hero je BonTep mTammao cBoj koman. Y TOM CMHCIIY, a OBoJoM Bonrteposor
koMaza, ['puM je Morao camo J1a moactakHe JIuapoa Jia ce cTBapaladykyl BpaTH Ha CBOjY PaHUjy JPAMCKY 3aMHCao.

« Dans un moment, je ne serais plus... C’est par vous qu’ils me jugeront... Ne reprochez ma mort aux Athéniens que par la
sainteté de votre vie. » (Diderot 1994: 275). IIpeBoau cBuX 1ITaTa Ha CPIICKH jE3UK MOTHYY O ayTOpa OBOT paja.

V 20. Bexy, JunpooBe ckuiie 3a Mo30pHIIHA Jea Koja HUKa Huje mucao Hahu he ce my 4. romy (1970) equnje L{enoxynnux
oena (Euvres compleétes, 1969—1973) unju je npupehusau Poxxe Jleynnrep (Lewinter). XKan ['onasusk (Goldzink), koju je y
JjeIHOj KibU3H mpupeano Tpu Auapoosa goBpiieHa u o0jaBibeHa komana (Banopaunu cun, Omay nopoouye, Je mu dodap? Je
U 3a07), y JOAAaTKy HacIOBJEEHOM ,,J{unpo n monepHa Tpareamja“ (« Diderot et la tragédie moderne »), yBpcTHO je U CKHILIe
Tpu duapoosa ,,rparnyka mokymaja‘“ (« essais tragiques »), kaxko ux Hasusa (Goldzink 2005: 299), a To cy — Hauennux (Le
Sherif), Hecpehnuya (L Infortunée) u /{ea npujamena (Les Deux Amis).
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MPUCHHUM TIpHjaTesbeM. JJupo je HamMepaBao Ja y ApaMCcKoM paspeliey JIaKHe TpHjaTesbe, HAKOH ITO
Oy/y pa3oTKpHBEHH, yaJbU O CYNPYKHUKA, U J]a MY’K, pa3yBEpeH y JIaKHY ONTYykO0y, 3aroapa Jia leros
MIpaBH MIPHjaTesh U FEToBa CyIpyTa yCIoCcTaBe MOHOBO MPHUCHE OIHOCE, a IITO he 0BO /1Boje onouTH 6e3
o0jalmema — Kako ce HaBOJM Ha Kpajy Kparke ckuie. Hecpelinuya unu nocreduye senuxe cmpacmu
(L’infortunée ou les suites d’une grande passion) 3a HCUMEHOBaHY JYHAKUIbY NUMa ITOKPTBOBAHY JKEHY
KOja je CBe CTaBMJIa Ha KOITKY 3apaj] MyIIKapIia KOj! je IPEeCcTao Ja je BOJIH, ITO HUje YMABIIO BEeHY
crpacrt, Beh ce mokazaio na ce HecpehHuIla loMe oKoBaIa 10 T Mepe J1a je ToIyaesia, ¥ Ha Kpajy cTpaja
TaKo MITO jy je HeH JbyOaBHUK HEXaTHO OTPOBAO, HE 3HajyhH MITa YMHM, WM MOXKIA TIOCBE CBECHO — 3a-
BHUCH OJ TOTa Kako ce J{uipoy rmpoxre J1a pa3perin qpaMcKH 3aIieT, Tako he W yIuHUTH, KaKo OH HaBOJTU
y mtypoj ckun (Diderot 1875¢: 338). Komennja Kyoa ude ceem, uiu wecmumo nonawiarbe Kakeéo u
jecme (Le train du monde ou les meeurs honnétes comme elles le sont), cynehu npema cadyBaHOj CKUIIH,
HajaBJbyje OOMApIIICOBCKY TeaTapcky ciokeHocT (Beaumarchais) koja ce omiena y MHOIITBY JIMKOBA U
HBUXOBHX YKPIITEHUX OIHOCA U MHTEpeca, KPO3 Mrpe 3aBepa, npepyliaBama 1 0OMarmbruBama.’

CauyBaHe Cy jOIIl TPH CKHIIE 3a 3aMHUIIIbEHA TI030pHIIHA Aema. Kaoicrwenu pazepamnu myxc (Mari
libertin puni), y ocaMHaeCT HallMCaHUX CIICHA Ha JIBAJCCET CTpaHa, ciuka crapor Oankapa Kpucroda
(Christophe) oxxemeHOT MITaI0T KEHOM, aju 3anyheHor caymkumboM Hanet (Nanette) unju je BepeHUK
JKan (Jean) Taxohe ciyra y 6ankapeBoj kyhu, u, Oymyhu nmoxiieran, HaroBapa Haner na mpuxBaru ra3mu-
Ha yaBapamka Kako 0u ce TuMe 000je MaTepHjatHo oKopucTmiIn. VctoBpemeno, XKan oTkpuBa rocriohu
Kpuctod na joj myx canehe ciyxaBKy, ¥ Tako UTpa JABOCTPYKY YIIOTY, jep he razmapuia mompkaTu
BEHYame CBOjUX JIBOj€ CIIYTy U (PMHAHCH)CKU UX JoAaTHO ockpOuTH. 1 oBe Hasmpemo npereay bomap-
meoBor obememaka durapa.

Jlea npujamema (Deux amis) je KOMan YHMjH je CH)KE W3 aHTHYKE MPHUIIOBECTH O CHAXHOM
npHujaresbCTBY m3Melyy muraropejana Jlamona (Aduwv) u [utuje (ITvbiag) y rpukoj komorwju Cuparys3u
3a JlnonmsujeBe (A10v0G10G) BIagaBUHE Ha Tpeniazy u3 5. Beka y 4. Bek crape epe. Ilpwua roBopu o
TaKoO OJAaHOM TIPHjaTeJbCTBY Ja je JJaMOH 0CTao Kao 3aTOUeHHK-jeMall IOK Ce IEeroB MpHjaTelb ocyheH
Ha CMPT, KOjH je MyIITeH Ja OJie y 3aBHYaj Ja IMOCBpIIaBa MOCIOBe, HE BPaTH 110 3arpTaHor poka. Kako
j€ OBaj 3aKaCHHO W CTHTa0 y TPEHYTKY Kax je JlaMoH MecTo mera Tpedaio ma Oyme moryosseH, JOII0
j€ 1o Tora Ja CBAaKW Off BHX JBOJHIIC, HECEOMIHO U AApEekKJHbUBO, 3a cebe TpHCBaja MyKHOCT Aa Oyme
noryoseeH: [Iutrja — 3aT0 mTO je CMPTHA Ka3Ha BeMy U3pedeHa, J[aMoH — 3aTo MITO je >KHBOTOM TapaH-
TOBAO 32 MpHjaTelba, a KAKO je 0Baj 3aKACHHUO JIa Ce BPATH Y 3aKa3aH! caT, TAME OHJIa CMPTHA Ka3Ha Tpe-
0a ma ce m3Bpmu Hax jemieM. Cutyanujy he paspemmTu THpaHWH-CYIHja KOjU TaHyT IPU30POM Hece-
OMYHOT MpHUjaTesbCTBa YKUa npecyny.'’ CadyBaHu IUIaH HA TPU CTPaHe OOUITYje BHIIIE IPaMATyPIIKUM

®  Cmke KOMEIHje je KOMIUTHKOBAHO 3aMpIIEH y OCHOBHO] Maejn. Miaauih U3 IPECTOHHMIIE, KOjH CE Ha CBOM MPOIYTOBAMbY Y

YHYTPAIIHOCTH 3aJby0HO, 10BEO je cBojy Apary y llapus, anu jy je mpepymmo y miaanha u CMECTHO KOA JbyOaBHHUIIE CBOT
npujaresba unjer je Opara Tpedano 1a OHa U3UTPABA, jep je jeAMHO TaKO MOTao Ja M30erHe HEBOJbE Ca CBOjUM CTPOTUM OLIEM U
Jla 3aMETHE Tpar IeBOjYNHO]j MOPOIUIIM Koja Ou ce 1ana y moTpary 3a ioM. Y Kyhu-nmpuOeKuIITy )KuBena je 1 borata yaoBuIa
ca CHHOM U JbyOaBHUKOM, a OJprKaBaja je Be3e C JIBEMa KeHaMa y CycelHOj Kyhu koje cy numaine u MykeBe U JbyOaBHHKE,
a HEBOJbA KOj€ je OBE 3a[eCHia jeCTe Y TOME IUTO CYy MM J03JIOTPAMIN JbyOaBHHIIM, T€ YaK U TO LITO Cy UX pasMEHUIIE HUje
OJIaTHAJIO HHXOBY JI0CAJLY, IOK Cy IMXOBH MY)XCBU HAJIQ3MIIH Jla JOTUYHHU JbyOAaBHULM LITETE HUXOBUM CYIpyrama, Te cy
CMaTpaliu 3a CXOAHO Aa oBU Oyay 3aMemeHH Tako ImTo he Harnatm miaguha koju mocehyjy AeBOjKy y yAOBHYMHOj Kyhu,
Kao U HETOBOT IpHjaTesba Koju Takolhe moxoan kyhy, na ce 3amaTepecyjy 3a muxose cympyre. [lo luapooBom ckumpanoM
HayMy, Tpebasio Ou My>KeBUMa JOACIUTH CKPUBEHH EMOTHBHHU MOTHB — j€/IaH MY>K JKeJIH 3a ce0e 1eBOjKY Y YIOBHUMHO] Kyhw,
JIOK ce APYTH MYX, kojer napo Ha3usa ,,ioMano HeKoH(GOPMUCTOM ™ (« un peu non-conformiste »), 3arienao y AeBOjYHHOT
,»opara“, Kojer mberoB IpaMcku TBopal Ha3ua Mamu Bures (le Petit Chevalier), a koju je, 3ampaBo, JeBojka IpHIOLLIA U3
YHYTPAIIKBOCTH MpepyleHa y miaanha. Hagabe, MyXeBu ce cyodaBajy ¢ TUME Ja Beh MMajy cymapHHKE — OPBU MYXK Y
YAOBHYMHOM CHHY M Y CTapOM JbyOaBHHKY CBOj€ CyHpyre KOjH ce 3aHHMajy 3a ,,cecTpy™ T3B. Manor Buresa, 1ok apyrom
MYKY, T3B. HEKOH(OPMHUCTH, CyNIapHULIEC IIPEACTABIbAjy YAOBHLA, 3aTHM CaMa IEeroBa CyIpyra, Kao 1 Cynpyra IpBor MysxKa
y KOMajy. 3aMHcao je 1a CBH JIMKOBU IIOCTaHy MapHOHETE Y OIIaKoj UIPH Kojy Boxu Manu Bures, Tj. npepyiieHa 1eBojka, a
y JOCIIYXY ca CBOjUM JbYOaBHHKOM, T€ Ca CBOjOM ,,CECTPOM"* M IbeHUM JbyOaBHHUKOM. 113 cauyBaHe CKuIle HHjE jJaCHO KaKko Ou
Junapo Boauo oBy ,,ocTpamrheHy kakopoHHjy* (« un charivari enragé »), Kako OH Ha31Ba CBOj€ CIICHCKO 3aMeIIaTeIbCTBO.

10 OBa XpoHuKa O M3y3ETHOM MPHjATE/HCTBY HATA3M CE Y CEAMOM TOIABIBY UCTBPTE KEbHTE Jleia u pewu Koja ce namme
(Factorum ac dictorum memorabilium) puMCKOT UCTOpHYapa M3 IPBOI Beka HOBE epe, Bamepuja Makcuma (Valerius
Maximus). Cmxe he npeyseru ®enenon (Fénelon) y 21. normasisy Paszosopa mpmeux (Dialogues des morts, 1712), xpo3



JINJIPOOBA HEHATIMICAHA JIEJIA

HEJ0yMHITaMa HEeTO IIITO jJaCHO CKHUITMpPA MM03ajMIbeHH crxe. Tako uapo Benu aa je JlnoHnsuje mounHuo
HETNIOYMHCTBO, a JOII YBEK HE 3Ha KaKBO Jia My IIpUIIUIIE, a koje he moOynuTtn memrane Cuparyse. 3a-
tuM, [Iutnje he 6utn yBydeH y 3aBepy, anw, ,,He 3HaM Jia i1 he 3aBepa OWTH CTBapHA WM JlakHa; Ouhe
Kako Mu Oyzie onrosapano” — 3amucyje dumpo (1875: 258). Kako ma o0jacHM OTKy[ TO 1A je TAPAHUH JT0-
mycTro ocyheHnKy Ha CMPT J1a OfI€ y 3aBHYaj ¥ ITOCBPIIH MTOCIOBE TPe HETO IMTO Oye Mory0sheH — jOII
jenaH je KOHKpEeTaH JpaMCcKH MpoliieM y HU3y OHUX € KOjuMa ce cyodasa Juipo y OBOM 3aMHIILIBEHOM
Komay. !

Jom jeman anTmuku cwxke, Tpehu Ha nmcTr JuapooBux apamckux Hayma, niopen Coxpamoge
cmpmu 1 [{ea npujamesna, jecte Tepenyuja (Terentia). I nok ra y ciaydajy Tpareamje 0 aHTHYKOM (u-
nmocody I'pum moacTHirao ga ce apaMcku ogmepu ¢ Bonrepom koju je Ha Ty Temy Beh Omo Hammcao
koman, mpema Bepcunujy (1997: 1287, n. 1), luapo je moacTuiaj 3a 1pamMcKy oOpamay puMCKe XpOHHU-
ke o Tepenmuju no6mo ox Tponumena (Frangois Tronchin) xoju ce jeAHOM MPHIMKOM TOCABETOBAO C
EnnmxonenucTom y Besu ¢ Tpareaujom kojy muiie o Karunmaunoj (Catilina) 3aBepn mpoTHB puMCKOT
koH3yma [luriepona y k0joj je yaecTBOBaIa 1 KOH3YJIOBa OuBIa cymnpyra TepeHmuja. Y mucMy of IereM-
6pa 1776. romune, Jumpo (1997: 1287) y3Bpaha TpoHImIeHy kKako je mojackaH IITO My CE JI0Ta0 HETOB
HAIPT 32 KOMaJ| KOjH j€ CAYMHNO Ha OCHOBY TpOHIIIEHOBOT TUTaHa, a Tojla TONWHE KacHuje, 9. jyna 1777,
cBor kopecnionenTa I'puma obasemrasa (1997: 1292) ma yBenuko muIie jeaHy Tpareamn;jy.

Bynyhn na mma crencku paspal)eHHx MeT YMHOBA Ha YKYIHO TI€ZIeCeT CTpaHa, lepenyuja
TIpeMariryje orcer OHOT IITO OW Ce Ha3BaJIo CaMo CKUIIOM, Tj. ,,IUTAHOM 3a TpareAujy, Kako je HacIOBJhECHA
y nznamy Aceza—TypHe. Y TIeT 4nHOBa, C HEJOBPIIICHUM MPBUM U IPYTUM YHHOM, aJIi C BehMHOM Harm-
CaHUX CIIeHa (YEeTHPH CIIeHE y TTPBOM U IIECT Y APYTOM YHHY, KOMIUIETaH Tpehu 4iH, ocaM CIieHa y 4eT-
BPTOM YHHY U CEJaM CIIeHa Y TIETOM YHHY), C HEJOBPIIEHOM TIPBOM CIIEHOM Y YETBPTOM YMHY U TIPBOM
Y YETBPTOM CIICHOM Y IIETOM YHHY, POU3JIA3H J]a HaM je OCTaJIO TPU YETBPTHHE HarucaHe Tepenyuje.
Crora, m3nenahyje mro duapo HUje MOBpmINO Tpareawjy kojy je Beh cacraBmo Behum meinom m mao
JOj jaky mpaMcKy CTpykTypy. JemHako m3HeHaljyje To mTo cy mpupehuBaun y 20. BeKy H30CTaBIbaIU
Tepenyujy 3 cBOjuX m3nama JuapooBux cabpaHuX aenia, HE 3aTO IITO je OHA, HaKO HEJOBpPIICHA, Y
MPaBOM CMHUCITY JPaMCKH 3a0KpYy)KeHa Jia ce MOXKE YUTaTH 0e3 MKAKBHX MPa3HHWHA, HEro 3aTo IITO je
0Baj KOMaJI JIPaMCKH YCIICIIHO Ca3JiaH 10 HaveJIuMa MOCTHYKEe Tpajuluje (GpaHIlycKor KIacHIM3Ma.
Bennuame pumcke rpalhjaHcke BpiHHE, IPKaBHUYKE OJITOBOPHOCTH M OTAIOMHCKE OJAHOCTH, OBaj KO-
MaJ] 9uHe OMFCKUM KOPHEjEBCKOj XepOjCKOj TparnkoMmenuju. Kako cy aujanos3u mpo3HH, HEA0CTaje CaMo
pUMOBaHHU aleKkcaHapuHaIl u 1a Tepenyuja Oyne npasa kiacuvHa (GpaHirycka Tpareamja. '

nujanonika cydesbaBama JJnonmsuja ¢ [Tutujem n morom ¢ Jamonom. M Hlunep (Schiller) he Outn nacnupucan na Hanumie
noemy Jemcmeo (Die Biirgschaft, 1799).

OpaHo U HEYCIIOBJBEHO MPHjaTeIbeTBO Junpoosa je oncecuja. AKo HHje HAIUCA0, KaKo je 0o HayMHO, Tpareaujy ¢ aHTHIKAM
CHD)KEOM HasBaHy /[éa npujamesa, OH je Hanmcao npuuy /ea npujamena uz bypoone (Deux amis de Bourbonne, 1770), o
HeceOnuHOj y3ajaMHOj nokpTrBoBaHocTH Denukca (Félix) nm Onmusujea (Olivier) koju cy, WAk, U CPOAHULHM, YaK poheHn
HCTOT AaHa of ABe cectpe. OnuBHje je cnacao denukca Kaj ce 0Baj yMano HUje yaaBuo, a Meuke ce uCpedyno aa CBOjUM
TenoMm 3amtutu OnuBHjea ox cabibe, O Uera je, yciel MOCEKOTHHE, 3210010 TpajHH O)KuJbak Ha nuiy. M kax je yBuaeo na
cy 3aJpy0sbeHH y HCTY AeBOjKY, Penuke ce moBykao u cpehy mpenmyctro Onuujey. Kan je kacauje denmke pomao Bemania,
OnuByje ra je cracuo Ipy 4emy je caMm cMpTHO pameH. MelhytuMm, lnapoosa npuya je Bapujanuja Ha Cen-Jlambeposy (Jean-
Francois de Saint-Lambert) HOBeny /{ea npujamena, upoxewika npuua (Les deux amis, conte iroquois, 1770) anju cy jyHaun
kanazckn Mpoxesn Tomxo (Tolho) n My3a (Mouza), 3amy6ibenn y ucty sxeny, Epume (Erimé), mro Huje npoyspokosaio aa
e jes1aH O BbHX JIBOJHLIE JAPEKIBUBO MIOBYYE Yy KOPHUCT TIpUjaTesba, Kao y JJMaApoOBOj PUUH, HETO Cy NPOTArOHUCTH KMBEIH
cpehHo y HecryTaHO] BE3U — ménage a trois.

12V JluapooBoj crerckoj Bep3ujn, Teperiyja cracasa GUBIIET CYIPyra TAKO IITO CE MPHKIIAA 3aBEPCHIUKOM KPYTy KOji
je obpazoBao Karununa u ocyjehyje 3aBepy onajyhu tajue Llunepony npexo nsacianuie koja no TepeHunjuHoM Halory He
cMme 1a ofa cBoj u3Bop. CkpuBajyhu Tako cBOj MaTPUOTCKH YWH, HajypeHa CyIpyra AOMyIITa Aa 3BaHUYHO Oyae cMaTpaHa
W3aJHUIIOM, YHME C€ CBECHO XPTBYyje. MehyTHM, IeHH MOTHBH Cy jeHAKO OCBETHHYKH, jep CC OHA CaMOIpOIvalliaBa
KPUBOM IIpEJl CEHATOPUMa U KEJIM Ja KOH3YJ IOTBPJH HUXOBY CMPTHY IpECyily, HAKOH Koje he OH M ca3HaTH U3 HEHOT
OCTaBJHEHOT MHCMa JIa T'a je OHA CIIacHjIa Of 3aBEPEHHKa, YNMe, Kako je u nopyumia Llunepony (1875: 334) — mene myke cy
OKOHYAaHE, a ICrOBE TCK MOYHUIbY.

13 Vnpaso je nemaukn ¢umocod m3 19. Bexa Kapn Posenkpann (Rosenkranz), y crymuju Juopoos scusom u deno (Diderot’s
Leben und Werke, 1866), mpuropopno ayTopy IITO CE€ IMOKOPHO MY3H cTape (paHIyCKe Tpareamje KOojy je TaKo CBOjCKH
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[IpeocTaje ma ce momene u Ilnan 3a komuuwny onepy (Plan d’un opéra-comique), xoju je octao
Ha HUBOY CKHIIE, a 3a kKoju PebexkoB (Jean-Christophe Rebejkow) HaBonu na je macnupucan PycooBom
(Rousseau) kpatkom orepetoM Ceocku épau (Devin de village, 1752) ,,anju ce Mopaan3aTOPCKH Kapak-
Tep momao Oymyhem TBOpiy rpahancke mpame (Rebejkow 1995: 150), Tako na JuapooB 3aMHUNIJbEHA
MY3WYKH KOMaJI IIpeIcTaBiba Bapujannjy Ha To PycooBo aemo. Jlok ce y PycooBoM omepeTckom HHTEp-
mety Komet (Colette) pactiuTyje Kom ceockor Bpada mra he outu ¢ menom Jpydasu ¢ Komernom (Colin)
qHje je cpIie MpuIoomIa qaMa U3 Kpaja Koja ra odacuira mokJioHuMa, a Bpad joj ooehasa ma he joj Bpa-
TUTH JParor, Tako mTo he j10jaBUTH HEBepHOM macTupy Aa je Komer oTunura ¢ HEKMM TOCTIOAMHOM W3
rpana, y Jumpoosoj Bapujanmju Komer, 3a5py0ibena y KoieHa, Tpaku cBoj Mupas o TyTopa Pumrapa
(Richard), mrTo oBaj onbwuja, 3aJby0JbCH y By, ¥ TTOXJICTIAH Ha FbeH MMETaK KOj! JKeJTH Ja 3aIpku. Pedex-
KoB ce mo3uBa Ha JKaka IIpycra (Proust, « A propos du Plan d’un opéra-comique de Diderot », Revue
d’histoire du théatre, V11, 1955, 173—188) koju ykasyje Ha CTHUHOCTH W3Melyy Iliana 3a komuumny onepy
u Kaoicroenoe pazepamnoe myzica dvje ce CIieHCKe MUCTH(HKAIHje TTomyaapajy u J0CIOBHO, Y€CTO O
peun no peun. Pebexkos (Rebejkow 1995: 150) ce maspe HamoBesyje 3amakameM 1a y 00a cBoja He-
HalMcaHa KibIKeBHA TekcTa Juapo pasMarpa crapadky mkptocT (Oankapa Kpuctoda y Kaocrwenom
passpamuom mydxcy M Tytopa Pumapa y Ilnany 3a komuuny onepy), Te HBUXOBY 00JIeCHY HaKJIIOHOCT Ka
miahum geBojkama (Kpucrodosa mpema cayxaBku Haxet, a Pumaposa npema mruhenurn Koner), y
gemy PeOeXKoB BUIM KiTacHYaH MOJIH]EPOBCKH CIDKE.

Ha kpajy pasmarpama JIuapooBux MO30PHUIITHIX 3aMICITH, MOKEMO JTa KOHCTaTyjeMo na ce Jumpoo-
Ba CHTY3HjacTUIKa MUCAOHA TIPEHANPETHYTOCT, y YHjeM CPEIUIITY Cy BPJIO aMOHUITHO3HE TeaTapcKe uieje,
CBeNla TeK Ha MICA0HO W €MOTHBHO YHYTpAIllFhe BU3yalIn30BaHE JIpaMCKe MpU30pe Koje OH Hukaa Hehe
nperounTn Ha marmmp. C u3y3eTkoM Tepenyuje, koja je, oyayhu Behum memom Hamrcana, u3 HeoOjalTmbHBIX
paszjora ocrajga HEJIOBpIIeHa, 00Jbe pehu HemoTmyHa, jep KoMaa UMa IeIHHY, THME U HalMCaH! Kpaj.
OHo mITo je ocTayio o JJuapooBor Mo30pHINTa YHHE IBE TIpoMalieHe rpahancke apame (Banopaunu cun
u Omay nopoouye), jeqHa 3abaBHA U YUTIEUBA KoMeawja (Je iu dobap, je au 3a0?), M jenHa UMUTAaTHBHA
Bapujarja (Koyxap)," 360r gera Jlumpoa MOKEMO cMaTpard HeCyl)eHUM apaMaTHuapeM.

3. TEOPUJCKO-KPUTUYKHU N HAPATUBHO-ITIOJTIEMNYKHN HACJIOBH

V 3anmyaHe cTBapaiauke IUiaHoBe Koje je JIuapo umao, mopei AeBET MO30PUIIHMX HACIIOBA, OBIC
MPETXOHO pa3MaTpaHuXx, yopajajy ce u jeJiHa CTy[uja O €CTeTHIIN U jelHa CTyauja o eTHiu. Yogex 00
sanama (L ’homme de métier) je CMUIIUBEHU HACJIOB 32 JISJIO Koje je Tpebalio, Kako 3akjbyuyje Jlopan
Bepcunu (1996: 1009), na npencrasiba cuaresy unpooBux ecteTHmdkux uaeja. Mcro tako, De vita
bona et beata (O 0obpom u brazociosenom dHcueomy) jecte n3adpaHu HACIOB 3a CTYJH]Y U3 €TUKE, Taj
,,Y3BHUIIICHHU 33JlaTaKk KOjeM, UI1aK, Hhje OHO JI0pacTao, Kako je, HarmoCjlIeTKy, pu3Hao Juapo, mro Ha-
Boau Aptyp Buiicon (1985: 556).1°

Hamazao, mozacehajy Acesa u Typne, u momajy na je Huapo CaumHMO CHAaXHE ApPaMCKe MPH30pE Yy MOAPa3yMEBaHOM
TIpeTepuBamy KOjUM Cy (ppaHIyCKM Tparndapu uaeann3oBamu puMcko jynamTso. (Diderot 1875¢: 286)

4 Koyxap (Le Joueur) je lnmpoosa anarrrarmja ncronmene (The Gamester, 1753) Mopose (Edward Moore) rpaharcke mpame,
¥ Hanaszumo je y Jooamxy Juopoosum denuma (Supplément aux (Euvres de Diderot, 1819), xoju je npupenno uznasad benen
(Belin). Y yBony npupehusau Benu n1a je y nutamy ,,Jluapoos npeBox Moposor komana nog umenoM Koyxap* (Belin 1819:
1I), a koju je y beneHoBoM m3namy HacnoBbeH — Koykap, opama ononawana c eneneckoe jesuxka (Joueur, drame imité de
l"anglais).

13 [actop mporecrantcke mpkee Majcrep, otan Joxana Xajupixa Majcrepa (Meister) koju je Hacaeano Ipuma Ha MecTy
mupekropa Kmuowcesne npenucke, y mucMmy u3 1771. ronuae mro ra je nocnao bonmepy (Johann Jakob Bodmer), naBoau na
»JlIAPO join HUje moveo na nuuie pacnpay De vita bona et beata, anu je Hanucao jeqHy JbYIKY NIPUNIOBECT, Pamanucma
JKax, [xoja] ykpatko nznaxe uapoosa MopanHa yBepema™“. (« Diderot n’a pas encore commencé son traité De vita bona et
beata, mais il a écrit un conte charmant, Jacques le fataliste, [qui] exprime en raccourci les convictions morales de Diderot
» — Wilson 1985: 556). Buncon ce nmo3usa u Ha ®abposy oneny (Jean Fabre, « Allégorie et symbolisme dans Jacques le
fataliste », Europaische Aufklarung : Herbert Dieckmann zum 60, Geburtstag, p. 74) na je ymecto Tpakrara o mopairy duapo
Hanucao Pamanucmy JKaka Koju n capKu IpocBeTHTEbeBe eThuke Hazope. (Wilson 1985: 760, n. 30)
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ETnuka pacripaBa, Wil >KHBOTHO cariie/iaBame, Oulie mpejMeT jeJTHOT 3aMHUIIIJLEHOT a HeHaIrca-
HOT, WJIH 0apeM 3a Hac HecadyBaHOoT, Jielia HacJIOBILeHOT [1apucoé cyo, ¢ mogHacinoBoM Xepa u I anumeo,
Aypopa u Keghan (Le jugement de Pdris — Junon et Ganymede, Aurore et Céphale, 1772). Xep6ept Jluk-
MaH je mpoHarrao J[uapooB pyKOMCHY 3alliC Ha jeIHOj CTpaHH, 3a KOju Bepyje aa je hparment Beher
TEKCTa KOjH je 3a HaC 0CTao HEIMO3HAT, U J1a je y TUTamky TeMa Koja je Jlumpoa mocebHo 3aHmMana, a Kojoj
ce OH uecTo Bpahao y ecTeTHYKIM pazMarpamuMa i3 00JIacTH JIMKOBHE KPUTHKE HACIOBIbeHUM CanoHu
(Salons), kao n y muunoj npermcun. Y 6. Tomy [enokynnux dena enunije Acesa—TypHe HAMIa3UMO Ha
Kkpatky Oenemky o [TapucoBom cymy (Diderot 1876b: 434). V JIunpooBoM MHUCAOHOM €KCIIEPUMEHTY,
a MOBOJIOM TTO3HATOT MUTCKOT CHXKea MpeMa KojeM je mactupy [lapucy 3amao He3axBallHH 3ajaTak Ja
TIpecyIn y cropy Tpu Oorume — Adpoaute, Xepe u ATeHe, Koja Ol bHUX j€ HajJIeIIna, MOXEMO 3a-
MUCJTUTH KaKO j€ UCTU MACTHP, ali y PA3THUUTUAM TIEPUOIMMA CBOT KUBOTA, YIETHO jaOyKy CBAKOj O
Ooruma HAaM3MEHUYHO: Kao JIBaJIeCETIeTOMUIIHN MIaanh y TyHOj cHa3u n3abpao Ou OOTHIbY YyITHOT
3210BOJECTBA A(DPOIUTY, Y YETpIIECET TETOj TOAUHU O0u n3abpao Xepy Kao OOTHBY cllaBOJby0Jba, TOK
0u y mIe3meceTo], YBepeH y TalITHHY CBETa, YMOPAH O YKUBOTHHUX HAIOpPa U KeJhaH CIIOKOja, jabyKy
JIOZIeTNo OOTHIM MyapocTH Atenw. ,llapucoBa mpuua je Bama mprda, MOja, TOTOBO CBAaKOT YOBEKa‘*
— nopyuyje Juapo unraoiry, y3 omacky Jia Cy )HBOTHE-E KPO3 I1€0 CBOj )KHUBOT OHO IITO Cy ¥ Ha CBOM
pohemy, a 1a je 4OBeK jeIWHO KUBO CTBOPEHH-E KOje CE MEHha MpeMa KMBOTHO] moou. JImKMaH je oBaj
Junpoos 3anuc Ha3Bao ,,MOpATHUM TyMadermeM MHUTCKOT cmkea™ (Dieckmann 1951: 19).

Junpoosa KibMkeBHO-(QMIOCO(CKA OCTABIITHHA, KOJY CaunbaBajy CBa HEroBa HaIMCcaHa Jeja,
KaKo 00jaBJbEHA, TAKO U HE00jaBJheHA, 3aTUM CKHIIC 3a IITAHUPAHA JIeNa, Kao U IMHCMa, 32 CTBAPAOICBOT
’KHBOTA je MPENMCHUBAYKH YMHOKEHA M pa3BpcTaHa y TpH (OH/1a HAClIOBJbEHA IPeMa BIACHUYKOM TPaBy
Koje je TecramenTapHo oapeheno. [Ipsu je ponx Hexxon (fonds Naigeon), koju Hocu ume 1o JuapooBom
cekperapy U zeina u3 Tor (hoHAa Cy mTaMIlaHa y IeTHaecT ToMoBa 1798, ronuHe, 0K je CAM PYKOTTUCHHU
¢donx m3rydspreH HakoH HexxoHoBe cMpTH — Kako cazHajemo on Mwummena Jlemona (Delon 2004: XII).
Hpyru je ¢poun u3 Cankt IlerepOypra (fonds Saint-Péterbourg), y Bpeme Cojerckor CaBe3a mo3Har
kao Jlemunrpancku GoHI, ¢ ayTOPOBOM JTUIHOM OHOIMOTEKOM, a Koje je pycka mapuiia Karapuna J{pyra
otkynmia 3a luapoosa xxuBota. Tpehu je mopoamanu (poHI KOjH je Hacaeauiia IpoCBeTUTEIheBa Khep,
TE je MpeMa HeHOM BEHYaHOM Ipe3uMeHy M HaclioBJbeH — (poua Bangen (fonds Vandeul). Mehytuwm,
nopoananu ¢ous uapoosux pykonuca octahe BaH moriiesa jaBHOCTH cBe 1o cpenuHe 20. Bexa. Kako
ob6jammasa Xepoept Adukman (Dieckmann 1951: XXXV-XXXVIII), [lunpoosa khep 1 lEHH TOTOMITH
ondujany cy na 06jaBe pyKOIMCEe CIABHOT OIa U Aene dije Gurocodcke U peuTHjCKe Ha30pe HUCY Jie-
JIVITH, ¥ TAKO c€ HeMapHO TIoHeN peMa PoH Ty, Ja je OH MPoIaaao Jolle YCKIIHUIITEH; a KaJl je yMpo
TOCIIeNbY TUPEKTHU HacleaHuK, houa Banmen je npeyseo 6apon Jleonc Jle BaBacep (Le Vavasseur),
npocieano ra rpody dukoy (Ducos), a mpeko 0BOT je pyKOIUCHHU OITyC Jomao no apxuBucrte Iljepa
Totjea (Gautier), kojer He camo 11a je IIpBu cBeTCKH part, Koju je n30¥0, OCYjeTHO Y HaMEepH J1a TTOTIHIIe
dbonx Bangen, Hero je OH U MOTHHYO Ha 00jHOM TIoJBY 1917. rogmae, mocre vera he ce criucu pasacyTu
Ha JIB€ CTpaHe — jenaH feo gocrnesa y lllomoncku apxus (Archives de la Haute-Marne de Chaumont), a
IIpyToM aenry poHIa TyOH ce CBaKu Tpar.

To mro je HemocTajao jeman meo ¢oHma Bamaen mamo je moBoga 3a OpojHa Harahama Koja cy
nocraia Jjerenae — jaa je Jluapo Hammcao HactaBak pomana @amanucma XKax u wezos 2ocnodap
JacluBHE TpUde y MaHupy AWIpooBOr poMaHECKHOT TpBeHIa Muouckpemmuu opazymnu (Les Bijoux
indiscrets, 1747). Mehytum, Xepoept dukman, koju he oTkputn Hemoctajyhu geo ¢onma u 06jaBUTH
Ilonuc ¢ponoa Banden u J{ludpoge neoojasmwene cnuce (Inventaire du fonds Vandeul et inédits de Diderot,
1951), mrro he mpomupuTH ca3Hama quapoIiora o [IpocBeTUTE BY, 1 OTIOBPTHYTH HEKa paHHja YBEpemba,
aJi ¥ pazodaparu eHTy3ujacTuake mamrape. Tako je Jukman (1951: XXX VI) 063HanN0, HAKOH YBUIA
y nponaljene cmmce, 1a He IOCTOjU HacTaBak Pamanucme Kaxa W Aa HUIITA HE yKa3yje Ha TO Ja je
Hunpo Hamepasao ma ra Hamuie. Fcto Tako HUCY mpoHalyeHe HU OTCIIeHe MTPUYE Y TyXy HETOBOT PO-
MaHECKHOT TIpBeHIa Muouckpemuu opacysbu a Koje je JAuapo HaBOIHO HAMKCAO.

Toguaa 1951, kan je Jlukman o6jaBuo cBoje oTkpuhe Gonma Bamaen, o3Haumma je myHH 3aMax
TUAIPOJIONTKAX MCTpaKuBama koja he obenexnutu apyry nonouHy 20. Beka. OcHakeHa 100pO TOKY-
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MEHTOBaHHUM ca3HamHuMa 0O JIuIpooBOM KUBOTY U ACITy, AUAPOJIOTH]A je ombaIiia Kao 3a0yae H3BecHe
CTaBOBE M 3aKJby4YKe UCTpaxkuBada y 19. Bexy u y npBoj monoBuau 20. Beka, a TUME U U3/1aBada KOju Cy
non JlumpooBrM MMeHOM 00jaBJFUBAIIH 1 OHA JIeJia 3a KOja CE 3a[yT0 BEpOBAJIO J1a UM j¢ TIPBU CHITHKIIO-
TIeJIUCTa ayTop, a IITO je Hayka y apyroj monoBuHA 20. BeKa J0Bea y MUTame. 1o je cioydaj ¢ YeTHupu
KpaTKe JWjaJIOIIKe Mprude: KPUTHUKO pa3Mmarpame o bory [lIma o mome mucaume? (Qu’en pensez-vous
?7), ormen o cmexy Cenmap u Jepsun (Cingmars et Derville), pasmMarpame 0 JIMYHOM MaTepHjaTHOM
0OraTCTBY M HETOBO] YIIOTPeOH 3a ommiTe 100po HacmoBIbeHO Moj omay u ja (Mon pére et moi) u pac-
mpaBa o Jby0aBHO]j cTpacTu Mapkusa de Kne u Cenm-Anban (La Marquise de Claye et Saint-Alban).
Tako Buicon (1985: 681-682) Genexu ma ¢y ce OBE YETHPH MPHUUC HANUIC Y NMPBUM EIUITHjaMa ca-
Opanux nena 'y 19. Bexy, y benenosoj (Belin, 1819) u bpujeposoj (Briere, 1821). Cpeaurom 20. Bexa,
nponaleHa je cTokxonMmcka Komuja Kruoicesne npenucke 3a 1761, roquny y nepruony oxn 1. ¢pebpyapa
1o 15. meriemOpa, a y k0joj cy objaB/beHE YETHPH HaBeAeHe mpude,'® i urje ce ayTopCTBO MPHINCYje
HEMMEHOBAHO] laMu, a 3a kojy Bwicon (1985: 361) cmarpa ga je BepoBaruo Jlyj3a JI’Enune (Louise
d’Epinay); jep, kaxo Hac nojceha amepuuxu auapornor (1985: 681), ueTHpy OMeHyTe pUUe MTaMIIa-
HE Cy O]l (beHUM UMEHOM — Y Memoapuma u npenucyu 2he /|’ Enune (Mémoires et Correspondance de
M d’Epinay, 1818), notom y Memoapuma 2he /I’ Enune (Mémoires de M™ d’Epinay, 1863).

UeTnpu ayTOpPCKHU CIIOpHE MpUYe HAIUIe ¢y ce U y 4. ToMy [leroxynuux dera y m3namy Ace-
3a—TypHe, U 3a npupehuBade je ayTOPCKH jeMHO CIIOpaH MPBH CIHC, HAKO CYy OHU YBEPEHH Jia U OH
Mopa moturaru ox duapoa. Tako yBonHy 6enemky 3a npudy [[Ima o mome muciume?, Aceza u TypHe
(Diderot 1875a: 443—444) 3arountby peTOPCKUM MTUTAEM ,,je i To unpooBa mpruva®, 1a Ou MoToM Ha
OCHOBY aHETJIOTCKHUX TOaTaka 3akJbydmin na joj Jduapo mopa 6utu aytop. Hamme, Pyco je jorm 1751.
TOAWHE, IITO j¢ Ha TIOYETKY FHETOBOT KPaTKOT MpHjaTesboBama ¢ Juapoom, ,,AMIpoBu3yjyhu u3 riaBe
ncnpuvao rhu JI’Envxe npudy kojy je 3aKkJbydHO BOAMO Ka TOME J1a FICTaKHE 3Ha4aj 1a ce Oyae moooxaH
Y Bepyje y BeUHy Ka3Hy M Harpaay Ha APYTOM CBETY, U J1a jy je mociie 3amucao Ha HaroBop The /I’ Enune
Koja jy je u cadyBaja Mel)y cBojuM crimcuma. A, kKako cMatpajy Acesa u Typue, Pyco Hukazg HIje ymeo
Jla UMIIPOBHU3Y]je y pa3roBoprMa, a y uemy je lunpo 6ro BUpTyo03, M BEpOBATHO jy j€ HCIIPHYA0 TaKO IITO
ce 1M03Bao Ha OMO3UTHE 3aKJbYYHE apryMeHTe HCTHUYyhH Koje je HeroBo, a koje JInapooBo MUIIIbEE.

Yertupu npude, MPeTXOHO pa3MaTpaHe y Moriely lbbHXOBOT ayTOPCTBa, yinase y TeMy JuapooBux
HEHAIMCAaHUX Jiella He Y KOHTEKCTY CTBapaoueBUX 3aMHUCIH KOje HHKaJ HUCY OCTBapeHe, Beh kao jena
3a Koja IMMoy3/IaHO He 3HaMO Jia I UX je MPOCBETHTEJh HAIMCAO WM OHA TIOTHYY O HEKOT JIpyror. Y
oBy Kareropujy JunpooBux (HE)HANMMCAHUX JIeia YHje je ayTOPCTBO JIOBEACHO y CYMIbY MOIJIa Ou ce
ymucatu u Te3a omara Jle [lpama Hebecku Jepycanum (La Jérusalem céleste, 1751), Hajripe ycmenrao
onbpamena aHa Copbonu, a moToM ocyhena ox ctpane Teomomkor GakyiaTeTa i Mapuckor HagOUCKyTIa.
[pema Hcmopujcrkum u ¢hunocogpckum ceharuma JJuapooBor cekperapa, KOHTPaBEP3HA TEOIOITKA JH-
cepTarmja ,,ipefcTaBibaja je J03UHKY 3a (paHaTtuke koju cy xrenu aa yaumre Junpoa™ (Naigeon 1821:
160), a Koju Cy 3AYIIHO ONTYKUBAJIXA MPBOT CHIIMKJIONCAUCTY 1Ia jy j€ OH HAIKcao, IOK Cy y omaTy 1e
[Ipangy Bumenu camo mo3ajmibeHo ume. Hexon, mak, TBpau (1821: 160-161) na je duapo 6wo camo
CaBETHHK KoaTyopuMa Te3e, onatuma [e Ilpamy (Jean-Martin de Prades) m UBony (Claude Yvon), Te
Jla Cy OHH TIPUXBATHJIN CYyTepHUCaHy TauKy IJIEIUINTA ¢ KOje je Tpebano mpuhu pasMaTpamy, U 11a je TO
JEIMHO IITO je W BPEIHO IMOMEHA Yy T3 KOja je caMo 300T CKaHajia KOj! jy j€ CBOjeBPEMEHO MPaTHO
3acimykuna Ja ce momene.'® Mnak, kako Cumon I'ojap-®abp nasoan (Goyard-Fabre), Iuapo ce moBo-

1 Ox1 yeTnpn HaBexeHe TpHYe, MPBE TPH CY MPEACTABIBEHE KAO TPUIITHX Y PYKOTIHCHOM M3Hamy y Kibuoicesroj npenucyu,
HaBonu Buiicon (1985: 682).

17 Acesa u TypHe, 32 apryMeHTe y IIPHIIOT CTaBy Aa je Juapo ayTop MOMeHyTe mprde, HaBoze H MoaTak aa Pyco Huje 06jaBro
LIma o mome mucaume Kao CBOj cHuc, a 1a ra je bpujep o6jasuo 1821. ronune nmox Auapoosom nmeHoMm. Buiicon HaBoau na
je XepOept Aukman 1961. ronune TBpAMO KaKoO je€ ,,MaI0 BEPOBATHO  Aa je [[lma o mome mucaume? Jluapoosa npuya, 1a 01
1963. nocymMmao y cBoj MpeTXOAHO U3BEICHM 3aKbydak. Hamocnerky, Jlukman je u 3a mpeocraie nmpuyie, U3 OBe HapaTHUBHE
YEeTBOPKE YHj€ je ayTOPCTBO CIIOPHO, YTBPAMO Ja je ,,BennKka BepoBarHoha™ na notudy ox Auapoa. Buicon nmoaceha na je u
Por (Roth), y cBom usnamy ITceyoo-memoapa 2lie JI'Enune (Les Pseudo-Mémoires de M™ d’Epinay, 1951), HaBeo Kako je
npuda [lima o mome mucaume unpoosa. (Wilson 1985: 681-682)

18 Hacynpor Hexony, koju Mano LieHH IOMEHYTE CBEIITEHHKE, nHa4ye uapoose capannuke y Enyuxnoneouju, XKax Ilpycrt
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oM adepe ¢ Te3oM omtacuo Anonoeujom onama /e Ilpaoa (Appologie de ['abbé de Prades) y xojoj ce
3ay3MMa 3a MPOKa3aHoT ayTopa, OMOBPraBa OMNTYKOE /1a je TOMEeHyTa Te3a 0e300KHIYKa, ¥ TIpoTarupa
pocBeTUTEIhCKa Hauena (Goyard-Fabre 1984: 295-296).

4.3AK/bYYAK

MoxeMo Jii Ha OCHOBY CadyyBaHMX CKHIIA 3a IJIAHUpaHa Jiejia ¥ Ha OCHOBY pa3Marparma O khHUMa
Koja HaM je JIMApO OCTaBHO, KAKO y CBOJUM THCMHMAa TaKO M Yy TEOPH]jCKO-TIOJIEMHUYKUM CITHCHMA,
Jla MPOLICHUMO TIPETIOCTABIbEHE SCTETCKE BPEAHOCTH Koje OM MMalia HeHalucaHa jena (paHilyCKor
npocBetutesba? Jla nu je cTBapaodeB 0 caja MO3HaT, J00pO MPOyuYeH W BPEAHOBAH OIYyC JOBOJbAH
10 ceOu J1a KibIDKEeBHOMCTOPH]CKE M KPUTHYKE CYI0BE KOje OH HOCH TPECIMKaMo U Ha HecyleHa Jerna
npBor eHukioneaucre? CadyyBaHe CKHUIIC 3a 3aMHIIJbEHA JIpaMCKa Jieia, KOjUX je W HajBUIIIC Ha JIU-
CTH ,,HegocTajyher” omyca (eBeT 0] YSTPHASCT HACIOBA), HABOJIC HAC JIa 3aKJbYUUMO Jia O HecyheHu
KOMaJad O y 3HAKy MEJOAPaMCKUX MpeHeMarama W JAUJaKTHIKOT MOopaiucama W Ja OM ce 1mMo30-
PHILIHO OpP30 yracuiy, IITO je 3aJeCHI0 U JIBE, 3a MUIIYeBa )KUBOTa 00jaBJbEHE U C YCIIEXOM M3BOhEHE,
rpabhancke npame — Banbpaunu cun u Omay nopoouye. V3y3erak je HEJOBPIICHA JpamMa ¢ PUMCKOM
TeMaTukoM TepeHyuja Koja peCcTaBsba yCIeIIaH eMUrOHCKH M3/[aHaK (paHIlyCKe KJIaCHYHe Tpareuje.
Tpu cTpaHe CKUIMpPAHHUX AMjAIOLIKHX CUTYalHja Koje cy octaie on Cokpamose cmpmu HUCY JTOBOJbHE
Jla TIPOCYIMMO J1a Ji OM U Ta JipaMa Oujia I0CTOjHA KibHKEBHOUCTOPHjCKOT amhema. Buiicon kputuy-
KM 3anaxa: ,,JIujpo H1je MMao CTBapaJiaukor Kamalurera Ja Mmuiie Joope nozopuiiHe komaue™ (1985:
308). Ilpoceerutess oner camokputuuku koHcratyje (Wilson 1985: 556) na Huje nopacrao y3Buile-
HOM 3a/JaTKy Jia HaluIle CTyaujy o Mopaiy. J{uapooruja je onoBpriia M3MHILBOTHHY JIa TIOCTOjU He-
rjie 3ary0JbeH HacTaBak @amanucme JKaka. He 3HaMO MOYy3[aHO jecy JIM YETUPU KpaTka MOoJIeMHYKA
nujanora, y 19. Beky nznaBadku normnucuBana 1 umenom Jlyjze JI”Envne, motekia u3 mpocBETUTEIHEBOT
nepa, aju y \bruMa ce mpero3Haje quapooBcku ToH. Ha cpehy o kwmxeBHocT, Jenn uapo je Hamucao,
THME | 32 HENPOJIa3Hy PEICIIIH]jy OCTaBHO, alloJIOTHjCKU aMopaHor Pamoosoe cunosya, aytopediiek-
CHBHO UpOHUYHOT Pamanucmy Kaka u we206oe 2ocnodapa, TICUXOIIOUIKK HAneTy Pedognuyy, mpoBo-
KaTUBHO-aTy3UBHU Janambepos can v KOHTpaBep3Hu [lapadokc o enymyy.
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DIDEROT INEDIT : SES (EUVRES NON ECRITES
Résumé

Le but du présent article est d’analyser des projets littéraires de Denis Diderot qu’il n’avait jamais réalisés. Les
notes conservées relatives aux ouvrages que le Philosophe a congus et la correspondance témoignant sur ses ambi-
tions littéraires nous permettent de faire 1’éventaire des ceuvres du créateur frangais qu’il avait congues mais jamais
écrites. Ainsi la présente recherche nous-a-elle fourni une liste de quatorze ceuvres « inédites » de Diderot : neuf
picces de théatre (Le Juge de Kent, Le train du monde ou les meeurs honnétes comme elles le sont, Madame de Li-
nan ou I’honnéte femme, L’infortunée ou les suites d 'une grande passion, Mort de Socrate, Mari libertin puni, Les
deux amis, Terentia, Plan d’une opéra-comique), une étude de la morale (De vita bona et beata) et une autre sur
I’esthétique (L homme de métier), une fable philosophique (Le jugement de Paris), 1a suite inexistante de Jacques
le fataliste et des contes libertins. Dans le présent article nous traitons aussi la problématique de quatre contes
polémiques (Qu 'en pensez-vous, Cingmars et Derville, Mon pere et moi, La Marquise de Claye et Saint-Alban)
que les uns attribuent a Diderot, alors que les autres nient qu’il en soit I’auteur, mais aussi 1’affaire concernant la
these de I’abbé de Prades, intitulée La Jérusalem céleste, que les contemporains hostiles a Diderot attribuaient au
directeur de I’ Encyclopédie dans le dessein de le faire perdre. Notre recherche se référe aux commentaires, notes et
conclusions des diderotistes (Wilson, Dieckmann, Proust, Versini, Verniére) traitant la problématique des ceuvres
de Diderot congues mais jamais écrites.
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JbbAHA TITUIIMHA

OJHOC IHEJIATA U KPTBE KO IEKHUhA, BOPXECA U
JJATEPKBUCTA

VY pany ce UCTpaxyjy eeMEHTH TeopHje IIOCTMOIepHN3Ma Ha TeMesby [leknheBor pomana Kaxo ynoxojumu éam-
nupa, TopenuBIIy ra ca JlarepkeuctoBoMm npunosetkoM Kpgnuk (Bddeln), bopxecoBnm npunosetkama (Hemauxu
peksujem (Deutsches Requiem), Bpm ca pausacmum cmaszama (El jardin de senderos que se bifurcan), \meroBom
30UpKOM TIpUTIOBeaKka YHugepzanrna ucmopuja oewvawha (Historia universal de la infamia), OMTHOCHO TPHITO-
Betkama Cypogu uckynumesn Jlazapyc Mopen (El atroz redenmtor Lazarus Morell)u Teonoe y cupmu (Un teologo
en la muerte), norom JleboBuheom u O6penosuheBom npamom Hebecku 0oped, T€ ce KOMITApaTUBHUM METOJIOM
UCTpaXyje MOTUB OJIHOCA M3Mely [enara U merose xpree. Kpo3 mpusmy HaBeleHOT KOpIyca HCTpaxyje ce Ha
KOjU HauMH Cy pa3IMuUTe APYIITBEHE OKOJIHOCTH JIOBENE JI0 POOJIeMa O/ICYCTBa CI000/Ie Y YOBEKOBOM JIyXy, T€
Ce UCTPaXKyje U MCHXOJIOMIKA 1033 IMHA ¥ OBE3aHOCT Ha PeNlalliji KPBHUK — KPTBA.

Amnanusupa ce MOTUB XPHCTa Kao jeJaH Oj HajCHAKHHMjUX XpHIThaHCKMX cMMOoJa, a THME M cMMOOIa J0oBeKa
U YOBEKOBOI' BEKOBHOT MocTojama. CBe je mpHCyTHHja moTpeda 3a NPEUCIUTHBAKBEM MUTOBA Ha KOjHMa MOYHBA
JlaHAllka IUBUIN3AlHMja. PyIIemeM jeIHOT 0/ HajpacpoCTPalk-eHUjUX MUTOBA Y HCTOPH]jHU JbYACKE IUBUIIH3ALIH]C,
JKEJU Ce TOKa3aTH KOJIMKO je HEJOKyIHA [MBUITH3alija n3rpaljeHa Ha KiuMaBuM Horama. Ty ce cTBapa u morpeda
3a aHAJIM30M TI0jMa CI000/1e, KOjH Ce, TIPe CBEra, OJHOCH Ha c10001y n3bopa. OCBpHYIIM CMO C€ Ha OBaj I0jaM jep
je OH, IIpe CBera, yBeK aKTyellaH, MOCeOHO y paTHUM MEepHoAnMa, a o kojuma [lekuh y HaBeZIeHOM pOMaHy FOBOPH.

Kmwyune peuu: nienar, xptBa, cnodoaa, MUT, HocTMo/iepHa npo3a, [lekuh, bopxec, Jlarepksuct

1. VBOJ

[TocT™MOZIEpHO Kao MCTOpPHMjCKa aBaHTapia ,,CONCTBEHY MPOILIOCT WHKOPIOpUpA YHYTap CBOTa
MMeHa ¥ MapoAMjCKH HACTOjH Jla YIHUIIEe CBOjy KpUTHKy Te mpouutoctu (Hacion, 1996: 88). Ilexunh
IpeCTaBba Ty MHKOPIIOPALU]Y YHYTap MPOILIOCTH U HCTOBPEMEHO Jaje BeHy KPHTHKY. 3aT0 je poMaH
Kaxko ynoxojumu éamnupa v moroaat 3a oBy BpcTy aHanuse. C qpyre ctpane uMamo bopxeca koju ucto
TO YMHU Ha ceOM CBOjCTBEH HAYHH, CIy)Kehn ce CTBapHUM HCTOPHjCKUM YUE-CHHIIaMa u o0aBHjajyhu
Jarte nHpopMalyje, oroJbeHe MoaaTKe, CMUCICHOM, HHTPUTaHTHOM IpudoM. U oH, kao u [1exuh, ykasyje
Ha KOjH HAYMH YOBEK MOJKe J1a OOJIMKYje jeJaH MUT, ITOBEJIE Jbyle Y 0OMaHy M YYWHH HX CBEIOINMA ,,iC-
THHUTOCTHU MHTa. Ta MOCTMO/IEpHA HHTEPTEKCTYaTHOCT, MPUCYTHA KO OBa JIBa ayTopa, ,,yrnoTpedpana
1 31I0yTIOTpeOIhaBa MHTEPTEKCTyaTHE OffjeKe, TAKO IITO YIUCYje ’BUXOBE MOhHE any3uje ¥ TOTOM Ty MOh
pymm mytem uponuje (Hacion, 1996: 200).

Pan oOyxBara u MoTHB XpHUCTa Kao jeflaH O] HajCHAKHHUJUX XPUIThaHCKUX CUMOOIa, a THME U
cMMO0J1a YOBEKa M YOBEKOBOT BEKOBHOT MOCTOjama. Mcyc XpHCT Kao MCTOpHUjCKa JTMYHOCT jeaH je
O]l HajCHAXHUJUX, HAjyMeuaTJbUBHjUX W HajpacHpOCTPamEHUjUX MHUTOBA y UCTOPHjH IMBHIN3AIIH]E.
Pymemem Tor MuTa mokasyje ce KOJIMKO je LeJIOKyITHA [IMBIIN3alrja n3rpal)eHa Ha KJIMMaBUM HOraMma,
Ha CJI000IHOM Ofa0Mpy YMEHHIA M bUXOBOM TyMauewy M 3arpramy. Onarie u MHTepecoBame 3a
mojam cirodoze, koju he ce oqHOCHTH Ha cito0oy M300pa, TyMadyerma, 01adupa 1 Ha caMy PeJIeBaHTHOCT
Tor nojma. Xpucronuke jmkoBe cpehemo kox [lexuha n Jlarepksucra, Te UX TOpPEIUMO U TIOKYIIaBAMO
Jla CII03HaMO IITa ayTOPH OBAKBOM CJIIMYHOIINY MMOKYIIaBajy Ja Mopy4e YATaOLUMA.
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2. OJHOC UBMEDBY IIEJIATA U )KPTBE

»~MHoru he ce gaHac CIOKHUTH Jja HE TOCTOjU KOJEKTHBHA KPHBHUIIA, KA0 HU KOJEKTHBHA HEBH-
HOCT, jep KaJl Ou OHe ToCTojasie, HUKO HUKaaa He Ou Omo HU kpuB HU HeBUH  (Arent, 2000: 44).

O TeXuHW MHIMBUAYyaJIHE KpHUBHLE cBemoud enucronapHu llekuhes poman Kako ynoxojumu
eamnupa 1 weroB 1aBHu MK KoHnpax PyTkoBcky, nHTENEKTyanan y penqosuma [ ecramnoa, kKacHUje yHU-
BEP3UTETCKH Mpodecop. CBECHO M HAMEPHO HAHOIICHE IICUXHYKOT WM (DU3HYKOT 371a HEKOM JIPYTOM
Ouhy Moxe ce y3eTH 3a HeKy OMIITY Je(HHULN]Y 37I0/1e/Ia ¥ Ha OCHOBY TOra TPaKMTH KpuBal. Harra
CBECT, CaBECT, MOPAJHHU KOPITyC Koju ce hopmupa o Hamter pohema oapel)yjy y HeKy pyKy Ja I Moxe-
MO J1a YYMHHMO HEKOME Hakao, A0 KOje 'paHMLe CMO cpeMHHM Ja ogeMo. Ceect recranoBua PyTkos-
CKOT je MHTEH3MBHO Nojin3asia oopaMeHe Oapujepe 3a BpeMe para nponanasehu pasnuuura onpasiama:

Hcnana Hekako, XuiMape, Ja caM JeJI0BOhy M3a0bpao camMo 3aTo LITO CaM ca UM, Y3 MHHHMAJIaH PH-
3MK, MOTa0 JIa IOCTUTHEM MaKCHMaJIaH 0c10600unayku pe3ynTar. [0ToBo HCTH TO OMX Ta MOCTHTAo0, Y3
HecpaBmeHO Behu pH3HK, y cracaBamky HEKOT OTBOPEHOT HempHjarespa. [...] Hamao cam ce na hy kacHuje
Mohu n1a mpeljeM U Ha KOMIUTMKOBaHHje cydajeBe, Ha HEMpHUjaTeJbCKe Tpyne, Beh ceIeKIMoHnpane 3a Ma-
COBHH TIOKOJb, TIa U Ha I[eJie TpaaoBe oapeleHe 3a nenumupame. (Pekic, 1991: 149)

Ocno0oaunadyky pe3ynrar OM ce MOrao NMpOTyMauuTH JBOjaKO, Y 3aBUCHOCTH O TOTa Ja JIU AOHOCH
ocehaj cmoboje U3BPIIMOIY MpecHje Haa 3apoOJHEHUKOM HJIM C€ OJHOCH Ha MCTUHCKO ocioOahame
JIpPYTUX 3aTBOPEHMKA JIOTOPa MIIM TE€CTAIOBCKUX MOAPYMa 3a MPOLYKIH]y JOTHUKOT Clesa.

He panu ce oBae o Tome z1a 1M je jeqaH of 3yHmuaHHKa COLMOHALMCTUYKE MAIIMHE 3aUCTa KPUB
i He, Beh ce pagu o ToMme mTa oH Muciu. [lojaBa Agama Tpnkouha mpeacraBiba XKHUBO €TI0 TPH-
e caBectd KoHpazna PyTkoBckor nako ce HHMje HajBUILE O BHera orpemuo. Taga u3nasu Ha BUIENIO A2
j€ HEe3HAaHW CTpaJaJIHUK 3alpaBO OHAj BaMIMpP Kojer PyTKOBCKHM HE MOXe [ja yIOKOjH, aJli je Herona
JylIa ¥ CMPT TOJIMKO YMCTa, MaZia yMpJbaHa KPBJbY 10 Mepe Hepaclo3HaBama JIMKa, 1a OH HUje Taj KOju
MIPOTOHM, KOjU ce moBammupyje Beh ommTuHckH AenoBoha Amxam TprkoBuh u HBeroB KumoOpaH, KOju
nocrajy yenaru OuBIIEM MpunaaHuky lecramnoa. Tom kumoOpany ce NpUNUCyjy AEMOHCKE OCOOMHE,
nepcoHuduKyje ce, OKUBIbaBa, Jaje My ce CBECT U 37100a. 3II04MH Mopa Jia UMa 0ap HEKH CMHCA0, MaKap
1y KOHTEKCTY TaKjia U HeroBor kuBjba. OHO IITO HE cXBaraMo OWBa alcTPaKTHO M OATIIEe YOBEKOBA
TEXIba 32 TYMaueHhEeM U Pa3yMEBabEM.

AKO IIOCTOjM amcoylyTHa Jby0aB, Ha IpyroM Tacy Mopa Aa IIOCTOjH alCOJyTHO 3JI0 jeJHAKO
HETOjMJBHBO JbyACKOM yMy. OBO jeqHaue-e MMa BaKHOCT jep ce, KaJl ToJ ¢ TOBOPU O KPBHULIUMA, HE-
MHJIOCPAHUM IJeJIaTUMa (aKO MHJIOCPIHHUX YOIIITE KMa), jeIHOCTABHO NMUTame Hamehe JbyICKOM yMy:
3awmo?

Jluk Konpazna PyTkoBckor Moxe 1a ce mocMarpa J1B0jako — Kao JKpTBa HUAEOJIOTH]E, )KPTBa IICH-
XMYKe IpecHje CBOT HaapeheHor, )KpTBa cUcTeMa U Kao JjeyaT. AKO HEKO CaMOBOJBHO MPHUCTaHE 1a yhe y
cucTeM, J1a Jiu je )kpTBa? CMmarpa ce Aa je OH 3aIlpaBo KpTBa CAMOMAaHUITYJIalllje M CAMOMHAOKTPUHALIN]E
1 aa ra je To moseno 1o mymesHor nopemehaja (Pekic, 1991: 329) koju je BUIJbUBHjH CBAKUM TTHCMOM
KOjuM ce Omku Kpaj poMmana. Kondopmusam u cTpax 3a CONCTBEHH KUBOT, OAHOCHO PyTKOBCKHU JIMYHO,
CTaBHILE OBOI' HCTOPUYAPA Y YJIOTY HEKE BPCTE JKPTBE.

Ocehaj kpuBnuue, ocehaj na moctynuu I'ecrano cnyx0e HUCY y CKIIaAy ca HErOBUM MOPAIHUM
KOPITyCOM J103BOJbaBajy KoHpamy moBpemeHe ,,u3/eTe’ U yurpaBame y yJIory ,,MHUJIOCPIHOr™ [ienara.
OH HMje MHAOKTPUHUPAHH, CAaBPLLICHHU y30p llesiaTa Kojer npeacTaBiba mykoBHUK LlTajadpexep. ,,3710 ce
jaBJba TaMo I7e cy Be3e u3Mel)y Jbyau nokuaaHe, rae KOHKPETHH OHOCH HECTajy Y KOPHUCT allCTPAKTHUX
uaentudukanmja“ (Svensen, 2006: 125). A mTa je ancTpakTHHje O MACHTU(HUKALK]jE Ca CUCTEMOM U
uzneonorujom? Mneomnoruje nponusBoae mace, a ,,Maca HeMa CaBeCT — CaBECT j€ YBEK CaBecT I0jeIuHIa
(Svensen, 2006: 131). PyTtkoBcku urpa ynory goopor nonunajua. OH y Anamy He BUIU HElpHjaTesba,
BUAM MPHUIMKY J]a Ce UCKYIH, IPUIIMKY Ja ClallaBa, 1a ce Ompasfa. ,,V3BpIInial HEKOT CMeJIor aerna
Tpeba Aa ra 3aMHCIM Kao CBPLICH YUH, Jla HaMeTHe ceOu OymyhHOCT — HEOmo3uBy Kao MPOLIIOCT
(bopxec, 1992: 50). To ynpaBo Konpas nmokyrasa 1a yauHH, 1a OyJie BHHOBHHK HEKOT CMEJIOT Jiefa
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na ceOu kpenpa OymyhHOCT — n30aBibemeM AaMa U3 3aTOUEHHINTBA, MpedrjameM pagHuKa, yOUCTBOM
Il tajubpexepa. MelhyTum, meMy HUAIITA HE UJE O pyKe, He TOJIMKO 300T TOTa IITO OH HE yME HEeMITO Ja
YYIIHH Beh U3 jeTHOCTAaBHOT pasJiora IITO HUje JOBOJHHO CBOj M IOBOJFHO Xpabap (WJiTH JIya) Ja YIUHU
HemTo BaHcepujcku. OH je [enaT Koju ce KpHje n3a Tyhux ommyka, Tyhe Haamohu kpujyhu cBojy cma-
6ocT myxa. OHO IITO OBOM TIENIATy HIE O PyKE jeCy U3TOBOPH COTICTBEHE CABECTH: ,,lTIPEMIIATHO CaM Ta
Y Ha Taj HAYMH criacao cMpTHU. To mITo je OH umak moj baThHaMa yMpo, HeMa CIieKyJIaTHBaH 3Hava]j. brua
je To rpemka y npopauyny* (Peki¢, 1991: 303). I om MunocpaHOT KpBHUKA JOTA3UMO 10 OHOT Jelia
JTUIHOCTH 00y3eTe CUCTEMOM TJIE j€ CMPT jeTHOT YOBEKa CaMO TPEIKa Y IpopadyHy.

Hacnpam PytroBckor ctoju LlTajaOpexep koju je mangan Ajxmany. To je yenar Koju caBecHO
00aBJpa CBOj 1MOCA0, KOJU CJICIU JOTHKY, KOl KOjeT je JOCIEAHOCT BeoMa BakKHAa 0COOMHA.

[Tpobiem nma ce AjxmaH pazyme OHO je y TOME IITO OH HHje MOCEI0Bao ,,IEMOHCKe  0cOOMHE Koje 6ucMo
OUYCKHUBAJIM KO/ 0cO0E KOja je KpHBa 3a Tako y)KacaH 3j10urH. Huje u3rienao HU Kao HEKH 3arprxeHu ¢a-
Hatuk. Huje uMao kiacu4He, n3onadeHe KapakTepHe 0COOMHE 3a Koje ce MPETHOCTaBIba Jia je/laH TaKaBs
3JI0YMHAI] ©Ma — je/IBa Jia je YOIITe 1 uMao kapaktep. (Svensen, 2006: 138)

Y 0BOM cIy4ajy Cy KpBHHIIU JbYJICKE MApHOHETE K20 M FbUXOBE )KPTBE CaMo IITO OBE JIBE CTPaHe, CTPaHa
OHOT KOjH 3J10 HAHOCH W OHOT KOjH 3JI0 TPIIH, UMa]y pa3u4nTe YIIOTe Y MaIlluHH.

Jpyra4mjy BpcTy KpBHHKA Hana3uMo koj Jlarepkeucra. [lenar je oie ciyOCHHUK Kao M CITyXK-
OEHUK Yy nouiTu, Cyay, OMIITHUHU CaMO INTO HETOB IMOCAa0 OCTaBJba TpajHI/I neyaTr Ha I’BCroBY IICHUXY, a
JBYIIN Cy C€ TIOTPYAMIIH J1a TIeYaT CTOjH M Ha BHIHOM MECTY W TO JKHTOCameM. KpBHUK HEMa WMe, HeMa
JMYHOCT, OH TIPEJICTaBJba CTPax, TPEIeT, 3a30p Mehy JbyaumMa. Y ceOu OH HOCH CaB TEpPeT JbYJCKHX
HUCKOCTH, TaJI0CTH H MPEBPTIHUBOCTA. KpBHUK ¥ KPTBa Cy CTOIJBEHH y jETHO, OH j& JKPTBa JbYICKE
3100e, JbYACKOT CTpaxa oJ] pJhamha CONICTBEHUX PYKY TyOM KpBH, JbYACKE CI1a00CTH, TTAKICHOT JIeia
yoBekoBor Taca. OH je penHkapHanyja Mcyca Xpucra koju HacTaBJba J1a HUBH KPO3 OE3TMIHOCT, KPO3
KOHOTIAI] 32 BENIAkE U CEKUPY 32 OJICeIarhe TPEITHUX U HeBUHUX TJIaBa.

JlarepkBUCT HAC BOIM KPO3 pa3iIMIMTE JbY/JCKE 3JI0YMHE ONMCY]jyhH TOjeANHIIE U TpyTIe Y KadaHu
y K0joj cenn u yenatr. O meMy ce UCIIPEeNajy pa3inuuTe npude, Jiereaae. Kao MOHyMEHT OH ce Ha Kpajy
Y3IMKE U ,,HaCTaJIe MPTBA TUIIIMHA J]a c€ MOTao uyTH U KpBHUKOB nax‘‘ (Lagerkvist, 1964: 48), jep peun
JbyJICKE OH HeMa, caMo JIax KOjH IUTAIH U OHECIIOKOjaBa, Kao U CMPT. AyTop ce He 3aycTaBJba Ha OBaK-
BOM MpH30py Beh KpBHHKA M3jeIHadaBa ca oTenoTBopemeM Vcyca XpucTa, anu moOospIIaHOM BEP3HjOM
KOja HUje MpTBa, oOkaMemeHa. OH je )KUB 1 )KUBO MPUCYTaH: ,,Ann ja, Kpuct, xusum! [la 6ucTe BU MOTTTH
xwuBjetn! [Ipomazum 3eMJbOM, HaCTaB/baM Jajbe¢ CBOj KPBABH ITyT, YT pa3aparka U para, U CBaKW JIaH ja
Bac OTKyTubyjeM y KpBu! — A M e H ¢ Hehete pazanern™ (Lagerkvist, 1964: 55).

Viora KpBHUKA je U3MEIIaHa ca KPTBOM U OHH Cy HEpa3IBOjHU. JeqHO Oe3 Apyror He MOCToje
¥ HU jelHa yJiora HeMa CMHUCJIa HUTH CBPXy IOCTOjama 0e3 oHor mapyror. HemsBecHO je kama 1ienar
MOKE TIOCTATH KPTBA, & KPTBa CTYIUTH Ha MecTO KpBHHKA. To je BopxecoB BpT ca pauyBacTUM cTazama,
EroBa ,,ITOTKA BPEMEHA Koja ce MpHUOIKaBajy, paduBajy, pecerajy Win BEeKOBUMa HE 3HAjy jeaHa 3a
npyra® (bopxec, 1992 :55), rae jenna ocoba MOXke y pa3nuIUTHM BpeMEHUMa Jla UMa BUIIIE IPYTadH]juX,
Yak onpedHux ynora. Tako PyTKOBCKHM on1 1jenara mocraje KpTBa COINCTBEHE CAaBECTH, CBOT BAMITUPA
Anama TprkoBuha.

TprikoBuh 3ampaBo TpencTaBiba oHAj neo KoHpamoBe cBecTH KOjH je ,,IITajHOpEeXepu30BaH’ U
KOjM Ha Ha4MH CBOjcTBeH ympaBo llTajuOpexepy ucnuryje PyTroBckor, oOpaha My ce ca BUCHHE U Tpa-
KM 3aMEHY CIIOMEHHKa ITOTPEITHOj IMYHOCTH HE 3apajl UCIIPaBIbamba UCTOpH]je, Beh 1To OH He kel 1a
MpeacTaBsba HEmTo A00po. OH je M3aciaHvK Makia, ajld Kao TakaB CIIOMEHUK Ao0uTH He Moxe. Kao
mTo je pedeHo, nenoBoha je Konpamosa necpeha mucto xao mro je o 6mo merosa (Peki¢, 1991: 133).
hBaro je momrao mo cBoje. ,,He Moxke ce mcroBpemeHo ciayxutu bory n Mamony* (Peki¢, 1991: 115).
Bpewme je na ce Konpan omgyxu 3a cBoje komrpomuce. Anam Ha nepduaan HaduH noMuHupa Haja KoH-
pamoBoM TUYHOIINY, OMHOCHO OHUM F-eHUM JIEJIOM KOjH je caja MpuHyheH a MPUXBaTH YIIOTY KPTBE
Y TIOKajHUKa.
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Y BopxecoBoj mpuun Hemauku pexsujem WCTO yOdaBaMO CTalame I[IeiaTta W JKPTBE, TOE Ce
KPBHHK Yy TTOTITYHOCTH TToncTOBehyje ca cBOjoM KPTBOM. Y TIPUYH O CEOM IIeJIaT, MPUIIaTHIK HEMauKUX
JEIMHUIIA, ©30CTaBJha MPETKA jeBPEjCKOT TTOpEKIIa, IITO Ca3HajeMo U3 puMenou aytopa. XXpTByjyhu u
yowujajyhu cBor MpoTHBHMKA, OH yOHja Taj €0 CBOje MPOIUIOCTH, CpaMaH 3a jeHOT MPHUTIaTHIKA HeMad-
Ke Bojcke. ,,He 3HaMm na 1 je Jepycamem yBuhao ma, ako caMm ra yHHIITHO, TO je OMJI0 3apaj YHUIITEHa
Mor caocehama. Y MojuM odnMa oH HHUje OO YOBEK, Yak HU JeBpeEj; OH ce MPETBOPHO y 30HY Ipe3nupa
Moje mymre. Mydro cam ce 3ajeHo ca UM, YMPO caM ca BUM M HEKaKO caM ca UM OO M3Ty0JheH;
crora caM 6mo HeymoJpuB* (Borges, 1964: 135).!

OHoO mITO je JEYACKOM yMY HajCTpaITHH]e U j€3UBO jECTe OACYCTBO MOKajama y HajBehuM 3710TBO-
prMa HCTOpHje, Kao B CBOjEBPCHO OCYCTBO TMUHOCTH. OHU Cy TIpaBe MaprHOHETe, OHOJIOIIKE Mace, CIIO0-
cobHe 3a OMITO KaKBe MOCTYIIKE, HHCTPYKITH] e KOje U3BpIaBajy 6eCIpeKOpHO ca MOTITYHOM IpeaaHomhy.
Y mrMa HeMa HUYer JeMOHCKOT M OHO INTO TUTAITH MOXK/Ia HajBHUIIIE jecTe yIpaBo Ta JbyACKa MPUpoIa
M CTpax Jla TaKBO HEIITO MOXKE Jla Yy4H Y CBaKOM YOBeKy. KprBHuIla jefHOT MM IPYTOT, KpBHUKA HITH
KPTBE, MIPETyIITa Ce MPaBIu JbYJACKNX CYIICKUX CHCTeMa, a OHJa, peJIeBaHTHH]e, TipaBau bora mim tacy
YHHUBEp3yMa.

3. HOBEK 1 IBbETI'OBA CJIOBOJA

CBeT y KojeM )KHBUMO U KOjU UCKYCTBOM JIOJIMPYjEMO j& Malli, MOXK/Ia Kao MajlH 3aTBOP, JIOTOp.
JlyxoBHa y3aurayha u JyXoBHa OEKCTBa W3 TOT 3aTBOpa HaM Jajy MHPHUC CJI000JIe ¥ OHA CE 0jlaje TeK
TOJIMKO /12 332 FhbOM BEYHO )KyAUMO. TakaB IMarnHapHU Npu30p, paramoprany ciobdoze cy ooe3dehuBain
Mopenosu miahenunu u3 bopxecose npunoserke Cyposu uckynumesn Jlazapyc Mopen oHuM poOOBH-
Ma KOjU HUCY MOIJIM JIa 0JI0JI¢ HOBUYAHO] HArPay U HaJIM y KOHAYHY ci00oay. OOMaHa je Ouiia JIyKaBo
OCMHUIILJbEHA, & caMa HaJla 00OMaHyTHX je Omia kibyd: ,,OHU Cy BHJICIIH CBOjE JIPYTOBE KaKko OCkKe, ajlu He
Y BUXOB MOBpaTak. 3aTo Cy BepoBalid y BbUX0BY cioboay™ (Borhes, 2002: 19).

OBlie ce MOXKeMO T103BaTy ¥ Ha [OprujuHy Icuxarorujy, OJHOCHO 3aBOhese JIylie MPBEHCTBEHO
cHaroM peud. Mehytum, HHje camMo ped Ta Koja Moxe J1a onunHy, Beh u civka. Haume, [opruja, Opanehu
XerneHy, HABOJIM YETHPH IJIaBHA aprymeHTa y [loxeanu Xenenu of1 KOjuX je jelaH U TICUXaroruja CIuKe.
[Ipod. dpamkuh-Buhanosuh 3akibydyje J1a je BU3yeIHH YTUCAK ,,IIOTITYHH TOCHOAAP JbYJCKE CBECTH;
U HBEHOT a)eKTUBHOT Jiejla ¥ HCHOT TUCKYP3UBHOT cerMeHTa nopajeanako (Draski¢ Vicanovié, 2012:
114). U naswe, ,,[11]cuxaroruja cimke je, Kao U ICUXaroruja peun, TOJIUKO CHAXKHA U TOJIMKO CY MPEIU3HU
W HEyMHUTHH HCHU YYHHIIU Ha CBECT, Jia IPOCcTopa 3a ciuobony Bosbe Hema (Draski¢ Vicanovié, 2012:
115).

Jakie, cinoboja je BeoMa OCETJbMBA KaTeropuja W BPJIO MOrojHA 3a MaHUMyJMCame. YoBek
MOJKEe BeoMa Jiako Jia Oyjie yoeleH y mocrojame concTBeHe ciio0o/ie HaKko e yornTe Hema. To je jako
W3BOJUBKMBO y3 JaHAIIBU Pa3BOj TEXHOJIOTHje KOju oMoryhaBa BeoMa jeJHOCTaBaH MPUCTYI Macama
U cauMibaBame OMOJIONIKMX Maca IMOTOJHHMX 3a MOJIENIOBame 1Mo norpedu. TakBa Hjgja jecte jeIHO O
[IaBHUX HACTOjarka ueosoruje (MomyT Halu3Ma) Koja ce Hasasu y no3aauau [lexuheBor pomana Kako
VROKOjumu 6amnupa, aii U’y CBUM PYTHM TOTAIUTAPHUAM HICOJIOTHjaMa.

YcenoBHa ciiobona uzdopa je nocrojana y jgoropuma CC jenunuia. 3II04UHE KOje CYy YMHHIIU CY
Own 3aKcTa J00PO OCMHIILUBEHH U YKJbYUHBAIH Cy U JeBpeje, KpUMUHAJIIIE, TOJTUTHYKE HelpHjaTesbe.
CC-oBIH Cy MX CTaBJballH ,,lIPE]] HEPA3PEIIMBY ITUJIEMY Jia JIH Jla y CMPT MOIIajby MpUjaTesbe WIN Ja
IIOMOTHY Ja ce youjy apyru Jeyau‘ (Arent, 1998: 460), vbuma Herto3HaTh. [J1aBHO HACTOjambe y OBAK-
BOM MaHHpYy je ,,J1a ce JIMHUja Koja JIeIM MIPOTOHMOLIA U MTPOTOKEHOT, YOUIY H HETOBY KPTBY, CTaIHO
3amarsbyje” (Arent, 1998: 460).

V npamu Hebecku ooped 3aTBOPSHUIIM Cy MCTOBPEMEHO M CAIlaTHUIIM M [ICJIATH OHUX KOjU Ce
Hanasze y ucrom joropy. [Ipunagauim HebGeckor oapena Cy 1e0 HCIPITHOT IUIaHa 38 UCTPEOIbEIbE, KOjH
3axTeBa ePUKACHOCT, Op3uHy W jepTuHY pajaHy cHary. Anu u crob6ody uzbopa. ®yHKIMja KOjy OHH

! mpesox aytopa
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00aBJpajy Tpaje TpHU Mecella U HaKOH TOTa UM HEMHUHOBHO clIefl CMPT. JKHBOT je AparolieH CBaKOM O]
HAC M CBaKW JIaH HaM CTBapa Hafy aa hemo nmnak npexuseTH. J)Kupetu ca caBemrhy yourie uiam OUTH Of1-
Max youjeH? Mopalincame je U3JIUITHO jep A0 UCTOT n300pa HUCMO InuHO monntu. CuTyarnja je jacHO
npeioueHa, HeMa CyMIbEe HU Y jelTHY HH JPYTY CTazy:

Bu cte cBU 3penu Jbyau U HagaM ce a fiemo ce 0p30 u Jiako criopasymeTr. OBIe je KpeMaTopujyM y KOMe Ce
YHHUIITaBajycBH Henpujaresbu Bolje n caB 6anact Hoe EBporne. Bu here paauti y Himmelkommando, na
Me 6oJbe pasymerte - y HebeckoM ofipesty, Kako Cy Balllv MPETXOAHUIIM JYXOBUTO HA3BaM Ty eKkuIly. Baria
nqyx)HOCT Ouhie ma Haie Henpujare/be youjare u crnasbyjere. Taj mocao obassbahere Tpu mecera. [lo wmc-
TEKy TOT' poka JTWKBUAUpaheMo Bac, a Ha Balle MecTo JoBemhemo Apyry rpymy. JacHo? Jlo6po. He sxemum
HUKOTa Jla TpUchibaBaM. AKO HEeKo Hehe Jia paau Taj mocao, Heka cI000IHO UCTYNH U3 cTpoja. buhe ogmax
crpesbad. Mima mu takBux? Ommudano! JIoopo. Jor? Burire nema? (Lebovic, 2007: 18)

Ybujame y mojam, yorjame cBake MHIWBHIYATHOCTH je Owma omyinka oBux mecta. OHA ce HHje OHO-
CHJIa cCaMO Ha 3aTBOPEHUKeE, Beh 1 Ha MPHUITaJHIKEe HEMaYKHUX jequHuIa. Takohe, cBe je Mopalio Ja mpaTH
JEMHOCTaBHA JIOTHKA U A0cieAHOCT. KoHpa PyTkoBckH, OUHITIETHO HEIOBOJBHO HHCTPYHpPAH Jia He Oyrie
WHIUBHIya 3a cede, MOpao je TO JIa YIU Ha TEKHW HAYWH TAKO IITO j€ CBAKOAHEBHO OO W CITYKCOHHUK
T'ecramoa u xpTBa, OAHOCHO, 00jeKaT UCTIMTHBAKa CBOT HajapeheHor. Hu Hajmama omarika y CBaKo-
HEBHOM pa3roBopy HHje Tosieprcana. OBakBO MHCTPYHpambe, PEKIU CMO, BOJIU JIO0 YHUIITABAKA HHIH-
BHIyaJIHOCTH, a TUME U TyXOBHOCTH. T0 je ciydaj Kazma ce IyX U Marepuja moucrtosehyjy. ,,[o Bogm ka
MUKTATypH TIOTIIe[a Ha CBET Kao AuKTaTypu Han gyxom™ (bephajes, 2006: 34).

3aMemnBame Inoepani3Ma HOBOM H/JIEjOM COIMOHAIIM3MA U CTaJbHHU3Ma MPEICTaB/ba YOBEKOBY
nmotpely 3a mpoMeHoM. JlnbOepanuszaMm y mpakcw HHUje JaBao odeknBaHe pesynrare. OHU KOju Cy JO-
HEJaBHO OWJIM HAa HUXKO] IPYIITBEHO] JIECTBUIIA YOP30 CY 3ay3elId MECTO TPETXOIHE apUCTOKpaTHje U
HUIITa KJbYIHO ce HUje mpomMeHmo. Ty momasumo mo bephajeBe TBpame 1a je ,,cir0001a y COIHjaTHOM
YKUBOTY TIapaJIOKC, J1a ce JIako u3pohasa u mocraje kouBeHmoHanHa Jax" (bephajes, 2006: 32).

C 003upoM Ha TO J1a JBYACKO APYIITBO HHUjE JOIUIO 0 MOTIYHE c1000/1e, TOKYIIAI0 Ce eKCIIEPH-
MEHTAJIHO €2 J{PYyTUM TIOJIOM OBE HJIeje — TIOTITYHHM YKUAamkeM ci1000/1e. Y KOHIICHTPAI[OHIM JIOTOPH-
Ma Cce J0JIa3ujIo JI0 TOTa Ha Pa3IMunTe HAauuHe, a TEKUJIO ce MTO e(huKacHujeM 1 0e300IHIjeM METOTY
3a 00e cTpaHe — u xpTBe U yenare. Cacehu HHAMBUIYATHOCT y KOPEHY 3HA4H ,,yHUIITUTH CIIOHTAHOCT,
YOBEKOBY MO J1a 3aImouHe HeIITO HOBO Ha OCHOBY coricTBeHnX Mohu** (Arent, 1998: 462). Ymecro Tora
ce I0jaBJbY]jy ,,IPO3HE MapHOHETE JHYICKOT JINKA KOje CE€ CBE MOHAIIA]y Kao oHaj mac u3 [laBnoBibeBor
EKCIIepUMEHTA, YaK M KaJia Uy Y CMPT, ¥ KOje He paJie HUIITa JIPYTro OCUM IITo pearyjy. To u jecte npaBa
nmobena cucrema’ (Arent, 1998: 463). CucteMm je jequHN cMHUCa0 Koju TOcToju. To MOBOIM 110 3aKJbyIKa
,Ja je IPyImTBO YMUPYhUX, CTBOPEHO Yy JIOTOPUMA, JSIMHHN OOJIHK JPYIITBA Y KOM je MOTyha TOTITyHa
BIacT Hax Jpymuma’ (Arent, 1998: 463), 0oMHOCHO TOTIIYHO OJICYCTBO CJI000/E Y JbYICKOM JIPYIITBY.
,,Cltoboma je myx u ayx je cimoboma, u Oarr To je pasior 300r kora ce ciodoaa cMamyje U orpaHrudaBa y
MepH y KO0jOj ce CITyITa y Marepujainy numensujy xuBota“ (bephajes, 2006: 33).

Kumo6pan Angama TprkoBuha, Koju je je jean HajoOOWYHHjH CBaKOJHEBHH MPEIMET, HOCHIIAIL je
(3m0)myxa, cuMmOonuiie crodoIy U MOACTHYC WM MPOY3POKyje OHE CTBAPH U Jielia Koje caM AnaM He
6u yamamno. Anxam Tprikosuh, YoBek, HUje CrIocO0aH 3a TaKO HEIITO I10 JIOTUIIA TOTATUTAPHUX PEKAMA.
IToTpebHO je cTBapu cBECTH Ha MaTepHjaIHO U FbUME 00jaCHUTH CBAaKH ciien Aorahaja.

3.1. daycroBcku eneMeHT ucnosectn Konpana PyTkoBekor nim cio6ona nzoopa

INexuh Ha camom noueTKy pomana Kako ynokojumu éamnupa Hajasibyje Meducra y enmucronapaom
pomany. Ckianame nakTa, capajba ca HeKMM KO ¢€ YHMHHU HaJMONHHjUM OJ1 HaC caMuX je/iaH je 0l HaurHa
Ha KOjH Cy MHTEJICKTYaJIIIU 3a BpeMe J[pyror cBeTCKOT paTa pearoBain Ha HOBOHACTAITy CUTYallHjy H [10jaBy
HaIMCTUYKe cTpaxoBinaje. To je myT Mamer OTIopa 1 He pe/IcCTaB/ba HUKaKBy HOBUHY. HTeIMreHMja u
Ipe/CTaB/ba CHAIAKEHHE Y TAKBIM OKOJTHOCTHMA, AJIU Pa3BOj CUTyaluje, HAKOH paTa M 3J101el1a, ToKasyje
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Jia ¢y JbyJIH, TAYHUje F/UXOB MEHTAJIHU CKIIOI, TIAK HECTIPEMHH Jia ce M300pe ca COTICTBEHUM OJTyKama
u cagerhy. [IpeTxoHO Hay4eHa U cTedeHa MOPAJIHOCT TO HE JI03BOJbaBa, JIOK UX je MPETXOJHU CTpax 3a
COTICTBEHH JKMBOT 0XpabpHo y oOMaHu 1a he ce ca (He)aennma yCrenrHo HOCUTH.

Ha mouetky pomana Kaxo ynokojumu eamnupa HaBonu ce nutat uz @aycma: ,,Y MoUeTKy Oertire
nerno!*. M3 mpBOOUTHE ACNAaTHOCTH je MpoM3aIiao Jajbu cien morahaja y momieay Tpakema CMHCIA
OHOTA IITO CE JAeCUIIO, CHATe JIa CE MOCIENUIIC  YCIIOMEHE YCIICITHO MPeOpoJIe HITH CaKpUjy Y TOBOJHHO
MpaydaH KyTakK Tako Jia Hac BHIIIe He mojicehajy Ha TO KaKBHU 3aMcTa MOXEMO Jia Oy/lieMO U Ha Kpajy pedn
Koje Om omucare, 3aTprale, ompapaaie. AKO y3MeMo Yy 003up OHONH]CKO CXBAaTakEe /1a Y TIOUCTKY HITAK
Oemre peu u ga ,,bor Oeme ped”, HAKOH MakTa ca JEMOHHMMA, MUITyhn mMcmocBect, Mokaa PyTkoBcku
Tpaxku cBor bora xoju he My npyXuTH QayCcTOBCKY ariCOIyTHY HUCITYHEHOCT.

Camancku ampen xojer je Hocno TpmkoBuh ca cobom moduja cBy nemMoHCcKy Moh y ounma Pyt-
KOBCKOT M AjaMoBe mopozurie. [la mu ce makt mpasu ca isuM? Hemoryhe je jep je HesbyacKkux ocoOnHa,
aJIN caJipXKM caM TaKao y ceOu, Te Ta Bajba YHUINTHTH: ,,OUEeKHUBAIH Cy JIa KaKBa HOBAa HEBOJba Ka0 MYHha
n30Mje U3 3a9apaHor KUIIoOpaHa, Kojer je, OunIiieaHo, caMm haro 6mo 3abopaswuo. [...] Huje Oumo apyre.
Kumro6pan je mopao 6utu cnassen (Peki¢, 1991: 147). Anu ampen npeKnuBJbaBa CBE CUTYAIIH]e, KOJU-
KO TOJ] Ta CKJIarbaJH, 3a00paBibajiy, oH ce Bpaha. KumoOpan je Ono nprcyTan npu AxaMoBOM cMakHyhy
u ipu cMptr Konpazma Pytkosekor: ,,McTpara je ycraHoBmiia cMpT 0J KpBOJHNTama. TpOyx my je Ono
poOypakeH MYIIKUM KHIIOOpaHOM KOjH je, YMECTO BojiaHa, apkao y pykama‘“ (Peki¢, 1991: 337).
VYV neny pomana ,,Kako je mpodecop PyTkoBcku mpomao mymry haBomy™ oOH CHCTEMAaTHIHO IHUIIE IIITA
cBe onbarryje (3aKoHEe, TIPaBIy, JEAHAKOCT, TOOPOTY, TPIKY B CTUA, MYAPOCT, Jby0aB, MaTmky, CI000TY,
MPOIIIOCT, YOBEKA W YOBEYHOCT) IITO HEOIOJBHMBO Mojiceha Ha 0OpHYTH YHH XpUIThaHCKOT KPIITEeHa y
KojeM oco0a Koja MPUCTYIIa KPIITewny oaroBapa ca Odpuuem ce! n unme [lexuh omer maje cBojeBpcHY
KPUTHKY IIOYMBama APYILITBA HA PA3INYUTHM MUTOBHUMA.

Cruyny cutyanujy uMamo 1 ko bopxeca y nmpuan Teonoe y cmpmu, TS TEOJOT TIPaBU JOTOBOP
ca BeIleM KOju MMa 3ajlaTak Jia CayiHU OTNCEHY M YYMHU TEOJOTOB KUBOTHU MPOCTOP HAKOH CMPTH
JITITIITM U CjajHUjUM HE OW JIM TeoJIoT yOearo HOBOIIPHUCTHIIIC JbYIE KOJU CY YMPJIH Ja je OH Ha Hely.
Ko obojurie ayTopa, cMpTHa Ka3Ha CBaKako 4eka OHOTa KO MaKT ¢ JIEMOHHMa CKJIaTa.

4. AJAM TPIIKOBU'h KAO OJIPA3 MUTA

Ha 6ubnujcku noarekct IexuheBor aena ykasyje ayropka JacMmuna Axmeraruh, ma MOxeMo UMe
JeIHOr oJ1 JMKOBa jena Kako ynoxojumu eéamnupa TOCMAaTpaTH Kpo3 OUOJIMjCKU KOHTEKCT, MOCEOHO
300r HeroBor uMeHa. Axmeraruh HaBoau Ja je AJIaMOBO TPU3HAKE KOIITAJIO YOBEUYAHCTRO ,,)KHMBOTA
W ONTEpeTHIIa Ta MPBOPOhEHUM IpexoM Koju ce Kpo3 Iely UCTOpHjy oTmiahuBao kpBaBuM 3alirynama
n Hecpehama® (Axmeraruh, 2006: 104). Anam TprikoBuh caunmaBa criMcak KOju ce OJ1 Ibera 3axTeBa,
crnmcak Henpujaresba Pajxa, momymra noj 6ecnpexopunm ucieaaukoM Ltajadpexepom. Cripam mera
]j€ HeTo3HaTH paJHKK (KOjU je JIe)Kao JMCcHllaMa Be3aH 3a pajinjaTop), MCIpeOujaH U HEMOKOJICOJbUB KOjU
yYMHUpE Y THIIMHH ca CONICTBEHUM THUXUM JIOCTOjaHCTBOM. AJlam OHBa OJIBE/IcH Ha Bemiana rje PyTkos-
CKH 3aIIpaBo TJie/la FeTOBO Y3HECEHE, MOMYT XPUCTOBOT. AJIH, AJlaM je MOrpeliaH Tpar, OH HUje )KPTBa,
OH je 3a0Iy/1a, 0XKMBJHCHO, a IOTOM U Y KAMEHY Y3JIMTHYTO, po)embe MUTa, 3a011y/1a, Ujaeall U UIe0JIoTHja
Y KOjy BepyjeMo.

,llourpaBame Koje je mpucytHo Beh y nmeny jynaka — Angam TprnkoBuh — HaBoAM Ha morpemnial
Tpar. Y ,,Anamy Koju TpIu‘ WM, IpyruM peunma, Axamy JKpTBH [...] roToBo aa Huje Moryhe mpero-
3HaTH any3ujy Ha Xpucra“ (Axmeraruh, 2006: 109). Any3uja Ha pacrniehe U BacKpceme je BUIbUBA
Kaja AjiaM M351a34 Ha IOTyOJberhe ca jOlI IBOjUIIOM 3aTBOPEHUKA. Mako ayTeHUTYHN XPHUCTONNUKU TECT
npunaaa youjeHoM HEo3HaTOM paJHUKY, CIIOMEHHK je moaurHyT TprkoBuhy (Axmeraruh, 2006: 109).
OBaj mpHKa3 HACTAaHKAa MUTOBA HE PaCKPHHKaBa CaMo YJIOTY XpPUCTa Y MCTOPHjCKOM KOHTEKCTY, KaKo
HaBoM Axmertaruh, Beh npecraBiba KPUTHYKO MUTAKE U OJTHOC ITPEMa UCTOPHUJU YOIIIITE, a Y KPajH0j
JIMHU]H LIEJIOKYITHOM JbYJICKOM ca3Hamy. HanMme, ako ce 4oBeK OTrpelino 0 HeKM UCTOPHUjCKH jorahaj He
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TaKO JTaBHE MPOIIIOCTH U YHjH CBEIOIH CTOj€ MIPE TPEITKOM arelryjyhu jaBHO 11a je 10 Tperike JOoMIo,
JIOTHYHO ce Hamehe muTame 0 "era ce 4oBEK jOIIl OrperIro MmTo je Ha jour Behoj BpeMeHCKOj TUCTaHIIH.
Crrydaj Amama je 61o To3HaTH]! O CiTydaja Oe3MMEHOT jyHaka (HeTI03HATOT PalHUKA) U3 jeTHOCTaBHOT
pasnora — Anmama cy jaBHo ooecrin y [lltajaOpexepoBoj mpeacTasu. ,,JlaHamimy ,,[IOTIe Ha CBET  UWHE
YCJIOBHH CUMOOIIM B MUTOBH, ITOMONY KOjUX ce meMaromniky pykoBogau macama‘ (bephajes, 2006 :36).

AJaM je 1mocTao MUT, ITOCTA0 je CHMOOI Hedera MmTo je 0o moTpeOHo Ja HaXpaH! TyX Hapoaa
HAKOH paTa — CUMOOIT XepOjCTBa, JbY/ICKE BEIMIMHE, OTTIOpa, O0pOe, JyxoBHE cHare. bro je chHOHUM 3a
CBe OHO IITO A/laM HHje 010, a Yera je CBeCTaH W OHaj KOjU MMa MOh /la CTIOMEHHK 3aMeHHU UCTHHOM —
CHHOHUM Oe3nMeHor jyHaka: ,,OH je caMo jeaH o/l OHUX KOjH Cy M30€TTH HCKYIIeHY Ja 110 CBaKy IEeHY
npexkuBe. Moxaa Ipyru uMmajy u Behe cyrpahane, anu Mu cMo ofjlaHu OHOME mTo nMaMo. He, rocmomu-
He PyTkoBcku, Anam Huje Xepoj. Anam je Burre ox Tora. Axam je Hosex* (Peki¢, 1991: 183).

5.3AK/JbYYAK

Tema para yBek je Ousa OosiHa U Oy MUTama 3a KO0ja CMO CMaTpajy Jia Cy OJTOBOPH JIaTH.
Kana ce paau 0 3104MHIMA, O BEIMKUM MaTkhaMa U TyOHIIMMa, paHe Cy YBEK OTBOPEHE U CBAKOT TPEHA
MOT'y TIOHOBO Jia TipokpBape. U nmurame onHoca uamely 1enara, KpBHHUKA, 3JI0YMHIIA M HETOBE KPTBE
jenHako je nenukatHo. HeonxoHo je npuhin pemasamy WK pa3MaTpamy T€ AUJIEME BPJIO OMPE3HO 0e3
TEHJICHIIM]a 3a ocyhUBambeM WM KOHAYHUM Pa3pelieeM U OATOBOPOM.

OKOJIHOCTH paTa HECXBAT/BHBE Cy OHUMa KOjU UX HUCY HCKycin. OcyluBame mocTymnaka Jpyriux
JbY/IM U3 PeJIaTUBHO Oe30e/IHe U CTaOMITHE MO3UIIMje May j€ ca JIBE OLITPUIIE jep MOKEMO Jia 3araHeMO
y obyacT ricuxosoruje, hunozoduje 1 Mopaia yMecTo y 00JIaCT KEbHKEBHOCTH.

AHanM30M HaBEICHOT KOPITyca JIONLIO e JI0 3aKJbyUKa Ja Cy yJIore KpBHUKA M )KPTBE Ba3/ia Mmpo-
xete u MeljycoOHo moBe3ane. Cama 3110/1e1a Ce TeIIKO MOTY MOJBECTH MO HEKAKBE JbY/ICKE 3aKOHHUTO-
CTH, CBET HAKOH paTOBa YWHU CC KAO je}IaH BCJIHNKH Xa0C U3 KOjeF HU3BUPY 3JIOUMHIHN, KPHULIA U [ICJIaTH.
JbyJicka cBeCT Tpaku 00pas3lioKeme, CXBaTame, alli 101439 JI0 3aKJbydKa Jla y OMJIO KOjOj CUTyaluju
CBAKO O] HAC MOYKE JIa TIOCTAaHe WIIM KPBHUK WIIH )KPTBa. J{01a3u ce 710 BETMKOT er3uCTEHIIN]jaTUCTHYKOT
nuTama ci10007e.

[Tojam crio0ofie je yBek akTyesaH, MoceOHo y paTHuM nepuouma. OaHoc u3mel)y rienara u )xpTee
MoJ[pa3yMeBa HEKAKaBO OJICYCTBO CJI000j€ U MOTPEOHO je Jia Taj MojaM CXBaTUMO U YBUIAMMO Y KOjOj
MEpH je MPUCYTAaH WU OJCYTaH. Y CBAaKOM CJy4ajy MOCTOjU CJI000JaH M300p, Harumbame Ka YI03H
KPBHUKA UJIH KPTBE y 3aBUCHOCTH 07 CaMe JbYJICKe CYIITHHE, OHOTa IITO HaM je ycahero y mopai. To je
,,J1€0 BUX0oBOT Ounha, Mulisbea u ocehama concreenor uaenrtutera™ (Berlin, 1992: 259).

[lpyra 3HauajHa CTaBKa jeCy MHTOBM Ha KOjUMa TOYMBA I[UBWJIM3AIIMja U CBE BHIIE MPHUCYT-
Ha CyMbha y BbUX, TC MPCUCIUTHUBALE 3apal CTAIHC HNOCTMOACPHUCTUYKE YIIUTAHOCTHU. ,,MI/ITOBI/I u
KOHBEHIIUjE TIOCTOje C Pa3jioroM, a MOCTMOJICPHHU3AM UCIUTYje Taj pa3ior. [locTMOiepHN UMITYIIC HE
TEXU HEKaKBOj TOTaHO] Bu3nju. OH camo nuta“ (Hacion, 1996: 90).

Tako 1 OBa aHaM3a MUTA KakaB je oHOC n3Mel)y /1Ba BeuHa aHTAarOHUCTA, IBE CYNPOTCTABIbCHE
CTpaHe CjeUbEeHE Y 3ajeIHUYKOM YHHY 3JI04YHMHA, CBaKa Ca CBOjOM YJIOTOM Kojy npuxsara. [lepduannju
[IeJIaTH J1ajy ceOu JJOBOJLHO BpeMeHa Jia yOe/ie CBOjy KPTBY Jia Ce ca CBOjOM YJIOTOM ITOMHUPH U JIa je Y
HOTIYHOCTH NpuxBaTH. Hema Manux koMnpomica, Kao IITo je 3akby4no PykroBcku. , IIpu3Hame ce Ty
jaBJba Kao arcoylyTHO Mpey3uMame Tyhe (M3MUIIBbEHE, BelllTauke) CTBapHOCTH 32 ¢BOjy ™ (Pekié, 1991:
159).
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THE RELATION BETWEEN THE EXECUTIONER AND THE VICTIM IN PEKIC’S NOVEL
Summary

In the paper, the postmodern theory elements are being examined based on the Pekic’s novel How to Quiet a
Vampire in the comparison to The Hangman by Lagerquist, Deutsches Requiem, The Garden of Forking Paths, a
collection of short stories A Universal History of Infamy (The Cruel Redeemer Lazarus Morell, A Theologian in
Death) by Borges as well as a drama Sky Battalion by Lebovic and Obrenovic. The comparative method has been
used to examine the relation between the executioner and his victim. Through the prism of the corpus, examined is
the way how different social circumstances lead to the problem of absence of freedom in the human spirit, as well
as psychological background and connection in the relation executioner — victim.

The paper also deals with the motif of the Christ as one of the most powerful Christian symbols and thus the
symbol of men and his existence throughout the centuries. Today it is more and more necessary to reassess the
myths on which our civilization lies on as the ground foundation. Demolishing one of the most present myths in
the history of human civilization is supposed to show or reveal that the civilization is built on unstable foundation.
It is required to analyze the concept of freedom which is here usually related to freedom of choice. This concept
is always present-day and war related as well as the Pekic’s novel. The relation between the executioner and the
victim considers some absence of freedom, so it is crucial to understand that concept and determine the level of
its presence or absence. The freedom of choice is undisputable, one can choose between the executioner and the
victim, which depends on the one’s moral.

Keywords: postmodernism, Pekic, Lagerkvist, Borges, freedom, myth, executioner
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VLADISLAVA GORDIC PETKOVIC

EKOKRITICKO CITANJE SAVREMENE PROZE: ZEMLJA, MIT I
LJUDSKE SUDBINE U ROMANIMA KRISTIANA NOVAKA!

Ekokritika analizira odraz zivotne sredine u knjizevnom delu i temu zagadenja okoline sa kulturoloskog, etickog
i ideoloskog stanovista. Ona proucava ljudski uticaj na prirodu, baveci se covekovom potrebom da sanja ideal-
no staniSte dok kontaminira zivotno okruzenje. Hrvatski autor Kristian Novak analizira naruSavanje ravnoteze
drustvene zajednice i njenog fizickog okruzenja; u romanu Crna mati zemla osve$éivanje liéne traume uokviruje
legenda o nastanku Medimurja, koja kazuje da je rat starosedelaca i dosljaka plodno tle pretvorio u grobnicu, a
reku Muru u “tuznu majku”. U romanu Ciganin, ali najljepsi fiktivno medimursko selo pamti tragediju u rudniku
koja opominje da “zemlja ne vraca, samo uzima”. Posve¢en temama nasilja nad manjinskim grupama, migrantske
krize, disfunkcionalnosti porodice i drustva, Novak analizira uticaj ekonomskih, politickih i demografskih neumit-
nosti na obi¢ne ljude. Istrazivanje interakcije ekologije i knjizevnosti otkriva kako se u okvire socijalnog romana
inkorporira ekoloska svest, i kako oblikuje strahove i tajne pojedinca i zajednice.

Kljucne reci: ekokritika, naracija, mit, istorija.

1. EKOLOGIJA ILI REMECENJE RAVNOTEZE

“Suprotno onome kako tu re¢ Cesto upotrebljavamo u re€enici, ‘priroda’ nije samo stvar, niti
mesto, ¢ak ni stanje bitka”, piSe Ben Banting u ¢lanku “Priroda kao ekologija: u pravcu konstruktivnije
ekokritike” (Bunting 2015: 1), i citira Timotija Mortona, koji prirodu definise kao “transcendentalni po-
jam pod maskom materijalnog” (Morton 2009: 14). Gube¢i se u semantickoj mnogostrukosti asocijacija
(budu¢i da sam pojam obuhvata i oznacava §toSta: i more i ravnicu, i sunce i planine), re¢ priroda stice
jedno postojano znacenje: ona, naime, postaje sila koja normira (“a norming force”, Bunting 2015:1), na
Sta nas podseca i sama svakodnevna govorna praksa, oli¢ena u tome da ono $to je suprotno zamisljenoj
normi automatski opisSemo kao — neprirodno.

Pojmovi prirodnog i neprirodnog vezuju se za ljudsku narav kada se odreduju njeni dometi i nje-
na “sagresenja” i u delima kritiCara i teoretiCara koji se ne bave ekoloskom kritikom, pa tako kriticarka
Merilin Frené tvrdi da Sekspir naglaava sustinsku razliku u predstavljanju grehova za koje se terete
Magbet i njegova supruga: jasno nam stavlja do znanja da je Magbet povredio moralni zakon, ali da je
ledi Magbet zgresila mnogo vise, jer je povredila zakon prirode — ona se smatra “natprirodno zlom” i
ne uspeva da sacuva zenski princip u sebi (French 1982: 246). Ketrin Rou¢ ¢ak iznosi tezu da se Zena
smatra “poluljudskim” bi¢em (semihuman) stoga Sto se “stapa s prirodom” koja se predstavlja kao zen-
sko stoga $to je “deviCanski resurs” koji se “siluje i eksploatiSe” (Roach 1996: 56). U Hemingvejevoj
kratkoj prici “Nekakav kraj” (The End of Something) prikaz ekonomskog propadanja gradi¢a Hortons
Bej (do kog je dovela eksploatacija Suma zarad proizvodnje drvne grade) posluZzio je kao uvod u temu
raskida emotivne veze dvoje mladih ljudi, i ostvaruje paralelu s njom. Grad je finansijski propao pa opu-
steo onda kad su prirodni resursi iscrpljeni, ali se u prici ono Sto fakticki jeste uniStavanje prirode tumaci
kao prirodno po sebi, kao logiéno ljudsko delovanje. Tumagima poput Seldona Grebstina, kojima se ¢ini

! Rad je nastao kao rezultat istraZivanja na projektu ,,Jezici i kulture u vremenu i prostoru” (projekat br. 178002) koji se

realizuje uz finansijsku podrSku Ministarstva prosvete, nauke i tehnoloskog razvoja Republike Srbije.
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da se i eksploatacija prirode i zasi¢enje emotivnom vezom odvijaju prirodnim tokom, suprotstavljaju
se ekofeministicke interpretacije koje se oslanjaju na kulturnu geografiju, i koje Hemingvejevu kratku
pricu smatraju elegijom, tuzbalicom koja zali kako za prirodnom lepotom jednog predela, tako i za
iS¢ezlom ljubavi.

Da se bavljenje prirodom i normom moze vezati za savremeni svet i njegovu ontolosku i episte-
molosku nestabilnost, mozemo najbolje videti po nacinu na koji savremena knjizevnost pristupa odnosu
¢oveka i njegovog okruzenja. U samo dva romana koji su i brzo i zasluzeno dospeli u fokus ¢italacke
paznje i medija, pa potom bili oven¢ani brojnim knjizevnim nagradama (“Ksaver Sandor Palski”, “Fran
Galovi¢”, nagrada T-Portala Ciji je jedini dvostruki dobitnik), prevedeni na strane jezike i pretoCeni u
druge umetnic¢ke forme (u zagrebackim pozoristima uspesno se izvode dramatizacije oba romana, a u
planu su i filmske ekranizacije), Kristian Novak razradio je neke relevantne teme i postavio vazna pita-
nja u savremenoj regionalnoj knjizevnosti. Pitanja kojima se Novak u svojoj prozi bavi nisu mogla tek
tako ostati uSuSkana u one primamljivije, senzacionalizmu i dnevnoj kritici privlacnije tematske interese
u koje spadaju migrantska kriza, maloletnicka delinkvencija ili nasilje nad manjinskim grupama. Ne
samo $to se pozabavio socijalno i psiholoski osetljivim temama — od zlostavljanja i patnje dece u okrilju
disfunkcionalnih porodica, do suceljavanja istine i lazi, od razmatranja pojma mentalnog zdravlja do
redefinisanog poimanja intime — ne samo da je dirnuo u sve manje pristupacan unutrasnji svet margina-
laca i izopstenika, nego se i dotakao ¢inioca ¢iju vaznost u regionalnom knjizevnom stvaralastvu retko
prepoznajemo — ekologije.

Premda nisu izri€ito u prvom planu, niti se ¢itaoca pri prvom susretu sa njegovim romanima doi-
maju kao primarne, preokupacije Kristiana Novaka jesu vezane za neposredno okruzenje protagonista;
to su, pomalo pateti¢no receno, zemlja po kojoj hodamo i vazduh koji udiSemo. Novakova krovna tema
su poremecene ravnoteze u odnosima ¢oveka i prirode, a pitanja moralne i ekonomske krize proizlaze
zapravo iz dijahronijske analize jedne zajednice i njenog fizickog okruzenja; u socijalnom metezu koje
predo¢avaju romani Crna mati zemla i Ciganin, ali najljepsi tesko je da, pored predoéenih devijantnosti
koje obuhvataju i vr$njacko nasilje i seksualno zlostavljanje, u prvi plan dospe poremecena ekoloska
ravnoteza, iako je ona integralni deo slike socijalnih odnosa i hijerarhija koje ljude ne dele samo na
bogate i siromasne i mo¢ne i potlacene, nego i na one koji zive u skladu sa zakonima okruzenja i na one
koji se o te zakone oglusuju. Dela ovog autora ne mogu se primarno definisati kao deo knjizevnog cli-fi
korpusa, ali je vise nego dovoljan dokaz o prisustvu ekoloskih tema to Sto Novak piSe o interoperabil-
nosti razlicitih izazova, suc€eljenih istorijskih, ekonomskih, politi¢kih i demografskih neumitnosti koje
uporno zagaduju male ljudske pri¢e Matije, Nuzata, Milene, Franje, Sandija i ostalih Novakovih junaka.
Surove zivotne okolnosti (poput siromastva, neznanja, nesigurnosti, straha, ucene od strane nasilnika i
moc¢nika) posledica su delom i nasledenog nehaja prema okruzenju, nehaja koji se na simboli¢an nac¢in
kaznjava kod svake naredne generacije, s tim Sto se ta kazna projektuje kao delovanje sudbine kom se ne
moze umaci. Kazna se mahom prvo manifestuje kao devijantnost, kao otklon od socijalno normiranog
ponasanja i delovanja, da bi se potom realizovala i kroz niz li¢nih i kolektivnih nesreca.

Koliko god da nespokoj i unutrasnji konflikti Novakovih junaka nastaju u ruralnoj sredini u kojoj
su se rodili i odrasli, bekstvo u urbani prostor neée ih izleciti ni izmeniti, niti doneti smirenje i spokoj:
aktivisticki 1 vitalisti¢ki grad samo potiskuje grehove i koSmare nasledene ili preuzete od “crne majke
zemlje” u rodnom mestu. I ma koliko nevidljivo, kroz prozu Kristiana Novaka promice pitanje skri-
veno u oblandi opomene: dok se knjizevnost danasnjice bavi raznovrsnim higijenama uma, efektima
krize i pobune, identitetskim raslojavanjima i nestabilnostima mikrozajednice, izgleda da propustamo
da se upitamo $ta ¢e i kako sacuvati vazduh, vodu i tlo, §ta ¢e sacuvati Cistocu prirode u ¢ijim okvirima
funkcioniSu drustvo i njegovi sistemi. O potrebi za ¢istoCom jednog okruzenja valja misliti u kljucu
imaginacije i demografije, ekonomije i lingvistike, sociologije i psihologije podjednako: to ekokritika i
knjizevna ekologija Cine baveci se zagadenjem koliko 1 istorijom okruzenja, ljudskom prirodom i svim
onim $to budi i podsti¢e njenu potrebu da sanja idealno staniste koje na javi kontinuirano kontaminira.

Ekokritika proucava odraz zivotne sredine u knjizevnom delu i analizira temu zagadenja okoline
u knjizevnosti sa kulturoloskog, tehnoloskog i etickog stanovista. U kontekstu savremenih kritickih
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teorija, njen pristup suceljenim uticajima prirode i kulture shvata se i kao pokusaj da se ta dihotomija
prevazide. Pojam ekokritika nastaje krajem sedamdesetih godina proslog veka, skovao ga je Vilijam
Rukert, i specifi¢an je zato Sto omeduje prostor knjizevne teorije koji je neraskidivim sponama povezan
1 sa kulturom i sa naukom. Ekokritika, o kojoj se jo§ moze govoriti kao o ekopoetici ili environmen-
talnoj knjizevnoj kritici, formatirana je i fenomenom poviSene svesti o odgovornosti za nase sveopste
saucestvovanje u naruSavanju ekoloske ravnoteze u prirodi. U Sirem smislu, ekokritika rediguje nase
antropocentricno videnje sveta, ukazuju¢i na potrebu za simbiotickim shvatanjem odnosa u prirodi,
a neki od njenih pravaca, poput “duboke ekologije”, nalazu uspostavljanje odnosa biocentrizma. Ona
se ne fokusira samo na ljudsko u prirodi, nego i na ¢uvanje prirode u ljudskom: dakle, iako kroz ovaj
kriticki pravac u akademski diskurs ulazi aktivizam usmeren na podizanje svesti o pogubnim efektima
zagadenja, iscrpljivanja prirodnih izvora energije ili pak upotrebe visoke tehnologije u eksploataciji pri-
rode, on pokuSava da predstavi i na koje sve nacine kontaminirano okruZzenje kontaminira ¢ovecanstvo;
ekokritika analizira politicke, kulturne i eticke parametre koji su istovremeno i posledica nebrige prema
prirodi, i korektivni regulativni mehanizmi koji bi naknadno mogli da umanje u¢injenu stetu. Ekokritika
govori i 0 neravnomernom ekonomskom razvoju ¢ija su posledica siromastvo i neravnopravnost, nagla-
Savajuéi razliku izmedu industrijalizovanog i tehnoloski naprednog okruzenja s jedne strane i nerazvi-
jenog “treceg sveta” s druge. Kada govori o fizickom okruzenju, ekokritika govori o biosferi, s namerom
da pokaze kako se odnos prema zemlji, vodi i vazduhu tematizuje u knjizevnom delu: dakle, cak i kad
se ne bavi politickim znacenjem demografskih eksplozija ili genetskog inzenjeringa, ona ¢e u prvi plan
staviti uticaj coveka na okruzenje. Tako se iz ekokriti¢ke perspektive mogu Citati ostvarenja velikih
anglofonih pisaca devetnaestog i dvadesetog veka: Volta Vitmena i D. H. Lorensa, rane price Ernesta
Hemingveja koliko i najpoznatiji Dikensovi romani, i dela americkih romansijera od Melvila i Hotorna,
do Toni Morison i Vilijama Foknera. Svi su ovi pisci u vecoj ili manjoj meri predstavili poguban uticaj
industrijalizacije na prirodu, socijalne i psiholoske promene koje nastupaju sa dolaskom modernizacije
1 novih tehnologija, fokusiraju¢i se na otudenje coveka od prirode u duhovnom i metafizickom znace-
nju tog pojma. U postjugoslovenskom okruzenju ekokriticke teme teSnje su vezane za poeziju nego za
prozu, budu¢i da se savremena poezija ipak vise bavi socijalno zaostrenom tematikom ekonomskih i
politickih odnosa, za koju se €ini da je mahom odsutna iz srpske prozne knjizevnosti, u ¢ijem su fokusu
vise mehanizmi pozicioniranja mo¢i nego obespravljenost i onemoguéenost; kako su srpski roman i
price forme potpuno nezainteresovane za pitanja radnicke klase, sirotinje, invalida rada, bezdomnih,
marginalnih i nevidljivih, tako u njima ni ekologija ne nalazi svoje mesto. Poezija Mirjane Stefanovic,
Milovana Marceti¢a, Dragane Mladenovi¢, Nike DuSanova i jos nekolicine pesnika i pesnikinja podsec¢a
da knjizevnost u Srbiji ipak nije samo ogrezla u konformizmu, i da ne pre¢utkuje u potpunosti nezapo-
slene, siromasne i potlacene; u poeziji mnogo vise uocavamo slike razornog delovanja industrijalizacije
koji dovode do pojedinac¢nih slucajeva alkoholizma, samoubistava, zlostavljanja, invaliditeta.

2. TELO, TEKST I MAJKA ZEMLJA

Novakovi romani nisu samo skup ispovesti dramatizovanih pripovedaca, niti samo neobavezno
strukturirane istorije slucajeva individualnog, identifikovanog i sankcionisanog nasilja, ve¢ su i u jed-
nom mnogo $irem znacenju distopijska svedoCanstva o sadasnjosti, 0 nemogucénosti obnove humanizma
kakav zamisljamo na osnovu njegovih knjiskih definicija. O pripadnosti zemlji u naj$irem smislu te reci
govori se u oba Novakova romana, i zemlja bi mogla biti ona neprepoznata i nepriznata junakinja ili pak
narativna instanca koja ¢ini da “ljudi nestaju i pojavljuju se” kao u legendi, ili pak kao u rudarskoj jami
“Peti maj”, gde reka Mura, pod zemljom, dolazi po svoje. Zastrasuju¢a neumitnost svih nasih mogucih
nestanaka (potonuca u zemlju, potiskivanja u podsvest, utapanja u kolektivni zaborav i1 individualne
kosmare i nemare) pojavljuje se kao jedna od vaznijih tematskih niti Novakovih romana, u kojima se
na rizik iS¢ezavanja pod zemljom, na propadanje u “rahlom tlu”, dosledno upozorava. Predstavljajuci
izazove 1 nepravde savremenog sveta u ispovestima Sirokog spektra junaka, medu kojima su pripadnici
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romske zajednice i migranti, zaokupljen temama nasilja nad manjinskim grupama, migracijama (ne
samo u znacenju migrantske krize, nego i cirkulacijom stanovnistva na liniji selo-grad-selo), zlostavlja-
nja i disfunkcionalnosti porodi¢ne i drustvene zajednice, Novak piSe o delovanju istorijskih, politickih,
ekonomskih i demografskih neumitnosti na ljudske Zivote.

Jedan od narativnih glasova romana Ciganin, ali najljepsi je Milena, razvedena i razoC¢arana zena
u Cetrdesetim godinama, koja se iz velegrada vraca u rodni Sabolscak, i tu joj se sa dvostruko mladim
Sandijem, pripadnikom romske zajednice iz susednog sela, desava velika ljubav ali i vazna Zivotna
prekretnica. Milena svoje telo i svest vidi kao rastresitu zemlju u kojoj se mogu nastaniti neobi¢na bica
i glasovi. Deda Rudolf, zvani Japica, nije joj dok je bila mala dozvoljavao da vice i place, nego joj je
objasnio da je za sve nelagodnosti i tegobe odgovorno celo jedno pleme koje zivi u njoj, da je “iznutra
puna tunela u kojima Zive Copleki, Govjeculjci” (Novak 2016: 32). Milena prihvata, mada sa ironijskim
odmakom, da je njeno raspolozenje posledica njihovog delovanja, da je “nemirna kad prave bedastoce,
ljutita kad vrtaju i kopaju, tuzna kad spavaju” (Novak 2016: 32), da riju kroz nju kao kroz zemlju, busec¢i
tunele. Njena raspolozenja i odluke, tako, ne moraju da zavise od nje same. Milenina pasivnost i trplje-
nje, nedostatak inicijative 1 prepustanje okolnostima, u naraciji se realizuju kao projekcija nametnuta
od strane autoriteta: u Mileni Copleci Zive, ono §to je razara deo je nje same. Ta mala korektivna bi¢a u
Mileninom telu simbolizuju roditelje, autoritet i duznosti (“Majka-Coplek podsje¢a me duboko u uhu da
bih trebala svake subote ispe¢i kolace i da plavo ne ide s crnim.”), takode i traumu (“I, da, uvijek iznova
umire od raka. Cujem je no¢u, ne moze spavati, diZe se iz kreveta, bjeZi od zemlje i horizontale.”). Mile-
na &uje i oca (“Starog-Copleka ¢ujem jutrima, u mojoj nutrini zabija davle u zid i zateZe vijke na namje-
$taju, dok iverica ne popuca.”) (Novak 2016: 32), ali osim roditelja, u njoj stanuje “jos stotine Copleka,
dolaze i odlaze kako ih volja” i naziva ih “moji mali gosti, moji mali uljezi” (Novak 2016: 32), krive¢i
dedu za njihovo postojanje: “Prokleti Japica i njegovi Copleki. On u sebi valjda nosi cijeli rudnik pa je
nekome morao dati u nasljede ovaj uzas” (Novak 2016: 39). Savest i odgovornost, ugradena krivica, sve
to Milenu pretvara u kip od zemlje, u rudnik ¢iji se hodnici obrusavaju; svaka grdnja ili opomena vraca
je nazad pod naslage proslosti i u okove zajednice u kojoj je odrasla, ali koja je, paradoksalno, ono pravo
mesto odakle moze da poéne da kopa ka slobodi, da vodi borbu za svoje emotivno oslobadanje. CeZnja
za ocem, kao ¢eznja za zaceljenjem, za patrijarhalnim okvirom motivacije, motiv je koji se jasno nazire
u oba romana Kristiana Novaka, makar kao tiho razocaranje $to nema prizeljkivane ruke autoriteta, koji
je u svom najblagotvornijem izdanju tek mucav i krhki starac kao Milenin deda Japica, negdasnje musko
koje bi trebalo da i dalje bude kontrolna snaga koja ¢e spreciti da se svet urusi u paklu autodestrukcije.

Kopaju¢i po traumama svojih junaka, Novak traga za objasnjenjem kako u njithovim dusama dela-
ju mehanizmi autokorekcije i samokaznjavanja, mehanizmi krivice i ispastanja, te stoga i Japicinu snagu
autoriteta spusta na nivo neartikulisanog podsvesnog u kome stanuje tajna dobrote, a ne nasilje. Stoga
je upravo Japica osoba kojoj se Sandi u komatoznom polusnu ispoveda, ispovedajuci tako i svoj strah
od pauka, emociju koja ga dominantno odreduje zato $to najbolje prikazuje sukobljene snage odmetnute
prirode i prisile druStvenih mehanizama.

3. IMAGINARNI (NE)PRIJATELJI I RECNE VILE

Matija Dolencec, glavni junak romana Crna mati zemla, mlad je pisac ¢ija je trauma u sredistu
paznje sve vreme, bez obzira na to iz kog je vremenskog i pojmovnog okvira posmatramo: da li iz per-
spektive rastajanja od devojke koju pani¢no laze o sopstvenoj proslosti, svestan da je tunel se¢anja u koji
njegova partnerka zarko zeli da uSeta smrtna zamka u kojoj bi istog ¢asa oboje bili zatrpani obrusenom
zemljom; da li iz perspektive stvaralacke krize protiv koje se Matija bori ne slutec¢i kakvi je demoni
zapravo uzrokuju; ili pak iz perspektive naoko neutralnog poticaja faktografije i nauke koji omoguéi da
se ocrta klinicka slika jednog bezizlaza.

Kristian Novak ume da bude komican i satiri¢an kad opisuje o¢ajni¢ke pokusaje svog junaka da
iz nepostojece inspiracije na silu izvaja nekakav zaplet, kad predo¢ava njegova istovremeno sujetna i
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prostodus$na sanjarenja o slavi, te tako pripovednom postupku ne nedostaje metatekstualnosti: pisanje
romana kao proces sadrzi u sebi isti onaj ocaj, strah i bezizlaz koji nalazimo u njegovom potonjem
zapletu, nerad i nered propracen tek povremenim proplamsajima nade, jasne zamisli i njene odlu¢ne
realizacije. Cak i dok poverava spisateljske muke, autorska persona lukavo postavlja poligon za obmanu
¢itaoca: Novakov roman ne bavi se svemo¢nom snagom ljubavi, ve¢ nemoguénoscu da intimnost sama
po sebi izle¢i traumu potisnutih se¢anja i neverbalizovanih strahova.

Zato posle Crne mati zemle u romanu Ciganin, ali najljepsi narativni postupak mora da se pomeri
ka nekakvoj vrsti sumarne ispovesti koja je istovremeno i imitacija procesa sudskog isledivanja: sirij-
ski migrant Nuzat, policajac Planci¢, Milena i njen ljubavnik Sandi poveravaju se svojim slusaocima,
anonimnim, pasiviziranim i naoko nasumi¢nim, s tim $to je Sandijeva ispovest unutra$nji monolog koji
otkriva nepriznate opsesije i strahove kao §to je arahnofobija i fiksacija na paukove mreze koje ga stezu
i muce. Zavretak emotivne veze Matije i Dine je u romanu Crna mati zemla jedan je od oéekivanih
pokretaca duhovne krize i poCetak putovanja u proslost, zatrpanu i zaboravljenu, u proslost koja krije
traume, samooptuzivanje, imaginarnu krivicu. Matijin um preobrazava dogadaje i situacije tako da se
potpuno izgubi veza sa realnos$¢u, koju ¢e ponovo uspostaviti tek uz nesebi¢nu pomoc¢ svoje sestre. Pros-
lost je potisnuta i kao niz dogadaja, i kao jezik, jer Matija ne samo da se ne seca ni¢ega, nego vise ni ne
govori svojim izvornim govorom, medimurskim kajkavskim. Tema potisnutog dijalekta ukazuje na to
da individualni i drustveni mehanizmi traze istovremeno i represiju i ekspresiju.

Matijino osvescenje traumati¢nog detinjstva zapocinje i zavrSava se legendom o postanku Me-
dimurja, povesc¢u o izgonu iz raja i remecéenju ekoloske ravnoteze. U njoj se opisuje kako su se, 1 pored
toga Sto su dobili najlepsi komad zemlje koji je Bog namenio sebi, nezahvalni Medimurci prepustili
nasilju, agresiji i divljem ratovanju koje je ceo kraj pretvorilo u grobnicu, a reku Muru u “tuznu maj-
ku”. Legenda sadrzi izrazenu crtu defetizma i zadatog osecanja gubitnisStva koji neizbrisivo obelezava i
mentalitet zajednice, i pojedina¢ne sudbine: odbaceni i nesreéni ljudi dizace ruku na sebe u nezapamde-
noj epidemiji umiranja kojem kumuju nadnaravne sile, taj savrSeni izgovor za nemo¢. Te 1991. kad se
desavaju klju¢ni dogadaji u Matijinom zivotu, dogodice se lanac samoubistava kao vrsta najave rata, ali
i kao opomena zbog izneveravanja prirode. Nemoguénost socijalne integracije pokazaée se u zZivotima
mladih i starih, jednako kao i u Zivotima siromas$nih i odbacenih. Matija ¢e sebe okriviti za lanac smrti,
1 iz samooptuzivanja skliznuti u samozaborav i potiskivanje. Jedan od nac¢ina bega od samooptuzivanja
bice i ritualni pokusaj prebacivanja krivice na imaginarne prijatelje Hesta i Pujta, na duhove koji mu se
obracaju, najavljujuéi i razjasnjavajuéi samoubistva.

Hesto i Pujto nicu iz mraka “izmedu svinjca i Staglja”, jedan nalik svinji, drugi kokoski. “Prvi sam
ih puta ugledao jedne od onih zimskih veceri koje ponekad znaju zalutati u kasnu jesen, kada se vise
nista ne vidi sasvim jasno”, otkriva Matija. Iz tame podsvesti pojavljuju se onda kada sticaj nesredenih
okolnosti to omoguc¢i, ali imaju svoju nezavisnu egzistenciju i ponasaju se kapriciozno, bahato, agresiv-
no. Imaginarni prijatelji Matijinog decaStva nastaju delom kao zamena za preminulog oca, a delom kao
ventil za eksternalizaciju negativnih poriva i rusilackih strasti deteta nemo¢nog da vrati idili¢nu proslost,
nesposobnog da osvesti mu¢ne konflikte u sadasnjosti. Hesto i Pujto su istovremeno izdanci tla, abera-
cija prirodnih sila, istovremeno saucesnici i zlodejnici.

Matijini zloguki pratioci istovremeno su imaginarni saveznici nastali kao odraz diktature zahtev-
nog kolektiva, i sablasni uzbunjivaci s kojima stize najava rata. Lanac samoubistava u Medimurju tokom
maja i juna 1991. otkriva da su pojedinacne smrti i pojedina¢ne nesre¢ne sudbine samo pocetak: nasta-
vak je kolektivno stradanje. Mnogo posle tog rata Matijin na klimavim temeljima samoobmane sazdani
li¢ni mir raspasc¢e se i vratiti junaka detinjem samookrivljavanju za smrti koje nije mogao uzrokovati.

Fantasti¢no, tako, postaje pokri¢e za greh, zaborav i samu smrt, ali i za samu poraznu nevericu
u mogucénost pobede mracnih sila. “Melankolija i osje¢aj gubitka koji prozimaju medimurske legende
odjekuju sudbinom glavnog protagonista, ali i njegovih sumjestana o ¢ijim tuznim, teSkim i muénim
sudbinama saznajemo zahvaljuju¢i Matijinoj potrazi za sjec¢anjima” (Matek 2016: 48).

Matiji otac umire kad je imao samo pet godina, a nesposobnost da pojmi o¢ev nestanak i prizore
sahrane vode ga u osecanje krivice i samooptuzivanje: pocinje da veruje najpre kako ga je otac napustio

75



76

Vladislava Gordi¢ Petkov

zato §to je ljut na njega, a potom se ponada da bi se otac mogao vratiti ukoliko to on, njegov sin, na
neki nacin zasluzi: ukoliko postane bolji ili se na neki nacin zrtvuje. Matija ¢e pokusati recnim vilama
da daruje kao zrtvu svog druga Dejana Kunceca, ne bi li mu vratile oca, a Dejanov otac ¢e potencijalnu
tragediju blagovremeno spreciti. Matija ¢e uociti kako iza epidemije samoubistava za koja sebe krivi na-
rastaju razlozi u vidu zlostavljanja, silovanja, pedofilije, usamljenosti, depresije i neizdrzivog osecanja
krivice. Ne uspeva da svog druga Franca, nevoljeno i nezbrinuto dete agresivnih alkoholi¢ara, spase od
zlostavljanja i silovanja (supruga silovatelja Mladena Horvata preseca sebi vene i umire jer ne moze da
podnese njegova ponizenja i zlodela). “Ostavljen od svih, poniZen i ranjen, Franc natrpa usta zemljom i
pocini samoubojstvo utapanjem, simbolic¢ki ukazujuc¢i na to da je njihov kraj doista “crna majka” svojim
sinovima cija je jedina sudbina preuranjena i nasilna smrt” (Matek 2016: 55).

Matija se krece u dimenziji projektovane realnosti onako kako bi to ¢inili junaci Tenesija Vi-
lijamsa, zavarani potencijalima nade i iluzije, nesvesni granice gde se samozavaravanje preobraca u
manipulaciju, u obmanjivanje sebe i drugih. Nesrece i nevolje proizlaze iz stvarnih potreba da se dozivi
sreca i da se ostvari kakav-takav privremeni spokoj, ili bar iluzija ispunjenosti, te Matijina tuga za ocem
tako i uspe da prizove dvojicu imaginarnih prijatelja koji prvo kazu “fala ka si nas pozvo, mi ne mremo
vum s kmice ako nas nes¢i ne pozove” (Novak 2017: 154), a posle ga ucenjuju i prete da ¢e mu oteti
sve drago. Matija pokuSava da postigne dogovor sa re¢nim vilama da mu vrate oca, pokusava da im u
istovremeno naivnom i opasnom ritualu Zrtvuje najboljeg prijatelja, a neuspeh tog poduhvata pokazuje
da je drustvena kontrola pokazala mo¢ da zauzda zakone prirode. O Dejanu Kuncecu ima ko da se brine,
1 on Ce biti spaSen besmislene zrtve. Matija potom u druzenju sa nesre¢nim i zlostavljanim Franjom trazi
pribeziste u jezickoj igri prepravljanja sveta koja se sastoji od Citanja reci s kraja prema pocetku: tako se
nepodnosljiva re¢ “samoca” pretvara u grotesknu i nimalo opasnu re¢ “u¢omas”. Usamljenost sa kojom
se Matija bori ne da se lako verbalizovati jer se decak ne suocava sa gubitkom koji je uzrokuje: nema
jasnog osvedocenja o tome kud je otac nestao i zasto se nece vratiti. Niko nije svestan koliko Matija
ne razume svoja osecanja, koliko su mu bol i gubitak strani i kako ne ume sa njima da izade na kraj, te
¢e nas 1 to vratiti na ideju o “samici nase sopstvene koze” jednog od Vilijamsovih leporekih junaka iz
Orfejevog silaska, drame koja takode iziskuje da se side pod zemlju i demaskiraju samoobmane.

Likove u romanu Ciganin, ali najljepsi pokrece i povezuje osecaj da su izgubili vezu sa zajed-
nicom. Zajednica je kod Novaka i mesto utehe i faktor prisile, i razli¢iti su razlozi zbog kojih junaci
ili odbijaju da se uklope u sistem, ili to bezuspesno pokuSavaju. Ispovesti se ukrstaju tako da narativna
instanca koja ih povezuje ostaje nevidljiva a zloslutna. Roman je prepun detalja, opisa, pedantnog vre-
menskog lociranja, toponima i imena koji svi funkcioniSu kao kod za desifrovanje jednog raskosnog
mentalnog pejsaza obelezenog nostalgijom. Novak u model socijalnog romana umece elemente folklora
1 fantastike uspevajuéi da preko njih pronikne u nesvesno, u zelje, u nepriznate strahove i tajne. Ciganin,
ali najljepsi u jednakoj je meri predlozak za kriminalisticki film i socijalnu studiju.

4. ZAKLJUCAK

Zarobljenost u ¢utanju za Matiju nije spasonosna, niti to moze biti; no nije spasonosan ni govor
o intimnom ako govornom ¢inu ne prethodi opasno zaranjanje u rahlu zemlju kojom se moze ugusiti.
Ispovesti se u romanu Ciganin, ali najljepsi ukrstaju tako da narativna instanca koja ih povezuje ostaje
snazna i sveprisutna, kao preda koja unesre¢ene crne duse drzi kako-tako na okupu. Napor, otpor, tegoba
ali 1 neocekivana uteha koji mogu da stignu od paukovih mreza zajednice, surovi intrarasizam, potla-
Cenost 1 psiholosko uniStavanje pojedinca koji je slab, uplasen i nemoc¢an vazniji su nego osvetljavanje
porodi¢nog zivota, u kom Matiji pomaze sestra, kao neoCekivani terapeut i otkrivalac. Matijin strah od
“svoje mrznje i goleme moci ubijanja” pokrenut je poniranjem u sebe koje treba da bude spasonosno:
“Kad mi je bilo tesko, kada bi mi bilo neugodno, onako kako bude neugodno djeci pred pogledom
nepoznatih ljudi, ili kada bi me preuzela neka tiha i tuzna zamisljenost, ja bih otiSao duboko u sebe.
1z svijeta u sebe” (Novak 2017: 117). Jednako uplasen, usamljen i svestan svoje odbacenosti, Sandi
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unapred pristaje na dodatnu marginalizovanost kad zapo¢ne vezu sa socijalno disfunkcionalnom Mile-
nom: “Ne spadam ni ja svojima, ni ona svojima. Zato pripadamo skupa, mislim si i gorim. Samo na toj
spaljenoj krvi zivio bih zauvijek.” (Novak 2016: 265). Ona zloslutna i nasilna pseudoekologija koja bi
da i po cenu patnje i smrti tlo koje smatra svojim sacuva od hoda nesre¢nih tudinaca, postala je mozda
i nehotice junak Novakove proze pre nego sunce u o€ima i mesecina u postelji iz turbo-folk hita koji je
njegovom romanu dao neslué¢eno surov naslov.
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ECOCRITICAL READING OF CONTEMPORARY FICTION: THE EARTH, THE MYTH AND HUMAN
DESTINY IN THE NOVELS BY KRISTIAN NOVAK

Summary

All the parameters of any relevant critical discourse of today suggest a serious revision of tenets struggling to
define the fundamental concepts embodied in the word “nature”. Nature is, according to Timothy Morton, a tran-
scendental term in a material mask; this definition turns the phenomenon into a metaphor which has been used and
being reused in the critical discourse over a long period of time, owing to its inherent duality. Nature itself becomes
a norming force with the task to estimate the degree of various imposed character disorders described in fiction
ranging from alienation to moral depravity. Ecocriticism is a discipline connected to literature and literary theory
by multiple ties which are defined by the understanding of our culture’s growing culpability in environmental de-
struction. Apart from its specific role of rereading literary texts, ecocriticism reinvents itself in the context of the
growing environmental awareness and finds its purpose in articulation of most serious threats to the well-being of
humanity.

Kristian Novak’s two novels which are analyzed in the paper deal with the concepts of truth, delusional fantasies
and the protagonists’ inability to grasp the difference between confidence and fear. Predestined both by political
unrests and the disturbed balance of earth and water, the communal life takes its toll on guilt-ridden, violent, ag-
gressive or suffering inhabitants of the Croat province of Medimurje. The novels Crna mati zemla and Ciganin, ali
najljepsi deal with young people who struggle to overcome the ordeal and trauma of rural darkness amid the forces
of nature, politics and abominable historical and cultural heritage.
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CHRONOTOPE OF THE ROAD IN LINDA HOGAN’S
SOLAR STORMS'

“It has been my lifelong work to seek an understanding of the two views of the world, one as seen by
native people and the other as seen by those who are new and young on this continent.” (Linda Hogan,
Dwellings 11)

The paper examines the chronotope of the road in Linda Hogan’s Solar Storms. Conceived by Bakhtin as the unity
of time and space represented through the motif of the road, this chronotope proves particularly useful for exam-
ining Hogan’s novel that centers on the return of Angel Jensen to her birthplace in search of familial history and
identity. Hogan’s chronotopic representation of Angel’s journey, on which she is accompanied by her grandmoth-
ers, is based on the Native American conception of time as cyclic, and space as multidimensional (Allen np). The
road the four women undertake is thus a circular one on which Angel reconnects with her Native heritage through
the stories of her grandmothers, rediscovers and reaffirms the inherent relationship between herself and the land,
and fights to protect the land from unlawful encroachment.

Key words: chronotope, road, identity, Linda Hogan, Solar Storms

1. INTRODUCTION: BAKHTIN’S CONCEPTION OF THE CHRONOTOPE

It would be appropriate to begin by saying that a definitive conception of literary chronotope was
never provided by Bakhtin himself (Bemong and Borghart 5). In essence, Bakhtin borrows the term
from Einstein to denote the concept time-space. In Greek, the word ‘chronos’ means time whereas the
word ‘topos’ means space. In coining this term and the idea behind it, that of the unity of time and space,
Bakhtin relies on Kant’s belief that time and space represent basic categories through which people
construct and understand the world (Bemong and Borghart 5). On the other hand, from Einstein and his
theory of relativity, Bakhtin borrows the idea that time and space are intrinsically connected. Moreover,
Bakhtin’s idea of space and time is similar to Einstein’s in the sense that both believe “that there exists
a variety of senses of time and space” (Bemong and Borghart 5). In other words, Bakhtin maintains that
there are a variety of ways time and space can be perceived, constructed and understood, so we can talk
about cyclic or historic (chronological) time and one-dimensional or multidimensional, hierarchically
or vertically structured worlds.

Bakhtin provides several definitions of the chronotope in his seminal essay “Forms of Time and
of the Chronotope in the Novel” in The Dialogic Imagination: Four Essays. As he states: “We will give
the name chronotope (literally, “time space”) to the intrinsic connectedness of temporal and spatial re-
lationships that are artistically expressed in literature ... What counts for us is the fact that it expresses
the inseparability of space and time (time as the fourth dimension of space). We understand chronotope
as a formally constitutive category of literature...” (Bakhtin 84) that carries “the meaning that shapes
narrative” (Bakhtin 250). Therefore, chronotope represents a building block of every artistic text in its

' The paper was written within the project entitled “Jezici i kulture u vremenu i prostoru”, number 178002, financed by the

Ministry of Education, Science and Technological Development of the Republic of Serbia. It is a revised version of the paper
written for the course “Toposi u svetskoj knjizevnosti” taught by professor Erzebet Canji.
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portrayal of time and space. Moreover, for Bakhtin, chronotope represents a technique devised for “re-
flecting and artistically processing ... appropriated aspects of reality”, and indicates “the process of as-
similating real historical time and space in literature” (Bakhtin 84). He goes on to assert that “[a] literary
work’s artistic unity in relationship to actual reality is defined by its chronotope” (Bakhtin 243). What
can be concluded from all of the above stated definitions of the chronotope is Bakhtin’s insistence on
the unity of time and space as the fundamental categories that hold together every artistic text, as well as
the idea that these categories stem from extratextual reality of the artistic text’s origins. Thus, time and
space in literature are not only inseparable, but are “always covered by emotions and values” (Bakthin
243) pertaining to different cultures. Because, as Bakhtin claims in the “Response to a Question from
Novy Mir” offered in Speech Genres and Other Essays:

Literature is an inseparable part of culture and it cannot be understood outside the total context of the entire
culture of a given epoch. It must not be severed from the rest of culture, nor, as is frequently done, can it
be correlated with socioeconomic factors, as it were, behind culture’s back. These factors affect culture as a
whole, and only through it and in conjunction with it do they affect literature. (Bakhtin 2)

With this, a firm connection between chronotopes and culture is established.

Chronotope, conceived as representation of time and space pertaining to a particular culture that
shapes the meaning of the narrative, is particularly significant when it comes to discussing works by
Native American authors, such as Linda Hogan. These authors, by belonging to two cultures simultane-
ously, dominant white and Native American, bring into their fictional worlds different, often conflicting,
chronotopes. Bakhting allows such possibilities, claiming that “[c]hronotopes are mutually inclusive,
they co-exist, they may be interwoven with, replace or oppose one another, contradict one another or
find themselves in ever more complex interrelationships” (Bakhtin 252). In Hogan’s Solar Storms, this
is particularly the case: Western conception of time and space is conflicted with the Native American
one, painting “the unique position in time and space of twentieth-century Native Americans” who are
“[1]iving in the continual confrontation of two chronotopes” (Pittman 784). As Pittman explains, “[t]o
recognize this chronotopic ground is to discover the cultural worldview underlying the entire narrative”
(Pittman 778). In Hogan’s novel, chronological time clashes with cyclic, whereas the material view of
space characteristic of the white society threatens the very existence of the Native community deeply
connected to their environment.

2. CHRONOTOPE OF THE ROAD AND THE AMERICAN ADVENTURE NOVEL

Furthermore, Pittman explains that in multicultural works, like Hogan’s Solar Storms, “one would
expect to find a web of competing chronotopes in dialogue and a central chronotope that serves as a
unifying ground” (Pittman 778). It can be argued that the chronotope of the road represents the unifying
ground in this particular novel as it revolves around the return of Angel Jensen to the place where she
was born, and later, to her ancestral homeland, in search of familial connections. Brought up in numer-
ous foster homes that failed to provide Angel with stability and self-respect with regards to the scar she
carries on her face from the earliest childhood, her trip becomes a quest on which she comes to terms
with the violent past epitomized by the scar and rediscovers her Native sense of self that brings her
closer to that part of her heritage. Her paternal grandmother Agnes Iron, great-grandmother Dora Rouge
and adoptive grandmother Bush, all strong Native female characters, accompany her on this road to self-
discovery with their own intentions — Dora Rouge goes to her homeland (that of the Fat Eaters) to die,
Agnes accompanies her out of filial duty, whereas Bush is intent on protecting the land of the Fat Eaters
from unlawful appropriation by a white company intent on building dams. Therefore, Hogan’s novel re-
volves around a journey back to the ancestral land which is a common theme in Native literature, played
out through the chronotope of the road.
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In the chronotope of the road, “the unity of time and space markers is exhibited with exceptional
precision and clarity” (Bakhtin 98) where “[t]ime ... fuses together with space and flows in it (forming
the road); this is the source of rich metaphorical expansion of the image of the road as a course: “the
course of life,” “to set out on a new course,” “the course of history” and so on...” (Bakhtin 244). Pitt-
man explains that “the importance of the chronotope of the road lies in its convenience for meetings and
encounters. Such meetings can serve important “architectonic functions” (Bakhtin 98) in the plot or can
be combined with the “chronotope of the threshold” as a “moment of crisis” (Bakhtin 248)” (Pittman
779). In other words, the motif of the road as a way of representing time and space in the novel is sig-
nificant because the road allows chance meetings to happen which in turn may result in transformation
of the protagonist or some kind of crisis. Through the chronotope of the road “the main protagonist and
the major turning points of his life” are most usually portrayed (Bakhtin 120-121). Therefore, the focus
is put on the events, meetings, and crises which are not part of everyday life and that are for this reason
significant for the protagonist. Bakhtin further asserts that “the road is always one that passes through
familiar territory” in which “the sociohistorical heterogeneity of one’s own country is revealed and
depicted” (Bakhtin 245). All of these aspects can be found in Hogan’s Solar Storms to certain extent.
For example, whereas the novel depicts the moment of crisis when Angel is forced to confront her scar
and make peace with it, it does not depict the territory familiar to Angel, but to her grandmothers. The
grandmothers guide her along the road in which they discover not only “sociohistorical heterogeneity”
of their country, which is invaded by greedy and heartless whites, but also the profound connection to
the natural world and the surrounding environment.

Bakhtin relates chronotope of the road to the Greek adventure novel. The adventure trope has had
many incarnations in world literature, including Cervantes’ Don Quixote, Defoe’s Robinson Crusoe,
Kerouac’s On the Road and many more. The adventure novel as such has proved as a particularly useful
genre for the depiction of the westward expansion of the U.S. The adventure novel about the conquest of
the west relied on the idea of the frontier conceived by Frederick Jackson Turner in his seminal work en-
titled “The Significance of the Frontier in American History” from 1893. For Frederick Jackson Turner,
the frontier is “the meeting point between savagery and civilization” (38). On the frontier, where a man
is forced to fight the wilderness and its savage indigenous people in order to claim and tame the land and
the people, an American is born. The main traits of the American identity forged on the frontier are indi-
vidualism and entrepreneurship. Or, in other words, a true American is a self-made man who succeeds,
by his own worth and merit, to conquer the land and the people by cultivating the former and civilizing
the latter. Frederick Jackson Turner was heavily influenced by the Manifest Destiny which represented
the belief that the settlers are destined by God to expand over the entire US continent and bring progress
to the backward Natives. Both the Manifest Destiny and the frontier thesis were born of the philosophi-
cal thought that time is a steadily flowing river that stretches into the future (Tally 12). This conception
of time was expressed in historical narratives that depended on linearity and the belief that history brings
progress, and implies constant movement from the primitive past to the progressive future (Tally 13).

The westward settlement of the US described in the adventure novels failed to recognize the ex-
ploitation of land it entailed followed by destruction of the environment, as well as genocide, cultural
and biological, over the indigenous people. In reinterpreting the settlement as brutal colonization, Rich-
ard Slotkin names the frontier identity formation guided by Manifest Destiny as “regeneration through
violence” (in Jespersen 279). Many other scholars cast light on the fact that in the adventure novels, the
hatred towards Native Americans was further entrenched as they were portrayed as the ultimate Other:
savage heathens who have the land and fail to use it in the way the settlers deem progressive and pur-
poseful (Takaki 237). The adventure novel represents the foundation of Hogan’s Solar Storms as well, as
the journey the four women undertake represents an adventure, but one provided from a Native perspec-
tive. Hogan uses indigenous understanding of the land and interconnectedness between land, nature and
people, as well as the importance of communal relations to criticize the tenets proposed by Frederick
Jackson Turner and the Manifest Destiny.
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Solar Storms take the form of a revised adventure novel’s chronotope of the road as it centers on
Angel’s quest for identity through the return to the place of her origins. In this novel, spatial and temporal
aspects of the novel, seen in the road, are portrayed through two conflicting perspectives, white and Native
American. As mentioned before, the western perception of time and space is based on the idea that time
takes on a spatial dimension of the road that “stretch[es] into the future, along which one progresses™ (Hall
in Pittman 784). According to Paula Gun Allen, this conception of time, seen in the spatial aspect of the
road, is reminiscent of “an industrial time sense. The idea that everything has a starting point and an ending
point reflects accurately the process by which industry produces goods” (Allen np.). For Allen, this chrono-
logical and spatial understanding of time has “traumatizing, disease-causing effects” for Native Americans
because it “denies that an individual is one with the surroundings” (Allen np). The unity and balance stand
in the center of Native American sense of self and the world. As Allen explains,

Indian time is a concept based on a sense of propriety, on a ritual understanding of order and harmony....
That is, Indian time rests on a perception of individuals as part of an entire gestalt in which fittingness is not
a matter of how gear teeth mesh with each other but rather how the person meshes with the revolving of the
seasons, the land, and the mythic reality that shapes all life into significance. (np)

In this respect, for Native Americans, time is cyclic, or ceremonial and space is multidimensional,
whereas both “time and space are mythic” (Allen np). In other words, in Native American conception of
time and space, past and present coexist simultaneously and are connected through tribal tradition of sto-
rytelling. Through oral tradition, native languages, genealogies of ancestry and the history of removals
from ancestral lands are preserved (Fitzgerald and Wyss 241). These stories are rooted in the land, be-
cause the land for Native Americans represents everything that one knows, religion, mythology, history
of one’s family (Hogan in Grgas 177). Therefore, for Native Americans, space and time are conceived
in the land and the land itself represents a cultural chronotope. Moreover, the land and the connection
to the geographical environment in which tribal communities live form the foundation of Native Ameri-
can tribal and cultural identity. Grgas maintains that the connection between the people and the land
is expressed in the profound “sense of place™ around which the majority of Native American literary
productions revolve (159). As Erdrich explains, “People and place are inseparable” (43). The connection
between the people and the land is severed by colonization, land appropriation and cultural erasure. This
rupture, and its mending, is central to Hogan’s Solar Storms.

3. CHRONOTOPE OF THE ROAD IN LINDA HOGAN’S SOLAR STORMS

In the novel, Hogan relies on mechanical, western time in order to bring the novel closer to the
white readers and to situate it in the historical context crucial for its understanding. Angel, the narrator
of the novel, mentions on several occasions that the events described take place in 1972, which was a
“troubling time, with difficult news”, especially for Native American communities (Hogan 156). As Sze
explains, the background to Solar Storms is the James Bay Hydroelectric dam project that flooded Na-
tive Cree and Inuit lands in Canada for the purpose of building dams to generate power for the USA and
Southern Quebec (Sze 476-478). The Cree and the Inuit people fought legally against the dam project,
won at court, but the project was completed nonetheless. As such, this project represented yet another
colonial endeavor against the indigenous people of the US and Canada. The capitalist venture of Hydro-
Quebec, responsible for the James Bay Project, did not only entail illegal land appropriation, but also
represented an ecological disaster, since diversion of the rivers caused a severe damage to the ecosystem
of the James Bay area (see Castor 157-158). The diversion of rivers forced the Cree communities to
leave the land they inhabited for centuries, which resulted in “increases in rates of alcoholism, family
violence, and suicide” among the Cree (Castor 158).

2 Author’s translation of Grgas’s notion “o¢ut mjesta” from “Ispisivanje prostora: Citanje suvremenog ameri¢kog romana”.
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In Solar Storms, Hogan recasts Hydro-Quebec as BEEVCO. Through BEEVCO’s dam project
that takes place on the land of the Fat Eaters, Hogan foregrounds the devastating influence of the chrono-
tope of progress on the land and the Native people inhabiting it. As Jespersen explains, BEEVCQO’s de-
struction of the Fat Eater’s land through flooding should be viewed in “the historical context of Manifest
Destiny and imperial conquest” which propagates that white people are superior to Native Americans
and thus presupposed to civilize them (Jespersen 292). This is evident when the company’s officials
come to negotiate with the Fat Eaters. The white officials see the Fat Eaters as backward and primitive,
“remnants of the past” whom they wish to “bring into the twentieth century” by bringing them electricity
(Hogan 280). Their attitude thus replicates that of the settlers and underlines the fact that colonization is
still an ongoing process for the Native communities.

Moreover, white society’s view of time as a road stretching into the better future is evident in the
idea that electricity is considered as a sign of progress, paving the way for civilization, even if to gener-
ate it means to destroy the indigenous people and their land. In other words, electricity is represented
as a commodity which is imposed on the Native communities in the name of progress. The materialist
view of the land and the environment shown by the BEEVCO rests on the premise of a hierarchically
organized world based on the binary division between the people, who are superior, and the land, which
is inferior. In opposition, the Fat Eaters conceive of the world as unity between all living beings and the
surrounding environment. As Angel comments, “there had once been a bond, something like the ancient
pact land had made with water, or the agreement humans once made with animals” (Hogan 22). Under
the pressure of progress which destroys the environment and the people connected to it, that bond is
broken. Sze further explains that “[i]n seeking to harness power in the water (and to export it to the USA
as a commodity through ‘black wires’), the dam threatens not only to flood hunting lands, disturbing
animals, plants, landscapes and peoples, it also disrupts natural cycles and seasons, and ways of know-
ing and being in the world based on indigenous cultural and social values” (Sze 479). Thus, BEEVCO’s
project is one of cultural erasure as well, as the destruction of the land and the sacred places on it se-
verely threatens “the sense of place” Grgas maintains is so crucial to the Native American identity and
the sense of self (159). This is evident in the fact that the people who suffer from the rising water levels
are described as broken and lost as the land itself:

the devastation and the ruin that had fallen over the land fell over the people, too. Most were too broken to
fight the building of the dams, the moving of the waters, and that perhaps had been the intention all along
... the people were in pain ... she would never have recognized their puffy faces and their empty eyes, their
unkempt, hollow appearance. It was a murder of the soul that was taking place there. (Hogan 226)

Therefore, BEEVCQ’s capitalist venture is colonial in its nature and as such threatens the very existence
of the indigenous communities.

For Hogan’s Native American characters, the chronotope of individualism and progress brings
about destruction and death. Angel sees electricity as “darkness of words and ideas, wants and desires ...
in the guise of laws made up by lawless men and people who ... wanted to conquer the land ... [and] to
control the water, the rise and fall of it, the direction of its ancient life” (Hogan 268). To Angel, the capital-
ist exploitation of land and people for the purpose of progress and profit is epitomized in Thomas Edison,
an embodiment of a true American self-made man. Angel contrasts him to Nikola Tesla and Tesla’s belief
that electricity should be free for everyone. Tesla’s belief ties well with the Native American insistence
on the importance of communal sharing: “I wished Tesla was alive .... He knew turbines and force fields
and generators. He knew how to do all this at no cost. No one would profit from that kind of power. No
one would steal. Tesla had known a force, a cosmic and earthbound power, a stunning light” (Hogan 282).
She portrays the destruction of the Holy String Town brought about by “the ideas of Thomas Edison [...]
through narrow wires and voltages and watts and kilowatts into the virgin territory of the north” (Hogan
266). Electricity reveals “dwellings [in] need for cleaning and paint... men and women ... disappointed
at the lines of age, the marks and scars they’d never noticed or seen clearly before” (Hogan 267) as well
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as “three dead lynx caught in a reservoir [and] ten thousand drowned caribou” (Hogan 268). Thus, Hogan
portrays how electricity, as a white society’s symbol of progress, becomes a symbol of cultural loss and
environmental disaster for the indigenous people. In this manner, Hogan criticizes and reevaluates the idea
that time, seen in the road that leads into the future necessarily brings progress.

The two conflicting notions of time and space mark Angel’s return journey home as well. In the
beginning of the novel, Angel is represented as a victim of the western, “disease-causing” time (Allen
np). She is described as an orphan and problematic teenager who lived in several foster homes, and
found home in none. Elizabeth Kella associates the fact that Angel is an orphan to the “civilizing” pro-
gram led by the US government from the 1950s to the 1970s (Kella 107). The program, enforced by
the Child Welfare League of America and the Bureau of Indian Affairs, was based on the assimilation
politics of the government which believed Native American children, once separated from their birth
families and traditional heritage, will assimilate into the society easier (Kella 110). The civilizing mis-
sion of the white society, following the chronotope of progress, stands behind this oppressive program
as yet another disruption between the people. As Schultermandl explains, “[i]n abducting Angel from
her tribal family and in placing her in foster home outside the reservation, white Americans disrespected
and disturbed the natural pacts and traditional bonds of Angel’s tribe” (Schultermandl 72).

Hogan portrays how damaging this disruption of the bond between Angel and her Native commu-
nity is for Angel. Hogan describes her as “a rootless teenager” inhabiting “two rooms”, that of fear and
that of anger because she does not know who her father and mother are and she knows nothing of her
family history (Hogan 25-27). She does not even have a picture of herself as a baby. Instead, she carries
around a picture of another baby, smiling, so she can fabricate a history and an identity for herself when
necessary. Because of that, “Angel is fragmented, is alienated from the land and community [and] fears
everything” (Vernon 43). The only reminder of her past is the scar on her face:

[A] curtain of dark red hair [fell] straight down over the right side of my face. Like a waterfall, I imagined,
and I hoped it covered the scars I believed would heal, maybe even vanish, if only I could remember where
they’d come from. Scars had shaped my life. I was marked and I knew the marks had something to do with
my mother, who was said to be still in the north. While I never knew how I got the scars, I knew they were
the reason I’d been taken from my mother so many years before. (Hogan 25)

In this excerpt, violent and abusive history of Angel’s childhood is introduced. Angel defines herself in
relation to the scar, and becomes angry and violent every time someone mentions it. In this respect, the
scar comes to represent a gap between Angel and her mother and a symbol of loss, genocide, and vio-
lence: “My scars had no memory, were from unknown origin. There were others, as well, on my body”
(Hogan 34). In search of the story about the scars that make “[her] life”, Angel discovers the papers
about her adoption in which she finds the name of her grandmother, Agnes Iron (Hogan 27) and decides
to seek her out in Adam’s Rib, the place where Angel was born. Therefore, the motive behind Angel’s
journey back home is essentially the need to find out who she is and to rediscover the lost part of her
identity.

The chronotopic representation of the road expressed through Angel’s return journey portrays
Native American view of time as circular and space as consisting of multiple dimensions that are con-
nected through stories. These stories are rooted in the land and the environment and represent windows
into Native tradition and the past of the communities and families. As Jespersen explains, “[u]nlike
Euro-American novels that celebrate “lighting out for the territories” in a quest for individualism and
freedom, Hogan’s novel writes the women’s quest as a return home. Solar Storms belongs to the tradi-
tion of Native American novels that celebrates community” (Jespersen 283). The idea of returning home
in order to rediscover one’s sense of self in the land and the community from which one originates is
diametrically opposite to the white society’s chronotope of individualism and progress that presupposes
moving away from one’s family and community, and succeeding on one’s own. However, precisely
because white man’s idea of civilization wreaked havoc onto the indigenous people and the land, pro-
tecting the Native heritage through stories becomes of paramount importance to Hogan’s characters.
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As William Bevis explains, coming home, staying in one place, returning to one’s past is not only the
main story in Native American writing, but it is also the only means of knowing for Native Americans
(in Grgas 177) .Thus, Angel’s journey home is also a return through history and memory to the place
of origins. This journey is necessary for Angel as it facilitates healing that transforms into resistance to
oppression and marginalization in the last part of the novel, as will be discussed in further detail.

Angel’s quest for identity and history is in essence a return to the unknown territory during which
she discovers “sociohistorical heterogeneity” of her own community (Bakhtin 245). Upon arrival to
Adam’s Rib, she is met by Agnes Iron, her grandmother who takes her in and introduces her to her great-
grandmother, Dora-Rouge and adoptive grandmother Bush, among others. All three women are deeply
connected to their Native heritage and as such represent the first step towards Angel’s reintegration into
the Native community. Agnes knows traditional songs which have long been forgotten and which rep-
resent a window into the traditional way of life. Dora-Rouge has knowledge of how to prepare herbal
remedies and cure Angel’s insomnia. Being able to sleep is important for Angel so that she can dream
about healing plants, which is a gift she inherits from her great-great grandmother. Plant dreaming rep-
resents an important part of Angel’s Native heritage. Moreover, Bush is described as a woman loved by
land, and who is capable to tend to the land and live off it. The three women recognize that in order for
Angel to heal, they must first teach her about the history of colonization and violence.

Healing, in the Native tradition, is brought about by telling stories and performing ceremonies
(Hogan in Kella 110-111). Therefore, the absence of history and family for Angel is to be filled with her
grandmothers’ stories. The stories will help Angel establish a firm sense of self rooted in Native heri-
tage. Angel’s regeneration begins with Agnes and Bush telling her the story about Loretta and Hannah,
Angel’s mother and grandmother. Hannah’s and Loretta’s history is essentially a story about genocide,
sexual exploitation and environmental disaster brought about by the western expansion, fueled by the
chronotope of progress. Agnes recalls that both Loretta and Hannah smelled of sweet almond from being
poisoned by cyanide: “[They were] from the Elk Islanders, the people who became so hungry they ate
the poisoned carcasses of deer that the settlers left out for the wolves. The starving people ate that bait”
(Hogan 38). The excerpt paints the picture of colonization of the Fat Eaters’ and Elk Islanders’ land. The
settlement of the land included poisoning wild animals so that wolves would eat them and die as well,
thus making the environment suitable for bringing domesticated animals. By killing the wildlife which
provided sustenance for the Native people for centuries, white settlers became responsible for the dev-
astation of the entire communities as well as their traditional way of life. The way animals were treated
by the settlers is very similar to the way land is being exploited by the BEEVCO throughout the novel.
In this manner, Hogan draws parallels between the past and the present, pointing out that colonization
still persists for the Native people.

Hogan also establishes and underlines the parallel between settlers’ exploitation of the land and
the abuse of Native women. As Angel comments, “Our beginnings were intricately bound up in the his-
tory of the land” (Hogan 96). Agnes tells of sexual exploitation of Loretta “...when she was still a girl,
she’d been taken and used by men who fed her and beat her and forced her” (Hogan 39). In yet another
story, Bush tells Angel about Hannah and her body covered in scars: “Beneath all the layers of clothes,
her skin was a garment of scars. There were burns and incisions. Like someone had written on her. The
signatures of torturers, I call them now” (Hogan 99). With all this in mind, it can be argued that Loretta
and Hannah are victims of colonization in the name of progress. Their stories tell that “[b]oth the land
and the Natives bear the scars of destruction” which are passed down from generation to generation
(Vernon 37). Through them, Hogan paints “intergenerational trauma” which is a legacy Angel needs to
confront and deal with in order to heal herself (Vernon 35). Both Loretta and Hannah ultimately inter-
nalize the abusive and violent behaviors of the colonizers, and themselves become the victimizers. By
integrating the hate and the oppression, Hannah starts hating herself which results in her violent outburst
towards baby Angel - she bites her and leaves her to die in the snow. Violence for these women becomes
“blood-deep...history deep” (Hogan 40), passed down from generation to generation, inherently con-
nected to the colonization and devastation of the land.
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Bush, Dora-Rouge and Agnes understand that “if trauma ... is not addressed, the consequences
can continue into the subsequent generations, becoming more severe with each passing” (Vernon 35).
This is evident in the portrayal of Angel’s half sister who eats razors and glass, and cuts herself. In the
beginning of the novel, Angel behaves in a self-destructive manner as well, “offer[ing] [her]self to any
boy who would take [her]” (Hogan 54). Vernon explains that “Angel engages in unhealthy relationships,
for she has a diminished sense of self and little self-respect” (44). This is why Bush and Agnes rein-
terpret the story about Hannah and Loretta in the context of the Cree and Anishinaabe myth about the
windigo. Windigo is a soulless, violent creature born out of starvation and death. Loretta and Hannah
become windigos because of the history of violence and oppression. They hurt each other physically and
emotionally thus continuing the brutality they experienced since early childhood. Therefore, as much as
Bush’s and Agnes’s stories are intended to fill the gap that is Angel’s childhood, they are also tales told
for the purpose of instructing Angel and leading her towards a healthy regeneration. In other words, the
windigo legend actually represents a cautionary tale about what happens to people who give in to hatred
and aggression they are surrounded with. In this manner, the past and the present, reality and myth are
connected through the stories about Hannah and Loretta, and the stories create a multidimensional, cir-
cular world. Through them, Hogan emphasizes the chronotope of community and communal storytell-
ing as a means of healing and survival in the face of colonization.

The stories Angel’s grandmothers share with her along with other people Angel meets at Adam’s
Rib have a curative effect on Angel. In a moment of crisis, when a woman confronts her about the scar
on her face, Angel faces herself in the mirror, shatters it, feeling “freed of something [she] couldn’t
name” (Hogan 54). In that moment, she discards the weight of trauma and colonization, deciding not to
define herself solely in relation to her violent history epitomized by the scar:

I began to form a kind of knowing at Adam’s Rib. I began to feel that if we had no separate words for inside
and out and that there were no boundaries between them, no walls, no skin, you would see me. What would
meet your eyes would not be the mask of what had happened to me, not the evidence of violence, not even
how I closed the doors to the rooms of anger and fear. Some days you would see fire; other days, water. Or
earth. You would see how I am like the night sky with its stars that fall through time and space and arrive
here as wolves and fish and people, all of us fed by them. You would see the dust of sun, the turning of
creation taking place. (Hogan 54)

This excerpt portrays Angel discarding the white world’s chronotope of progress and individualism
which rests upon the belief that there exists a binary division between the land and the people, the spirit
and the matter, the physical and the spiritual which destroyed her mother and grandmother. Instead, she
opts for a more organic understanding of herself as a part of the environment and the natural world.
With the new understanding of herself and her family’s history, Angel embarks with her grand-
mothers on the journey north, “through the Boundary Waters [which] becomes a ceremony of healing
and restoration” (Kella 111). During this ceremony, Angel forms strong bonds with both her grandmoth-
ers and the land. The reconnection between the women and the environment is only made possible
through their rejection of maps and a complete breakdown of the mechanical, “disease-causing” time
(Allen np). At the beginning of the journey, Bush relies on maps to tell her how to navigate the water-
ways to reach the north. However, maps represent “instruments of lies and imperial conquest” (Jespers-
en 280) symbolizing ownership and the right of settlement (Boelhower in Grgas 163). Jespersen argues
that in Solar Storms, “[m]aps ... are associated with flawed human beings who view nature and humans
as “spoils,” who use land as a means for their own needs, whose distorted perceptions allow them to tell
false histories that fail to include the viewpoints of the people or animals who suffered from conquest,
and whose inaccuracies lead to fatalities” (Jespersen 280). Angel recognizes the colonizing idea behind
the maps that deny the violent history of her family: “They were incredible topographies, the territories
and tricks and lies of history. But of course they were not true, they were not the people or animal lives
or the clay of land, the water, the carnage” (Hogan 123). Being an inadequate tool to navigate the Native
world, the map falls apart in Bush’s hands in another moment of crisis, and Dora-Rouge simply asks her
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to throw it away. The women realize that in order to find their way back to the ancestral land, they need
to rely on the land itself, since the land “ha[s] its own will” (Hogan 123) and defies the colonizing car-
tographers’ intentions. By starting to follow “other ways around the world” (Hogan 138), far removed
from the colonizing representation of space through maps, the women experience the breakdown of
mechanical, chronological time:

The time we’ve been teasing apart, unraveled. And now it began to unravel us as we entered a kind of time-
lessness. Wednesday was the last day we called by name, and truly, we no longer needed time. We were lost
from it, and lost in this way, I came alive. It was as if I’d slept for years, and was now awake. The others felt
it, too. Cell by cell, all of us were taken in by water and by land, swallowed a little at a time. (Hogan 170)

With the falling apart of the western conception of space and time, “[t]he land begins to heal and
strengthen all the women” (Vernon 44). Angel finds a loving community and kinship with her grand-
mothers which helps heal the wounds of the violent history of colonization:

The four of us became like one animal. We heard inside each other in a tribal way. I understood this at once
and was easy with it. With my grandmothers, there was no such thing as loneliness. Before, my life had
been without all its ears, eyes, without all its knowings. Now we, the four of us, all had the same eyes, and
when Dora-Rouge pointed a bony finger and said, ‘This way,” we instinctively followed that crooked finger.
(Hogan 177)

In this manner, Hogan once again foregrounds the chronotope of community and the land as healing and
regenerating force as opposed to the chronotope of individualism and progress which damages people
and the land.

Furthermore, Dora-Rouge’s stories about the medicinal value of plants and dreaming as a means
of navigating the world help Angel restore the broken bond between herself and the environment. Cas-
tor explains: “...Dora-Rouge’s stories [teach] Angel to see the land from an indigenous perspective, as
an interconnected living world of relationships where creation is an ongoing process... This perspective
challenges various Western views of “wilderness” as a place apart from humans...” (164). Angel’s bond
with the land manifests itself in her starting to dream different plants that heal people:

Somewhere in my past, [ had lost the knowing of this opening light of life, the taking up of minerals from
dark ground, the magnitude of thickets and brush. Now I found it once again. Sleep changed me. I remem-
bered things I’d forgotten, how a hundred years ago, leaves reached toward sunlight, plants bent into the
currents of water. Something persistent nudged me and it had morning rain on its leaves. ... [The] plants
and I joined together. They entangled me in their stems and vines and it was a beautiful entanglement.
(Hogan 170-171)

With the help of Dora Rouge’s stories and her sleeping medicine, as well as the journey north on which
Angel learns about the nature and the environment, Angel becomes a plant dreamer. The plant dreaming
signals Angel’s acceptance of her Native sense of self. From a “rootless teenager”, she becomes rooted
in her Native heritage, immersed in the community and feeling a deep “sense of place” (Grgas 159). In
this manner, the journey of the four women can be seen as a circular road “from woundedness to health,
from loss to plentitude, from isolation to community and kin” (Kella 110).

Angel’s healing and reintegration into the Native community of her ancestors becomes complete
in the last part of the novel when her “personal reconnection with her [...] ancestry starts to become
political” (Schultermandl 73). In other words, with the help of her family and the new-found identity
rooted in Native heritage, Angel engages in a political fight to protect her ancestral land from further de-
struction by BEEVCO. She joins protests and organizes barricades to prevent drilling machines coming
into the territory of her people. However, her struggle is futile as she relies on authorities to protect her
family which is being threatened by BEEVCO that sends machines to occupy Angel’s family’s house.
The inability of authorities to either hear or acknowledge Native people’s pleas with regards to the land,
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as well as their disregard for protecting Angel’s family lead Angel to realize that in order to resist, she
must turn to Native tradition. She draws inspiration from the stories told by her grandmothers about
Wolverine. Wolverine is a Native god of mischief who is able to navigate between different worlds. As
such, he is a trickster character “that mediates antithetical experience or reason [...] in Native terms”
(Siemerling 62). In other words, Wolverine appropriates means of being and existing in different worlds
and turns them into its own advantage. Angel decides to become a Wolverine — she enters the food stor-
age of the police and the workers and destroys their food, hoping that would drive them away. She thus
appropriates the tactic of starvation the white people used to harm Angel’s ancestors, her mother and
grandmother. Jespersen explains that “[t]hrough the story that she enacts, intertwined with her mother’s
and ancestors’ stories, Angel takes action to halt destruction. Drawing strength and a solution from her
culture’s own belief systems, her actions tell an alternative tale; moreover, Hogan’s telling of Angel’s
resistance insists on other stories and is itself action” (Jespersen 289). In other words, by turning into
the Wolverine and acting against the oppressors, Angel takes action against injustice and violence in-
flicted upon her and her ancestors throughout history. She externalizes violence, unlike her mother and
grandmother, and thus breaks the cycle of intergenerational trauma. Her act becomes an alternative story
to that of oppression and marginalization. Through different acts of resistance, not only Angel but her
grandmothers as well, regain their dignity and are transformed from the Fat Eaters into the Beautiful
People, which is their indigenous name. The women’s defiance at the concluding stage of their journey
indicates survival and continuance: “For my people, the problem has always been this: that the only
possibility of survival has been resistance. Not to strike back has meant certain loss and death. To strike
back has also meant loss and death, only with a fighting chance. To fight has meant that we can respect
ourselves, we Beautiful People” (Hogan 325).

4. CONCLUSION

In Solar Storms, Linda Hogan portrays two conflicting chronotopes, that of progress and indi-
vidualism, and that of community, healing and resistance. By showing what constitutes progress in the
white society from the Native American point of view, Hogan criticizes it. She emphasizes that progress
as such results in the destruction of communities, cultures and the environment, as is evident from the
story about BEEVCO. Furthermore, through the story about Angel and her quest for history, family
and identity, Hogan points out that, in order to survive the ongoing colonization and violence, Native
Americans need to remain together. Through stories and ceremonies of healing, they need to overcome
traumas from the past and thus become able to resist further genocide and destruction. In the end, Hogan
suggests that the only hope for survival is resistance through stories.
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HRONOTOP PUTA U ROMANU SOLARNE OLUJE? LINDE HOGAN
Sazetak

U ovom radu analiziran je hronotop puta u romanu Solarne oluje Linde Hogan. Hronotop puta predstavlja jedin-
stvo vremena i prostora iskazano kroz motiv puta. Kao takav, ovaj hronotop je pogodan za analizu romana Linde
Hogan Solarne oluje koji govori o povratku Ejndzel DZensen u njeno rodno mesto u potrazi za porodi¢nom istori-
jom i identitetom. Ejndzel na ovom putu pomazu njene bake koje je vode do prostora odakle su potekle. Hronotop
puta, iskazan kroz povratak ove Cetiri Zene na teritoriju predaka, baziran je na starosedelackom poimanju vremena
koje je kruzno, i prostora koji je viSedimenzionalan. Put na koji Ejndzel i njene bake krecu je kruzni jer podrazu-
meva povratak precima i prapostojbini. Na tom putu, Ejndzel otkriva svoje starosedelacke korene i redefiniSe svoj
identitet u odnosu na tradiciju koju joj bake prenose kroz price. One joj pomazu da izgradi odnos prema zemlji i
okolisu koji predstavlja okosnicu starosedelackog identiteta. Medutim, teritorija sa koje poticu biva poplavljena i
unistena od strane kompanije BEEVCO koja gradi hidroelektrane. Kroz pri¢u o kompaniji BEEVCO, Linda Ho-
gan kritikuje zapadnjacko videnje vremena koje je linearno i koje poprima prostornu dimeziju puta koji se proteze
u budu¢nost koja je uvek naprednija u odnosu na proslost. Dok belo drustvo smatra da je struja koju ¢e dobiti od
izgradnje brane znak progresa koji mora biti postignut po svaku cenu, starosedelacka zajednica istice koliko je
takav stav poguban za zemlju i za starosedeoce koji su ziveli na njoj hiljadama godina. Ejndzel i njene bake bivaju
primorane da se bore protiv uniStavanja zemlje i starosedelacke tradicije. Na taj nac¢in, Hogan suprotstavlja hrono-
top progresa i individualizma hronotopu zajednice i o¢uvanja tradicije i zemlje insistirajuci da je jedini nacin da
starosedeoci prezive na severnoamerickom kontinentu otpor.

Kljucne reci: hronotop, put, identitet, Linda Hogan, Solarne oluje
Jovana Petrovié¢
Filozofski fakultet, Univerzitet u Novom Sadu
petrovic.jovana.loos@gmail.com

3 Author’s translation.
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HYPERREALITY OF THE INTERNET IN DON DELILLO’S
COSMOPOLIS AND SRPAN SRDIC’S SILVER FOG IS FALLING"

Introduced by Jean Baudrillard, hyperreality represents the reality that is utterly constructed, or in short — simu-
lated. As its basic unit, Baudrillard recognizes a simulacrum — a copy that no longer refers to any original. It creates
a world that is essentially a simulation, which relies mostly on two of its major filters: technology and the media.
In DeLillo and Srdi¢’s fiction what may be discussed as the major filter of the contemporary world is the Internet.
It creates a unique hyperreality in which people can no longer make a distinction between what is real and what
is not. In Cosmopolis and Silver Fog Is Falling, the protagonists operate on an almost abstract level, leading their
lives in accordance with the media and the Internet. The extent to which their lives are affected by their virtual
existence proves Baudrillard’s claim that there seems to be no outside of the contemporary hyperreality.

Key words: hyperreality, Internet, DeLillo, Srdi¢, Baudrillard

1. INTRODUCTION

A force of dominance in today’s life and communication, the Internet has fascinated scientists,
researchers, common people and writers equally. It seems to be inseparable from almost all aspects of
human life, so much so that a world without the Internet is barely fathomable today. In such a context,
it is inevitable that it had to enter even literary circles and become a topic of literary exploration. Such
is the case with Don DeLillo’s Cosmopolis and Srdan Srdi¢’s Silver Fog Is Falling, two novels which
rarely allow themselves to refer to the Internet explicitly, yet are wrapped in the virtual world of different
Internet communities, both professional and casual. Cosmopolis depicts a world which owes its exis-
tence to the Internet, after all. It is concerned with a high-tech society whose inhabitants are essentially
isolated and lost in a society which no longer functions within the social sphere — the society exists as
a nomination, but its purpose and basic ideas seem to be long lost concepts. Similar issues are explored
in Silver Fog Is Falling, although a depiction of Serbian reality has little to do with the technologically
advanced Manhattan. Nevertheless, it seems to be equally affected by the Internet, since the protagonists
of this novel are just as lost and confused as the ones in America are.

The effect of the Internet may seem inconsequential at the beginning, since both novels deal
with serious questions of one’s identity and failed communication and interpersonal relationships of
contemporary people. Yet, under the surface, the Internet, like all other media, proves to be more or less
connected to these issues, if not as their direct cause, then as an active factor that rebukes any effort of
surpassing the state of confusion. Its influence is seen on various levels in both novels. The first and
most obvious is the linguistic level. The effects which the Internet has on language are very peculiar, yet

! (Given that the novel does not have an official English translation, all the excerpts, including the title, have been translated

by the author of this paper) orig. Srdi¢, S. (2017). Srebrna magla pada. Kikinda: Partizanska knjiga.
2 This paper is the result of research conducted within project 178002 Languages and Literatures in Time and Space (Jezici i

kulture u vremenu i prostoru) funded by the Ministry of Education, Science and Technological Development of the Republic
of Serbia.
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in these novels they serve one purpose — to show how the virtual enters the factual reality and reshapes
it according to its own standards. This effect is all the more frightening if we consider how the change
occurs without anyone realizing it is even taking place. The sentence constructions become clipped
and fragmented, resembling modernist prose, yet their motivation and causes are far more trivial. The
second level of online intrusion into real life is the confusion of time and facts. In other words, the pro-
tagonists become unable to distinguish between the factual and the fictional and choose to live in the
latter at the expense of the former. A symptom of this shifted perspective on reality that is prominent in
both novels is insomnia, a frequent postmodernist tool for signaling ostranenie — the defamiliarization
of reality and life, as well as its participants. Finally, the effect of the Internet can be seen on the level of
interpersonal human relationships, mostly failed and dysfunctional in both DeLillo and Srdi¢’s novels.

2. THE INTERNET VS. THE THEORY

There are few theories that are able to dissect the concept of contemporary media in such a de-
tailed manner as Baudrillard’s theory of simulacra. It rests upon a single phenomenon of a simulacrum
— a copy that has cut ties with the original it belonged to — which in turn constitutes the entire reality.
A copy that belongs to no original is like “the map that precedes the territory” (Baudrillard, 1994: 1).
It stands as a signifier of the actual, denying that it is essentially a mere replica. Such reality, created
by the interconnection of various simulacra and through the process of simulation, is recognized in
Baudrillard’s writing as the concept of hyperreality. According to him, this type of reality is a simulated
reality, in short. It is directly constructed by people with the help of modern technology and media and
it consists almost solely of information. Different theoreticians often refer to different forms of virtual
realities as to “an infocosm” (Slotkin, 2012: 871).

Such is the last stage of the social relation, ours, which is no longer one of persuasion (the classical age of
propaganda, of ideology, of publicity, etc.) but one of deterrence: “YOU are information, you are the social,
you are the event, you are involved, you have the word, etc.” [...] No more violence or surveillance: only
“information,” secret virulence, chain reaction, slow implosion, and simulacra of spaces in which the effect
of the real again comes into play. (Baudrillard, 1994: 29-30)

In order to discuss the Internet as the present day hyperreality par excellence, we should turn to
its origin for a better understanding of the phenomenon itself and its significance for human communi-
cation. Namely, the rise of the Internet might be interpreted in terms of the postmodern crash of space
that called for the emergence of new frontiers and spaces. Historically, both in literature and science,
people have been pushing the boundaries of the known world in order to gain new knowledge, but also
to achieve a distance from the known within which they would be allowed a dash of critical space or
space for criticism. As Blanchot puts it, art (and, within it, literature) is “a condition of the soul, it is
criticism of life” (Blanchot, 2015: 218). Baudrillard discusses the trend which sees the destruction of
the space for critical thinking or discussion. He observes that “from one order of simulacra to another”,
there is what he calls “the tendency [...] certainly toward the reabsorption of this distance, of this gap
that leaves room for an ideal or critical projection” (Baudrillard, 1994: 121-122). The crash of the said
space initiated the quest for a similar space in different narratives. Such pushing of the borders, or fron-
tiers, for example, we see in the form of the Western frontier trope in American literature. It can be said
that a great deal of American identity is based on this master narrative that sets the reinvention of the
social development of America and its citizens perpetually into motion. As Rudolph writes, the Western
frontier represents “perennial rebirth, this fluidity of American life, this expansion westward with new
opportunities” (Rudolph, 1962: 78). She further discusses a “metaphorical connotation” of the frontier
that resembles more an “implicit challenge” and states that it has become “impossible to ascertain the
exact time when frontier lost its geographical denotation and became primarily figurative” (Rudolph,
1962: 90). Mati¢ writes that the West, as a physical space in reality, does no longer exist (Mati¢, 2013:
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176). Proving the point that the West and its frontier started functioning as an idea more than the wild
land it had previously represented, Rudolph quotes Thoreau’s A Week on the Concord and Merrimack
Rivers (1849):

The frontiers are not east or west, north or south; but wherever a man fronts a fact, though that fact be his
neighbor, there is an unsettled wilderness between him and Canada, between him and the setting sun, or
farther still, between him and it. Let him build himself a log cabin with the bark on where he is, fronting IT,
and wage there an Old French war for seven or seventy years, with Indians and Rangers, or whatever else
may come between him and the reality, and save his scalp if he can. (Rudolph, 1962: 90, quoting The Works
of Thoreau, selected and edited by Henry Seidel Canby, Cambridge, Mass., 1946: 195)

Inevitably, however metaphorical it became, the West had to be surpassed as a concept, as the na-
tion reached the furthest Western point and conquered the land. Once the West was spent as the space in
which the unknown land and adventurous phenomena rest, human civilization turned to outer space as
the new frontier. Yet, the incomprehensible vastness of cosmos proved to be a bit too much of a task for
the science of human civilization. Concerning literature though, space was as dispensable as the Western
frontier narrative was beforehand. Operating on the same metaphorical level, outer space became a con-
cept that was somehow no longer suitable for the topics of modern society. Literature grew tired of this
space once the writers dived into the sea of clichés about alien wars and space travel. This is when the
“colonization of space ceded place to the colonization of the quotidian” and the “[o]uter space gradually
ceased to be a heroic site, becoming instead the dreary and boring outland” (Csicsery-Ronay Jr., 1992:
223). At this point, a new frontier was on demand.

Almost immediately, the new frontier presented itself courtesy of science fiction, although it
later found its way into different genres, as well. It was virtual reality, a new vast space for the heroes
to explore. It functions on similar principles as the previously mentioned frontiers (outer space and the
Western frontier), since it implies “the physical and cognitive conquest of previously inassimilable and
symbolically highly charged spaces” (Csicsery-Ronay Jr., 1992: 222-223). The reason why the virtual
has been so widely accepted may lie in the fact that it is “a purely human system, a consensual halluci-
nation, with no objective status” (Csicsery-Ronay Jr., 1992: 224). The difference between virtual reality
and the Internet could be seen in the locus for their respective existences. Virtual reality is usually “an
imaginary space within the user’s mind [...] that the user’s consciousness and point of view can enter”
(Slotkin, 2012: 865). The Internet is not necessarily bound to one’s mind only, although the mind can
be interpreted as the point of access to this hyperreality, as well. The beauty of both spaces is that they
do not allow for geographical or physical boundaries — they can stretch and spread as wide as human
imagination can, with new opportunities arising with each new generation so as to keep this topic fresh
and interesting.

Eventually, the Internet, which is one form of virtual reality popular in today’s world, has estab-
lished itself as one of the dominant media in real life, as well; a phenomenon fit not only for literature,
but also for social life and communication. In media studies, the Internet is regarded as a relatively
new concept and is marked as one of the new media (Goggin and McLelland, 2009: 294). It plies the
theoreticians to reconsider “their approach to traditional media in today’s era of rapid technological
and cultural globalization and convergence” (Goggin and McMelland, 2009: 294). Following Baudril-
lard’s analogy, we could interpret the Internet as the escalation of television culture and the notion of
the spectacle, since “an order of simulacra only establishes itself on the alibi of the previous order”
(Baudrillard, 1994: 64). This would imply that the Internet follows the exact same patterns of the older
media, be it television, radio or newspapers, but only maximizes its impact thanks to technology and
the different manners of operating it helped develop. Kellner defines media culture as a phenomenon
in which “images, sounds, and spectacles help produce the fabric of everyday life, dominating leisure
time, shaping political views and social behavior, and providing the materials out of which people forge
their very identities” (Kellner, 2003a: 1). He states that television, radio and the old modern media (i.e.
media before the Internet) each provides different referential models for behavior and self-image which
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essentially “helps shape the prevalent view of the world and deepest values” (Kellner, 2003a: 1). Bear-
ing in mind this definition, one can say that the Internet fits these roles perfectly, as it seems to be present
in the everyday life of so many people to an extent that surpasses the influence that television and radio
ever hoped to have. Hence, it is obvious that the initial purpose of the Internet “originally intended for
communication between scientists and for military use” now sees it become “ubiquitous throughout
society”, a merger that should motivate us to explore how this “new type of technology” penetrates and
“blends with local cultures” (Cheng, 2009: 146). Both Debord and Kellner wrote about the key elements
of what they perceive to be the society of the spectacle and media culture, respectively. Both definitions
discuss a stadium in human civilization where the social sphere has become engulfed in media, so much
so that one can no longer separate the two. This is achieved due to the effect of spectacles, “phenomena
of media culture that embody contemporary society’s basic values, serve to initiate individuals into its
way of life, and dramatize its controversies and struggles, as well as its modes of conflict resolution”
(Kellner, 2003b: 2). Kellner further quotes Debord when he claims that “[w]hen the real world changes
into simple images, simple images become real beings and effective motivations of a hypnotic behavior”
(Kellner, 2003b: 2). Debord himself claims the following:

Understood on its own terms, the spectacle proclaims the predominance of appearances and asserts that all
human life, which is to say all social life, is mere appearance. But any critique capable of apprehending the
spectacle’s essential character must expose it as a visible negation of life and as a negation of life that has
invented a visual form for itself. (Debord, 1995: 14)

In these terms, the Internet is both a spectacle on its own and an entity formed by various different
spectacles. It can be seen, indeed, as an interpretation of life, although more virtual and less visual in
its essence. Yet, at the same time, it involves different smaller spectacles, remains of old media formats
(news, videos, advertising etc.) that behave in the prescribed ways both Kellner and Debord discuss.
According to Baudrillard, it is only natural that a later order of simulacra (in this case the new media and
especially the Internet) can no longer make “the distinction between signifier and signified, nor between
form and content” (Baudrillard, 1994: 64). In this sense, one can discuss the Internet as a unique blend
of social sphere and media, a step into the virtual, establishment of a new form of reality. This occurs
“[w]hen a technology is transferred out of its original context of design, production, and use into a dif-
ferent and very specific sociocultural context™ at which point “it may intertwine both actively and pas-
sively with the new contexts” (Cheng, 2009: 146). In other words, the medium becomes the message,
as McLuhan claims (McLuhan, 1967: 107). This reality fits perfectly into what Baudrillard described
as hyperreality — a reality derived in the process of simulation within which everything is constructed,
fabricated and artificial. Such claims can be confirmed if we observe the common practice on the Inter-
net, especially on social media. People are allowed to seemingly invent their identities practically from
scratch (or loosely based on their real selves), fabricating thus their names, nicknames, even forging
their own images and appearance. In such an environment, it is inevitable to discuss the influence said
actions have on the quality not only of human interaction, but also on their respective lives. Starting
from the assumption that the Internet is mainly designed to be a medium (as all media are), we can dis-
cuss the way in which it has failed to act as a decent and neutral communication channel. In order for
the communication to be successful, or to even happen, the communication and translation theory teach
us that the message should not be distorted, under any circumstances. In other words, the “received and
decoded message is a precise reproduction of the original message” and it should not be transformed
“while it travels from one interlocutor to another” (Stroinska and Drzazga, 2017: 95). Yet, the Internet
proves to be an active participant in any communication, insofar as it actively modifies (and sometimes
even fabricates, as with the present day phenomenon of fake news) not just the messages, but inter-
locutors’ perception of each other, themselves and the world around them. Cheng also claims that “the
Internet is far more than the message” nowadays (Cheng, 2009: 148). It is also obvious that the Internet
can “bring forth some unexpected influences to society” as it “is never a pure technological tool that can
be simply understood in either positive or negative ways” but also a force that can “change our form of
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communicative action which may reinforce some kinds of [...] practices” (Cheng, 2009: 150). Baudril-
lard goes even further, believing that the media can directly create not only an event, but also the entire
reality, as discussed in this passage:

What else do the media dream of besides creating the event simply by their presence? Everyone decries it,
but everyone is secretly fascinated by this eventuality. Such is the logic of simulacra, it is no longer that of
divine predestination, it is that of the precession of models, but it is just as inexorable. And it is because of
this that events no longer have meaning: it is not that they are insignificant in themselves, it is that they were
preceded by the model, with which their processes only coincided. (Baudrillard, 1994: 55-56)

For all of the abovementioned reasons, the hyperreality of the Internet became an important topic
of the contemporary writers, many of which see it as a part of everyday life and an important factor in
the construction of human identity, especially in American contemporary literature. Serbian contempo-
rary literature has not been largely preoccupied with this topic, it seems, although younger writers, such
as Srdan Srdi¢ followed in the footsteps of American writers such as Don DeLillo concerning the notion
of the Internet and generally the media. The two novels mentioned here — Cosmopolis by Don DeLillo
and Silver Fog Is Falling by Srdan Srdi¢ — are largely concerned (however implicitly) with the role the
Internet has in everyday lives of their protagonists, as well as its influence on their identity, perspective
of reality and self-awareness.

3. LIVING IN THE VIRTUAL IN DON DELILLO AND SRPAN SRDIC’S
NOVELS

In both Cosmopolis and Silver Fog Is Falling, the virtual reality that is the Internet seems to have
a great influence on the lives of the protagonists. In Cosmopolis, Erik Packer practically lives online,
even though the focus of the novel is not the Internet per se. We follow the protagonist on his journey
through the streets of New York, while he attempts to grasp the deeper meaning of his life that evades
him successfully and effortlessly until the very end. The key topics covered in the novel are, on the most
obvious level, the isolation of the individual in modern society and the constant, insatiable need for in-
novation and novelties. Although these are deeply connected with the Internet, they are not necessarily
inseparable from it. A similar connection was present between these concepts and the modernist society,
especially within the context of Industrialization and the perspective of the Victorian era, but also with
the concept of contemporary consumerism. Yet, the Internet is looming over Cosmopolis like a haunt-
ing presence, not palpable but ominous nevertheless. There is no open discussion of the Internet and the
virtual reality, but it appears in all aspects of Erik Packer’s life. The Internet and the modern technology
that his limousine is engulfed in make his life possible in the first place, even on the most basic of levels.
His home is practically run by the smart gadgets and there is even a live stream broadcasting from his
home over the Internet, as if he lives within some form of a reality programme. It is notable that this
Internet stream will be an important element of his downfall, fueling the obsession that Packer’s nemesis
Benno Levin is cultivating in his wreck of a home somewhere on the lowly side of New York. The fol-
lowing description of Packer’s limousine provides an insight into how dependent he is on technology:

He sat in the club chair at the rear of the cabin looking into the array of visual display units. There were
medleys of data on every screen, all the flowing symbols and alpine charts, the polychrome numbers puls-
ing. He absorbed this material in a couple of long still seconds, ignoring the speech sounds that issued from
lacquered heads. There was a microwave and a heart monitor. He looked at the spycam on a swivel and
it looked back at him. He used to sit here in hand-held space but that was finished now The context was
nearly touchless. He could talk most systems into operation or wave a hand at a screen and make it go blank.
(DeLillo, 2003: 13)
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Moreover, the Internet is the environment that allowed Packer to become filthy rich, to begin
with. The world of contemporary economic and financial circles seems to practically exist, if not com-
pletely, then for the most part, in the virtual. Businessmen exchange figures, they trade with ones and
zeros while the money itself, as a physical guarantee of the long and intimidating ciphers online, seems
inconsequential. The money in question here is imaginary, “spurious and immaterial as much as the
lives of those who spend it and earn it are’”* (Paunovi¢, 2017: 182). Packer made a fortune predicting the
behavior of currencies thanks to the unique hyperreality that he inhabits, which is precisely and directly
dependent on the Internet. The key thing about him and his craft is the fact that he seems as though he
lives a few seconds into the future, from where he can easily master the circumstances of the present as
if in retrospective. This particular hyperreality is almost an embodiment of a theory represented by Alvin
Toffler revolving around the accelerative thrust, which can have “personal and psychological, as well as
sociological, consequences” (Toffler, 1). He depicts a society so accelerated in their attempt to get to the
future that they live future-oriented almost exclusively. Packer is a poster child for this lifestyle; he may
even be considered a pioneer with his futuristic ideas of transferring his mind into the virtual and living
on a disc, an option which, sadly for him, remains unavailable in his time.

He is truly a virtual reality inhabitant, since everything that happens around him seems to him
more real when he sees it on the screen. Whether it is the protest happening outside his car, his move-
ments in reaction to the said protest or even his own death, the event seems incomplete if it has not been
filtered through the media and the Internet. The Internet and the media have a special connection in
this sense — the Internet and its virtual reality have become the hosts for the modern mass media. Even
television seems to have found its new home on the Internet, since Packer watches the news about two
assassinations through the same system as the behavior of yen. He seems infatuated with the world of
ones and zeros, more than any other character in these two novels, as seen from the following paragraph:

He understood how much it meant to him, the roll and flip of data on a screen. He studied the figural dia-
grams that brought organic patterns into play, birdwing and chambered shell. It was shallow thinking to
maintain that numbers and charts were the cold compression of unruly human energies, every sort of yearn-
ing and midnight sweat reduced to lucid units in the financial markets. In fact data itself was soulful and
glowing, a dynamic aspect of the life process. This was the eloquence of alphabets and numeric systems,
now fully realized in electronic form, in the zero-oneness of the world, the digital imperative that defined
every breath of the planet’s living billions. Here was the heave of the biosphere. Our bodies and oceans
were here, knowable and whole. (DeLillo, 2003: 24)

The situation is similar in Silver Fog Is Falling, even though the society depicted is by far less
technologically advanced. The two protagonists Sonja and O spend their days (or rather nights) mostly
on the Internet. When they attempt to live in the regular, everyday reality, however, they seem out of
place. Either they are deeply involved in thinking about their time spent online or they exhibit certain
lacks of skills and abilities that they did not miss while spending the time on the Internet. Sonja and O
conduct an online interview, and that seems to be the only aspect of this novel involved with the virtual.
Yet, the Internet is implicitly manifested in the patterns of behavior that both protagonists exhibit in ev-
ery aspect of their lives. Their language, and the absence of one, communication, interaction with both
other people and the community they belong to, all seem to suggest that they are under the influence of
their existence and experiences in the virtual reality. Sonja is about to lose her job as a journalist due to
the newspaper’s she worked for being shut down. Her last interview, the one she is conducting with O, is
even more futile once revealed that it is questionable whether the last issue of the paper is to be printed
at all. She holds on tight to the interview nevertheless; so much so that it overshadows all other aspects
of her life. We see her living with her family, but the communication with her husband and child seems
to be missing almost entirely. Not only is their communication missing, but they also seem not to know
each other at times, literally and metaphorically.

3 Translated by the author of this paper



HYPERREALITY OF THE INTERNET IN DON DELILLO’S COSMOPOLIS AND SRDAN SRDIC’S ...

In the sections of his temporary languidness, I have begun to look like everybody else / anybody else.
Stores, markets, beauty salons, long telephone exchanges with acquaintances, homework with my son, div-
ing into television programmes, cooking, and that man my astonished husband, and that boy who set out to
find out everything about the rules of Yahtzee, those two would look at each other; Who is she, that was the
question? Who? Someone else lives with us.* (Srdi¢, 2017: 73-74)

Although they all live in the same house, their lives do not appear to be as intertwined as those of
one family should be. She spends her time offline meandering between simple everyday activities and
thinking either about the time spent online or about something that is inspired by her time spent online.
Given that, by the means of the Internet people can both “know distant things through the screen and
the Internet” and “participate in events as if they were right on the scene” (Cheng, 2009: 151), it is only
logical that the Internet can penetrate into people’s immediate realities, too. This is precisely what hap-
pens to Sonja; her virtual life creeps into her factual existence so smoothly that she does not even notice
it do so.

Meanwhile, O flirts with the Internet occasionally, it seems, yet he looms over this novel in a
similar fashion that the Internet does in Cosmopolis. He lives isolated in a town that is not his own, far
removed from anyone that actually knows him. This isolation is a choice, he actively tries to separate
himself from the reality in which he is a part of the community. Furthermore, his isolation is that more
extreme insofar as he tries not to speak at all (or as little as possible). Practically the only time he gets
to use language is when he is talking to Sonja online. All of this makes him appear more as a ghost, an
idea of the man who was once successful, or even a virtual entity himself. Sonja calls him “the man on
Skype” (Srdi¢, 2017: 62), but also “the name on books”, a man that no longer exists (Srdi¢, 2017: 38).
His fragmented Self exists as though in bits and bytes, we see so little of his personality that he is as
vague as a virtual profile.

3.1. Life in Fragments

In terms of language, both novels are very abstract. Cheng writes that the “forms of communica-
tive action also changed as to suit the designs and characteristics of information technologies” (Cheng,
2009: 152). In other words, the Internet imposes certain patterns of language and expressions that are
used on it in the way people speak, so as to fit the nature of the medium. There is an obvious com-
munication problem in both societies of these novels, which is not necessarily solely associated with
the Internet, but it indeed shows a strong influence of the virtual patterns of behavior and speech. For
example, the language of all protagonists is far removed from what we expect the usual language of the
quotidian to be. In Cosmopolis, Packer and his colleagues use clipped forms and structures burdened
with the terminology that is essentially technical. The language in use is “minimalist” and deliberately
so (Paunovi¢, 2017: 182). Packer introduces units, concepts and expressions which are way too exact
to be used in conversation about normal, ordinary things. For example, he speaks about measuring time
in nanoseconds, zeptoseconds and yoctoseconds, his chief of theory discusses the essence of the capital
and virtual money all while Packer and his chiefs of other aspects search for something that “charts”.
His language is deeply marked by technology and everything it stands for. However, when he is in a
situation where he needs to communicate with his wife, lover or hairdresser from his childhood (neither
of whom belongs to the same professional field as him, and even the same reality as him, it seems),
he struggles with words and how to talk to them. One of the reasons for this is the fact that “language
does not manage to keep up with the technological advance of humanity” and therefore loses its sense

* (Translated by the author of this paper) Orig. U deonicama njegovog privremenog mrtvila po¢injala sam da li¢im na sve
ostale / bilo koga. Prodavnice, pijaca, kozmeticki saloni, viSesatne telefonske razmene sa poznanicima, domaci zadaci sa
sinom, udubljivanje u televizijski program, kuvanje, a taj covek moj muz zacudeni, a taj deCak koji je nastojao da sazna sve
o pravilima jamba, ta dvojica bi se pogledali; Ko je ona, bilo je pitanje? Ko? S nama zivi neko drugi.

5> Translated by the author of this paper
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(Paunovi¢, 2017: 188). This is perhaps why the Internet language seems strange in everyday conversa-
tions, since in modifying itself so as to fit the online stream of communication, it loses sense in its origi-
nal form. This is why Packer’s language makes little sense to those who exist outside of the whirlwind
of technology, information or the digital sphere in general.

In Silver Fog Is Falling, the language is even more abstract insofar as it resembles the commu-
nication on the Internet all the time. Even when Sonja is wrapped in her thoughts, her stream of con-
sciousness is shaped as a virtual flow of words — clipped, shortened, vague and frequently incomplete.
The author uses slashes (/) to specify when her thoughts become broken and she switches to another
idea altogether. Perhaps the use of slashes is not completely unintentional, since this particular sign may
remind the reader of different directories on a computer or web addresses. Thus, this might imply that
her thoughts are organized in the same way as information and online files. Furthermore, she wanders
off from one thought to another without much deeper meaning, similarly to how conversations are led
on the Internet. When she does use sentences, they resemble more modern day texts or chat messages
than actual full sentences. Her thoughts are presented to the reader in a Joycean stream of conscious-
ness, yet there is more to them than the essentially postmodern traits of this erratic manner of narration.
They seem to indicate the way in which online formats of communication take over the language system
and become dominant even outside of the virtual. Yet, if this seems as no wonder in Sonja’s character,
it is peculiar when it appears in O, to say the least. Although he is technically a writer, O is no better at
expressing himself, either. He does not use slashes, but his sentences are also clipped and, similarly to
Sonja’s, often incomplete and not necessarily linearly related (if they are related at all). This is particu-
larly evident from the episode that involves a photo of a Syrian boy who drowned in an attempt to reach
safety during the refugee crisis in 2015. Given that the image was spread all over the Internet and made
a huge impact on the so-called netizens (citizens of the Internet), this may be another indication of how
much time O spends on the web, even though he tries to persuade the reader of the opposite. His stream
of thoughts must be affected by the tragedy, but it is difficult to say that his fleeting attention span is
completely unrelated to the Internet. He jumps from one thought to another, much like information swirl
on the Internet.

The news is not a coincidence. How did he fall asleep there? And I’ve told myself not to do this. Because
I don’t get involved. There’s no news that’s my business. The world lives its own. I’m not a burden. To the
world. The world has its own news. Its own interests. No, it would bother him, it was the first that I. Idiotic
montages. Civilization. (Srdi¢, 2017: 130)°

Even their interview resembles more unskilled flirting than any real exchange of information.
Fragmentation of their communication is seen even from the way the chapters are organized in the
book. Many of them start with a song for a title, like a directory or different folders in a computer or on
the Internet, while many start in medias res — quite literally in the middle of a sentence and a thought.
The lack of context in both cases makes their entire existence superficial and insufficient. It is what also
makes their communication seem non-factual, since the ideas and topics float around the novel as if lost
in a gravity-less world of virtual reality. In fact, the entire novel is structured in a peculiar way, with
page numeration that disrespects actual order of numbers. Therefore, we can say that even the chapters
function in the same way Sonja and O’s sentences do — they resemble bits of information floating on
the Internet, fragmented and never completed, more like teasers and click baits than actual useful and
comprehensive information and knowledge.

What is also distinct about these novels is that neither of the characters seems present in their
lives. Erik Packer lives a couple of seconds in the future. O lives only physically, since he is forcing
silence upon himself for the most part of the novel and is verbally realized only when he talks to Sonja,

¢ (Translated by the author of this paper) Orig. Vesti nisu slu¢ajne. Kako je zaspao tamo? A rekao sam sebi da to ne radim.
Posto se ne uplicem. Ne postoje vesti koje me se ti¢u. Svet zivi svoje. Nisam na teretu. Svetu. Svet ima vlastite vesti. Vlastite
interese. Ne, smetalo bi mu, bilo je prvo Sto sam. Idiotske montaze. Civilizacija.
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as though he has no voice in the real world — only the virtual. Concerning Sonja, she herself does not
seem present in her own life. She lost a job as a journalist, which in a way symbolizes her losing her
voice, too. Thus lost in the outside world, she seems absent from the life of her family, as well — she is
awake when they sleep and engaged in other activities when they are awake; ones that do not necessar-
ily involve a conversation with her loved ones. They all depend on the virtual for context and meaning,
even their identities. This is true even for Benno Levin, Packer’s sworn enemy, of whose existence he
is unaware, who depends on the Internet to give him a purpose or a meaning. He describes how he fol-
lowed the online stream from Packer’s house, mesmerized by the spectacle, even though the scene in
question covered a dull and uneventful action of meditation. For him, however, it is a defining moment
without which he feels dead, as he himself says:

I used to watch you meditate, online. The face, the calm posture. I couldn’t stop watching. You meditated
for hours sometimes. All it did was send you deeper into your frozen heart. I watched every minute. I looked
into you. I knew you. It was another reason to hate you, that you could sit in a cell and meditate and I could
not. I had the cell all right. But I never had the fixation where I could train the mind, empty the mind, think
one thought only. Then you shut down the site. When you shut down the site I was I don’t know, dead, for
a long time after. (DeLillo, 2003: 198)

They are all absent from their lives and the present even further if we consider how the virtual
reality is more dominant in their lives. As mentioned afore, Packer needs the screen to prove him that
an event is real, Sonja is affected by her online experience at all times and O only allows himself to use
language in online chats almost exclusively. In this sense, they seem to operate on more than one plane
of existence simultaneously and at all times, which in turn makes them always slightly absent from all
the planes in question. In other words, the Internet seems to overlap with real life for all of them. For
this reason, the protagonists seem to resemble more fabricated virtual personalities than actual persons.
Perhaps this is less true for Sonja, who seems somewhat promising of choosing to exist in the real. By
the end of the novel, she will at least allow a glimpse of hope that there is still a possibility for her living
an authentic, real life. For Eric, who wishes to live on a disc, and O, who wishes to live as a ghost, the
future is far gloomier, dare we say catastrophic. Similar goes for Benno Levin, from Cosmopolis, whose
future is not discussed, but whose state of mind is not promising, to say the least. He is obsessed, not
only with Packer, but also with various different diseases that he believes he catches online; he states
that he has “online cultural panic mainly, which [he] caught on the Internet” (DeLillo, 2003: 56). This
is an example of how the Internet and reality overlap quite literally — Levin projects a disease from the
virtual to his actual self.

Virtual reality seems to stretch even to the protagonists’ everyday reality, but it is not just the
language and lack of human interaction that amplify the construction of a peculiar hyperreality they
inhabit. The strange atmosphere enveloping all of them also partly comes from them being insomniacs.
All of them either sleep insufficiently or do not sleep at all. Packer casually mentions that he functions
on a maximum couple of hours of sleep, whereas Sonja explicitly mentions that she does not sleep at
all. While there is no open mention of O’s sleeping habits, the fact that he chats with Sonja at night and
describes his activities during the day suggests that he is not sleeping regularly (or at all) himself. The
lack of sleep in postmodern prose seems to be a symptom of a shifted reality, as it deeply affects one’s
perception of the world around them. These protagonists seem to be delirious at times, especially at
those points when the border between the real and the virtual appears to be erased. Packer is not sure
whether he is in a movie or he is actually living his life arguably from the point he makes love to his
wife on a movie set. He continues to kill his chief of security as if he killed an enemy in a video game
and eventually faces his enemy and death imitating movie stars and reenacting scenes from the movies
(kicking the doors, shooting himself in the hand etc.). O remains the vaguest of them all; a person who
might even be just a dream, a virtually simulated character loosely based on a man who used to be a suc-
cessful writer. Sonja contemplates the lack of sleep in her life and desperately tries to convince herself it
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is a good thing. She discusses her gaining more of life than the people who waste their time alive being
asleep, mostly, it seems, because she craves more from her life.

What do I do at night? — they ask at breakfast, the two of them. Me, I don’t sleep at night, that I don’t do.
What do I do? I am quite old, that much is true. If I don’t sleep, I have at my disposal more years than those
who do it, unless they’ve fallen asleep at another age and another time. (Srdi¢, 2017: 11)’

Living their lives through or based on ones and zeroes, all of the protagonists mentioned seem to
lack real life in their respective realities. They have little or nothing outside the virtual, not necessarily
because they lack people. Packer has a wife, Sonja has a husband and a child — even O has some family
that the reader suspects to be an estranged daughter. However, when it comes to having actual relation-
ships with the said people — true, meaningful relationships — they seem to have none. They have no
life to go to if they are to leave the virtual altogether mostly because they are trapped in dysfunctional
families and relationships. Packer does not even recognize his own wife in the streets at first, he needs
a couple of minutes to realize who she is. Sonja seems to have a deeper relationship with O, and vice
versa, than she has with her own family. What is especially peculiar is her relationship with her husband,
as seen from the following excerpt.

We have separated our whereabouts; none of us ever wondered where the other one goes. This is a free
world, alright. So I began to see him as a silhouette, not to see him. Not to hear him. He could, I could, we
could do everything everything we could do without the other; the other didn’t restrain didn’t meddle didn’t
intervene isn’t brusquely curious didn’t stand in one’s way didn’t do anything to stop it; the other complied
came out of the group of silhouettes that you hear when it snores behind the wall, it has breakfast with you
and during one of them you look at it, who the hell are you, you say without uttering it, how did this guy
get here and never have you seen anyone who holds a fork in such a manner. Never have you. And if it
happened, one of the two didn’t return, how prepared are we for that, who should we call if it happened and
how much do we wait, a day, two days, how much before the police, how much before the relatives, how
much before the colleagues, and where did he work anyway, right, and what did he do, right, years, years
and years.® (Srdi¢, 2017: 130)

This eventually raises the question of whether there is a distinction between virtual and actual
reality in their respective cases. In other words, it is difficult for these characters to determine what is
real and what is not between these two spheres of existence. Their actual reality, generally considered
to be the real counterpart of this binary, is hopelessly void of any meaning and true connection. Without
these, it exists solely on a physical level. Meanwhile, the virtual reality, although obviously artificially
constructed, offers a greater insight into their inner selves, mostly because it cultivates interpersonal
communication and meaningful, sometimes philosophical discussions. In such a situation, it is difficult
to decide which of these is more real; i.e. to which of the counterparts we give the advantage. As the case
is with postmodernism, this question remains open in both novels.

7 (Translated by the author of this paper) Orig. Sta ja radim no¢u? — pitaju za doru¢kom, njih dvojica. A ja noéu ne spavam,
to ne radim. Sta radim? Imam toliko godina, to da. Ako ne spavam, imam na raspolaganju vise godina od onih koji to rade,
osim ako nisu usnuli u nekom drugom vremenu po nekom drugom vremenu.

8 (Translated by the author of this paper) Orig. Mi smo podvojili svoja kretanja; nijedno od nas dvoje nije se pitalo o tome
kuda ¢e drugo. Ovo je slobodan svet, nego sta. Tako sam pocela da ga vidim kao siluetu, da ga ne vidim. Da ga ne ¢ujem.
Mogao je, mogla sam, mogli smo sve smo mogli bez onog drugog; onaj drugi nije sputavao nije se mesao nije intervenisao
nije neuljudno ljubopitiv nije stajao na put nije ¢inio nista kako bi prestalo; onaj drugi se pokoravao izlazio iz kruga silueta
koju ¢ujes dok hrce iza zida, ona doruckuje s tobom i za vreme jednog dorucka je pogledas, ma ko si ti, kazes a ne izgovoris,
otkud taj tu i nikada nisi videla nekog ko drzi viljusku na takav nacin. Nikada nisi. I da se dogodilo, jedno od dvoje se ne
vrati, koliko smo se spremili za to, koga pozvati ako se dogodi i koliko da se ¢eka, dan, dva, koliko pre policije, koliko pre
rodbine, koliko pre kolega s posla, i gde je on radio, da, i $ta je on radio, da, godine, godine i godine.
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4. WHY DO THEY ESCAPE INTO THE VIRTUAL

It is safe to say that at this point, people tend to prefer online communication over the actual face-
to-face one. Different studies seem to suggest so, like Thayer and Ray (2006), to mention one of them.
The Internet is preferred for business communication similarly across genders, with the only difference
appearing in preference of online personal communication and building of personal relationships that
was slightly more associated with women (Thayer and Ray, 2006: 437). Internet dwellers feel free to
manipulate their personality traits for the eyes of the online community for different reasons, but mostly
so as to appear as more interesting than they normally are. Such creation of an upgraded version of the
Self, indicates aspirations of a more refined plane of existence and despite its obvious artificialness, it
is a space of choice for people who frequently lack meaningful communication and relationships with
those people who surround them in real life. For this same reason, Eric, Sonja and O will choose to turn
to the Internet, as well. This is also why these novels are more openly concerned with the modern day
failure of communication, not necessarily blaming the Internet, but also not being able to find a culprit
for such devastating decay of the social sphere. In Silver Fog Is Falling, it is painfully obvious that Sonja
and O turn to each other because they are alone and seek connection with another, familiar soul. Though
they are not always sure they will actually meet when they log in, since O refuses to adhere to any strict
timetable of when he will decide to use the Internet, their urge to spend time online is driven by an es-
sential human urge to connect and socialize. When they do not have this, they are left unfulfilled until
the next meeting, as seen from one of Sonja’s stream of thoughts.

And he left me there in a dark chamber.

I looked around the zone that was cut off by a destructive blackness: how could it happen, it has bothered
me, | have borne it in mind, I have been preparing myself, how could it happen with so much vehemence?
Things you cannot master, you dispel. With fingers stretched over a bloated black membrane. A puppet-like
“Yoo-hoo!” has caught up with me, a grinning dereliction. He is playing with me, he will turn on me / I’'m
not prepared / he tactically outplayed me / the rules are his own / I can’t see — I can’t see. He will crawl
under my nightgown, he will bite me, he will do a bunch of stuff to me and I won’t be able to do a thing
thingless thing. I wanted to shout: “Where are you??? Where are you??? Where are you??? Where. Are.
You. I’ve put my hopes in his return: Koroviev. Connecting... However. Call failed... All this blankness, I
couldn’t fathom it. Call failed. Blackness. Failed. Blob. This is how the blackness/blankness announced
itself. Blob. Then nothing.” (Srdi¢, 2017: 44-45)

In Cosmopolis, as it usually is the case with DeLillo’s novels, the situation is much grimmer.
Eric Packer does not turn to anyone when he logs online (if we assume that he ever logs off in the first
place). Matter of fact, he is aware that there is no human being waiting behind the screen for him to talk
to. His story is that more depressing considering his curse of knowledge — he knows there is no one for
him; it is just numbers and raw information that he is ever to encounter online. It seems that this is why
yen becomes some kind of divinity to him. His human side shows in his search for something that will
play a meaningful role in his life. If it cannot be people, then at least he will have his god, be it the yen
or the digital world of information. It is perhaps also why he rushes to his own destruction in a series of
self-harming actions. Reaching the point where even the Internet has failed him in providing something

% (Translated by the author of this paper) Orig.

I ostavio me u mra¢noj komori.

Osvrtala sam se po zoni koju je presekla razorna crnina; kako je moglo da se desi, mucilo me, imala sam u vidu, pripremala sam
se, kako je moglo da se desi s toliko zestine? Stvari koje ne moze$ da savladas, odagnas. Ispruzenih prstiju po nadutoj crnoj
membrani. Sustiglo me pajacoliko “Juhuuuu!”, cerekava besprizornost. Igra se sa mnom, nasrnuc¢e na mene / nepripremljena
sam / takti¢ki me izigrao / njegova su pravila / ne vidim — ne vidim. Zavuc¢i ¢e mi se pod spavacicu, ujes¢e me, uradi¢e mi
gomilu toga a ja neu mo¢i nista niStavno nista. Htelo mi se i da dreknem: “Gde si??? Gde si??? Gde siii???”” Gde. Si. Ulozila
sam nadanje u povratak: Koroviev. Connecting... Medutim. Call failed... Sva ta belina, nisam mogla da proniknem u nju. Cal/
failed. Crnina. Failed. Blob. Tako se crnina/belina obznanjivala. Blob. I nista.
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meaningful, he is on a quest to find some real experience, even if it means he will have to die for expe-
riencing it.

Curiously enough, female protagonists seem to navigate this peculiar blend of two realities better
than men. Coincidentally or not, they are the ones who are triumphant in the battle between the Internet
and real life, all in favor of the actual reality. In Cosmopolis, none of the female characters is interested
in the virtual, or even the world of finances that is connected to the virtual reality. Even Vija Kinsky,
who is fascinated by technology, does not allow herself to plunge into the world of the virtual. All female
characters surpass it by turning to literature, art, philosophy and physical activity, possibly in the same
quest for some deeper meaning as Packer. For example, Jane Melman, Packer’s chief of finance, says
“’I like face-to-face. And I don’t need to look at all those screens,’ she said. ‘I know what’s happening’”
(DeLillo, 2003: 40). Eric, on the other hand, will be killed undoubtedly for various reasons, one of which
definitely is the fact that he tried to live in both realities at once and tried to actively manipulate them to
his own desires. In Silver Fog Is Falling, O remains isolated until the very end of the novel. This isola-
tion is self-brought, but it is precisely this isolation which prevents him from actually living his life. As
opposed to him, Sonja at least has a chance; she shows a willingness to return to the real. Even though
there is a question whether she will actually succeed and return to her real life, a gleam of hope is present
in her case that she could successfully navigate the tides of the virtual into the harbor of the real.

5. CONCLUSION: TO REAL OR NOT TO REAL?

In Cosmopolis and Silver Fog Is Falling we are faced with a smoldering battle between the real
and the virtual, although this epic duel is not as explicit as one would expect. In both novels, the Internet
appears as a looming threat, an ominous presence that is slowly taking over every aspect of our lives
without appearing to do so. There is scarce mention of the Internet in Cosmopolis, although it is implic-
itly stated that Eric Packer’s entire world rests upon it. The Internet is both a provider and a host of the
flow of information and a contemporary incarnation of older media, which makes it all the more power-
ful. Silver Fog Is Falling is a bit more open about its preoccupation with the Internet, but it is discussed
in glimpses, like when Sonja and O chat on Skype or when O sees the photo of a deceased refugee boy.
It is disguised with the topics of modern day lack of communication, insomnia, loss of one’s voice and
identity, or even aging. Still, in both novels, the Internet proves to be, if not the direct cause, then an
important wheel in the process that has led to the said issues.

The virtual, as a new vast space ready to be conquered but never giving out under human attacks,
may provide a space for an ideal or even critical projection that Baudrillard and various other theoreti-
cians talked about. It could serve as space one step removed from our imminent reality, which could
give us a valuable insight into problems within the real. With its incessant flow of information, it can
provide us with useful knowledge both of our history and our present. To say that it could have numer-
ous beneficial effects on human lives is an understatement. Why, then, the Internet, much like all media,
only seems to appear in different discussions in a negative connotation? Why is it that, on a general note,
people seem to regard it more as a threat than an asset? The answer might be found in these two novels.

It seems that the primary effect of the media is to blur the lines between the real and the fictional,
the real and the virtual. In both Cosmopolis and Silver Fog Is Falling, the protagonists cannot take con-
trol of their experience on the Internet, let alone the Internet itself. Slowly, but surely, the virtual reality
spreads over their real lives, respectively, always and undoubtedly assuming the dominant position.
Packer, Sonja and O (but also other characters from these novels) seem lost in their real lives, partly be-
cause the Internet is one of the factors which distorted the real in the first place. Within such a confusing
environment in which one is never entirely sure what is real and what is not, it is difficult to navigate and
find something meaningful. None of them seem to succeed in this quest, although for Sonja there is still
a chance. Moreover, it can be said that she already has something meaningful — her family — she is just
yet to realize what is actually truly important in her life. Eric will never live to get the chance of finding
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something meaningful, although for him death does seem like the only shot at meaning in a life that
contradicts the laws of nature, social sphere and mostly time. O remains a blur himself. He also seems to
already have something meaningful in his life (in different interpretations, this can be his child and his
art), but his problem is that he forced himself out of the real to such an extent, that he might not be able
to navigate his way back. He remains a man on the Internet, an Odysseus who sails on the vast ocean of
the virtual, with or without a Penelope waiting for him on the other side. One way or the other, whether
they managed to find something real or not, the Internet remains a strong force in their lives they might
never be able to break free from completely.
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HIPERREALNOST INTERNETA U ROMANIMA KOSMOPOLIS DONA DELILA I SREBNA MAGLA
PADA SRDANA SRDICA

Rezime

Hiperrealnost, pojam koji nam donosi Zan Bodrijar a razmatraju mnogi postmoderni kriti¢ari i teoreti¢ari, jeste ona
stvarnost koja je u potpunosti vestacka ili konstruisana, odnosno simulirana. Od istinske stvarnosti ona se razlikuje
po tome $to pocinje kao kopija koja oponasa principe iz stvarnog zivota, da bi potom stvorila jedan novi svet. Kao
osnovnu jedinicu ove upecatljive stvarnosti Bodrijar prepoznaje simulakrum — kopiju koja se resila originala od
kojeg je potekla, tj. kopiju koja sa originalnim modelom po ¢ijem je obli¢ju nastala vise nema nikakve veze. Hi-
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perrealnost time stvara svet koji poc¢iva na simulaciji — beskrajnom oponasanju svega sto je stvarno, uz povremeno
modifikovanje, odnosno prepravljanje.

Hiperrealnost se, kao takva, oslanja na svoja dva filtera — tehnologiju i medije. Bodrijar vidi ova dva faktora kao
dva osnovna pokretaca simulacije stvarnosti. Internet, kao jedinstven spoj tehnologije i medija, napredniji nego §to
je bilo koji medij pre njega bio, okosnica je DeLilovog romana po imenu Kosmopolis i Srdi¢evog romana Srebrna
magla pada. lako se internet retko, gotovo nimalo, pominje u oba romana, on jeste neumitno vezan za sve pojave
i pitanja koja se javljaju u oba romana. Otudenost ljudi, neuspesna komunikacija i meduljudski odnosi, te izolacija
jedinke iz druStvene sfere redom su vezani za internet na ovaj, ili onaj nacin i kod Srdi¢a, i kod DeLila. U oba ova
romana, a uz pomo¢ interneta, gubi se granica izmedu stvarnog i virtuelnog i to tako da glavni likovi pocinju da
postoje na jednom apstraktnom nivou koji je spoj njihovog stvarnog okruzenja i iskustava dozivljenih na internetu.
Stepen do kog ¢e uticaj interneta biti vazan za skoro svaki aspekt njihovog zivota pokazuje da je u Bodrijarovoj
tvrdnji da ne postoji nista Sto je ili moze biti izvan hiperrealnosti danas vise istine nego §to bismo mi, likovi iz ovih
romana ili sami autori voleli da priznamo.

Kljucne reci: hiperrealnost, internet, DeLilo, Srdi¢, Bodrijar

Sladana Stamenkovié¢
Filozofski fakultet
Univerzitet u Novom Sadu
sladjana.stamenkovic@ff.uns.ac.rs
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JOHAN JOHAN BY JOHN HEYWOOD:
ADAPTING FRENCH FARCE FOR THE TUDOR STAGE

Connoisseurs of English drama of the Middle Ages and Renaissance take an unfailing interest in John Heywood’s
play Johan Johan. 1t is fairly considered to be one of the few examples of early Tudor plays that originate from
foreign theatrical sources, from a French farce in this particular case. The paper elucidates the mechanisms of ad-
justing the French original to the tastes and expectations of the English audiences. Heywood’s choice of a play for
translation and staging is a good example of the links connecting the higher and lower cultural strata in early Tudor
England. Despite its purely entertaining nature Johan Johan can provoke implications to serious political matters.

Keywords: Farce, interlude, Tudor drama, domestic theatre, court entertainment.

1. INTRODUCTION

John Heywood (c.1497 — ¢.1578), a Tudor playwright, was also a court musician, dancer and
actor — all in all, a versatile entertainer, who lived and worked under the rule of four monarchs of the
Tudor dynasty. Heywood’s extraordinary tact and King Henry VIII’s special sentiment for his favourite
courtier saved him from execution in the first years of the Reformation. Queen Elizabeth I was not so
forgiving towards him and so he, like many other Englishmen victims of religious persecution, left his
home for the Continent, where he spent the last decade and a half of his life.

John Heywood’s plays can serve us bright examples of the Tudor interlude. The Play of Love
(1529), The Foure PP (1531), The Play of the Wether (1533) and others are among the most illustrious
specimens of the genre. Besides interludes, Heywood also wrote A Dialogue of Proverbs (1546), the al-
legorical poem The Spider and the Flie (1556), collections of epigrams and 4 mery play betwene Johan
Johan the husbande, Tyb his wyfe, and syr Johan the preest (1529), which is a translation of the French
Farce nouvelle tres bonne et fort joyeuse du Pasté. Johan Johan attracts readers’ immediate attention,
among other things, because it is a rare example of a drama of the foreign origin on the early Tudor
stage. A few plays only can be recalled immediately in this regard. Among them is the morality play Ev-
eryman (late 15" C) (translated from the Dutch original), Calisto and Melebea (?1525), a Spanish prose
fiction that underwent considerable genre transformation and became a play in English or Jack Juggler
that is based on Plautus’ Amphitryon. More focused efforts to acquaint English viewers with specimens
of foreign drama will be taken later on, under the reign of Elizabeth I, thanks to the translations of G.
Gascoigne, F. Kinvelmersh and others.

The play Johan Johan was written in the 1520s,' at a time when English drama was undergoing
considerable transformations of its contents and structure as well. In the early 16™ century it opened up
to new, secular subject matter that was topical or socially relevant; its themes and problems were being
greatly affected by humanist ideology; its allegorical figures — an essential element of medieval imagery
— were gradually giving way to human characters acting as personae in drama. Many theatrical produc-

' According to some researchers, the piece was composed in 1521 (Roston 1982, 67; Sanders et al. 1980, 91) while others
claim that it was not written before 1526 (Axton, Happé 1991, xiii). It is noteworthy that as a printed text it appeared in 1533
in William Rastell’s publishing house and happened to be the first printed play of Heywood’s.
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tions of the time testify to these innovations, with new forms and methods of stage presentation applied
by early Tudor dramatists. Johan Johan is one of such plays.

In the 1520s older contemporaries of John Heywood’s, namely Henry Medwall, John Skelton,
John Rastell and others, make their valuable contribution into the development of new secular drama
in England. There appear plays that are free from religious matter, such as Fulgens and Lucres, Godly
Queen Hester and others. Allegorical morality plays? too demonstrate amazing potential for transforma-
tion, mainly due to the representation of new topics as well as the search of new means of combining
serious and comic (entertaining) contents in them.

A French farce® could find its way into early sixteenth-century English theatre in several ways. As
it is known, before the opening of the first public theatre* the principal forms of theatrical presentation
in England were on the one hand indoor performances at the royal court, universities and nobility man-
ors (so-called household drama), and on the other hand, outdoor performances acted out by travelling
companies (popular drama). John Heywood, like many of his contemporaries, may have attended those
market square presentations, where he could see popular town plays staged by travelling actors both
from England and the Continent. Modern scholars assume that French actors may have visited English
towns to perform their plays there (see: Axton, Happé 1991, 48-49). It is quite possible that in the 1520s
the court entertainments included farces performed in French to please French ambassadors and nobil-
ity (Mullini 1999, 30). As the French ambassador in England reported in January 1529, it was Cardinal
Wolsey’s good will to get several farces to be acted in the French language (Wilson 1990, 30). Besides,
in those days, Englishmen maintained active correspondence with their continental counterparts, which
stimulated greatly the translation process in various artistic communities of Renaissance Europe. So, the
manuscript of the French play La Farce du Pasté, composed between 1480 and 1492, might have come
into Heywood’s possession through correspondence. In whatever way, Heywood might have got access
to the text of the French farce in the early 16" century. Fortunately, nowadays both the original and the
translation are available for reading and analysis.

It is known that on resigning from his service at court in 1528 Heywood held position in the City
of London, which allowed his getting closer to a quite different, town-life environment. It is quite pos-
sible that in this period of his life he turned to translating a French farce which is so much representative
of the town culture. We can only guess what might have fascinated him in this genre of popular drama.
From the translation of Johan Johan it is evident that Heywood delights in using words with double
meaning, so called double entendres. There can also be observed the abundance of tongue-twisters that
farces are generally rich in. Besides, scholars emphasize the brilliance of dialogue, attained in this par-
ticular play, both in its original version and in the translation (see: Wilson 1990, 31-32).

2. TRANSLATION METHOD APPLIED IN JOHAN JOHAN

Johan Johan is a typical farce in the sense that many farces are of a misogynist and anti-clerical
character at the same time. The plot of the play is simple enough: a woman named Tyb cheats on her
husband Johan Johan with a priest, Sir Johan. The play starts with the jaundiced husband’s monologue in
which he tells of his wife’s treacherous character and asks himself if he should beat Tyb to straighten her
out. In reply to his own question, he admits that his wife could hardly be reformed but that beating is the
only way to keep her subdued, for a while at least. However, as soon as Tyb appears on stage, he loses
all his determination and his menacing attitude, turning into a banal henpecked husband. Tyb makes
Johan Johan invite the priest to supper to their house. The lovers mock him openly enough, enjoying
their meal, while Johan Johan, banished from the table, is chafing a wax candle by the fire to stop the

2 See, for instance, Nature, Magnyfycence, Four Elements and others.

3 France, French manners and customs were extremely prestigious at the court of King Henry VIII, so it can be assumed that
dramatic models in French existed but have been lost (Axton, Happé 1991, 49).

4 James Burbage built his “Theatre” in 1576.
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hole in his wife’s bucket. Both actions are symbolic enough: the lovers’ sharing a meal is an allusion to
the nature of their relations, while Johan’s vain efforts to stop the leaking in the pail point to his inability
to satisfy his wife’s sexual desire. At the end of the play Johan Johan chases his wife’s lover out of the
house.

It is remarkable that even from the point of view of contemporary demands and standards of
translation the English text represents quite an adequate and precise rendering of the French original.
At the same time, the transformations and changes undertaken by Heywood in the text demonstrate his
intention to take the original he is working with to his own land, domesticating it for his compatriots,
instead of taking his reader to the land of the original and introducing a foreign reality to him. To see the
essence of the changes made by the English author in the text of the French farce, we shall focus upon
some examples both from the original and the translation.

Changes mainly affect proper names, personal as well as geographical ones. Proper names used
in the French original are usually replaced with English ones, either in the corresponding phrase in the
English text or in another passage, further in the text, as can be seen in the example:

Il n’y a femme dega Loire
Qui oncques fust si bien batue” (11.26-27)°

translated as

There is never a wyfe betwene heven and hell
Whiche was ever beten halfe so well” (11.17-18).¢

As can be seen from the text of the translation, the name of the river omitted in the passage quoted
above appears in a different guise some hundred lines below when Johan tries to deny talking badly
about his wife and persuades her that she has misheard him: 107
Tyb: Why, whom wylt thou beate, I say, thou knave?

Johan: Who, I, Tyb? None so God me save.

Tyb: Yes, I harde the say thou woldest one bete.
Johan: Mary, wyfe, it was stokfysshe in Temmes Strete
Whiche wyll be good meate agaynst Lent (11.111-115).

In that manner the English translator seems to have compensated for his earlier loss of the top-
onym. It is worth mentioning that there is no similar word-play based on the rhyme in the French origi-
nal in the corresponding passage. There is another example containing a geographical name in a passage
where the husband describes one of his wife’s companions: °...c’est la plus fine / Macquerelle qui soit
jusques a Romme’ (11.165-166). It is rendered as ‘That is the most bawde hens to Coventre’ (1.164). Once
again, a local toponym is used instead of a foreign one in Heywood’s translation.

Numerous names of saints used in the French original are replaced with ones that were familiar to
English audiences, like ‘Saynt Dyryk’ (1.146), ‘Saynt Modwin’ (1.561) etc, or they are simply omitted.
One of the passages containing a personal name: ‘Et si est, par Sainct Nicolas / Jehan-Jehan, si ne la bas
pas!’(1.65) is translated as ‘And to make her at home for to tary? / Is not that well done? Yes, by Saynt
Mary...” (11.51-52). Evidently, in this particular case the transformation also serves to preserve the plain
rhyme with the previous line of the text.

5> Here and below the English translation is quoted after the edition: Heywood, John. 1991. “Johan Johan.” In The Plays of
John Heywood edited by Richard Axton and Peter Happé, 76-92. Cambridge: D.S. Brewer.

® Here and below the French original is quoted after the edition: “Farce du Pasté”. 1949. In Recueil de farces frangaises
inédites du XVe siecle, 145-158. Cambridge (Massachussets): The Mediaeval Academy of America.
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The same translation method is observed in the next example, in which the name of a famous Pari-
sian church is replaced with a local one in the translation. ‘Vous estiez devant Saint-Maurice / A genouls
ou a Nostre-Dame’ (11.153-154) is rendered as ‘Mary, percase / Thou wast prayenge in the churche of
Poules / Upon thy knees for all chrysten soules’ (11.152-154).

The next example deals with the religious affiliation of the priest in the farce. It is noteworthy that
when talking about him with Johan, /a femme in the French farce characterizes him as ‘a true Catholic’:

J’entens bien comment

Vous vous doubtez, mais c’est a tort.

Morte soye de male mort

Se ce n’est ung vray catholicque (11.239-242).

In his translation, Heywood omits the priest’s affiliation with Catholicism, giving him some neu-
tral characterization, without any reference to the Church:

Mary, I perceyve very playne

That thou hast Syr Johan somwhat in suspect:
But, by my soule, as far as I conject,

He is vertuouse and full of charyte (11.229-232).

Obviously, the English playwright intended to avoid potentially controversial passages that could
arouse unwanted tension in English audiences, which, albeit, in the 1520s had not yet split into two ir-
reconcilable parties (Protestants and Catholics) and England had not yet entered its turbulent Reforma-
tion period. But at the time of its first publication by William Rastell in 1533, the political and social
contexts were quite different — the Reformation was under way. We do not know whether the phrase
about “the true Catholic” was cut from the translation for publication in 1533 or if it was passed over
by the translator himself. The published text appears to pour no oil on the flames of the social and reli-
gious controversies of the day. This intention of the author would fit perfectly well into the psychologi-
cal portrait of his reconstructed by contemporary researchers of Tudor drama (Axton, Happé 1991, 2;
Mullini 1999, 38-39 and others). Heywood’s tact, tolerance and gentleness are features that are usually
emphasized by scholars. Besides, being a Catholic himself, Heywood might have wanted to avoid any
negative connotations with regard to representatives of this confession.

Another substitution made in the English text might be worth mentioning here. As it goes, the
French habit of having wine for dinner, which is reflected in La Farce du pasté, gives way to the Eng-
lishmen’s taste for ale in the translation. ‘Retournez, adviser, s’il y a du vin’ (1.297) turns into ‘Loke and
there be ony ale in the pot’ (1.287) in the English translation.

In this regard, it must be noted that the realistic household circumstances depicted in the farce
allow some researchers to classify it as ‘an especially striking instance of realism amounting to reality
in the setting” (Sanders et al. 1980, 91). Various kitchen objects and utensils that were to be used in the
play must have contributed to the realism of the setting. Their use by the characters in the final scene, in
which the husband fights with his wife and the priest, could probably enhance the laughter effect, thus
making the farce even more entertaining for the audience. Numerous curses and four-letter words in the
text of the farce serve the same function. So, the French expression ‘par (le ventre, le corps, la chaire
etc.) bieu’ (see, for example, 11.195, 197, 213, 220 etc.) in different variations occurs in nineteen lines
of the original. In the translation it is mainly replaced with the equivalent ‘by cokkes soule’ (see, for
instance, 1.127).

As to the atmosphere of playfulness in the farce, the English translator obviously amused himself
when he was working at this text. This seems to be the case with the passages in which Syr Johan re-
counts three miracles in the closing part of the play. From the first miracle we learn about a man who, on
returning home after a seven-year absence, finds his wife with seven children (11.537-556). It is of inter-
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est that in the French original there are fourteen children (11.587-608) born during his long absence (it is
not said how long he was away for, though). But in both cases children were born under the auspices of
the priest. It can be assumed that this anecdote may have been known in England in a somewhat modi-
fied version, or it may be an example of the English translator’s tweaking the original text.

The third miracle in the French source tells the story of a woman who delivered a child seven
months after her wedding (1.651), while in the English translation it took her five months only to give
birth to the child (11.575-579). In both versions of the farce the sinful nature of women is accentuated.

In the next example, taken from the same miracle, a comic analogy between humans and animals
is drawn. Women are compared to she-cats that give birth to kittens quickly and easily.

‘Par ma foy, j’ay veu nostre chatte
Faire des petis grant mesnage
En sept sepmaines’ (11.662-664).

It is translated into English as:

‘I have sene the day that pus, my cat,
Hath had in a yere kytlyns eyghtene’ (11.588-589).

In this case again we see the English translator’s playing with the numerals. As such, instead of
the time period the numeral in his text refers to the number of kittens born. The passages mentioned
above may serve as an illustration of the English translator’s playfulness, characteristic of his approach
to the dramatic genre he reproduced in his translation.

All in all, Johan Johan is considered to be a truly innovative case in Tudor dramatic practices,
since it demonstrates a decisive step away from debating as the dominant method of dramatization in
early Tudor plays, towards acting the plot out. Johan Johan is unique among Heywood’s plays too
because it has much more stage-action (Craik 1964, 6) than his other plays. It is well known that dispu-
tation between opponents was the principal theatrical technique used by early Tudor playwrights such
as Henry Medwall, John Skelton, John Rastell, Nicholas Udall and other contemporaries of Heywood.
Later on, in Renaissance drama, comedy in particular, action will become the main driving force of plot
development. So, it is for good reasons that some scholars consider John Heywood ‘as standing in a line
of English comedy connecting Chaucer and Shakespeare’ (see: Craik 1964, 6).

3. FARCICAL PERFORMANCE AT THE ROYAL COURT

Remarkably, Heywood’s farce is free from didactic content that dominated English morality
drama of the day. As to one of the three key characters of this play, Sir Johan, the priest, is an entirely
comical figure here. As M. Roston observes, Johan Johan is ‘all slapstick rather than comedy’ but, at the
same time, it is one of the Tudor plays that opened the way ‘for secular drama to develop independently’
(1982, 67).

It is noteworthy that the repertoire of medieval popular theatre proved to be productive enough
for Tudor playwrights in their search of new methods and techniques of dramatic presentation, which
resulted in moulding the new drama of Renaissance. Although there was no exact English equivalent
of the farce as a genre of the medieval popular drama, viewers of this period were familiar with other
kinds of street performances that were not devoid of farcical elements. One could mention pageants, for
example, that made an important part in ceremonial processions dedicated to various occasions (such
as visits of honored guests, religious or civic holidays etc), and occurred regularly enough in English
towns. Though pageants mainly referred to the Bible for plots to be dramatized, still many of them dem-
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onstrate strong links with the popular laughter tradition of the Middle Ages.” Elements of the same tradi-
tion, more or less subtly integrated into the dramatic material, can be traced in many Tudor plays written
for the royal court and nobility manors, so called Tudor domestic drama. And, Heywood, with his plays,
staged at the royal court or at the residencies of Thomas Cromwell, cardinal Cranmer and other high
officials, keeps abreast of the general tendency in the development of early Tudor drama — replacing
strongly moralistic content with expressively entertaining element as well as brave experimentation with
the dramatic form, means of expression and others.

However, Johan Johan is quite peculiar in the playwright’s artistic heritage. It is a unique sample
of town popular drama staged in the interior of a Tudor hall where indoor theatrical presentations usually
took place in those days. This relocation from the market place to the nobility’s household was definitely
experimental and might, presumably, be the reason of the incongruity between the play’s subject matter
and the expectations of the court viewers. Let us look at the physical organization of the playing space
that had an impact on the perception of Johan Johan.

Town residents, among whom there were students, merchants, artisans, petty clergymen — so
called “the Third Estate” or the commons that emerged with the growth and development of towns in
medieval Europe, were the main recipients of popular drama, farces in particular. They enjoyed the
farce greatly for its rudeness, coarse humor, violence and fight as indispensible parts of the performance.
Present in a majority at the market place, this kind of audience dominated over representatives of other
possible social groups of viewers. At the same time, it is known that Heywood wrote and directed his
plays for the elite of the early Tudor society, those people who were in a minority at a market place but
who were among similar to themselves frequenters of all kinds of ceremonies and festivities at Tudor
banquet halls. Here too, representatives of the commons, household servants could see theatrical pre-
sentations. But they were not the main addressees of these interludes and morality plays composed by
court playwrights.

As it is known, the king or the host of the mansion with his most respected guests and family
members presided at the dining table at the Tudor hall. A group of actors that played out a piece of drama
stood close to this high table facing it. Guests at the two side tables that stretched along from the head
table to the kitchen doors were ranged according to their social status. The lower the status, the closer
to the kitchen doors a guest might be sitting and, consequently, the farther from the focal playing space
of the dramatic presentation. Court playwrights minded the composition of the audience at the Tudor
banquet halls. While the serious material was addressed to the patrons of the household, comic charac-
ters, Vice-figures in particular, sought comradeship with the low-status public (see: Walker 2000, 301).
So, physically the playing space was divided into two areas, each for its particular targeted audience.
Thus, one could assume that in Johan Johan, representing the urban setting, composed of “decidedly
nonluxurious domestic scenes” (Coldiron 2009, 11), the director was to shift the playing space closer to
the “low” half of the Tudor hall.

There were servants standing at the kitchen doors of the dining hall, watching a play, so, ac-
tors sometimes had to make their way through the crowd, as, for example, servants A and B in Henry
Medwall’s play Fulgens and Lucres. These two characters prove to be the carriers of the comic, “low”
subject matter of the drama. In such a way, the structure of the audience in a Tudor hall as well as the di-
vision of the playing space influenced the perception of plays by viewers of early Tudor domestic drama.

It is worth mentioning that the entertaining component made up only additional, secondary, though
an unavoidable, plot-line in Tudor home drama. What we see in Heywood’s Johan Johan is absence of
didactic content® or of moralization. The essence of the artistic experiment that John Heywood under-

" For example, The Deluge. Noah and his Sons from the Towneley mystery cycle. The comic element in this pageant
demonstrates a strong resemblance to the farcical poetics. Namely, the character of the quarrelsome wife, the issue of gender
relation, slapstick and fighting testify to the pageant’s belonging to the same popular laughter tradition that the farce does.

8 In English early 16" C drama, interludes in particular, that were popular indeed in the Tudor court, serious subject matter
played an extremely important role. Court playwrights sought to render pressing challenges of the social and political life
in their drama aiming to influence the sovereign’s decision on this or that point. Take, for example, H. Medwall’s morality
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took boldly enough with staging Johan Johan in the Tudor court seems to be bringing to the attention
of the court audience a play borrowed from the popular repertoire. As it is known, in Heywood’s time
gender relations’ were based outside the court drama, remaining one of the principle topics in popular
theatre, at the same time. But King Henry VIII’s private life that aroused such great interest in the Eng-
lish society obviously stimulated Heywood’s experiment with bringing into the courtly playing space a
plot from the marketplace theatre.

As to the possible political dimension'® that Heywood’s play may contain, it would have been really
risky for a court playwright to implicate associations between the love triangle in the farce and the private
life of some high official, such as the monarch himself. Though it may seem tempting, because, as it can
be deduced, in the years when the play was written and staged, Henry VIII started a love affair with Anne
Boleyn that finally resulted in his divorce from Catherine of Aragon and his new marriage in 1533. Still, to
imply a political allegory in a farce would be hazardous even for John Heywood, whose voice may have
been “exceptionally privileged as an acknowledged court fool” (Happe 2017, 12). One can only imagine
how uneasy the performers might have felt (see: Godfry 1996) while playing the above mentioned drama
Fulgens and Lucres by H. Medwall in front of the king in the situation when an association could be drawn
between his sister Mary’s private life!! and the play’s main character Lucres (the daughter of the Roman
senator, by the way) who insists on her right to choose a husband on the basis of a person’s moral qualities
and prefers a man of a lower social status at the end. At Henry VIII’s court, known as a place of suspicion
and gossip as well as of draconian treason laws, these implications could provoke the king’s rage with
tragic consequences for courtiers who stood behind such theatrical performances.

Another example of the political allegory that involves the figure of the sovereign, can be found
in J. Heywood’s Play of the Wether (staged in 1533), in which for Henry VIII stands the character of
the supreme Olympian god Jupiter. Thus, a link to the classical mythology is made this time. When the
noble dame begs that she might be admitted to the royal presence, the Mery-Report refuses this request
on the grounds that His Majesty is busy making a new Moon: “Even now is he makynge of a new
moone:/ He sayth your old moones be so farre tasted/ that all the goodness of them is wasted” (11.793-
94). In his notes to the play G. Walker interprets this remark in the following way: Catherine of Aragon
who proved to be unable to give birth to the king’s heir, has given way to a new wife who may already
be pregnant (Heywood 2000, 471). So, the topic of pregnancy is only hinted at, which, nonetheless,

play Nature that can be read as an instruction for a young ruler concerning his behavior, garment, company he keeps with,
the role of Reason and Sensuality in his life etc. A similar topic is developed in the play Magnyficence by John Skelton
who, by the way, was Henry VIII’s tutor till 1502. In his interlude Four Elements J. Rastell dwells upon the importance
of secular education and those benefits that a well-educated individual can bring to the society. Topical issues of religious
controversies (7he Pardoner and the Frere) or of the importance of the social consensus (The Play of the Wether, The Foure
PP) are represented in the plays of John Heywood, who was not only Henry VIII’s favourite but also a trusted companion
of the king’s daughter, princess Mary. Mary’s teacher of Literature, Nicholas Udall exposes vigorously such social sore as
corruption in his play Respublica, intended to the attention of the newly-crowned queen Mary 1.

It would be only logical to expect moralization in a play written by a tutor. “Aristotles to their new Alexanders” early Tudor
playwright tried to bring their pupils up into good rulers of England and to continue influencing their policies as adults. So,
deprived of this didactic content John Heywood’s Johan Johan seems to be really exceptional among Tudor household plays.

In the monograph dedicated to the early English translations of French texts that focus on gender issues, with Johan Johan
being one of them, Anne E.B. Coldiron characterizes these texts as “decidedly uncourtly in that they refuse to euphemize or
to avert their gaze from indelicate or unpleasant aspects of gender relations” (2009, 13).

19 In this regard, one of the studies of particular interest is the work of Sylwia Borowska-Szerszun in which Johan Johan is
interpreted as a carnivalesque metaphor of the royal household, with the figure of Johan, the husband being a reference to
Catherine of Aragon, Tyb — to Henry VIII and Sir Johan — to Anne Boleyn. This interpretation is based upon the supposition
that the dramatist plays with the gender roles as well as gender identities in Johan Johan. (2007, 270-273) An interesting

reading of Heywood’s play is offered in the recent paper of Peter Happé, published in the Cahiers Elisabéthains. The
researcher assumes that Tyb, the wife, in Johan Johan might bring in an association with Anne Bolyen (2017, 10-12). It is
remarkable that the playful nature of the farce makes possible such diverse approaches, when one and the same character can
be associated with different historical personalities of the English society of the early 16" C.

" In 1516 Mary Tudor got secretly married to Charles Brandon after her first husband Louis XII of France died. This marriage
took place without the king’s consent.
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could be hazardous since it touched upon the king’s private life. If the above-mentioned implications are
considered risky enough how could one expect metaphorical associations with the king’s private life in a
play belonging to the tradition of the popular culture? Nevertheless, such allusions could be made. Oth-
erwise, a purely entertaining play, without any double meaning, would not have appealed to the tastes
of more sophisticated viewers of Heywood’s drama for whom the indirectness in the representation of
serious issues was a mere commonplace. However audacious it might have been, the playwright could
not leave his shrewd viewers without the delight they took in deciphering the subject matter of the play.
As we know, it was definitely in accordance with the tradition of the English early Tudor court drama to
use allegory, double meaning, innuendo and other techniques to disguise risky topics. Probably, Johan
Johan could not serve as a means of communicating ideas and opinions to the monarch,'? which was
one of the functions of the Tudor court drama, but it could entertain the viewers from the upper end of
the dining-table with certain innuendos that the play allows to make keeping in mind the real-life love
triangle and the psychological portraits of its participants.

4. CONCLUSION

So, Johan Johan attests to the playwright’s efforts to adapt the French farce for the Tudor domes-
tic theatre, which makes it really distinctive against the background of the early 16™-century English
drama. The English setting of the action, English household details together with English personal and
geographic names in Heywood’s adaptation contribute a lot to anglicizing the French original. At the
same time the genre modality of the French source — that of a farce, with its peculiar subject matter,
characters, language, theatrical devices might have seemed exotic enough for the audience of the Tudor
home drama. The point is that medieval farce as a form of theatrical presentation was aimed to entertain
common people at the market square by means of coarse jokes from the sphere of everyday existence,
as well as cursing, fighting and combating on stage. Indoor or domestic Tudor drama, on the other hand,
that got its best specimens at the English royal court kept to quite different standards and principles of
artistic presentation. If we look at interlude as the most representative genre of the English early 16-
century drama, we will not fail to notice that it never relied upon the entertaining element as the only or
even dominant pattern in the play structure. The strong and prolific tradition of morality play in England
endowed early Tudor interlude with the obligatory moralizing or didactic element that was of primary
importance in a play.

Besides, mansions of the English nobility or the royal court itself where performances were acted
out, used to be overlap points of different political opinions and interests, sometimes contradictory ones,
which explains the playwrights’ desire to avoid directness of representation in their plays as well as
their giving preference to allegoric manner of expression with the possibility of different interpretations
of a certain scene, character or plotline. Moreover, the allegoric nature of early Tudor domestic theatre
became one of its characteristic features that the higher-class audience delighted in. So, making and
solving allusions to contemporary people and events added a lot to the atmosphere of playfulness in the
interludes by H. Medwall, J. Skelton, J. Heywood, J. Rastell and others.

In his adaptation of the French farce John Heywood keeps very close to the structure of the
original. But the English colour that the play acquires due to the text transformations carried out in the

12 One of the brightest examples of such communication with the monarch can be found in John Skelton’s play Magnyfycence
(1519-20). As G. Walker points out, the negative characters of this interlude can be identified with the members of the Privy
Council that was accused of embezzlement and dismissed with much scandal in May 1519 (1991, 66). With his play Skelton
got involved into the debate between various political forces and influential circles of the society. Consequently, Henry
was made to change his attitude towards the Privy Council and its activity. Magnyfycence and the situation around him in
Skelton’s play could be read as a political allegory that communicated its messages to the king in no small measure due to the
fact that the central character of the play is a princely figure (see Skelton 2000) that is rendered all the honours it deserves.
It is so much different from the characters in Heywood’s farce Johan Johan in which no figures of such dignity can be seen
and, thus, it would demand more effort from the public to detect political subtext in the play.
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process of translation, opens the way to viewers’ implications to serious issues of the English social
and political life. In this particular case the sophisticated audience might think about the political con-
sequences of the king’s new marriage for England’s domestic policy as well as its international affairs.
So, although the play Johan Johan by John Heywood was really unique in the history of English drama
of the Middle Ages and Renaissance, it complied with the tradition of Tudor indoor performances in the
sense that it satisfied tastes and met expectations of different social groups of English viewers of that
day. While common people enjoyed its entertaining element, guests from the upper social class were
given food for thought about possible outcomes of the new circumstances in Henry VIII’s private life.
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«IOXAH MOXAH» JDKOHA XEMBYIIA: AJATITALIAST ®PAHIIY3CKOI'O ®APCA IS
TIOJIOPOBCKOM CLIEHBI

Pestome

[Teeca [Ixxona XeiiByna «Moxan Moxam» (1529) BeI3BIBaET HEOCTAOEBAIOMINI HHTEPEC Y UCCIIEIOBATENICH aHTIINI-
ckoit npambl CpenHeBekoBbs W Bospoxaenus. Ee crpaBemynBO CYMTAIOT OMHUM M3 HEMHOTHUX HPOW3BEICHHNA
AHTJINHCKOM PaHHETIONOPOBCKOH JpaMBbl, KOTOpPBIE OepyT CBOE HA4yasl0 W3 HMHOCTPAHHBIX MCTOYHUKOB. B manHoM
Cily4yae, TAKUM HCTOYHHKOM CITy’KHT CPETHEBEKOBBIN (ppaHIry3ckuil dhapc.

B crarbe paccMaTpuBarOTCSI MEXaHM3MBI U TIPHEMBI, HCIOJIB30BAHHbBIE MTPUABOPHBIM JIPaMaTyproM B IIpolecce
aJlanTayy UM (paHIfy3CKOro OpUrHHAIIA [UIs TOTO, YTOOBI OH TPHIIENCS 110 BKyCy aHITIMHCKOM myOnuke. B To ke
BpeMs, BBIOOp XeHBYIOM IbECHI AJIsI TIEPEBO/IA M IIOCTAHOBKU B TIOZIOPOBCKOM 3aji€ SIBIISIETCS SIPKUM ITPUMEPOM
TOTO, KaK B aHTJIMICKOM JpamMe TOTO BPEMEHH MEPECeKaINCh M B3aNMOJICHCTBOBAIH C(HEephl BRICOKON KYIBTYPhI
U KyJIBTYPBI IIUPOKHUX HAPOJHBIX Macc. B JaHHOM citydae, aHp JpamMaTypruieckoro Mpou3BEICHUs, a ClIel0Ba-
TEJIbHO, €T0 Mpo0sIeMaTHKa, AEHCTBYIOMINE JINIA, CTHIIb, CLIEHUIECKNE MPUEMBI U T.J. SBISIIOT CO00H XpecToma-
TUHHBIN IpUMep HaponHo! KynbTypbl CpenHux BekoB M Bozpoxaerus. ToT xe (akT, 9TO CBOM MbECHl XeHByq
mUcai uist IPUBOPHOTO Tearpa, IO3BOMISET FOBOPUTH 00 3KCIIEPHMEHTATOPCKOM XapaKTepe AaHHOH MOCTaHOBKH
U MIPEAIOoararh, YTo B Hell ObUT 3aJI0KEH TONOTHUTEIbHBINA MOATEKCT. 3PUTEIN NPUIBOPHOTO TEaTpa, IPUBBIK-
M€ K TeaTpan30BaHHBIM MPEICTABICHUSIM COBCEM MHOTO XapaKTepa, @ UMEHHO K MOPAIMTE M HHTEPIIOAUSAM C
TIPUCYIIMMHI MM HHOCKA3aTeTbHOCTHIO, a/UTIO3HBHOCTBIO, AIIETOPH3MOM, BOSMOKHO, HAXOIWITH B mbece «Moxan
MoXaH» OTCHUIKM Ha MONUTHYECKHE COOBITHS TOTO BPEMEHH, a B JEHCTBYIONIMX JHIAX (DPaHILy3CKOi MUIOMa-
HOH NbeChl y3HaBaJIM MEPBBIX JIML KOPOJIEBKOro ABOpa AHIIMU. PaznuuHble, MOpOH B3aMMOMCKIIOUAIOLIUE HH-
TepIpeTaluy MOJIUTUIECKOTO MOATEKCTa B Ibece XeiiByaa, KOTOPbIe MPUBOIAT B CBOMX PabOTaX COBPEMEHHBIE
CHELHAIIICTHI B 00JIACTH PAaHHETIOAOPOBCKOTO TEATPA, SIBIISIOTCS MOATBEP)KACHNEM aKTyalbHOCTH UCCIECI0BAaHNI
AHIVIMICKON pambl epBoi nojaoBuHbl X VI croneTus.

Kniouegvie cnosa: Gapc, MHTEPIIONHS, TIONOPOBCKAs ApaMa, JIOMAIIHUHA TeaTp, MPUABOPHBIC Pa3BICUCHUSL.
Elena Lilova

University Mediterranean, Montenegro
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ZAUBER UND FRAUENSCHICKSALE IN FRIEDRICH DE
LA MOTTE FOUQUES DRAMEN DIE RUNENSCHRIFT UND
LIEBESRACHE

Die vorliegende Arbeit beschéftigt sich mit der Untersuchung der Verbindung von Zauber und Geschlecht und
ihren Auswirkungen auf die Schicksale der weiblichen Hauptfiguren in den Dramen Die Runenschrift (1813) und
Liebesrache (1817) von Friedrich de la Motte Fouqué. Die Verteilung von Zauber im Hinblick auf das Geschlecht
der Figuren wird zundchst anhand Algirdas J. Greimas® Aktantenmodell analysiert, wodurch zugleich Einblick in
die funktionalen Relationen zwischen den weiblichen und ménnlichen Figuren gewonnen wird. Bei der anschlie-
Benden Interpretation aus der Sicht der Gender Studies wird besondere Aufmerksamkeit der Charakterisierung
der weiblichen Hauptfiguren geschenkt, die im Hinblick auf die zeittypischen Auffassungen iiber Weiblichkeit
betrachtet werden. Ziel dieser Arbeit ist es zu zeigen, wie durch Einsatz von Zauber bei der Darstellung der
Frauenschicksale in den erwdhnten Dramen Fouqués letztendlich die gleichen Vorstellungen von unerwiinschten
weiblichen Charaktereigenschaften vermittelt werden.

Schliisselworter: Friedrich de la Motte Fouqué, Die Runenschrift, Liebesrache, Aktantenmodell, Gender Studies

1. THEORETISCHER RAHMEN

Bei der Analyse der Verbindung von Zauber und Geschlecht auf funktionaler Ebene wird im
Rahmen dieser Arbeit ein Modell verwendet, das der franzdsische Semiotiker Algirdas J. Greimas ent-
wickelte, um die handlungstragenden Figuren in Erzahlungen und deren funktionale Beziehungen unter-
einander zu erfassen. Greimas unterscheidet in seinem Aktantenmodell zwischen der Figur selbst, dem
Akteur, und der Funktion des Akteurs innerhalb der Handlung, dem Aktanten. Dabei ist es wichtig zu
betonen, dass ein Aktant innerhalb eines Texts durch mehrere Akteure vertreten werden kann, genauso
wie mehrere Aktanten in einem einzigen Akteur als Synkretismus zusammenfallen kénnen (Greimas
1971: 162). Das Aktantenmodell von Greimas basiert auf dem Objekt-Aktanten, das vom Subjekt d. h.
vom Helden der Geschichte begehrt wird, und gegebenenfalls auch von dem Anti-Subjekt, das als ,,Sub-
jekt der Gegengeschichte* (Kim 2002: 57) definiert werden kann. Zu den sekundéren Aktanten gehoren
der Helfer, der dem Subjekt in seinem Handeln beisteht, und der Opponent, der dem Subjekt Widerstand
leistet und somit das Anti-Subjekt unterstiitzt. Weitere bedeutende aktantalle Kategorien sind die des
Destinateurs und des Destinataires, deren Rollen im Rahmen der Priifungssequenz der Handlung erléu-
tert werden konnen — der Destinateur iibernimmt am Anfang der Sequenz die auftraggebende Funktion
des Senders, und tritt sehr oft, jedoch nicht notwendig, am Ende der Sequenz in der Rolle des Schieds-
richters auf, der tiber den Hauptkonflikt des Werkes entscheidet und ebenfalls als Verleiher des Guten
bzw. der Belohnung fungiert, wihrend der Destinataire-Aktant am Anfang als Beauftragter und am
Ende als Begiinstigter erscheint (Kim 2002: 55).

Der Einblick in die funktionalen Beziehungen zwischen den Geschlechtern in den beiden Dra-
men Fouqués stellt die Grundlage fiir die Deutung der dargestellten Geschlechterverhéltnisse aus der
Sicht der Gender Studies dar. Die im Rahmen der Gender Studies vertretene Ansicht, dass Literatur
,nicht neutral, sondern geschlechtsgebunden geschrieben und gelesen wird und im kulturellen Kontext
eines Herrschaftsverhéltnisses zwischen den Geschlechtern Geschlechterbeziehungen widerspiegelt®
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(Osinski 1998: 46) weist darauthin, dass die Analyse der literarischen Entwiirfe von Weiblichkeit und
Mainnlichkeit Aufschluss iiber gesellschaftliche und kulturelle Vorstellungen und Normen im Hinblick
auf Geschlecht geben kann. In den Mittelpunkt des Forschungsinteresses der Gender Studies wird dabei
Gender als das soziale Geschlecht geriickt, das im Gegensatz zu Sex als dem anatomischen und biolo-
gischen Geschlecht, ,,die kulturell vorgegebenen Geschlechterrollen, die eine Gesellschaft bereitstellt
und durch Verbote, Strafen und Belohnungen fiir verbindlich erklért (SchoBler 2008: 10) bezeichnet.
Die Untersuchung literarischer Repréasentationsformen der Weiblichkeit nimmt einen wichtigen Platz in
der genderorientierten Forschung ein, indem sie im Kontext der ungleichen Geschlechterstrukturen und
sozialen Machtverhiltnisse betrachtet werden. Simone de Beauvoir schreibt in ihrem wegweisenden
Werk Das andere Geschlecht (1949) iiber die permanente Unterdriickung der Frau im Rahmen der hier-
archisch organisierten Geschlechterordnung, die durch das méannliche Subjekt infolge des Bediirfnisses,
,,sich als das Wesentliche zu bejahen und das Andere als das Unwesentliche, als Objekt zu setzen® (de
Beauvoir 1968: 10f) stattfindet. Der Frau als dem Objekt und ,,dem anderen Geschlecht™ werden im
Laufe der Geschichte eine Reihe von Wesensbestimmungen zugeschrieben, die in Form von bindren und
hierarchischen Gegensitzen gegeniiber dem Mann aufgefasst sind, und die letztendlich dazu dienen, das
bestehende Herrschaftsverhéltnis zu legitimieren (Lindhoff 2003: 3-4). Solche Zuschreibungen bilden
die Grundlage fiir das Konzept der Geschlechtscharaktere, das im letzten Drittel des 18. Jahrhundert
erarbeitet wurde und eine Reihe von psychischen Eigenschaften fiir naturgegebene Geschlechtsspezifika
erkléarte!. Dieses Konzept basiert ebenfalls auf Kontrastierungen, sodass dem Mann beispielsweise Ak-
tivitdt und der Frau Passivitit beigemessen wird, was zahlreiche weitere Merkmale miteinbezieht: Das
ménnliche Wesen steht fiir Tun, Energie, Kraft, Willenskraft, Festigkeit, Tapferkeit, Kithnheit, Rationa-
litdt und das weibliche fiir Sein, Schwéche, Ergebung, Hingebung, Wankelmut, Bescheidenheit, Emotio-
nalitdt; Die Méanner werden als selbststdndig und gebend und die Frauen als abhidngig und empfangend
betrachtet; Durchsetzvermogen, Tatkraft und Gewalt werden mit Mannlichkeit und Selbstverleugnung,
Anpassung, Liebe und Giite mit Weiblichkeit in Verbindung gebracht (Hausen 1976: 367-368). Solche
Geschlechterstereotype fanden ihren Weg in die Literatur und wirkten sich auf die Figurenkonstellation,
die Charakterisierung der weiblichen und ménnlichen Figuren, sowie auf die Verteilung der Handlungs-
funktionen unter ihnen aus. Eine Untersuchung der Korrelation zwischen figuralen Handlungsrollen und
der Kategorie Gender, die durch die Verbindung zwischen der formalistischen Analyse der Handlungs-
funktionen mit den interpretatorisch ausgerichteten Ansédtzen der Gender Studies erfolgt, kann somit
gewinnende Einsichten iiber die dargestellten Machtverhéltnisse zwischen den Geschlechtern bringen.
In diesem Zusammenhang ist die Frage nach der Korrelation zwischen Geschlecht und Einfluss auf
den Handlungsverlauf bzw. nach der Handlungsméachtigkeit (agency) der Figuren von Bedeutung, die
anhand der Analyse von entscheidenden Momenten der Handlung festgestellt werden kann. Der Begriff
Agency wird in der Forschung auf unterschiedliche Weise definiert, aber im Rahmen dieser Arbeit wird
von Claire Bradfords Bestimmung ausgegangen, in der agency als eine Kombination von Mdéglichkeiten
aufgefasst wird, eigene Entscheidungen zu treffen, nach ihnen zu handeln und die moralische Verant-
wortung fiir eigene Handlungen zu {ibernehmen (Bradford, Mallan, Stephens und McCallum 2008: 31).
Einen wichtigen Punkt, der bei der Betrachtung der Handlungsméchtigkeit von Frauenfiguren bertick-
sichtigt werden soll, bringt Chris Weedon, indem sie betont, dass alles, was Frauen in einer patriarcha-
len Gesellschaft tun, immer entweder ein Akt der Bestédtigung oder ein Akt des Widerstands gegen die
dominanten Normen darstellt (Weedon 1987: 86).

! Karin Hausen nennt in ihrer Arbeit zahlreiche Stellen aus den Lexika des 19. Jahrhunderts, die vom groflen Interesse,
Intensitét und Selbstverstdndlichkeit zeugen, mit der die Herausarbeitung und Abgrenzung der Geschlechtsspezifika seit
dem letzten Drittel des 18. Jahrhunderts (und sogar bis hinein ins 20. Jahrhundert) vorgenommen wurden. (Hausen 1976:
367-368)
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2. DER RUNENZAUBER UND DIE VERZAUBERTE DAME IN FOUQUES
DRAMA DIE RUNENSCHRIFT

In Fouqués Drama Die Runenschrift. Ein altsdchsisches Schauspiel in 3 Aufziigen aus dem Jahr
1813, das sich als ein ,,dramatisiertes Zaubermirchen* (Stockinger 2000: 115f) bezeichnen ldsst, stellt
der Zauber dem Subjekt-Aktanten, der im Werk durch den Akteur Hildegast vertreten ist, ein Hilfsmittel
fiir die Erlangung des Objekt-Aktanten dar, den der Akteur Ingeburg verkorpert. Die Aushéndigung
des Runenzaubers als das Element modaler Kompetenz an den Sachsenritter Hildegast, in dessen Ge-
stalt der Destinataire-Aktant mit dem Subjekt-Aktanten fusioniert ist, erfolgt im Rahmen der ersten
Handlungssequenz durch den Wesernix, der die Funktion des Destinateurs ausiibt und Hildegast den
Auftrag erteilt, die Liebesrunen auf ein Holzstdbchen zu schneiden, um bei der storrischen Ingeburg
Liebe zu entfachen und sie somit mithilfe von Magie an sich zu binden. Das Hindernis, das man durch
die Anwendung des Runenzaubers versucht zu beseitigen, stammt demnach vom Objekt selbst, das
sich dem Begehren des Subjekts widersetzt. Infolgedessen stellt der Runenzauber, den Hildegast an
Ingeburg anwendet, eine Art von Liebeszauber dar, der schlieflich die Unterwerfung des freien Willens
und die Erlangung der Macht {iber ihre Emotionen zum Ziel hat (Hacke 2008). Ein derartiger Versuch
der Manipulation von Ingeburgs Gefiihlen durch zwei ménnliche Figuren weist demzufolge auf eine
Form ménnlicher Gewalt hin, mit der ihr die Moglichkeit weggenommen werden soll, fiir sich selbst zu
entscheiden. Ihre Worte an Hildegast im ersten Aufzug zeugen davon, dass sie sich von dem verliebten
Helden gejagt und demnach auf eine gewisse Weise bedroht fiihlt, da sie hinter seinen Blicken und Zei-
chen der Zuneigung etwas Feindseliges spiirt:

Herr, Euer Seufzen, Augeln, Héndedriicken — / Es ist mein Tod; ich kann‘s nicht ausstehn. Geht. / Man
sagt, Thr wirt ein groBBer Kriegesheld, — / Fiirwahr, ich glaub’s. Jagt Ihr schon mich mit Blicken, / Und ohne
dass Thr es vermutlich wollt, —/ Wie erst den Feind; wenn Ihr den grimmig anschaut! (Fouqué 1813: 126).

Thr Gefiihl des Gejagtseins erweist sich als berechtigt, da in Hildegasts AuBerung iiber sein Vorha-
ben aggressive Ziige deutlich sind: ,,Das Voglein will nicht gefangen sein, / Weil nicht wie gut ich mit
ihm es mein‘ / Ach bist du nur erst im Zellchen mein, / Da wirst du wohl gerne gefangen sein® (Fouqué
1813: 138). Indem er Ingeburgs kiinftiges Leben mit ihm als Gefangenschaft beschreibt, die sie zudem
genieBen soll, unterstreicht er deutlich seine Ubermacht iiber sie. Dass er sie als die Schwichere betrach-
tet kommt zum einen an der Stelle zum Ausdruck, als er sie mit einem Reh vergleicht, das von Natur
aus zierlich, folgsam und vo6llig wehrlos ist, und zum anderen als er ihr den Ball mit folgender Begriin-
dung wegnimmt: ,,Zu grof3 und schwer ist Silbergold dem Handchen, / Und seine Schelle risst wohl gar
die Haut™ (Fouqué 1813: 124). Als Sanktion fiir Hildegasts verhdngnisvollen Fehler beim Schneiden
der Liebesrunen, den er infolge seiner Ungeduld begeht, tritt eine schwere Krankheit bei Ingeburg ein,
sodass sie in einen schmerzhaften Zustand versetzt wird, in dem sie jeglicher Art von Handlungsméch-
tigkeit geraubt wird. Obwohl die Manipulation mittels Liebesrunen nicht gelungen ist, stellt der Zau-
ber immer noch ein Mittel zur Austibung ménnlicher Gewalt dar, da Ingeburg durch die Wirkung der
Krankheitsrunen in vollkommene Abhédngigkeit von Hildegast gezwungen wird. Sie fillt somit dem von
Mainnern ausgeiibten Zauber wiederum zum Opfer, sodass sich ihre Erkrankung als das Leiden unter der
ménnlichen Unterdriickung deuten ldsst. Auch wenn es nicht direkt beabsichtigt war, wird sie zugleich
auf eine gewisse Weise fiir ihre Zuriickweisung Hildegasts bestraft, da sie wegen andauernder Schmer-
zen nicht einmal in der Lage ist, ihr liebstes Ballspiel zu spielen. Auf funktionaler Ebene wird Ingeburg
demnach gewaltsam auf ein rein passives Objekt im Handlungszusammenhang reduziert, sodass ihre
Rettung allein in den Hinden des Verursachers ihres Leides liegt. An dieser Stelle im Drama wird die
Aufteilung der Handlungsfunktionen in Einklang mit der Auffassung von Geschlechterrollen gebracht,
da Hildegast als zentraler Handlungstréger fungiert, wiahrend Ingeburg mittels Zauber zur volligen Pas-
sivitit gezwungen wird. Aus der Sicht der Gender Studies scheint aulerdem die Tatsache problematisch,
dass Hildegast zwar die Verzweiflung iiber die fatalen Folgen seines Fehltritts dufert, die er spater mit
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Miihe auch wiedergutmacht, aber keine Reue fiir das Schneiden der Liebesrunen, das zu diesen Folgen
erst fihrte. Somit wird die Berechtigung seines Versuchs, Ingeburgs Gefiihle durch Zauber zu manipu-
lieren und dementsprechend gegen ihren Willen zu handeln, im Drama gar nicht infrage gestellt, was
darauf hinweist, dass im Rahmen der dargestellten Geschlechterverhéltnisse ein derartiger Versuch der
Unterwerfung der Frau unter den Willen des Mannes gebilligt wird.

Die zweite Handlungssequenz ist auf die Authebung der Sanktion aus der vorigen Sequenz ge-
richtet, sodass Hildegast, der erneut die aktive Rolle des Subjekt-Destinataires einnimmt, eine weitere
Aufgabe von dem Wesernix‘s in der Funktion des Destinateurs auferlegt wird. Das Bezwingen des
Zauberstiers, der hier die Funktion des Widersachers hat, bedeutet zugleich das Erhalten des Elements
modaler Kompetenz in Form des geeigneten Stibchens zum Schneiden von Gegenrunen, was schlief3-
lich zu Ingeburgs Genesung fithrt. Am Ende der Sequenz kommt es zur funktionalen Inversion, sodass
Ingeburg nach der Genesung aus ihrer passiven Rolle heraustritt und die wichtige Funktion des Schieds-
richters ausiibt, der schlieBlich {iber den Ausgang de Dramas entscheidet. Die Rolle des Schiedsrichters
liegt dabei in der Bewertung der Axiologie, die hinter dem Begehren des Subjekts steht, sowie in der
Uberpriifung der Berechtigung seines Anspruchs auf das Objekt (Kim 2002: 63).Das Begehren nach
dem Objekt, das im pragmatischen Handeln des Subjekts zum Ausdruck kommt, setzt ndmlich immer
eine kognitive Handlung des Bewertens durch das Subjekt voraus, bei der der Objektwert erst in das Ob-
jekt hineinprojiziert wird (Kim 2002: 60). Bei seinem Werturteil geht das Subjekt immer von einer be-
stimmten Axiologie aus, sodass er das Objekt entweder wegen eines zugesprochenen Niitzlichkeitswerts
begehrt, oder um seiner selbst willen, da er in ihm einen absoluten Grundwert sieht (Kim 2002: 61-62).
Indem Ingeburg zugleich Schiedsrichter und Objekt des Begehrens ist, liberpriift sie die Aufrichtigkeit
von Hildegasts Motiven und von seiner Gefiihlen ihr gegentiber. In Hildegasts Stiirzen in die Gefahr fiir
sie, das er wagt, obwohl er selbst spiter nicht mehr in der Lage ist, Liebesrunen zu schneiden und somit
auf die Erwiderung seiner Gefiihle nicht mehr rechnen kann, sieht sie den Beweis wahrer und selbstloser
Liebe und schenkt dem Ritter darauthin ihr Herz.

Eine nédhere Betrachtung von Ingeburgs Charakter bringt bedeutende Einsichten fiir die Deutung
des Happy Ends des Dramas aus der Sicht der Gender Studies. Fouqué zeichnete Ingeburg mit reichlich
Temperament, wodurch sie, wie Hagemeister bemerkt, eine eher unkonventionelle Frauenfigur in sei-
nem literarischen Schaffen darstellt (Hagemeister 1905: 7). Sie nimmt von Anfang an eine ablehnende
Einstellung gegentiber Hildegast ein und zeigt sich als vollig unempfindlich gegen die Zeichen seiner
Zuneigung. Im Gegensatz zu dem jungen Ritter, dessen ganzes Lebensgliick von der Liebe bzw. von
Ingeburgs Erwiderung seiner Liebesgefiihle abhangt, findet sie wahre Lebensfreude im unbefangenen
Ballspiel in der Natur, was sie im ersten Aufzug auch selbst duflert: ,,Was aber gibt‘s fiir uns in aller
Welt / Des Kliigern und Erfreulichern zu tun, / Als spielen, rasten, und dann wieder spielen? (Fouqué
1813: 122). In ihrem liebsten Zeitvertreib kommt ihre freiheitsliebende Art zum Vorschein, sodass sich
ihre heftige Reaktion auf Hildegasts Unterbrechung ihres unbekiimmerten Spiels dadurch erkliren lésst,
dass sie diese als einen unverzeihlichen Eingriff in ihre wertgeschitzte Freiheit und somit als eine Art
personliche Gefdhrdung empfindet. Der Grund fiir ihre Zuriickweisung von Hildegast liegt ebenfalls
in ihrer negativen Einstellung gegeniiber Manner, auf die sie hartnédckig besteht: ,,Wild und triib; das
ist der Méanner Weise, / wie meine Amme mir schon frith gesagt./ Und ob sie nun es auch riicknehmen
will,/ Ich halt® mich an ihr erstes Wort; das gilt “ (Fouqué 1813: 132). Die beiden Hauptfiguren haben
nicht nur unterschiedliche Lebenshaltungen, sondern werden von anderen Figuren im Werk auch anders
wahrgenommen. Ingeburgs dufilligste Eigenschaft, ihre Trotzigkeit, wird dullerst negativ von anderen
beurteilt — so wundert sich eine von Ingeburgs Jungfrauen iiber ihr ,,hartes Herz* (Fouqué 1813: 132)
und ihren ,,strengen Mut* (Fouqué 1813: 132), wihrend der Wesernix selbst ausdriickt, dass er Hilde-
gast seine Hilfe angeboten hat, weil ihn ,,des Maddchens dumme Sprodigkeit™ (Fouqué 1813: 130 ) sehr
gedrgert hat. Der Grund flir eine negative Einschédtzung von Ingeburgs Charakter liegt darin, dass ihr
Bemiihen um Selbstbestimmung, das sich in ihrer festen Entschlossenheit bei der Zuriickweisung von
Hildegasts Avancen widerspiegelt, den zeittypischen Vorstellungen des selbstverleugnenden weiblichen
Geschlechtscharakters nicht entspricht, und somit als Charakterfehler angesehen wird. Eine derartig
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temperamentvolle Art war bei Frauen unerwiinscht, wahrend Hildegast als groBBer Held den Erwartun-
gen der mannlichen Kiihnheit und Tatkraft génzlich entgegenkommt und deswegen an vielen Stellen
im Drama von anderen Figuren gelobt wird. Das héarteste Urteil iiber Ingeburgs Charakter gibt der
Wesernix, der das Misslingen des Runenzaubers anders als der verzweifelte Hildegast betrachtet: ,,Sein
Ungeschick verwehrt‘s, erretend ihn / Vielleicht von bosem Weib. Auch gut fiir ihn! / Doch er erkennt
nichts das, nicht jen‘s. Statt ruhig / Nach einer andern Liebsten umzugehn®( Fouqué 1813: 156). In dem
folgenden Ratschlag an Hildegast driickt er seine radikale Sichtweise aus, dass Ingeburgs schwere Er-
krankung eine gerechte Strafe fiir so ein ‘boses Weib‘ sei: ,,Lass die da oben winseln. ,S ist ihr recht; /
Sie hat um Dich ja Bess‘res nicht verdient* (Fouqué 1813: 157).

Am Ende der letzten Handlungssequenz lassen sich Folgen eines Charakterwandels bei Inge-
burg erkennen, da sie GroBmut und Vergebungsfihigkeit zeigt, wobei keine Spur von ihrer einstigen
Sprodigkeit mehr zu finden ist. Ihr eigenwilliger Sinn zeigte sich zuletzt, als sie unter der Wirkung von
Krankheitsrunen gelitten hat, und hartnéckig, jedoch vergeblich, versuchte die Krankheit abzuschiitteln
und das Ballspiel fortzusetzen. Dabei konnte nicht einmal das Zureden ihrer Amme, dass Hildegast den
schrecklichen Fehler nicht aus Bosheit begangen hat, ihre Empdrung {iber ihn beschwichtigen: ,,Er ist
dran Schuld, verkehrte mir ein Leben / Voll heitrer Lust in unabeshbar Weh* (Fouqué 1813: 161). Nach
der Genesung empfindet sie nichtsdestotrotz Mitleid fiir den schwer verwundeten Retter und hat dartiber
hinaus Schuldgefiihle, auch wenn sie zu diesem Zeitpunkt der Selbstlosigkeit seiner Tat nicht vollig
bewusst war: ,, Nicht all* mein Leblang werd® ich wieder froh / Wenn nicht der Held sein Auge neu
erschlief3t. / O labt ihn, rettet ihn, rettet mich* (Fouqué 1813: 164), fleht sie ihre Jungfrauen an. Dartiber
hinaus scheint sich die einst eigensinnige Dame gegen Ende des Stiicks auch schnell in die Rolle der
demiitigen Dame einzufinden, die auf ihren Ritter vollkommen angewiesen ist, wovon ihre Reaktion auf
das Auftauchen des schreckenerregenden Wassergespensts zeugt: ,,Ich lehn an eines Helden Arm. Der
hilft ““ (Fouqué 1813: 166). Ihre Gehorsamkeit, die im starken Kontrast zu ihrem trotzigen und vorlau-
ten Auftreten am Anfang des Dramas steht, kommt in ihrer kurzen Antwort auf Hildegasts Frage,ob sie
etwas gegen die Anwesenheit von dem Wesernix auf ihrer Hochzeit hitte, zum Vorschein : ,,Dein Gast,
mein Gast; ich Dein leibegnes Weib* (Fouqué 1813: 167). Damit das typische Happy End stattfinden
konnte, in dem der Ritter fiir seine heldenhafte Tat mit der Hand der Dame belohnt wird, musste der
storrische Charakter der Dame an das normative Aussagesystem von geschlechtsspezifischen Wesens-
merkmalen angepasst werden, im Rahmen dessen Willenskraft, Trotz und Widerspenstigkeit Manner,
und Ergebung und Anpassung Frauen zugeschrieben werden. In diesem Vorgang spielt der Zauber eine
wichtige Rolle, denn durch seine Wirkung wurde Ingeburg der Handlungsfahigkeit geraubt und unwil-
lentlich vom Ritter abhidngig gemacht, sodass ihr Trotz gebrochen wird und sie schlie8lich die unterge-
ordnete Rolle der ergebenen Frau widerstandslos annimmt. Gemal3 der herrschenden Vorstellungen im
19. Jahrhundert fallt bei Ingeburg als einer Frau Liebe und Leben zusammen, und sie wird aufgrund der
einseitigen Abhédngigkeit von ihrem Mann erneut zu Passivitit verurteilt (Hilmes 1990: 22-23). Indem
der Zauber lediglich als ein Machtmittel der Méanner dargestellt wird, erfolgt die Verteilung der Macht
im Drama zuungunsten der Frau, sodass Ingeburg, als dem Opfer ménnlicher Unterdriickung, schlie3-
lich nichts anderes tibrig bleibt als vor der ménnlichen Vormacht zu kapitulieren.

3. DAMONISCHER ZAUBER UND DIE FATALE ZAUBERIN IN FOUQUES
DRAMA LIEBESRACHE

Fouqués Stiick Liebesrache. Ein Trauerspiel in 3 Aufziigen aus dem Jahr 1817 liegt eine Kon-
fliktstruktur zugrunde, in der zwei Aktanten,das Subjekt und das Anti-Subjekt, um ein einziges Wunsch-
objekt kampfen. Es handelt sich um einen Konflikt zwischen den Akteuren Waldrude und Kilianus,
die zwei entgegensetzte Subjekt-Aktanten verkdrpern, in dessen Mittelpunkt der Akteur Gosbert in der
Funktion des Objekt-Aktanten steht. Die erste Handlungssequenz ist der Relation zwischen Waldrude,
die zuerst als Subjekt auftritt, und dem ostfrinkischen Herzog Gosbert gewidmet, den sie mit einem
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Zauberlied zu sich heranlockt. Die Motivation hinter ihrem Handeln sind die starken Liebesgefiihle,
die sie fiir den jungen Herzog hegt und auch gleich am Anfang des Stiicks offenbart: ,, Sonnenheif3 /
Hat mich des holden Fiirsten Bild durchstrahlt, /Und ich verging an seinem mildern Abglanz* (Fouqué
1817: 14). Als Destinateur in dieser Sequenz fungiert Waldrudes Pflegemutter,die Hexe Rauna, die das
Maidchen von klein auf allméhlich auf das Treffen mit dem jungen Herzog vorbereitet hat. Den Umgang
mit Zauber, der das Element modaler Kompetenz darstellt, erlernte Waldrude durch Rauna, die ihr in
dieser Sequenz ebenfalls Anweisungen zur Kontrolle der Irrlichter gibt, die ihren Geliebten zu ihr brin-
gen sollen. Diese kontrolliert Waldrude mithilfe ihres Zauberliedes, das hier einen doppelten Zweck er-
fullt, indem es einerseits anziehend auf Gosbert wirkt, und andererseits ermattend auf die Widersacher,
Gosberts Begleiter Wolfahrt und Ladung, sodass sie daran gehindert werden, ihren Plan zu vereiteln.
An dieser Stelle, wie auch im Rahmen des gesamten Dramas, stellt der Zauber, ungeachtet der Form,
die er einnimmt — sei es Gesang, Musik, Tanz oder mit Zauberspriichen geweihter Wein — immer ein
Macht- und Manipulationsmittel dar, mithilfe dessen Waldrude Kontrolle iiber die ménnlichen Figuren—
mit Ausnahme von Kilianus als dem Gesandten Christi — ausiibt. Die beiden Begleiter Gosberts hélt sie
somit nicht nur in ihrem Vorhaben auf, ihren Herren vor ihr zu beschiitzten, sondern bringt sie mit den
erquickenden Tonen eines ins Jagdhorn geblasenen Zauberlieds dazu, ihre anfanglich feindliche Ein-
stellung ihr gegeniiber vollkommen zu dndern. Waldrudes geliebter Gosbert féllt solcher manipulativen
Zauberei oft zum Opfer, wobei ein treffendes Beispiel dafiir die Szene darstellt, in der sie ihn, nachdem
sie wegen ihrer respektlosen Kommentare iiber Kilianus® Monche von ihm gescholten wurde, in einen
schlafdhnlichen Zustand versetzt, in dem er ihrem Willen vollkommen ausgeliefert ist. Auf diese Wei-
se bewirkt sie nicht nur, dass sich die Spannung in ihrem Verhéltnis auflést und er seine Wut vergisst,
sondern auch, dass in seinem Herzen die Liebe zu ihr intensiviert wird, was sie in den begleitenden
Zauberspriichen zum Ausdruck bringt: ,,Senke nun die Augenlider; /Traum, der milde, / Steige labend
zu Dir nieder.[...] /Lenke liebliche Gebilde / Blith‘nder Minn‘ in Deinen Sin«/ Mich als Minnek6nigin®
(Fouqué 1817: 55). Waldrude nimmt durch die Anwendung von Zauber demnach die dominante Rolle
in ihrer Beziehung zu Gosbert ein, wéahrend er, von der Liebe zu ihr vollkommen ergriffen, im Drama
schlieBlich in volliger Passivitit verharrt.

Erst mit dem Auftreten von Kilianus als dem Anti-Subjekt der Dramenhandlung stellt sich vor
Waldrude eine ernsthafte Gefahr vor dem Verlust der Kontrolle tiber Gosbert, da der Monch kurz nach
seinem Erscheinen im Drama bereits einen bedeutenden Einfluss auf ihn ausiibt. Kilianus stellt sich
infolge seiner Bemiihungen um Gosberts Bekehrung Waldrude entgegen, da er dabei zugleich auf seine
Abwendung von ihr aufgrund der begangenen Blutschande besteht: ,,Die Schonheit wird Dein Abgott.
LaB3 nur ab/ von ihr. [...] Wann ist Dir krank? Wann Dir im Herzen weh? / Nach ihrem schlangenbunten
Lustumfang®™ (Fouqué 1817: 65-66). In der Entgegensetzung der beiden Subjekt-Aktanten widerspie-
gelt sich die Spannung zwischen zwei Welten, denen sie angehdren — der vorchristlich-germanischen
und der christlichen Glaubenswelt — zwischen denen Gosbert als Objekt-Aktant zugleich schwankt. So
auflert der unschliissige Herzog, der unter Einfluss von Kilianus und seinen Reden iiber die christliche
Lehre steht, vor seiner Geliebten sein Bedenken iiber die Moglichkeit ihrer Liebe infolge Waldrudes en-
gen Verbindung mit der Zauberwelt: ,,Das [die Zauberei — I. M. C.] eben ja wirft Welten zwischen uns,
/ So daB wir steh‘n, Du dort, ich hier, auf / Triimmern / Vergangner Herrlichkeit, getrennt, [...] — und
tiether murmelt / Ein ernster Strom, der Lieb® und Leben/ trennt* (Fouqué 1817: 74-75). Der Konflikt
zwischen den beiden Subjekt-Aktanten kulminiert schlielich in der Sequenz der Dramenhandlung, in
der Waldrude im Auftrag von Rauna, die dabei die Rolle des Destinateur-Aktanten iibernimmt, selbst als
Destinataire-Aktant auftritt und mithilfe von Wolfahrt und Ladung in der Funktion der Helfer, den Mord
an Kilianus ausfiihrt. Thre Reue fiir die blutige Tat fiithrt schlieBlich zum tragischen Ende des Stiicks,
wo sie diesmal die Funktion des Schiedsrichters ausiibt, da sie durch ihren freiwilligen Fall vom Felsen
schlieBlich iiber den Konflikt im Werk entscheidet, der somit zugunsten von Kilianus aufgeldst wird.

Bei der Betrachtung der Figurenkonstellation unter dem Aspekt des Geschlechts ldsst sich eine
Verbindung zwischen heidnischer Zauberkunst und Weiblichkeit feststellen, da diese lediglich von
Frauenfiguren, Waldrude und Rauna, im Drama praktiziert wird, wiahrend die Vertreter des christlichen
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Glaubens, Kilianus und seine Monche, alle méannlich sind. Wenn man dazu in Betracht zieht, dass die
Reden von Kilianus, die schlieBlich den Ton des gesamten Dramas bestimmen, zur Ddmonisierung der
germanischen Religion und der mit ihr verbundenen Zauberei wesentlich beitragen, wird deutlich, dass
in diesem Stiick das Weibliche mit dem Bdsen gleichgesetzt wird. Die negative Konnotation des Zaubers
bringt zugleich eine negative Bewertung von Waldrude und ihren Charakter mit sich, sodass sie im Dra-
ma als Vertreterin des bosen Prinzips geschildert wird. Kilianus bezeichnet sie demnach als ,,schlimme
Gattin®“ (Fouqué 1817: 57) , ,,Todesschlange* (Fouqué 1817: 57), ,,des Teufels Braut und Lockgefliigel*
(Fouqué 1817: 129), und Gosbert somit als ihrer ,,grdBBlichen Verfiihrung Beute* (Fouqué 1817: 57).
Nichtsdestotrotz wird Waldrude im Drama nicht dermaflen negativ gezeichnet wie Rauna, die als Hexe
das Bose ginzlich verkorpert. Waldrude entspricht dem Typus der ddmonischen Verfiihrerin, der Femme
fatale, deren Wesen durch Sinnlichkeit und magisch-ddmonische Anziehungskraft gekennzeichnet ist,
und sich zudem als ambivalent bestimmen ldsst. Die Femme fatale beherrscht ndmlich den verfiihrten
Mann, bindet ihn an sich, lenkt ihn und stiirzt ihn dadurch in Gefahr oder Ungliick, beschert ihm jedoch
zugleich ein Hochstmal} der Liebeserfiillung (Frenzel 2015: 760). Waldrude bringt selbst ihre Liebe zu
Gosbert, die durch eine gliihende Intensitit und Leidenschaft gekennzeichnet ist, im Drama mehrmals
zum Ausdruck, wobei besonders aussagekriftig ihre AuBerung im zweiten Aufzug erscheint, in der sie
dem von Zweifeln geplagten Herzog schildert, wie weit sie fiir die Liebe gehen wiirde:

Sprich, soll ich an des Christ‘s Altare / knie‘n? / Soll mit Weihwasser, soll mit Kreuzzeszeichen/Mir Stirn
und Brust bewehren?/ [...] Ach, Dort eben fafit es mich so grausig an,/ In jenen Hallen driickt mich‘s wie
der Tod/ All* unsrer Lebenslust. /— Und doch, auch dorthin / Wenn‘s Dir mich ein‘t, — ja in des Abgrunds
Nacht / Stiirz* ich, sehnsiicht‘ger Liebe voll, mich / gern! (Fouqué 1817: 77-78)

Hinter ihren Handlungen im Drama steckt immer dieselbe Motivation — ihre Liebe zu Gosbert vor du-
Beren Einfliissen zu bewahren. Das ist ebenfalls der Fall mit der Ermordung von Kilianus, zu der sie sich
letztendlich aus Angst vor dem Verlust ihres Geliebten entscheidet. Trotz anfanglicher Weigerung, da
sie meinte, dass sie ,,den Unschuld‘gen, Freundlichen* (Fouqué 1817: 84) niemals umbringen konnte,
lasst sie sich ndmlich schnell von der Notwendigkeit der abscheulichen Tat tiberzeugen, und richtet kurz
danach eine Begriindung, die von ihrer ausgesprochenen Kaltbliitigkeit angesichts des Mordes zeugt:
,»Was sind zehn Unzen Blut‘s? / Denn mehr doch schleppt im wandelnden Gerippe /Der alte Mann nicht
mit* (Fouqué 1817: 87). An dieser Stelle kommt ihre erbarmungslose Art zum Vorschein, die bereits am
Anfang des Dramas durch Wolfahrts Worte angedeutet wurde: ,,Sichst Du im Lacheln [von Waldrude —
I. M. C. ] nicht die Blutgier droh‘n?* (Fouqué 1817: 26). Es zeigt sich zudem wieder ihre Bereitschaft,
zu grasslichsten Mitteln zu greifen, um an ihr Ziel zu gelangen, von der ebenfalls ihre abschreckende
Drohung zeugt, die sie vor Gosbert im ersten Aufzug ausspricht: ,,Denn eines Winks von mir bedarf*s,
und risch/ Reift sie [Wolfahrt und Ladung — I. M. C. ] mit sich empor das wilde Heer/ In Liiften ihren
argen Leib zerstdubend,/ Dal} nie hinfort die Zungen zwischen mich/ Und Deine Liebe treten diirfen
(Fouqué 1817: 34). Fouqué stellt Waldrude somit als eine leidenschaftliche, liebende, und zugleich
grausame Frau dar. Fiir eine derartige Grausamkeit, die sich als wesentlicher Teil ihrer Personlichkeit
erweist, gibt sie in einer AuBerung iiber die Ermordung Kilians ihrer Pflegemutter Rauna die Schuld,
da sie als das von einer Hexe entfiihrte Kind unwillentlich in die ddmonische Zauberwelt reingeworfen
wurde, in der christliche Werte nicht existieren:

Ein boser Zauber wand von Kind‘sgebein/ Um mich die Schlangenkreise. / Als ihr Werkzeug /Erkor die
grause Hexe Rauna mich. / [...] Enthaltsamkeit , Erbarmen , Andacht, Ruhe, —Mir sind sie fremd; die
Hiiter, sagt Kilianus, / Des Paradieses ! Was im Abgrund tobt,/ Durchgliiht auch meinen Busen , reif3t mich
fort/ Zu ungeheurer That. (Fouqué 1817: 91-92)

Was die Schuld fiir die begangene Mordtat anbelangt, akzeptiert Waldrude diese gegen Ende des Dramas
und ist bereit, die Verantwortung fiir ihr Vergehen zu tragen, wodurch sie ihre Handlungsméchtigkeit
beweist. Die Entscheidung zur Tat war schlielich ihre eigene, da sie von Rauna zwar beeinflusst wurde,
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dazu jedoch nicht gezwungen wurde, und sie mit ihrem diabolischen Plan am Ende selbst einverstanden
war. Als Schiedsrichter bewertet sie in der letzten Handlungssequenz den eigenen Anspruch auf Gosbert
als unberechtigt, da sie als Morderin ihres ,,reinen Gemahls* (Fouqué 1817: 125), wie sie ihn selbst an
dieser Stelle bezeichnet, nicht mehr wiirdig ist. Durch den Entschluss und Aufruf zum freiwilligen Fall
richtet sie letzendlich sowohl iiber sich selbst als auch iiber ihre Komplizen, Wolfahrt und Ladung.

Die Verfiigung liber Zauber als das Element modaler Kompetenz ermoglicht Waldrude auf funk-
tionaler Ebene dominante und bestimmende Rollen einzunehmen, indem sie ihn als Mittel zur Manipu-
lation von ménnlichen Figuren einsetzt. Ihre Dominanz und Macht iiber Ménner,sowie ihre ausgespro-
chene Tatkraft und Handlungsmaéchtigkeit scheinen jedoch aus der Sicht der normativen Auffassungen
von Geschlechtscharakteren, die der Frau eine passive Rolle vorschreiben, durchaus unnatiirlich, woraus
sich die ungiinstige Einschiatzung von ihr als einer ,,schlimmen Gattin“ ergibt. Kilianus® abschlie3ende
AuBerung an Gosbert, in der er meint, dass es Frevelmut sei, um eine solche Gattin zu klagen, bestitigt
nur, dass sie im Drama ein Beispiel filir unerwiinschte Weiblichkeit darstellt. Indem Waldrudes Hand-
lungen auf Manipulation und sogar auf Totung von Méannern gerichtet sind, wird die weibliche Aktivitét
als gefahrlich und méinnerfeindlich dargestellt. Ihre Verbindung zum Zauber fiihrt schlieBlich zu ihrem
tragischen Fall, sodass sie in ihren Bemiihungen, sich in der mannerdominierten Welt durchzukdmpfen,
untergeht. Waldrude, als einer Femme fatale, gelang es somit nur sporadisch, die traditionelle auf Passi-
vitdt und Opfer festgelegte Rolle der Frau durchzubrechen, da ihr ihre eigene Handlungen letztendlich
zum Verhdngnis wurden (Hilmes 1990: 224-225). Thr Tod, der fiir die Unterdriickung und Abtétung der
Weiblichkeit in der patriarchalen Welt steht, wird im Drama jedoch als Befreiung der Méannlichkeit ge-
feiert, was aus Kilianus® Worten an Gosbert deutlich ist: ,,Sie war Dein Irrlicht, und ihr Tod Dein Heil*
(Fouqueé 1817: 132).

4. SCHLUSSFOLGERUNG

In Friedrich de la Motte Fouqués Dramen Die Runenschrift und Liebesrache stellt Zauber auf der
funktionalen Ebene das Element modaler Kompetenz des Subjekt-Aktanten dar, das sich im Handlungs-
zusammenhang als Machtmittel erweist, mithilfe dessen dem Subjekt die dominante Position gegeniiber
den anderen Figuren ermdglicht wird. Im Drama Die Runenschrift ibt ein ménnliches Subjekt, Hilde-
gast, die Macht tiber Ingeburg als das weibliche Objekt aus, deren Widerstand im Laufe der Dramen-
handlung unterdriickt wird, wodurch ihr die Handlungsméchtigkeit weggenommen wird und sie schlieB3-
lich zur Anpassung und Passivitit gezwungen wird. In Liebesrache tritt dagegen eine Frau, Waldrude, in
der Funktion des Subjekts auf, die somit die Macht {iber Gosbert als das Objekt besitzt, aufgrund dessen
ihr Wesen ddmonisiert wird und sie letztendlich in der patriarchalen Welt zugrunde geht. In beiden
Dramen wird demnach ein gescheiterter Versuch der Selbstbestimmung und Selbstverwirklichung der
Frau in einer miannerdominierten Welt geschildert. Sowohl Ingeburg als auch Waldrude nehmen zwar
die entscheidende Rolle des Schiedsrichters ein, ihre Entscheidungen, die den Ausgang der jeweiligen
Dramenhandlung bestimmen, zeugen jedoch von einer Kapitulation in Form der Anerkennung der do-
minanten Normen der patriarchalen Welt. Beide weiblichen Hauptfiguren Fouqués zeigen Willenskraft,
Festigkeit und Eifrigkeit auf, also Wesensmerkmale, die traditionell den Ménnern zugeordnet werden,
wodurch sie von den anderen Figuren als eine Art Bedrohung fiir die ménnerdominierte Ordnung emp-
funden werden. Durch die Schilderung der Schicksale von Ingeburg und Waldrude werden in den bei-
den Dramen somit die gleichen Merkmale bei Frauen als negativ und unerwiinscht hervorgehoben, was
letztendlich im Einklang mit dem Konzept der Geschlechtscharaktere steht, das in ihrer Entstehungszeit
verbreitet war.
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ENCHANTMENT AND FATE OF WOMEN IN FRIEDRICH DE LA MOTTE FOUQUES PLAYS DIE
RUNNENSCHRIFT AND LIEBESRACHE

Summary

This paper examines the link between enchantment and gender and its effect on the fate of the two main female
characters in the plays Die Runenschrift (1813) Liebesrache (1817) by Friedrich de la Motte Fouqué. The analysis
of the distribution of enchantment amongst male and female characters using Algirdas J. Greimas’ actantial model
gives insight into their different roles in the plot, their functional relations as well as into the agency of female
characters in crucial moments of the plot. The application of a gender perspective on the results of the structural
analysis focuses mainly on the characterization of the main female characters, whose behavior and attributes are
being compared to the widespread 19th century notions of femininity. The aim of this paper has been to show the
manner in which the use of enchantment in the portrayal of the fate of Fouqué’s heroines helps convey the same
message of unwanted female personality traits in both plays. The analysis has shown that both plays, despite their
different representation of functional and power dynamics between the genders, which are determined by who
uses enchantment on whom, essentially tell a story of a woman’s failed attempt at self-actualization in a patriar-
chal society. Ingeburg (Die Runenschrift) and Waldrude (Liebesrache) both possess traits such as determination,
tenacity and a strong will, that are viewed as flaws by other characters in their respective plays, as these don’t align
with the traditional normative concept of female passivity and submissiveness. As they are furthermore perceived
as a threat by the male characters, both of Fouqué’s heroines are ultimately set for defeat and failure in the male-
dominated world.
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BEISS DIE ZAHNE ZUSAMMEN! PHRASEOLOGISMEN IN
BERTOLT BRECHTS DIE DREIGROSCHENOPER UND IHRE
UBERSETZUNG INS SERBISCHE®

Phraseologismen sind dadurch gekennzeichnet, dass sie mehr als andere sprachliche Einheiten von der Kultur,
der sie entstammen, geprégt sind. Daher liegt ihre Bedeutung in erster Linie auf der konnotativen Ebene, die sich
ihrerseits erst aus der (direkten) Textumgebung ergibt. Aus diesen Griinden stellen Phraseologismen immer eine
Herausforderung fiir den Ubersetzer dar, da die in den vorhandenen zweisprachigen phraseologischen Wérterbii-
chern zur Verfiigung stehenden Eintrége nicht immer eins zu eins libernommen werden konnen. In literarischen
Texten, in welchen sie durchaus bewusst und gezielt eingesetzt werden, stellen Phraseologismen als Elemente der
Figurenrede ein wichtiges Mittel zur Charakterisierung der Figuren dar, was sich vor allem die Grof3gattung Dra-
ma zunutze gemacht hat. Der vorliegende Beitrag untersucht Phraseologismen in Bertolt Brechts weltweit meist
gespieltem Stiick Die Dreigroschenoper sowie seine Ubersetzung ins Serbische von Slobodan Glumac aus dem
Jahr 1981 (Opera za tri grosa) mit dem Ziel, die konkreten Ubersetzungsstrategien und -1dsungen zu analysieren
und zu beschreiben. Die Korpuswahl beruht auf der Tatsache, dass Brechts Dramen nicht nur iiber eine Vielfalt von
lexikalisierten phraseologischen Wortverbindungen verfiigen, sondern ebenfalls Autorphraseologismen enthalten,
was sie zu einer libersetzerischen Hiirde besonderer Art macht. Bei der Analyse wird davon ausgegangen, dass
die Ubersetzung der bunten Landschaft der Brechtschen Phraseologismen gerecht und ihr konnotativer Mehrwert
beibehalten wurde.

Schliisselworter: Phraseologismen, Phraseologismen als Ubersetzungsproblem, Bertolt Brecht, Die Dreigroschen-
oper, Opera za tri grosa

1. EINLEITUNG

Phraseologismen stellen sogar den erfahrenen Ubersetzer immer wieder vor eine Herausforde-
rung. Uber die Griinde dafiir besteht sowohl in der Phraseologie als auch in der Ubersetzungswissen-
schaft Einigkeit, denn schon die Beschaffenheit eines jeden Phraseologismus und die konkrete Textrea-
lisation erst recht sind fiir die Ubersetzungsldsung auschlaggebend.

In der schongeistigen Literatur sind neben vielen originellen sprachlichen Schopfungen nicht
selten auch zahlreiche feste Formen' vorzufinden. Jedoch bietet nicht jede literarische Gattung den glei-
chen Spielraum fiir feste Formen: Uberall dort, wo ein literarisches Werk eine stirkere Verbindung zur
jeweiligen Kultur aufweist, sind sie eher zu erwarten. Neben den gattungsspezifischen Unterschieden
gibt es auch zwischen einzelnen Autoren Unterschiede im Umgang mit festen Wendungen.

Bertolt Brecht gehort zu jenen Autoren, die feste Formen in ihren Werken ausgiebig einsetzten.
Dem Stiickeschreiber Brecht ging es darum, die komplexen Verhéltnisse zwischen dem Einzelnen und
seinem sozialen Umfeld darzustellen, um ,,Einsichten in Vorginge aus dem zwischenmenschlichen,
gesellschaftlichen Bereich [zu] vermitteln* (Kittstein 2008: 36). Um seine didaktischen, aufklérerischen

* Die Autorinnen bedanken sich ganz herzlich bei M. A. Mirjana Zarifovi¢ fiir ihre fachliche Unterstiitzung.

! Unter dem Syntagma ,,feste Formen* werden Phraseologismen (feste Wendungen, Redewendungen, Redensarten etc.) im

weitesten Sinne verstanden, unabhingig von ihrer konkreten Textrealisation.
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Ziele zu verwirklichen, wendete er sich an sein Publikum mit einer ihm zugénglichen Sprache. Dabei
verbergen seine Werke unter dieser unscheinbaren Oberflache ein meisterhaft komponiertes Sprachge-
webe aus alt und neu.

Das 1928 im neuerdffneten Theater am Schiffbauerdamm (das heutige Berliner Ensemble) urauf-
gefiihrte Stiick Die Dreigroschenoper verhalf seinem jungen Verfasser zum ersten Durchbruch in der
Weimarer Republik und gehort heute zu einem seiner grofiten Theatererfolge weltweit. Die serbische
Ubersetzung dieses Stiicks (Opera za tri grosa) von Slobodan Glumac wurde im Jahr 1981 verdffent-
licht (Breht 1981a). Es handelt sich um einen erfahrenen Ubersetzer aus dem Deutschen, der von Brecht
noch folgende Dramen iibersetzt hatte: Baal, Mann ist Mann, Leben des Galilei, Mutter Courage und
ihre Kinder und Der gute Mensch von Sezuan (Breht 1981a; Breht 1981b; SKC 13. Mai 1985), weshalb
er als ,,Brechtologe* bezeichnet wird (Misailovi¢ 2000: 229).

Mit Wolfgang Mieders umfangreichem Unterfangen iiber die Redensarten und Sprichworter in
Brechts Stiicken (Mieder 1998) ist das Thema der Phraseologismen in Brechts Schaffen nicht vollig
ausgeschopft, da vergleichende Untersuchungen in diesem Bereich eher eine Ausnahme darstellen. Der
einzige Beitrag in serbischer Sprache?, der die phraseologischen Einheiten in ausgewahlten Werken
Brechts neben denen anderer Autoren behandelt, stammt von Pavica Mrazovi¢® (Mrazovi¢ 1998).

Im vorliegenden Beitrag werden Phraseologismen in Brechts Die Dreigroschenoper’ mit ihrer
Ubersetzung ins Serbische verglichen. Die Untersuchung beschrinkt sich aufgrund Burgers syntak-
tisch-semantischer Mischklassifikation® auf phraseologische Ganzheiten, da sie ,,als die phraseologische
Klasse par excellence gelten (Burger 1982: 31). Die konkreten Ubersetzungsverfahren und -16sungen
wurden in die von Koller als ,,drei hauptsichliche Moglichkeiten des Ubersetzens von Phraseologis-
men“ (Schweizer 1982: 309) bezeichneten Gruppen eingeteilt:

a) wortliche Ubersetzung, die in der Zielsprache einen bedeutungsiquivalenten Phraseologismus
ergibt;

b) Substitution mit einem fest zugeordneten Phraseologismus oder einer relativ sinnentsprechen-
den Wendung;

¢) nicht-phraseologische Umschreibung der ausgangssprachlichen Wendung [...] (Koller 1972:
120; vgl. auch Koller 1979, zit. n. Schweizer 1982: 309).

Angesichts der Tatsache, dass die Semantik eines Phraseologismus in einem literarischen Text
von mehreren Faktoren bestimmt wird, was ebenfalls das Ubersetzungsverfahren steuert, wird bei der
Analyse besonders beachtet, inwiefern sich der konnotative Mehrwert der Phraseologismen auf die end-
giiltige Entscheidung des Ubersetzers ausgewirkt hat.

2. PHRASEOLOGISMEN ALS UBERSETZUNGSPROBLEM

Grundsitzlich sind Phraseologismen dadurch gekennzeichnet, dass sie mehr als andere sprachli-
che Einheiten von der Kultur, der sie entstammen, gepriagt sind, weshalb ,,bei Sprachen aus dem glei-
chen Kulturkreis [...] z. T. annihernd volle Ubersetzungen méglich sind (Czichocki/ Mrazovié¢ 1983:
162). So gibt es beispielsweise ,,in fast allen europédischen Sprachen Phraseologismen, die aus den glei-

Damals Serbokroatisch.

Ebenfalls stammen in ihrem gemeinsam mit Ruzica Primorac verfassten deutsch-serbokroatischen phraseologischen
Worterbuch auffillig viele Beispiele aus Brechts Werken, insbesondere seinen Dramen.

Die Songs wurden aufler Acht gelassen.

In seinem Beitrag Klassifikation: Kriterien, Probleme, Terminologie teilt Burger Phraseologismen in neun Kategorien ein:
phraseologische Ganzheiten, phraseologische Verbindungen und bevorzugte Analysen, Modellbildungen, phraseologische

Vergleiche, Streckformen des Verbs, Zwillingsformeln, phraseologische Termini, feste Phrasen, Sprichworter und
Gemeinplatze (Burger 1982: 30f.).
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chen Quellen [stammen] (Bibel, Mythologie, Fabeln [etc.) bzw. solche, die] auf gleichen Vorstellungen
[beruhen und daher] ,,wortwortliche Aquivalente haben** (vgl. Mrazovié 1998: 558). Jedoch stellen sol-
che Phraseologismen im Gegensatz zu sprachspezifischen eher eine Ausnahme dar, weshalb sie fiir die
vergleichende Ubersetzungswissenschaft von geringerer Bedeutung sind.

Bevor sie iiberhaupt in die Zielsprache iibertragen werden, miissen Phraseologismen zuerst als
solche identifiziert werden. Dass ihre Bedeutung selbst fiir den Muttersprachler nicht immer auf der
Hand liegt, beruht u. a. auf der Eigenschaft ,,einer ganzen Reihe von Phraseologismen®, bei welchen
,»die konnotativen Elemente emotional betonter Wertung unter Zuriicktreten des begrifflich Denotati-
ven [dominieren]* (Fleischer 1997: 201). Da es aullerdem mdoglich ist, jeden Phraseologismus in einen
beliebigen Kontext zu setzen, kann auch mit der Konnotation der ganzen Wendung gespielt werden —
folglich ergibt sich die Bedeutung des ganzen Phraseologismus erst aus dem Ko- bzw. Kontext. Diese
Merkmale der Phraseologismen werden von Burger mit dem Begriff ,,konnotativer Mehrwert™ umfasst
(Burger 2003: 78f.).

Neben diesen Eigenschaften konnen Phraseologismen wie auch jedes andere Lexem stilistisch
markiert sein. Die Stilmarkierung(en) eines Phraseologismus beziehen sich auf die in Klammern ange-
gebenen zusitzlichen Angaben zu verschiedenen Nuancen eines Ausdrucks, die in jedem guten (phra-
seologischen) Wérterbuch angefiihrt werden. Wenn méglich, sollte die Ubersetzung auch in dieser Hin-
sicht dem Ausgangstext entsprechen. Dabei kann es durchaus vorkommen, dass in der Zielsprache eine
auf der denotativen Ebene zwar dquivalente Wendung existiert, jedoch als Ubersetzungsldsung nicht in
Frage kommt. Auf der anderen Seite sind phraseologische Worterbiicher insofern problematisch, weil
sie phraseologische Einheiten isoliert betrachten und die wenigen angefiihrten Beispiele nicht immer
ausreichend sind, damit die jeweilige Wendung in ihrer ganzen Breite erfasst werden kann. Mrazovi¢/
Primorac bemerken, dass die Stilschichten nicht in allen Worterbiichern angefiihrt werden, oder aber
die Stilschichtzuordnung in verschiedenen Worterbiichern auf unterschiedlichen Kriterien beruht
(Mrazovi¢/ Primorac 1969: 111f.), was schon anhand ihrer Bezeichnungen ersichtlich wird (,dichte-
risch®; ,gehoben‘; ,scherzhaft‘; ,umgangssprachlich®; ,salopp®; ,derb® bzw. vulgir®). Palm (1997: XI)
weist aulerdem darauf hin, dass es ,,flir viele Sprachenpaare keine passenden phraseologischen Worter-
biicher [gibt]*.

Wegen all dieser Besonderheiten der festen Wortverbindungen werden sie in der Fachliteratur
als Ubersetzungsproblem eingestuft, jedoch werden keine Regeln fiir das richtige Ubersetzen solcher
Ausdriicke dargeboten. Es gibt lediglich Richtlinien, welche Losung bei welcher Textsorte bevorzugt
werden sollte. So sind Czichocki/ Mrazovi¢ grundsétzlich der Ansicht, man solle eher ,,ein einfaches
Lexem oder mehrere Lexeme zur Umschreibung benutzen, wenn man [sich] seiner Sache nicht sicher
ist*, unter Umstdnden auch auf Kosten der Bildhaftigkeit und Expressivitét (Czichocki/ Mrazovi¢ 1983:
163f.). Letztendlich liegt aber die Entscheidung dariiber, was geopfert bzw. erhalten werden muss, beim
Ubersetzer allein.

2.1. Ubersetzung von Phraseologismen in literarischen Texten

Anders als im alltdglichen Sprachgebrauch werden Phraseologismen in literarischen Texten nicht
spontan, sondern durchaus bewusst und gezielt eingesetzt. Dies hdngt damit zusammen, dass sie im
Textganzen eine konkrete Funktion erfiillen und eine ganz bestimmte Intention ausdriicken. Obwohl sie
in allen drei GroBgattungen anzutreffen sind, hat sich das neuzeitliche Drama der letzten Jahrhunderte,
in welchem die Sprache der Figuren zu ihrer Charakterisierung dient, dies besonders zunutze gemacht.
In der schongeistigen Literatur werden nicht selten modifizierte phraseologische Wortverbindungen in
Form von akustischen, semantischen [oder auch syntaktischen] Anspielungen auf Phraseologismen ver-
wendet, wodurch ihre Bedeutung in einem noch héheren Mal3e an den jeweiligen Kontext gebunden ist
(Stojni¢ 1980: 16).

127



128

Biljana Kovac — Ana Mitrevski

Hinsichtlich der Stellung, die Phraseologismen in ihren Werken einnehmen, unterscheidet
Mrazovi¢ drei Gruppen von deutschsprachigen Schriftstellern. Zur ersten gehdren Autoren, die sel-
ten Phraseologismen verwenden (z. B. Heinrich Boll oder Franz Kafka), die zweite bilden jene, ,,die
ihre Figuren durch die Anwendung von Phraseologismen [...] charakterisieren* (Bertolt Brecht, Mar-
tin Walser, Thomas Mann u. a.) und zur dritten werden Autoren gezdhlt, die einen kreativen Umgang
mit Phraseologismen pflegen, z. B. in Form von Sprachspielen (das beste Beispiel dafiir liefert Glinter
Grass) (Mrazovi¢ 1998: 559). An dieser Stelle soll vermerkt werden, dass sich diese Gruppen sehr wohl
iiberschneiden konnen, weil Mrazovi¢ Autoren danach unterscheidet, welche Art der Nutzung in ihren
Werken bevorzugt wird, was andere Nutzungsweisen keinesfalls ausschlief3t.

Literarische Texte hiiten verborgene Schitze. Eine fiir die Phraseologie besonders interessan-
te Kategorie stellt in diesem Zusammenhang das von Burger als ,Autorphraseologismus® bezeichnete
sprachliche Phdnomen dar, welchem in der Fachliteratur sonst relativ wenig Aufmerksamkeit geschenkt
wird. Burgers Definition nach, handelt es sich um einen ,,polylexikalischen Ausdruck®, der nur ,,in-
nerhalb eines Textes zu einer Art fester Wendung [werden kann], die nur innerhalb dieses Textes ihren
konkreten Sinn“ erhilt. Sie werden aufgrund ihrer ,,Ahnlichkeiten mit Phraseologismen* beriicksich-
tigt, fallen aber dennoch aus jeglichen Klassifizierungen heraus (Burger 2003: 46).° Da es sich beim
Autorphraseologismus um eine Originalschdpfung handelt, gilt hier im Gegensatz zu allen anderen
Phraseologismen grundsétzlich die Regel, dass dieser wortlich {ibersetzt werden sollte. Somit stellt jeder
Autorphraseologismus immer eine Art Bereicherung fiir Zielsprache und Zielkultur dar.

3. PHRASEOLOGISMEN IN BERTOLT BRECHTS STUCK DIE
DREIGROSCHENOPER

Da Phraseologismen zur ,,Rhetorik des kleinen Mannes* gehdren (Mrazovi¢ 1998: 557), welchem
nicht selten als Protagonisten in Brechts Stiicken zu begegnen ist, hat er ihm diese in den Mund gelegt,
um ihn so authentisch wie mdglich zu machen (Das gleiche gilt auch fiir Volkslieder oder die Lutherbi-
bel.). Neben Phraseologismen, derer lexikalisierten Form er sich bedient, war Brecht ein Meister darin,
sie bis zur Unerkennbarkeit zu ,entstellen‘, um sie dann in einem ganz neuen Licht wiedererscheinen zu
lassen. Er gab sich aber auch damit nicht zufrieden, sondern schuf selbst Wendungen — Autorphraseolo-
gismen, von denen einige mittlerweile als gefliigelte Worte zum Volksgut geworden sind. Diese Fihig-
keit wird schon am Anfang seines dramatischen Schaffens zu einem unverkennbaren Charakteristikum
seiner Schreibweise.

In diesem Zusammenhang stellt auch Die Dreigroschenoper keine Ausnahme dar — man denke
beispielsweise an die sprichwortartige Sentenz aus der Dreigroschenoper: ,,Erst kommt das Fressen,
dann kommt die Moral“ (Brecht 1998: 60). Die Handlung dieses Werkes spielt in einem (klein)biirgerli-
chen Milieu, in dem sich ,,Biirger und Verbrecher, Kapitalisten und Rauber [nicht erkennbar voneinander
unterscheiden.]* und ,,durch die Kombination verschiedenster Sprachebenen charakterisiert werden
(Kittstein 2008: 27). Die Charakterisierung des Dramenpersonals erfolgt u. a. durch die Verwendung
von Phraseologismen verschiedener Herkunft und Form, die zu seinem Standardwortschatz gehoren.

3.1. Analyse

Nach Burgers Klassifizierung hat die Untersuchung der Phraseologismen in Bertolt Brechts Die
Dreigroschenoper ergeben, dass in diesem Stiick auf insgesamt 83 Seiten 64 phraseologische Ganzhei-
ten (im weiteren Text Phraseologismen; Wendungen) vorkommen. Je nachdem in welchem Verhéltnis
sie zu ihrer Ubersetzung stehen, wurden sie einem der drei Ubersetzungsverfahren von Koller zuge-

® Da Burger nicht ausdriicklich definiert, worum es sich dabei handelt und sie nicht weiter differenziert, zdhlen wir hierzu
Phraseologismen im weitesten Sinne (auch Sprichwdrter, die Autoren kreativ verwenden).
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ordnet. In der ersten Gruppe befinden sich 30 unterschiedliche Phraseologismen, von denen sich zwei
mehrmals wiederholen. Die zweite Gruppe umfasst 19 unterschiedliche Phraseologismen, von denen
einer in finf Varianten, die sich wiederholen, vorkommt. Der letzten Gruppe konnten 15 unterschiedli-
che Phraseologismen zugeordnet werden. Einige stellvertretende Beispiele werden im Folgenden niher
beschrieben.

a) Wortliche Ubersetzung, die in der Zielsprache einen bedeutungsiquivalenten Phraseologismus
ergibt

Es ist nicht ungewohnlich, dass der Phraseologismus von der Wiege bis zur Bahre sowohl im Ser-
bischen als auch im Deutschen besteht, da das diesem Phraseologismus zugrunde liegende Bild auf den
gleichen Vorstellungen von einem Lebenszyklus beruht. In beiden Sprachen sind Struktur, Reihenfolge
der Komponenten und auch die Bedeutung gleich, wie auch die Konnotation. Diese Tatsache ermoglich-
te es dem Ubersetzer, das erste Ubersetzungsverfahren anzuwenden:

Mac Hiibsche Wische haben Sie da. MAK: Lepo rublje imate.
HuURE Von der Wiege bis zur Bahre, zuerst die Wésche! BLUDNICA: Od kolevke pa do groba najbolje
(Brecht 1955: 48) je — dobro rublje. (Breht 1981: 208)

Ebenfalls als wortlich iibersetzt kann der deutsche Phraseologismus den Kopf nicht sinken lassen
aus dem folgenden Textauszug des zweiten Aktes angesehen werden:
MarTHIAS Gestatten Sie, Captn, dal wir [hnen am schonsten MATIJA: Dozvolite, Kapetane, da vam na
Tag Thres Lebens [...] die herzlichsten und zugleich najlepsi dan u vaSem zivotu [...] izrazim
dringendsten Gliickwiinsche darbringen [...] schiittelt Mac najsrdacnije 1 istovremeno najiskrenije Cestitke
die Hand: Kopf hoch, altes Haus! [...] (steze Maku ruku): Glavu gore, stara kuco!
MAK: Hyvala ti, vrlo ljubazno od tebe, Matija.
Mac Ich danke dir, das war nett von dir, Matthias.
MATIJA: [...] E pa, ne dati da ti glava visi,
MATTHIAS [...] Na also, Kopf nicht sinken lassen, alte stara lado, to znaci (kezeéi se), $to se glave tice,
Schaluppe, das heiflt — grinsend —, was den Kopf betrifft, da glava nikad me sme da mu visi.
den darf er nicht sinken lassen. Briillendes Geldichter der  Urnebesan smeh gostiju. Mak najednom lakim
Gdste. Plotzlich legt Mac Mathias mit einem leichten Griff zahvatom obara Matiju na zemlju. (Breht 1981:
um. (Brecht 1955: 22f.) 182f)

Glumac hatte beim Ubersetzen wohl die Variante dieses Phraseologismus den Kopf (nicht) hdn-
gen lassen vor Augen. Abhédngig davon, ob das Verb /Adngen transitiv oder intransitiv verwendet wird,
wird er ins Serbische mit ,obesiti‘ bzw. ,visiti‘ libersetzt. Obwohl in der serbischen Sprache nur die Wen-
dung obesiti glavu lexikalisiert ist, hat Glumac sie bewusst modifiziert und das Verb durch sein intran-
sitives Paar ersetzt. Aus dem Kotext geht hervor, dass der Phraseologismus aus Matthias’ Replik eine
Anspielung auf das ménnliche Geschlechtsorgan darstellt (Brecht 2017: 24), weswegen der Ubersetzer,
um diese Anspielung zu bewahren, die Variante des Phraseologismus wéhlte. So blieb der konnotative
Mehrwert des Phraseologismus erhalten.

Den vielleicht interessantesten Fall aus dieser Gruppe stellt die folgende Wendung dar:

PeEAacHUM Also, sie hat wirklich geheiratet! PICEM: Znadi, zaista se udala?

FrAU PEACHUM Ja, gestern Abend um fiinf Uhr. GOSPODA PICEM: Da, sino¢ u pet.

PeacHUM Einen notorischen Verbrecher. Wenn ich es mir PICEM: Za preispoljnog zlo¢inca. Kad
iiberlege, ist es ein Beweis groBer Kiihnheit bei diesem porazmislim, to je dokaz velike smelosti toga
Menschen. Wenn ich meine Tochter, die die letzte Hilfsquelle Coveka. Ako poklonim svoju kéer, poslednju
meines Alters ist, wegschenke, dann stiirzt mein Haus ein, uzdanicu svoje starosti, kuca ¢e mi se srusiti,
und mein letzter Hund liuft weg. (Brecht 1955: 35) napustice me i poslednji pas. (Breht 1981: 195)
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Dem aufmerksamen Leser wird nicht entgangen sein, dass die Figur des Herrn Peachum eigent-
lich keinen Hund besitzt. Er wird sich aber leicht vorstellen konnen, dass ein Mensch, der selbst von
seinem Hund verlassen wird, zu einer bedauernswerten, man kdnnte auch sagen elenden Existenz wird,
zumal Herr Peachum {iber seine finanzielle Lage klagt. Dieser polylexikalische Ausdruck ist in keinem
Worterbuch belegt. Die iibertragene Bedeutung, seine Struktur sowie der Ko(n)text und die Nichtlexi-
kalisiertheit weisen darauf hin, dass hier ein Autorphraseologismus vorliegt. Im Gegensatz zu manch
anderen Autorphraseologismen, ldsst sich seine Bedeutung in diesem Fall ausnahmsweise auch ohne
Kontext leicht erschlieen, da der Hund sowohl in der Ausgangs- als auch Zielkultur als treuer Begleiter
des Menschen angesehen wird.

b) Substitution mit einem fest zugeordneten Phraseologismus oder einer relativ sinnentsprechen-
den Wendung

Beim niheren Betrachten der serbischen Ubersetzung, wird man sofort einen gingigen Phraseo-
logismus identifizieren:

PoLry Der Lachs ist wunderbar, Mac. POLI: Losos je divan, Mak.

EDE Ja, einen solchen haben Sie noch nicht gefuttert. Das EDE: Da, takvog jo$ niste klopali. Toga kod
gibt’s bei Mackie Messer alle Tage. Da haben Sie sich richtig  Makija ima svaki dan. Ba$ vam je pala sekira u
in den Honigtopf gesetzt. Ich habe immer gesagt: Mac ist med. Uvek sam govorio: Mak je partija za curu
mal eine Partie fiir ein Méadchen, das Sinn fiir Hoheres hat. koja ima smisla za nesto bolje. Jos juce sam to
Das habe ich noch gestern zu Lucy gesagt. (Brecht 1955: rekao Lusi. (Breht 1981: 184)

24)

Fiir den deutschen Leser dagegen, der keiner slawischen Sprache michtig ist, konnte die gleiche
Textstelle (des Ausgangstextes) einen Stolperstein darstellen oder ihn zumindest hinters Licht fiihren.”
Wahrend der serbische Phraseologismus upala je (pala je) [nekome] sekira u med / pala mu je kasika (ili
sekira) u med (Otasevi¢ 2012: 830; Mrazovi¢/ Primorac 1981: 431) in mehreren slawischen Sprachen
(Kroatisch, Serbisch, Slowenisch und Bulgarisch) lexikalisiert ist (Keber 2011: 852; OtaSevi¢ 2012:
830; Mrazovi¢/ Primorac 1981: 431), ist die Wendung sich in den Honigtopf setzen in keinem deutsch-
sprachigen Worterbuch verzeichnet. Interessant ist jedoch, dass sie nicht nur im deutsch-serbokroati-
schen phraseologischen Worterbuch von Mrazovi¢/ Primorac, in welchem die obengenannte serbische
Wendung als ihr Aquivalent angefiihrt ist, vorhanden ist, sondern auch im einsprachigen Worterbuch
slowenischer Phraseologismen (Keber 2011). Es stellt sich die Frage, wie dieser ,Fall® zu betrachten ist;
diese Wendung konnte aus der Sicht der deutschen Phraseologie eindeutig als Autorphraseologismus
eingestuft werden. Der Eintrag im Woérterbuch von Mrazovié¢/ Primorac ist umso irrefithrender, als sie
gerade diese Stelle aus Brechts Stiick anfiihren. Konnte es also sein, dass die Autorinnen des Worter-
buchs diesen Phraseologismus auf Anhieb verstanden, und deshalb seinen Ursprung und seine Frequenz
nicht hinterfragt haben? Aus dem Kontext ist festzustellen, dass die Wendung bei Brecht positiv kon-
notiert ist,* und da sie auch die Komponente Honig beinhaltet, kann die Ubersetzung von Glumac als
sinnentsprechend bewertet werden.

Der mit Abstand am meisten vertretene Phraseologismus, der in diesem Stiick in all seinen lexi-
kalisierten Varianten vorkommt, ist die Wendung den Mund / die Klappe / Fresse / Schnauze / das Maul
halten, die in der deutschen Sprache in allen Formen géngig ist, weswegen sie auch fiir Nichtmutter-
sprachler leicht verstdndlich ist, vorausgesetzt sie verstehen die einzelnen Komponenten. Je nachdem
welche dieser austauschbaren Komponenten des Phraseologismus verwendet wird, dndert sich die Stil-
markierung des ganzen Phraseologismus. Die Skala reicht von umgangssprachlich bis vulgér (z. B. ugs.

7 Ohne Kontext konnte der deutsche Leser hinter dieser Wendung eher etwas Negatives vermuten, da das diesem

Phraseologismus zugrunde liegende Bild einen an den Phraseologismus ins Fettndpfchen treten denken lassen konnte.
8 Es kénnte sein, dass Brecht diese oder eine dhnliche Wendung durch seine zahlreichen Kontakte gehort und in seinen aktiven
Wortschatz in leicht verdnderter Form aufgenommen hat.
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Mund, vulg. Fresse). Die serbische Sprache ist reich an Aquivalenten, jedoch sind diese nicht so ge-
brauchlich, weshalb einige von ihnen als veraltend empfunden werden oder aber sie werden in ihrer el-
liptischen Form, d. h. ohne die den Stil bestimmende Komponente, genutzt. Der Ubersetzer hat also nur
wenige Phraseologismen zur Verfiigung, die wegen ihrer Struktur nicht anpassungsfihig sind. In ihrem
phraseologischen Wérterbuch fithren Mrazovié/ Primorac folgende Ubersetzungen unter diesem Eintrag
an: (razg.) cutati [sic!]; drzati jezik za zubima, zavezi! kusuj! (vulg.), zacepi gubicu, zepu! (Satr.), cuti;
ne laj; jezik za zube! (grubo) (Mrazovi¢/ Primorac 1981: 574). Eine der vulgiren Varianten (das Maul
halten), die im Werk vorkommen, iibersetzte Glumac auf folgende Art und Weise:

PeacHuM Celia, du schmeift mit deiner Tochter um dich, PICEM: Silija, razbacujes se svojom kéeri kao

als ob ich Milliondr wire! Sie soll wohl heiraten? da sam milioner! Udala bi je, a? Mislis 1i da bi
Glaubst du denn, daB unser Dreckladen noch eine Woche se ova vasljiva radnja odrzala i jednu jedinu
lang geht, wenn dieses Geschmeif3 von sedmicu kad bi na$ olo§ od musterija imao da

Kundschaft nur u n s e r ¢ Beine zu Gesicht bekommt? gleda samo n a § e noge? Verenik! Taj bi nas
Ein Brautigam! Der hétte uns doch sofort in den Klauen! S dok trepnes drzao u Sakama! O v a k o bi nas!
o hitte er uns! Meinst du, da3 deine Tochter im Bett besser mislis§ valjda da tvoja k¢i drzi u krevetu jezik za
ihr Maul hélt als du? (Brecht 1955: 17) zubima bolje nego ti? (Breht 1981: 177)

Stilistisch wurde die Aussage dadurch jedoch entschirft, da der serbische Phraseologismus um-
gangssprachlich ist, aber nicht im Geringsten beleidigend wirkt, wie das Original, was zu Bedeutungs-
verschiebungen fiihrt.

¢) Nicht-phraseologische Umschreibung der ausgangssprachlichen Wendung

Anders verhilt es sich mit dem deutschen Phraseologismus aus demselben Beispiel etw. / jmdn.
zu Gesicht bekommen mit der Bedeutung ,jmdn. / etw. zu sehen bekommen* (Duden 2012: 272f.). Da
es im Serbischen keinen entsprechenden Phraseologismus gibt, wurde er von Glumac mit dem Lexem
,gledati‘ (sehen) iibersetzt. In diesem Fall hat sich der Ubersetzer dafiir entschieden, die Semantik in den
Vordergrund zu stellen, was insofern unproblematisch ist, da die Wendung selbst keinen hohen Grad an
Bildhaftigkeit aufweist und auBlerdem in jedem beliebigen Kontext verwendet werden kann.

Eine der Wendungen Der Dreigroschenoper, die in einer modifizierten Form vorkommt und sich
der Klassifizierung von Koller in jeder Hinsicht entzieht, ist:

MartTHIAs Fiinf Uhr dreiBig. Wir miissen sofort los, Captn.  MATIJA: U pet i trideset. Moramo odmah

MAC Ja, ihr miifit sofort weg. krenuti, Kapetane.

ROBERT Was heifit: ihr? MAK: Da, morate odmah krenuti.

MAC Ja, was mich betrifft, so bin ich leider gezwungen, ROBERT: Sta znagi: morate?

eine kleine Reise anzutreten. MAK: Da, jer $to se mene tice, prisiljen sam, na
RoBerT Um Gottes Willen, will man Sie hopsnehmen? zalost, da krenem na jedno malo putovanje.

MarTHiAs Und das ausgerechnet, wo die Kronung ROBERT: Za ime bozje! Nec¢e valjda da vas

bevorsteht! Die Kronung ohne Sie ist wie ein Brei ohne corkiraju?

Loffel. (Brecht 1955: 43) MATIJA: 1 to bas uoc¢i krunisanja! Krunisanje
bez vas je kao supa bez soli. (Breht 1981: 203f.)

Der Struktur nach konnte diese Wendung als Phraseologismus gelten, was auch die serbische
Ubersetzung untermauert. Dieser Wendung liegt jedoch das deutsche Sprichwort Regnet s Brei, fehlt
ihm der Loffel zugrunde. Die Verdnderung der Form hat auch eine Verdnderung auf der semantischen
Ebene zur Folge. Aus dem Kontext ist sichtbar, dass dieser modifizierte Phraseologismus in Form eines
Vergleichs zur Veranschaulichung der Situation dient; da Mackie Messer der Anfiihrer der Bande ist,
macht seine Abwesenheit von der Kronung fiir seine Bandenmitglieder einen groflen Unterschied. Die
serbische Entsprechung fiir dieses Sprichwort wire da se za zelen bor uhvati i on bi se zelen osusio
(Mrazovi¢/ Primorac 1981: 159). Das serbische Sprichwort lisst solch eine Modifizierung nicht zu, da
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ihm ein vollkommen anderes Bild zugrunde liegt. Der Ubersetzer hat das erkannt und versucht, ein dhn-
liches Bild herzustellen, wobei die Anspielung auf das Sprichwort verlorenging.

Von insgesamt 64 phraseologischen Ganzheiten gibt es neben den angefiihrten Beispielen ein
solches, das keiner der obengenannten Klassen zugeordnet werden konnte. Es liegt nahe, dass der Uber-
setzer den Phraseologismus aus dem folgenden Beispiel nicht identifiziert und deshalb zweimal falsch
iibersetzt hat’:

MarTHiAs Wissen Sie, gniddige Frau, wir haben da MATIJA: Vidite, milostiva gospodo, imamo veza i sa
Beziehungen zu den Spitzen der Behdrden. samim vrhovima vlasti.

WALTER Ja, Mac hat da immer noch ein Eisen im VOLTER: Da, Mak ima jo§ maSica za vadenje
Feuer, von dem unsereiner gar nichts ahnt. Aber wugljevlja iz vatre, o kojima i ne slutimo. Ali i mi
wir haben ja auch unser kleines Eisen im Feuer [...] imamo poneki Zarac¢ [...] (Breht 1981: 192)

(Brecht 1955: 32)

Das Worterbuch von Mrazovi¢/ Primorac fithrt unter diesem Eintrag zwei mogliche Bedeutungen
an, von denen die erste in keinem deutschen phraseologischen Worterbuch belegt ist und auflerdem gibt
es fiir diese Bedeutung bei Mrazovié¢/ Primorac auch kein Beispiel, was (weitere) Zweifel aufkommen
lasst. Daraus lésst sich schlieBen, dass man sich auf zweisprachige phraseologische Worterbiicher nicht
vollkommen verlassen kann.

4. SCHLUSSFOLGERUNG

Die Analyse von 64 phraseologischen Ganzheiten in Bertolt Brechts Stiick Die Dreigroschenoper
und ihrer Ubersetzung ins Serbische von Slobodan Glumac aus dem Jahr 1981 hat ergeben, dass knapp
die Halfte aller untersuchten Phraseologismen in die serbische Sprache wortlich iibersetzt werden kon-
nte. Dies lisst darauf schlieBen, dass Phraseologismen aus dem gleichen Kulturkreis fiir den Ubersetzter
unproblematisch waren. Der Ubersetzer hat dieses Verfahren auch dort angewandt, wo ein Autorphra-
seologismus vorlag. Allerdings wird dadurch, dass der konnotative Mehrwert eines Phraseologismus
wegen des ihn beeinflussenden Ko(n)texts mitunter in den Vordergrund tritt, die Wahl des Ubersetzers
eingeschriankt, was aus dem Beispiel den Kopf nicht sinken lassen ersichtlich wird.

In den 19 Fillen, in welchen die zweite Ubersetzungsstrategie (Substitution) festgestellt werden
konnte, musste der Ubersetzer unterschiedliche Kompromisse eingehen, abhingig davon, welches der
bedeutunstragenden Elemente eines Phraseologismus (seiner Einschidtzung nach) erhalten werden mus-
ste — z. B. beim Vorhandensein mehrerer Phraseologismen mit der gleichen Bedeutung, die verschiedene
Stilmarkierungen haben.

Lediglich 15 deutsche Phraseologismen sind der serbischen Ubersetzung zum Opfer gefallen. An-
dererseits hat Glumac dort ein besonderes Geschick gezeigt, wo auch Brecht auf kreative Art und Weise
mit Phraseologismen umging, was das Beispiel des abgewandelten Sprichworts (Regnet’s Brei fehlt ihm
der Loffel) bezeugt, da er an dieser Stelle nicht mit dem ihm zugrunde liegenden, dquivalenten Sprichwort
spielen konnte und deswegen einen ganz neuen fiir die Zielkultur passenden Phraseologismus schuf.

Wenn man in Betracht zieht, dass zum Zeitpunkt der Ubersetzung keine zweisprachigen deutsch-
serbischen phraseologischen Worterbiicher vorhanden waren, kommt man leicht zum Schluss, dass
auch der erfahrene Ubersetzter die Zihne zusammenbeifen musste, um dem Original und seinem Autor
so treu wie moglich zu bleiben. Zusammenfassend lisst sich sagen, dass es fiir das Ubersetzen von
Phraseologismen keine allgemein giiltige Regel gibt. Jedoch kann eine gute Ubersetzung sehr wohl als
Wegweiser dazu dienen, was alles beim Ubersetzen von Phraseologismen in einem literarischen Text
beriicksichtigt werden sollte.

® Es wird nicht ausfiihrlich darauf eingegangen, aus welchen Griinden der Phraseologismus nicht zweimal gleich iibersetzt
wurde und warum die erste Ubersetzung erweitert wurde.
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STISNI ZUBE! FRAZEOLOGIZMI U DRAMI BERTOLTA BREHTA OPERA ZA TRI GROSA 1 NJTHOV
PREVOD NA SRPSKI

Rezime

Za frazeologizme je karakteristicno da u ve¢oj meri nego druge jezicke jedinice nose pecat kulture iz koje poticu.
Zbog toga se njihovo znacenje prvenstveno konstituiSe na konotativnom planu, koji, pak, proizlazi iz (neposred-
nog) tekstualnog okruzenja. Iz ovih razloga frazeologizmi uvek predstavljaju izazov za prevodioca, buduci da
odrednice ponudene u postojec¢im dvojezi¢nim frazeoloskim re¢nicima ne mogu uvek da se preuzmu od reci do
re¢i. U knjizevnim tekstovima, u kojima se koriste itekako svesno i ciljano, frazeologizmi kao elementi govora
likova predstavljaju vazno sredstvo njihove karakterizacije, $to je pre svega naslo primenu u drami. Osim ovih,
zanrovskih razlika, postoje i razlike medu pojedinim autorima kada je re¢ o nacinu i upotrebi frazeoloskih jedinica.
Tako postoje oni koji ih veoma retko koriste, ali i pisci koji frazeologizme upotrebljavaju u modifikovanom obliku.
U radu se proucavaju frazeologizmi u najcesce izvodenom komadu Bertolta Brehta — Die Dreigroschenoper kao
i u prevodu Slobodana Glumca na srpski jezik, koji je objavljen 1981. godine (Opera za tri grosa), sa ciljem da
se analiziraju i opiSu konkretne prevodilacke strategije i reSenja. Korpus je odabran zbog Cinjenice da Brehtove
drame obiluju ne samo leksikalizovanim frazeoloskim konstrukcijama, ve¢ sadrze i tzv. autorske frazeologizme,
$to za prevodioce predstavlja narocitu prepreku. Prilikom analize polazi se od pretpostavke da prevod zadovoljava
Sarenoliki pejzaz Brehtovih frazeologizama kao i da je zadrzano dodatno znacenje, koje ostvaruju na konotativ-
nom nivou.

Kljucne reci: frazeologizmi, frazeologizmi kao prevodilacki problem, Bertolt Breht, Opera za tri grosa, Die Drei-
groschenoper
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NIKOLINA ZOBENICA

SLOBODA KRALJICE ELIZABETE U SILEROVOJ TRAGEDIJI
MARIJA STJUART!

Kao profesor istorije u Jeni i predstavnik nemacke klasiéne knjizevnosti, Fridrih Siler (Friedrich Schiller, 1759
1805) je istorijsku gradu koristio za prenoSenje estetickih i eti¢kih ideja koje je razvio pre svega pod uticajem
nemackog filozofa Imanuela Kanta (1724—1804), ali i drugih mislilaca svog vremena. U klasi¢noj tragediji Marija
Stjuart (Maria Stuart, 1800) Siler donekle menja istorijske &injenice kako bi efektivnije prikazao sukob dve kralji-
ce i na njihovom primeru se pozabavio problemom dualizma ljudske prirode (natculna vs. ¢ulna priroda, sklonost
vs. duznost). Osim §to su suparnice u politickom i privatnom smislu, engleska i skotska kraljica prolaze kroz razli-
¢ite unutrasnje konflikte i reSavaju ih u skladu sa svojom prirodom: Marija Stjuart kao otelotvorenje ideala ,,lepe
duse” postaje moralna pobednica, dok kraljica Elizabeta ne uspeva da uspostavi unutrasnju harmoniju i uprkos
moci i istorijskoj pobedi ostaje sustinski porazena. lako odlucuje o Zivotu i smrti svoje zatoCenice, postavlja se pi-
tanje da li je kraljica Elizabeta zaista slobodna, budu¢i da je u svojim postupcima vodena nizim, nagonskim delom
svoje prirode, a ne moralnim zakonom, koji prema Kantu predstavlja uslov za ostvarivanje prave slobode. Primena
Kantovog (i Silerovog) koncepta slobode prilikom analize lika kraljice Elizabete pokazala je da ona koristi auto-
nomiju svoje volje da se povinuje svojim sklonostima, a ne zakonima uma, ¢ime se sama odrice svoje slobode.

Kljucne reci: ¢ulnost, dualizam prirode, Imanuel Kant, koncept slobode, moralnost.

1. KANTOV KONCEPT SLOBODE

Norvezanin Las Fr. H. Svensen, autor knjige Filozofija slobode (2013) istice da ni o jednoj drugoj
temi nema toliko filozofskih napisa kao o slobodi. Zaokupljala je velike evropske mislioce jos od antic¢-
kog doba (Aristotel), preko srednjeg veka (Toma Akvinski), sve do novog doba (Spinoza, Kant, Slegel,
Sartr), a interesovanje za nju ne jenjava ni danas (Svensen 2013: 11-13). Sloboda je predmet razli¢itih
zaokupljala istrazivace® i umetnike u Zelji za spoznajom njene sustine i pronalazenja nacina, odnosno
mogucénosti njene realizacije.

Koncept slobode je slozen, odnosi se i na licnu i na politicku slobodu, dovodi se u vezu s brojnim
drugim pojmovima kao $to su determinizam ili pitanje jednakosti. Medutim, jedna od klju¢nih kontro-
verzi jeste pitanje da li je slobodan onaj ko radi Sto zeli sa sobom i plodovima svog rada ili onaj ko radi
Sto Zeli sa drugima i plodovima njihovog rada? (Svensen 2013: 18-22) Iako su tu misljenja razilaze,
Imanuel Kant je smatrao da svako moze da trazi sre¢u tamo gde misli da ¢e je naci, dokle god ne spu-
tava tudu slobodu, jer opsti zakon mora ocuvati slobodu svakog pojedinca uporedo sa slobodom drugih
(Svensen 2013: 129). Taj stav predstavlja osnovu njegovog razumevanja moralnosti kojom se bavio u
nekoliko publikacija.

U predgovoru svog teksta Zasnivanje metafizike morala (Die Grundlegung zur Metaphysik der
Sitte, 1785) Kant je etiku definisao kao nauku o slobodi, odnosno kao nauku o moralu i suprotstavlja je
fizici kao nauci o prirodi (Kant 2016: 5). U svetu se sve dogada prema zakonima prirode, ali bi trebalo

' Rad je rezultat projekta Jezici i kulture u vremenu i prostoru (br. 178002) koji finansira Ministarstvo za prosvetu, nauku i

tehnoloski razvoj Srbije.

2 Svi pojmovi u ovom radu koji su upotrebljeni u muskom gramati¢kom rodu obuhvataju muski i Zenski rod lica na koja se
odnose.
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da se dogada prema zakonima slobode, odnosno morala (6). Budu¢i da zakon podrazumeva apsolutnu
nuznost (8), Kant smatra da je moralno ne ono S$to se deSava u skladu s moralnim zakonima, ve¢ ono
Sto se desava zbog moralnih zakona (9). Drugim re¢ima, namena uma je da proizvodi dobru volju,
volju koja nije sredstvo za postizanje neke druge svrhe, ve¢ je sama po sebi dobra (20). Postupci koji
imaju pravu moralnu vrednost su samo oni kada covek ¢ini dobro ne iz svojih sklonosti, ve¢ iz osecanja
duznosti (24), kada su ti postupci determinisani formalnim principom htenja uopste, a ne materijalnim
principom (26). Postupak je moralan samo kad je voden maksimom koja moze da postane opsti zakon
(29). U tom smislu on nije determinisan nekom konkretnom svrhom koja usmerava delovanje u datom
trenutku i datim okolnostima, a u nekim drugim ne bi mogla ili trebalo da vazi. Na taj nacin se prevazi-
lazi subjektivnost u postupanju kojoj je svaki covek sklon.

Covek poseduje sklonost da izmislja dokaze protiv strogih zakona duznosti i da dovodi u sumnju
njihovo vaZzenje, Cistotu i strogost, kako bi ih uskladio sa svojim zeljama i sklonostima, odnosno iskva-
rio i liSio njihovog dostojanstva (Kant 2016: 35). Isto tako, iza postupaka pojedinca se ¢esto nalaze tajne
pobude samoljublja, a ne stvarno osecanje duznosti (37). Iz tog razloga treba postaviti kategoricki im-
perativ koji zapoveda radnju dobru po sebi, odnosno kao nuznu u volji koja je po sebi saglasna s umom
kao principom te volje, a ne s nekom svrhom (49). Kategoricki imperativ kao praktican zakon (58) moze
biti samo jedan jedini i glasi: ,,Delaj samo prema onoj maksimi za koju u isto vreme mozes Zeleti da ona
postane jedan opsti zakon* (60). lako se sklonost opire umu, pa ¢ovek sebi uprkos poznavanju katego-
rickog imperativa dozvoljava izuzetke (66), duznost treba da predstavlja prakti¢ki-bezuslovnu nuznost
radnje, da vazi za sva umna bica i da predstavlja zakon za svaku ljudsku volju (67). Ukoliko postoje
subjektivni uzroci protiv postupanja iz duznosti, tim su uzvisenost i unutrasnja dostojanstvenost zapo-
vesti duznosti veci (68). U tom slucaju je pobeda nad ¢ulnom prirodom teza, a samim time i vrednija, jer
¢ovek na taj naCin postaje bolja verzija sebe, blizi inteligibilnom bicu.

Volja kao sposobnost da se sami od sebe odlu¢ujemo na delanje shodno predstavi izvesnih zakona
moze da se nade samo kod umnih bica, kao i objektivan razlog samoopredeljenja volje kao svrhe (Kant
2016: 71). 1z toga proizlazi i prakti¢an imperativ: ,,Postupaj tako da ti Covecstvo u svojoj li¢nosti kao
i u li¢nosti svakog drugog Coveka uvek upotrebljavas u isto vreme kao svrhu, a nikada samo kao sred-
stvo* (74). To predstavlja i najvisi ograni¢avajuci uslov slobode radnji svakog coveka (76). PoStovanje i
prihvatanje drugoga kao inteligibilnog bi¢a podrazumeva i poStovanje samoga sebe, umnog bic¢a u sebi
samome i njegovu emancipaciju od ¢ulne prirode.

Autonomija volje podrazumeva da volja predstavlja zakon samoj sebi, bez obzira na osobinu
predmeta htenja (Kant 2016: 92), a pojam slobode predstavlja klju¢ za objasnjenje autonomije volje.
Sloboda je osobina umne volje da dela nezavisno od tudih uzroka koji je determiniraju (101), odnosno
sloboda je autonomija, osobina volje po kojoj je ona zakon sama sebi (102). Moral se moze izvesti is-
kljucivo iz slobode kao osobine volje svih umnih bi¢a (103). U ideji slobode se pretpostavlja moralni
zakon, odnosno princip autonomije same volje (106), odvojen od svakog empiri¢kog interesa (107).

Kao umno bice, dakle bice koje pripada inteligibilnom svetu, covek nikada ne moze da zamisli kauzalitet
svoje vlasitite volje drukéije do pod idejom slobode; jer nezavisnost od odredbenih uzroka ¢ulnoga sveta
(kakvu nezavisnost uma mora uvek da pridaje samom sebi) jeste sloboda. Sa idejom slobode pak nerazdvoj-
no je povezan pojam autonomije, a sa pojmom autonomije nerazdvojno je povezan opsti princip moralnosti
koji u ideji lezi u osnovi svih radnji umnih bica, isto onako kao $to je prirodni zakon u osnovi svih pojava.

(111)

lako se nalazi u prividnoj protivre¢nosti s prirodnom nuznosé¢u (119), sklonost i nagoni ne nanose Stetu
zakonima htenja, jer oni ne pripadaju ¢ovekovom pravome sopstvu, to jest volji, ali on je odgovoran
za popustljivost prema njima ako im dopusti da uti¢u na njegove maksime na Stetu umnih zakona volje
(120). Iako je sloboda samo ¢ista ideja (122) i ne moze da se objasni (123), treba da se upravljamo prema
njenim maksimama kao da su zakoni prirode (128).

Kant sustinski razlikuje dva zakonodavstva: zakonodavstvo pomocu pojmova prirode u kojem
razum donosi zakone u sposobnosti saznanja, i zakonodavstvo pomoc¢u pojma slobode u kojem um do-



SLOBODA KRALJICE ELIZABETE U SILEROVOJ TRAGEDIJI MARIJA STJUART

nosi zakon u sposobnosti zudnje, odnosno svom sopstvenom praktickom interesu. Bi¢a po sebi, u svojoj
slobodnoj uzrocnosti, potéinjena su praktickom umu koji zakone u praktickom interesu donosi umnim i
slobodnim bi¢ima, njihovoj inteligibilnoj egzistenciji slobodnoj od svakog ¢ulnog uslova (Delez 2015:
45-46), materijalnih principa i subjektivnih maksima.

U svojoj knjizi Kritika prakticnog uma (Kritik der praktischen Vernunft, 1788) Kant se bavi
stavovima koji sadrze opsSte odredenje volje i pravi razliku izmedu subjektivnih (maksime) i objek-
tivnih (zakoni) principa, koji vaze za volju svakog umnog bi¢a (Kant 2017: 25). Materijalni prakticki
principi povezuju se sa samoljubljem i licnom sre¢om (28), koja je za svakog razlicita i zavisi od nje-
govog osecanja zadovoljstva ili nezadovoljstva (33). Subjektivni prakti¢ni principi su stoga povezani
sa samovoljom, te se ne mogu posmatrati kao zakoni, ve¢ samo kao maksime (34). Jedino ¢ista forma
¢ini maksime podesnim za sveopste zakonodavstvo (35). ,,Dakle, volja, kojoj ¢ista zakonodavna forma
maksime jedino moze sluziti kao zakon, jeste slobodna volja.* Nezavisnost od prirodnog zakona pojava,
od zakona kauzaliteta jeste sloboda u najstroZzem, transcendentalnom smislu (37). Kao osnovni zakon
Cistog praktickog uma, Kant navodi: ,,Delaj tako da maksima tvoje volje uvek moze istovremeno vaziti
kao princip sveopsteg zakonodavstva“ (40). Cisti um je iskonski zakonodavan, on je uprkos tome §to mu
govore sklonosti, nepodmitljiv i sam sobom primoran da maksimu volje pri nekoj radnji uvek upravi na
¢istu volju, odnosno na sebe samog (41). Jedini princip svih moralnih zakona i njima primerenih duz-
nosti je stoga autonomija volje, njena nezavisnost (sloboda) od svake materije zakona (43), na primer,
licne srece. Tek ako je ukljuCena i sreca drugih licna sre¢a moze postati objektivan prakticki zakon (45).
Medutim, ¢ulna priroda ¢e takvom praktickom zakonu pruziti otpor.

Budu¢i da je moralnost u protivrecnosti sa sklonostima, ne¢e svako da joj se dragovoljno povinuje
(Kant 2017: 49), ali sloboda nas premesta u inteligibilni poredak stvari (54), moralni zakon nas prenosi u
prirodu u kojoj ¢ist um moze da pronade najvise dobro (55), dobro samo po sebi (77), nezavisno od svega
onoga $to je empirijsko (83), jer pobuda moralnog nastrojenja mora biti slobodna od svakog ¢ulnog osnova
(92). ,,Svest o slobodnom podvrgavanju volje zakonu, povezana ipak sa neizbeznom prinudom koja se vrsi
nad svim sklonostima, ali samo vlastitim umom, jeste postovanje zakona* (98). Pojam duznosti zahteva
saglasnost sa zakonom (99) koja je povezana s dragovoljno prihva¢enim nastojanjem da se postupa iz duz-
nosti. Samo dela iz duznosti se mogu nazvati plemenitim i uzvisenim (103). ,,4 priori je (moralno) nuzno
da se najvise dobro proizvede pomocu slobode volje, dakle, i uslov njegove moguénosti mora pocivati
jedino na saznajnim razlozima a priori* (136). ,,Sloboda i svest o0 njoj kao mo¢i da se covek s nepokole-
bljivim nastrojenjem pokorava moralnom zakonu jeste nezavisnost od sklonosti (141). Svest o nadmoci
nad covekovim sklonostima i nezavisnost od njih i od nezadovoljenosti koja ih prati vodi ka zadovoljnosti
svojom osobom, te sama sloboda postaje podobna za uzitak (142), jer moral je ucenje o tome kako da
postanemo dostojni srece (155). Kako ¢emo ostvariti srecu, posti¢i harmoniju izmedu prirodnih zakona i
zakona slobode — tu imamo izbor (171). Prilikom donoSenja izbora ¢ovek odreduje sebe.

Konacnost, potreba, prirodna i neunistiva zelja coveka za potpunom i stalnom sre¢om stvaraju
iskusSenja, ali ako postoje iskuSenja, postoje i moguénosti koje su date volji da se potvrdi kao slobodna,
jer iskusenja nisu prinude i ¢ovek im podleze zato Sto on tako hoc¢e. Medutim, ¢injenica da covek sam
bira svoju slabost, ¢ini ga nemoralnim (Vajl 2010: 178—179). Nedostaci ljudske prirode poticu iz tri sklo-
nosti: sklonosti kao zivotinjstvu ¢oveka kao zivog bica, sklonosti ka ¢ovestvu u coveku kao istovremeno
zivom i umnom bicu i sklonost ka coveku kao umnom i istovremeno urac¢unljivom bicu. Ako treca sklo-
nost, sposobnost za Cinjenje dobra, zaluta, prve dve ¢e biti odvra¢ene od svoje svrhe i u prvom slucaju
se rada zverstvo, a u drugom poroci koji nastaju u drustvu — ljubomora, zavist, nezahvalnost, zluradost
pred tudim bolom (Vajl 2010: 181). Covek sam bira kojoj sklonosti ¢e se prepustiti, odnosno kojoj ée
podvrgnuti svoju volju i time odrediti svoje bi¢e u mogucnosti postojanja izmedu zverstva i Covestva.
Za Kanta postoji samo jedan put.

U zakljucku iznosi svoju — u meduvremenu ¢uvenu — recenicu:

Sto se razmisljanje ¢eSce 1 postojanije njima bavi, dve stvari ispunjavaju dusu uvek novim i sve ve¢im div-
ljenjem i strahopostovanjem: zvezdano nebo iznad mene i moralni zakon u meni. Nijednu od te dve stvari

137



138

Nikolina Zobenica

ne smem traziti i naprosto pretpostavljati — izvan svog vidokruga, kao obavijenu tminom ili kao smestenu
u onome Sto je transcedentno: ja ih vidim ispred sebe i neposredno ih povezujem sa sves¢u o svojoj egzi-
stenciji (Kant 2017: 189).

lako Kantov stav o slobodi nije univerzalan i opSteprihva¢en — Tomas Hobs (Thomas Hobbes,
1588-1679) je, na primer, slobodu definisao kao postupanje prema svojim zeljama, u skladu sa svojim
sklonostima (Svensen 2013: 118—119) — nemacki pisac Fridrih Siler se u svojim klasiénim spisima osla-
njao na Kanta i na njegovo videnje slobode, §to je uticalo i na Silerovo dramsko stvaralaitvo, narogito
na tragediju Marija Stjuart.

2. SLOBODA U DRAMAMA FRIDRIHA SILERA

Sloboda i moral su bile i ostale konstante u prili¢no raznolikom pozori$Snom stvaralastvu Fridriha
Silera: poceo je s temom liéne slobode i emancipacije od oeva u mladalatkim dramama Razbojnici
(Die Réuber, 1782) 1 Spletka i ljubav (Kabale und Liebe, 1783), pre$ao na aktuelno pitanje prodaje ne-
mackih vojnika Englezima u ratu protiv Amerikanaca (fizicka sloboda), da bi zatim povezao borbu za
liénu 1 politicku slobodu u dramama Zavera Fieska u Denovi (Die Verschwérung des Fiesco zu Genua,
1784) i u tragediji Don Karlos (Don Carlos, 1787). Uprkos prvobitnoj tendenciji da se bavi savremenim
temama, Siler se u svom kasnijem stvaraladtvu okrenuo proglosti.

Dok je proucavao istoriju Tridesetogodisnjeg rata (1618—1648), paznju mu je privukao veliki voj-
skovoda carske vojske, Valenstajn (Albrecht Wallenstein, 1583—1634), i njemu je posvetio svoju prvu kla-
si¢nu dramu (Wallenstein, 1798—1800). Usledile su tragedije Marija Stjuart (Maria Stuart, 1800), Mlada
iz Mesine (Die Braut von Messina, 1803) i Devica Orleanska (Die Jungfrau von Orleans, 1801), kao 1
¢uvena drama o oslobodenju Svajcarske od austrijske vlasti, Vilhelm Tel (Wilhelm Tell, 1804). Iako je grada
ovih drama uglavnom bila istorijska, ne mozemo ih okarakterisati kao iskljucivo ili ¢ak primarno istorij-
ske. Nakon $to je 1791. godine poceo da se intenzivno bavi Kantovom filozofijom, Siler je na nov na¢in
pristupio istorijskog gradi. Za njega je istorija postala prikaz razvoja ¢oveka od prirode kao umu i slobodi,
u stalnom nastojanju uma da se oslobodi uticaja prirode. Pokusaji tog oslobodenja vidljivi su u opisima
velikih istorijskih dogadaja koji predstavljaju poglavlja u univerzalnoj istoriji oslobodenja ¢ovecanstva
(Safranski 2004: 271, 275-276). Siler je smatrao da je poznavanje proslosti neophodno za razumevanje
sadasnjosti, jer su svi istorijski dogadaji medusobno povezani i naucnik treba medu njima da odabere one
koji su sustinski uslovili danasnji izgled sveta, da u nizu dogadaja trazi istinu, moralnost i slobodu, kako
bi uvec¢ao duhovno bogatstvo za buduca pokolenja (Schiller 1962a: 749—768). 1z tog razloga je po¢eo da u
svakom istorijskom fenomenu trazi stvaran i sustinski, dotad neprimeceni ili skriveni smisao, i da provera-
va da li je taj istorijski dogadaj na neki na¢in doprineo emancipaciji i samoodredenju ¢oveka (Koopmann
1982: 210). Medutim, analize su ga dovele do saznanja da su u istoriji uglavnom pribeleZene pobede priro-
de (prevashodno afekata) nad umom, te da istorija ne moze coveku pruziti svetlo i spoznaju, jer je svaki do-
bronamerni pokusaj filozofije da uskladi zahteve morala sa stvarno$c¢u po pravilu bivao osujeéen (Schiller
1962d: 804). Iako svestan porazne slike istorije ¢ovedanstva, Siler je nastojao da otkrije zakonitost koja se
krije iza takvog stanja stvari. Polaze¢i od toga da je istorija sveta svojevrstan sud kojem jednako pripadaju
i Dobro i Zlo, zakljucio je da zivot treba posmatrati kao tragediju samo zato §to je njegov zakon Dobro,
a krSenje tog zakona sa sobom nosi svojevrsnu kaznu (Korff 1954: 248-249). Kada se vera ¢oveka u
Dobro poljulja, to pokazuje ograni¢enja njegove sposobnosti spoznaje, kao i nadmocnost bozanskog uma
(Bockmann 1967: 19-20). Kao pisac Siler je bio uveren da mozZe i treba da ukaZe na skrivene zakonitosti
istorije 1 da ih prikaze u svojim knjizevnim delima.

Njegov izbor grade i likova, kao i nacin njihove obrade u tom periodu voden je filozofskim
shvatanjem istorije u duhu klasike (Zobenica 2011). U velikim istorijskim li¢nostima Siler je nalazio
izvor snage potrebne ¢ovecanstvu da bi ispunilo svoju sudbinu. Kao spoj stvarnog, realnog primera i
ideala, one treba da pokazu put ka slobodi i spoznaji. Iz tog razloga se Silerove klasi¢ne drame ne mogu
obeleziti samo kao istorijske, ve¢ su one u isto vreme i filozofske, odnosno ,,drame ideja“ (Quinn 2006:
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424). Istorijska grada ih ne Cini realisticnim, ve¢ naprotiv, istorijska grada dozvoljava odredenu poetsku
slobodu u skladu s autorovim intencijama.

Siler je menjao gradu kako bi postigao odgovarajuéi efekat i preneo prirodnu, poetsku istinu, ne
istorijsku. Moralni karakteri ili radnje ne ostavljaju utisak zato Sto su istorijski tacni, ve¢ se estetsko
delovanje zasniva na poetskoj istini, na onome $to se moglo desiti, na unutraSnjoj mogucnosti stva-
ri (Schiller 1962b: 390-391). Poetskom slobodom se nadoknaduje suvoparnost istorijske grade koja
predstavlja samo ishodiste, pojedinacni slucaj od kojeg pisac polazi ka velikim zakonima istorije (Der
Briefwechsel 1955: 1415, 1344). U obradi istorijske grade Siler se ili priblizavao ili udaljavao od isto-
rijske istine, ali je nikada nije verno prenosio. Kada bi se vise priblizio istorijskoj stvarnosti (kao u dra-
mama Valenstajn i Marija Stjuart), nastojao bi da u individualnom i neponovljivom slucaju izdvoji neku
opStu crtu zivota, neki znacajan vid sudbine ili moralne snage. Likovi su u ovim dramama predstavljeni
realno, kao individue. Udaljavajuéi se od istorijske stvarnosti, Siler se priblizavao mitu (u dramama
Devica Orleanska i Vilhelm Tel), kako bi $to slobodnije obradio motiv skriven u istorijskim dogadajima.
U tom slucaju su likovi prikazani kao idealne, simboli¢ne li¢nosti, a od istorijskog bi ostao samo opsti
okvir. Bez obzira na to da li je u prvom planu istorijsko ili mitsko, idealisticka komponenta je uvek
prisutna i da bi je naglasio, Siler ¢esto koristi tehniku kontrasta likova i njihovih pojedina¢nih sudbina
koji zajedno predstavljaju Govecanstvo i ljudsku sudbinu u celosti, u skladu sa Silerovom idejom tota-
liteta. Sve suprotnosti u nac¢inima zivota i njihovim sudbinama zajedno daju stvarnu sliku zivota. Ideje
koje se sukobljavaju u Silerovim dramama su uvek drugacije: duh i priroda, sloboda i sudbina, ideal
1 zivot, duznost i sklonost, forma i grada, idealizam i realizam, Bog i svet, ali uvek je na jednoj strani
tragicna mo¢ sudbine, a na drugoj mo¢ bozanskog koja prozima zivot i moze ¢ak i da preokrene fatum
na dobro. Sustina zZivota jeste borba, a boriti se znaci patiti, mozda ponekada i pobediti, ali uvek patiti,
stoga se u Silerovim tragedijama i predstavljaju velike patnje Covedanstva (Korff 1954: 250-253). Iako
je Zeleo da pokaze primere iz istorije koji svedoce o velikoj snazi pojedinaca sposobnih za zivotnu borbu
(Sautermeister 1997: 325), Siler je &itaoce vodio u ,,mraéni svet* proslosti da bi se radosnije gledalo
u sadasnjost i u daleku buduénost (Schiller 1962c: 272). Njegova optimisti¢na vera u mo¢ duha koji
donosi spasenje, u mo¢ uma koji uvek, kako u pojedinaénom, tako i u opstem, dolazi do izrazaja i uvek
iznova vraca zivot na zacrtani put, ostaje nepokolebljiva. Ta mo¢ uma se u pojedina¢nom dozivljava kao
idealizam, kao svest o pravu i kao osecanje krivice, a u opStem se percipira kao moralni svetski poredak,
u kojem se, doduse, desava nepravda, ali se i uvek nepogresivo priziva pravda. Uloga pesnisStva je da
jaca veru u taj moralni poredak i da predo¢ava mo¢ svetskog uma u okajanju zlocina, trijumfu pravde,
mada pobeda ne mora uvek da bude spoljasnja, ve¢ nekada samo unutrasnja (Korft 1954: 254-255). U
njegovim dramama se pokazuje ostvareno samoodredenje pojedinaca u odnosu na svako tude odrediva-
nje. Poezija je kod njega reprodukcija istorije s obecanjem da je samoodredenje ¢oveka moguce, jer on
je za to predodreden, a istorija svedoci tome da on tome zaista neprestano tezi (Koopmann 1982: 213,
215). Bez obzira na to da li su ti pojedini pokusaji u borbi za samoodredenje bili uspesni ili neuspesni, iz
njih treba uciti 1 crpiti inspiraciju i snagu za nove borbe na putu spoznaje i emancipacije ljudskog duha,
jer dok god se Govek bori, ima i nade za pobedu. Konaéni cilj je moralnost, pri ¢emu Siler, kao i Kant,
polazi od toga da je moralnost usko vezana za autonomiju volje.

U drami Marija Stjuart prisutan je najizrazitiji kontrast dve kraljice koje se bore za svoju slobodu
i svaka od njih autonomiju svoje volje koristi na sasvim drugaéiji na¢in. Da bi preneo svoju ideju, Siler
je taj kontrast naglasio i donekle izmenio istorijske dogadaje u ime poetske slobode.

3. MARIJA STJUART I ELIZABETA TJUDOR

Marija Stjuart nije dugo zivela, samo 44 godine (Mary Stuart, 8.12.1542—8.2.1587), od ¢ega je 25
godina bila kraljica (od decembra 1542. do jula 1567), a ostatak zivota zato¢enica. Godine kraljevanja
su joj bile izuzetno burne, delom zbog okolnosti u tadasnjoj Evropi, a delom zbog njene izrazito ¢ulne
prirode. O lepoti ove vladarke su kruzile price po celoj Evropi, ali izgled i strastvena priroda bile su joj
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ne samo prednost, veé i zla kob, jer ona je, kako kaze Siler, bila predodredena da oseca i da u drugima
izaziva snazna osecanja.

Postala je kraljica odmah po rodenju jer je kralj Dzems V (James V, 10.4.1512—14.12. 1542) umro
nekoliko dana nakon njenog rodenja, a ona je bila njegov jedini naslednik. Kad je imala Sest godina po-
slata je u Francusku, navodno radi vaspitanja, dok je, u stvari, bila zalog za podrsku Francuske u sukobi-
ma s Engleskom. Sa 16 godina (1558) se udala za francuskog princa (Frangois I, 1544—1560) i kad je on
godinu dana kasnije krunisan postala je kraljica Francuske (1559), a ve¢ slede¢e godine udovica (1560).

Imala je devetnaest godina kad se vratila u Skotsku (1561), a dvadeset i tri kada se udala drugi
put (1565), ovaj put za svog rodaka, Henrija Stjuarta, Vojvodu od Olbanija (Henry Stuart/ Stewart, Duke
of Albany, 7.12.1545-10.2.1567), poznatog kao lorda Darnlija (Lord Darnley). Brak nije bio srecan i
nije dugo trajao. Marija je s njim imala samo jednog sina, Dzemsa (James Charles Stuart, 19.6. 1566—
27.3.1625) koji je nakon o¢eve smrti postao kralj Skotske (24.7.1567), a nakon smrti kraljice Elizabete
kralj Engleske i Irske (24.3.1603).

Lord Darnli je bio jedan od zaverenika koji su ubili Marijinog li¢nog sekretara, Italijana Davida
Ricija (David Rizzio/Riccio/ Rizzo, oko 1533 — 9.3.1566) izbovsi ga 56 puta. Da li je motiv bila ljubo-
mora ili glasine da je Ricio bio otac njenog deteta, ostaje do danas nejasno. Ve¢ sledece godine je i sam
lord Darnli ubijen (1567). Prema nekim izvorima, Marija Stjuart ga je posetila neposredno pre smrti,
Sto nije potvrdeno, ali zasigurno se nekoliko meseci kasnije udala za glavnog osumnji¢enog za ubistvo
svoga muza, lorda Botvela (James Hepburn, oko 1534 — 14.4. 1578, Duke of Orkney, Earl of Bothwell).
Iako njeno saucesnistvo u tom ubistvu nikada nije dokazano, kao $to nisu ni razjasnjene okolnosti pod
kojima se udala tre¢i put (svojevoljno ili pod prisilom), protestantsko plemstvo se brzo pobunilo protiv
mlade kraljice i ona je pobegla u Englesku (1568) — u ruke svoje rodakinje® Elizabete Tjudor.

Posto je Marija Stjuart za brojne katolike bila pretendent na engleski presto, Elizabeta nije mogla
da je pusti na slobodu. Tokom Marijinog zatoCeniStva mnogi su pokusali da je oslobode, pri tome je
nemali broj izgubio zivot, ali pokusaji oslobodenja Skotske kraljice, bilo politickim putem, bilo silom,
nisu prestajali. Kada je otkrivena zavera za ubistvo kraljice Elizabete, Marija Stjuart je 1586. godine
optuzena i osudena, mada njeno ucesce nikada nije dokazano, i Skotska kraljica je pogubljena 8.2.1587,
nakon 19 godina zatoceniStva. Njena smrt se u svim izvorima opisuje s poStovanjem i divljenjem, jer
je Marija Stjuart umrla dostojanstvena i smirena (Grawe 1997: 51-56). Uloga koju je kraljica Elizabeta
odigrala u izvrienju pogubljenja Marije Stjuart istorijski ostaje diskutabilna, ali Siler u svojoj drami slo-
bodno ,,dopisuje istoriju‘ kako bi preneo svoju ideju. Isto tako, naglasio je kontrast izmedu dve kraljice,
koji je istorijski posvedocen.

Elizabeta I Tjudor je imala drugaciju sudbinu od Marije Stjuart. Prozivela je (narocito za tadasnje
vreme) dug zivot od sedamdeset godina (7.9.1533-24.3.1603). Za razliku od svoje suparnice prve godi-
ne zivota je provela u stalnoj neizvesnosti. U ranom detinjstvu je bila privilegovana kao ¢erka Henrija
VIII i Ane Bolen (Anne Boleyn, 1501-1536) u odnosu na svoju stariju polusestru Mariju I (18.2.1516—
1558). Nakon majcine smrti je izgubila taj status, postala je dvorjanka svoga brata Edvarda VI (Edward
VI, 12.10.1537-6.7.1553) koji je kratko bio engleski kralj (1547—1553). Posle njegove smrti je trebalo
da vlast preuzme Dzejn Grej (Lady Jane Grey, 1537/37-1554), ali Marija I ju je u savezu s Elizabetom
svrgnula s vlasti nakon samo nekoliko dana, a zatim je mlada kraljica i pogubljena, uprkos Elizabetinom
protivljenju. Odnosi izmedu sestara i suparnica Elizabete i Marije nisu bili harmonic¢ni. Elizabeta je bila
1 u kratkom zatocCeniStvu od dva meseca u Taueru, kao i u kuénom pritvoru od Sest meseci za vreme
vladavine svoje polusestre Marije I (1553—1558), koja ju je na kraju ipak pred smrt proglasila svojom
naslednicom.

Drugi deo zivota, sve do svoje smrti, Elizabeta Tjudor je bila kraljica — onoliko godina koliko je
Marija Stjuart zZivela — 44 godine (17.11.1558-24.3.1603). Budu¢i da je bila izuzetno obrazovana, njenu

3 Marija Stjuart je bila u srodstvu s engleskom kraljevskom porodicom, buduéi da je Henri VII (otac Henrija VIII) bio
Elizabetin deda, a Marijin pradeda — sestra Henrija VIII Margareta Tjudor (Margaret Tudor, 28.11. 1489-18.10. 1541) se
udala za dedu Marije Stjuart, skotskog kralja Dzemsa IV (James IV, 17.3.1473—9.9.1513), tako da je kraljica Elizabeta Mariji
Stjuart bila dalja tetka.
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vladavinu je obeleZzio procvat kulture, te se Elizabetinsko doba naziva zlatnim dobom Engleske. Medu-
tim, to ne znaci da su u Elizabetinom zivotu vladali mir i stabilnost. Njeno vreme su obelezili potresi
u politickoj i privatnoj sferi: stalni pokusaji da je svrgnu s vlasti praceni su nastojanjima da se s njom
sklopi savez preko braka, ali ona je bila vrlo neodluc¢na i sve veridbe je pre ili kasnije raskidala, tako da
je na kraju umrla neudata i bez dece. Njen presto je nasledio jedini sin Marije Stjuart, koji je odgajan kao
protestant, tako da su pod njegovom vlaséu ujedinjene Skotska i Engleska, Tjudor i Stjuart.

Radnja Silerove drame se odigrava pred smrt Marije Stjuart i prikazuje okolnosti njene osude i
pogubljenja. Budu¢i da je rec o analitickoj drami, svi dogadaji koji su prethodili ili se tematizuju u razli-
¢itim dijalozima i monolozima, ili se podrazumevaju kao poznati. Dve kraljice se u istoriji nisu nikada
srele, ali Siler je bio slobodan da u tre¢em ¢inu opise susret u kojem dolaze do izraZaja razmera i dubina
njihovog sukoba, kao i njihova prava priroda.

4. SILEROVA ELIZABETA

Iako je Marija Stjuart na po¢etku drame zatodena, a na kraju i pogubljena, kod Silera ona u od-
sudnom ¢asu ostvaruje unutrasnji mir i postaje ostvarenje klasicnog ideala ,,lepe duse®, uspostavlja har-
moniju izmedu sklonosti i duznosti (Zobenica 2008). Kraljica Elizabeta je vladarka, ali ona je — uprkos
moc¢i koju posesduje — samo prividno slobodna i kao zena i kao kraljica.

4.1. Elizabeta Tjudor kao Zena

Kad je re¢ o li¢noj slobodi kraljice Elizabete kao Zene, ona se ne oseca slobodna da postupa prema
svojim zeljama, vec prisiljena da izvrSava duznost prema narodu. U kantovskom smislu ona je slobodna
kada ispunjava svoju moralnu duznost uprkos svojim sklonostima, kada se zrtvuje za srecu i blagostanje
drugih, za stabilnost svoje zemlje. Medutim, za Elizabetu sloboda zna¢i mogucnost da ¢ini ono Sto ona
zeli (sloboda u Hobsovom smislu) 1 zbog toga se nalazi u dilemi izmedu ispunjavanja svojih duznosti i
svojih zelja.

U trenutku odigravanja radnje francuski prosci su u gostima, veridba je sklopljena jer u zemlji
postoji strah da ée Elizabeta umreti bez potomka i da ée katolici opet preuzeti vlast (Siler 1993: 173).
Elizabeta otvoreno govori o tome da se ose¢a kao da ,,robuje® svom polozaju, jer ne moze da umre neu-
data kao $to joj je zelja, poSto mora da ,,slobodu svoju devi¢ansku®, ,,dragulj svoj* Zrtvuje za blagostanje
naroda. Za nju se bra¢no prstenje pretvara u lanac (Siler 1993: 174), odnosno u gubitak slobode.

Kad su kod napadaca na kraljicu Elizabetu pronadeni francuski dokumenti, veridba je raskinuta.
Besan narod je krenuo na kuéu u kojoj su boravili francuski izaslanici, te su oni morali da kriSom na-
puste zemlju (Siler 1993: 198). Za Elizabetu je to znacilo ispunjavanje njene Zelje, zadrzavanje li¢ne
slobode, pri ¢emu je u isto vreme ispunila i volju naroda, mada nije zaista ostvarila svoju duznost, ni
tada — a kako je istorija pokazala — ni kasnije.

4.2. Elizabeta Tjudor kao kraljica

Radnja Marije Stjuart postavljena je tako da je Skotska kraljica ve¢ zatocena zbog toga Sto je
umela — kako Polit isti¢e — da ,,zavitla u zemlju baklju rata gradanskog/ i naoruza cete ubilacke/ protiv
kraljice nage* (Siler 1993: 158), da podstakne na kraljeubistvo i zaveri se protiv dobrobiti Engleske, iako
je primljena u zemlju kao gost (Siler 1993: 158). Skotska kraljica svojim postojanjem ugrozava engle-
sku kraljicu, njenu vlast, ali i celu zemlju, jer se dovodi u pitanje sloboda i mir Engleske, kao i njeno
pravo i mogucnost da ostane protestantska zemlja. Duznost vlasti je da zastiti drzavu od neprijatelja, te
je stoga Marija postala predmet sudskog procesa.
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Na pocetku drame proces je veé zavrien i $kotska kraljica o¢ekuje presudu (Siler 1993: 160), iako
smatra da ni Elizabeta ni engleski parlament nisu njene sudije (162). Prema engleskom zakonu u poroti
treba da sede samo oni koji su optuzenom ravni, a posto je Marija kraljica, njoj samo kraljevi smeju da
sude (167). Iz tog razloga ona tvrdi da nije re¢ o pravu, ve¢ o nasilju (170) koje se vrsi nad njom buduci
da je ona trenutno slaba, a Elizabeta mo¢na i moze da primeni svoju mo¢ tako da prinese zrtvu svojoj
bezbednosti, iako to nije njeno pravo ve¢ nepravda (171). Marija time dovodi u pitanje legalnost sud-
skog postupka koji predstavlja kao zloupotrebu moéi.

Budu¢i da je nagon svakog ¢oveka da se zastiti, re¢ je o instinktu samoodrzanja, o prirodnoj
Cak opste bezbednosti zaista moralna. Da 1i bi — u skladu s Kantovim kategori¢kim imperativom — sva-
ko smeo i trebalo da ubija one koji ga indirektno ugrozavaju. U ovim okolnostima ne moze biti re¢i o
samoodbrani, ve¢ o politickom potezu. U istoriji su se konkurenti za presto stalno ubijali, ali to ne znaci
da je takav postupak ispravan. Posto je sustinski problemati¢an s moralnog aspekta, u drami se nastoji
prikazati kao nuzan da bi bio istorijski i moralno opravdan.

Presuda je donesena, ali se naredba za izvrsenje ¢eka od kraljice koja okleva. Mortimer, strastveni
Marijin pobornik, misli da to nije: ,,zato/ Sto covecnost bi osecala, ili/ poStedeti vas htela, nego samo/
iz gadnog lukavstva, zeli da je primoraju na to*, jer dok je Marija ziva, ziveCe i strah engleske kraljice
(Siler 1993: 165). Mortimer smatra da za to postoji viSe razloga, ne samo Elizabetino ,,vanbra¢no® po-
reklo 1 Marijino legitimno pravo na presto zbog srodstva s porodicom Tjudor, ve¢ i njena lepota koja
bi ocarala britansku omladinu i podstakla je na pobunu (165). Da je Mortimer u pravu, potvrduje mu
sama Elizabeta koja je svesna da ¢e joj se kruna na glavi ljuljati dok god je Marija ziva. lako je htela da
pusti zakone da delaju, da ne uprlja svoje ruke, da spasi svoj izgled (179) i potrudi se da njeno ucescée
u Marijinoj smrti ostane neizvesno (180), trazi od Mortimera vest da je Skotska kraljica preminula, $to
joj on isto tako licemerno obec¢ava (180). Silerova Elizabeta Tjudor ne razmislja o moralnosti svoje
odluke i postupka, ve¢ o tome kakav ¢e on utisak ostaviti, kako ¢e se odraziti na njen imidz. Njena Zelja
je jasna, odluka je ve¢ pala, ali ostaje pitanje kako da se sprovede, a da se sacuva slika, odnosno privid
moralnosti. Elizabetu pokrece samoljublje, materijalni uzrok njenog postupanja je njena licna sreca, i to
je izvesno od samog pocetka.

Da bi dobila na vremenu i nasla na¢in da ostvari svoje Zelje bez gubitka, Elizabeta okleva i obraca
se savetnicima za pomo¢, pri ¢emu svaki od njih ima svoje motive i argumente. Grof od Berlija je sve-
stan da je kraljica Elizabeta kolebljiva i veruje da je Zalosti Sto ,,nije ova zacetnica zla/ umrla pre no Sto
je takla nogom/ englesko tle!*. Svestan je i postojanja raSirenih predrasuda, jer svet ne veruje u zensku
pravdu kad je zena i zrtva. Brine ga Marijina molba za susret s Elizabetom, jer zna da Marija moze i
mora da iskoristi kraljevsko pravo na milost (Siler 1993: 171). U kralji¢inom oku on ipak &ita Zelju da je
neko od njenih sluga postedi izbora: ,,ili da drhtim na svom prestolu,/ u ve¢nom strahu, ili svirepo/ kra-
ljicu, moju rodaku po krvi,/ da predam sekiri?* (172). Berli dobro poznaje kraljicu i njene dileme, kao i
opste stanje u zemlji, njegov rezon je drzavni, on savetuje, govori i dela isklju¢ivo iz osecanja politicke
duznosti, dosledno od pocetka do kraja. Za njega pitanje moralnosti i privida pravi¢nosti nisu faktori
odlucivanja, ve¢ samo logika politicke nuznosti.

Berli govori u ime naroda koji kao zrtvu trazi glavu Marije Stjuart da se obezbedi ,,slobode divni
dar®, jer Elizabeta mora ili da istrpi ili nanese udar: ,,Njen zivot je/ smrt tvoja, njena smrt je zivot tvoj!*
(Siler 1993: 175). Kraljica odgovara neiskreno, kako bi zadrzala privid plemenitosti i tvrdi da joj Ber-
lijeva mudrost i revnost ne prijaju: ,,tu mudrost, koja krv/ nareduje, ja mrzim iz dna duse* (175). Njena
pritvornost ima efekta, jer joj njeni savetnici donekle veruju.

Berli strepi da bi osecanje covestva u susretu s Marijom moglo ,,smutiti* Elizabetu tako da time
oduzme sebi slobodu (Siler 1993: 179). Medutim, nema razloga za tu brigu, jer u svom monologu dok
je sama Elizabeta iskazuje skrivena osecanja i misli. Sluzbu narodu ona ose¢a kao ropstvo, jer mora da
postuje opste misljenje, da se ulaguje i ugada, kako bi se dopala. Nije bio njen izbor da bude pravicna,
ta vrlina joj je nametnuta (207), i mora da je o¢uva kako bi se izborila sa celim svetom, prikrila mrlju
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svog rodenja, slabost svog prava (208). Ta lazna slika je za nju presudna i zelja da je saCuva sputava je
u njenim postupcima.

Talbot, grof od Sruzberija veruje u sliku koju je Elizabeta izgradila o sebi. Kao idealista i mo-
ralista on smatra da je smrt Marije Stjuart nepravda, jer ona nije Elizabetina podanica. ,,Onako kako
okrece se sklonost,/ tako se penje i stroposStava/ kolebljiv talas rasudivanja./ Ne reci da se neophodnosti/
povinovati moras, ili svoga/ naroda navaljivanju. U svakom/ trenutku, kada god zazelis, moze$/ dokazati
da tvoja volja je/ slobodna. Samo pokusaj! Talbot insistira da Elizabeta sama treba da sudi, i da pritom
bude milosrdna (Siler 1993: 176). Da to nije samo prazna fraza, vidi se i u razgovoru s Marijom. Dok je
savetuje pre susreta s Elizabetom da ne bude prkosna, da se obrati Elizabetinoj velikodus$nosti, on tvrdi
da engleska kraljica nije bezose¢ajna (189). Nakon napada na Elizabetu, Sruzberi je i dalje nagovara da
ne dozvoli da je narod koji komesa strah i zaslepljenost prisili na pogresnu odluku (206), jer ako popu-
sti, nece vise biti okruzena predivhom pravdom, ve¢ ¢e strah i¢i ispred nje (207). Kad je Marija uprkos
svojoj nevinosti pogubljena, Sruzberi odlazi razogaran: ,,da spasem ne mogadoh/ tvoj deo plemenitiji.
Sad zivi/ i vladaj sre¢no! Tvoja protivnica/ mrtva je. Nemas nicega se vise/ bojati odsad, nije potrebno/
da se na iSta viSe obzires* (222). Rezigniranost s kojom se na kraju obraca kraljici pokazuje tugu Sto u
njoj nije prevladalo moralno osecanje, bolji deo njene prirode. U filozofskom smislu kraljica Elizabeta
se ovim postupkom odrekla autonomije svoje volje, odnosno izgubila je slobodu koja predstavlja pre-
duslov za moralnost.

Za razliku od Berlija i Talbota koji su autenti¢ni i dosledni od pocetka do kraja u zagovaranju
ispunjavanja politicke (Berli) i moralne duznosti (Sruzberi), tre¢i savetnik, Dadli, grof od Lestera, pre-
vrtljiv je 1 licemeran, kao i1 Elizabeta, te bi se moglo re¢i da predstavlja njen alter ego. Njena zaljublje-
nost u Dadlija odgovara na izvestan na¢in njenom samoljublju. Lester se pretvara da je odan engleskoj
kraljici, a kriSom pomaze Skotskoj k