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Modern Tendencies in the Play Sick Dojchin by Georgi Stalev  
 
 
Trajce Stameski 
Ss. Cyril and Methodius University, Skopje 

 

 

In the short review of Georgi Stalev’s works, in The History of Macedonian Literature of the 

20th Century, Miodrag Drugovac considers that “the lyrical play Sick Dojchin (1971) is a text 

that portrays the Macedonian past through legendary suggestions. Transforming the motive 

about Sick Dojchin, contrary to the heroic ground of the epic poem, Stalev’ s play transforms 

into introspective discourse about the suffering of the human soul. This puts Georgi Stalev 

among the first authors from the contemporary Macedonian drama literature who have 

created modern tragedy. Especially in this context we can discuss the theoretically-

terminologically and literary-aesthetical specification of these plays as modern-ones. 

 

Keywords: Modernism, tragedy, folk tradition, Sick Dojchin, contemplative play 

 

 

Modernism, like innovative logic of art, in its tendency of creating absolutely new 

literary forms and expressions, promotes themes and variations in the style that 

sometimes are perceived as a process of endless annulation of the “traditional way 

of writing”. Driven by the cult of innovation and actuality, the modern discourses are 

expressed as strict correlate of individual recycling of the past. Building its own ideal 

and esthetic paradigms in order to overturn the traditional modes, the “new way of 

writing” passes into categorical imperative of art freedom. Modernist writers are 

experiencing the crisis of contemporary society as cultural and spiritual, thus the 

previous norms of seeking the original and paying attention of the cult towards 

individuality, are being experienced as a reaction of non homogeneity in techno-

economic, political and cultural segments in the society. In order to establish an art 
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that will be pushed aside from the past, and which one will have sovereignty in the 

government with its self, the modernism equally treats all the poetic values: 

beginning from the form, following the style, going up to the scandal and break up. 

These kind of tendencies are specifically impressive in the literature, where some 

“huge” discrepancies occur comparing the previous literary-style forms: weakness or 

total lost of the privileged position to the narrator, disappearance of the linear 

continuity of the narration, overlapping the reality and imagism, the story is narrated 

by individual point of view or through subjective experience of the events by the 

characters. The seeking after the original consciousness and unconventionality, 

results into associative, mystic and metaphoric instead discursive. And the inclination 

for ambiguity, alternation of the meaning, multiplication in the focalization, 

valorization of the random, automatism, humor, puns, making the esthetical 

experience to be polyvalent and fluid. Into this new constellation of ideas and 

understandings, unconsciousness and suppressed, as elements of modern culture, 

become main carriers of the personalization. According the view of Jill Lipovetsky, 

unconsciousness, dream, neurosis, illusion do not belong on the opposite parts, on 

the contrary they are gathering into the entity “constitution of the unconsciousness”, 

which interpretation in “the first person” is impossible without a capability of 

associativity in the subject its self (Lipovetsky 2011). Venko Andonovski suggesting 

on the modern relation: subject-object reminds us on the eternal tendency of the art 

towards the truth, “the task of the artist to find it even when it is in the latent condition 

into the object, to clean it from the ballast of the elementary and primordial and to 

suggest it with the new quality that can be only a function of creation, only in a kind 

of recreation against the reality” (Andonovski 1997: 56). In most cases the goal of 

the writer is to show the psychological state of the characters, to enter “deeper” into 

the intimacy of the soul of the heroes, to seek after the hidden, mysterious, 

unspoken. Because it is the only way to “justify” the value and function of the 

literature as mainly humanitarian, which primary aesthetical function is “deliberation 

of the human in the human”. If, by definition the European modern literature orients 

towards tendency of innovation and originality, and it is experienced as a break up 

and new way in writing that differ from traditional poetics, some of the works in the 

Macedonian literacy with modern orientation show extremely unusual, it can be said 

paradoxical orientation towards past, sublimated in the coexistence of mythic, 

archetypal and folk tradition. 
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In the years after the World War II, this kind of tendency is especially present 

in contemporary Macedonian poetry (afterwards in the prose and plays) in which 

there is an articulation of a new, modern expression, metaphorical, but the tendency 

as well for an unusual hybridization of traditional and modern, national and universal. 

Usually this kind of appearance can be explained by reinforcement of the cultural 

pluralism on our ground, thus actualizing the folk tradition the continuity of the 

tradition is proceeded and in such way it underlines the legacy of national issues 

singularity and cultural identity. According that: archetypal, mythic, folk tradition, 

cultural memory, as carriers of values coherent to the truth, are becoming important 

topic of the aspirations of the modern dialogism and inclination towards universality 

in our modern literature. For these inclinations Milan Gurchinov reasonably considers 

that: “The folk tradition, myth and mythic approach with it, all these together present 

in our literature shouldn’t have been connected only and only by the essence, but 

also with the possibility that the folk tradition and the myth should become a 

functional characteristic, not only decorate- illustrative characteristic of our prose 

literature” (Gurchinov: 1999). These reflections initiate the questions of functional 

recodification of traditional motives and topics from our folk inheritance, that in the 

epoch of the modernism are interpreted differently, so they aesthetically and ideally 

are adopting to the new literacy reality. Aspiring the experience of the European 

modernism and the avant-garde flows from the first decades of the 20th century, in 

the period after the World War II most of the Macedonian writers in their works, 

creatively modify traditional topics of the oral literacy works establishing them into a 

dominant mark for the contemporary Macedonian literature and culture in a wider 

sense. In this context, indicative is a text of a play Jane Zadrogaz by Goran 

Stefanovski with intention for deconstruction of traditional folk motives. In this play 

Stefanovski reactivates archetypal and mythic elements of the folk tradition: through 

the amalgam of several folk forms (stories, songs, expressions, proverbs, wordplays 

etc.), he articulates composite literacy discourse for subtle correlation of existential 

human problems and universal dichotomy between good and evil. The appearance, 

on the other hand, of the drama diptych of Georgi Stalev (Bolen Dojchin and 

Angelina) means “entrance” of the symbolical expression into the contemporary 

Macedonian play, and as a consequences of what these plays are perceived like a 

paradigmatic associative in the using of fragments from folk poems in the play Bolen 

Dojchin. The quotation of folk proto text and its semantical redesigning for ideal and 
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aesthetical needs for a modern discourse, are especially in function and can be seen 

in the play “Beautiful Angelina” by Blagoja Risteski-Platnar, in which play the 

synthesis between folk tradition and contemporary expression of the play are 

consequences of the style and the content, linguistic and compositional 

transpositions to the archetypal ideas. All these aspects of the inter literacy of the 

text, according Zoran Konstantinovic are elements of the reminiscences to the oral 

tradition and such as they are, open the possibilities for exploring the particular 

aspects of the text, for what the French poststructuralists have their own point of 

view and consider them as an arche-text ( Jenet, Kristeva, Derida, Lacan), inter-text 

(Kristeva), meta-text (Lotman) or para-text (Petkovska 2008:133). From all the above 

mentioned discourses of the plays in the further presentation the accent is going to 

be put only on the play Sick Dojchin by Georgi Stalev and first of all because its 

innovative artistic development of creative recoding of folk themes and stylish 

variation into the discourse of the play with highly expressed orientation. 

 

“On the mammoth horn I hang 

The sins that lay down 

On the conscious shabby 

And they weigh…” ( Stalev 2002:8) 

 

In the short review of the Georgi Stalev’s work, in The History of Macedonian 

Literature of the 20th Century, Miodrag Drugovac considers that “the lyric play” Sick 

Dojchin (1971) is a text that actualizes the Macedonian past through legendary 

suggestion. According his opinion this piece of work mostly insists on conditions, 

than on actions, and he underlines the conclusion that, Stalev is an author that first 

of all “lyricizes, and he does not dramatize“ (Drugovac 1990:448). 

 Voislav Jakoski gives his own explication of the modern tendencies in the 

Stalev’s play, from his point of view Stalev created modern and contemporary play in 

a way that he “extended” the meaning from obviously old and familiar motive of the 

popular poem, into contemporary text for play, where the motive obtains the newer, 

universal meanings and values thus dispersing into the complex symbolic of cultural 

context. (Jakoski: 1983) 

 In her interpretation of the complex system of signs and symbols present in 

the play Sick Dojchin by Stalev, Catherina Kuzmanova points the archetype, as main 
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constructive modus of this play. She in the central motive of the “fall” of the hero 

Dojchin recognizes semantic potential of the archetypal mythic hero. According to 

her reflection, Stalev creates a specific play text in which there are combination of 

multiple models, and their productive interlacing is being experienced as archetypal-

mythic picture. From the genre point of view, Kuzmanova accepts the syntagm 

“poetic plays” because she perceives them as a kind of “experimenting of the 

poetical way of articulation of the play speech”, and in some of the elements of 

poetic expression, she recognizes the attachment with the motive and structural 

forms of the ritual (Kuzmanova: 2006). 

 Michel Pavlovski has very interesting comments, he locates the essence of 

Dojchin’s sin into his intention “through the erotic, to reach the divinity, even more 

that he, in some of the variations , explicitly tells to the saints that the purpose of 

kissing is erotic”. In this part, Pavlovski recognizes conscious intention of the hero 

“through the erotic relationship with the saint he wants to take over upon himself the 

function of the male god, he wants to confirm himself as a god, with the action that 

the female saints will be to him “love for loving” (Pavlovski 2004:134). Thus the curse 

proclaimed by the saints should denied the Dojchin’s wish to reach the divinity. In 

that case the pronounced curse, analogous to it and the illness of Dojchin could be 

understand as unnecessary elements of the initially scenario, without which it is 

impossible to get the divinity status of the hero. And the alternative way of reaching 

the divinity or symbolical “new birth” of the hero can be realized only through the 

death, which one is going to take place after three or nine years of sickness. 

However the death as a special hero’s characteristic in many cases can be 

extremely dramatic. 

 Mircha Elijade underlines that the heroic death is the fact that affirms and 

declares their supreme nature. Using the fact that almost in all mythologies this kind 

of feature is present, for Pavlovski the performance of the feat by Dojchin against the 

Arab and eliminating him, has double function: first he represents an act through 

which the need of physical i.e.  “the terrestrial” existence of the hero ceases, but at 

the same time it circles the last part of the initial process of promoting the neophyte 

through the death (Pavlovski 2004:135). 

 Mateja Matevski the theme choice into the Stalev‘s play sets in correlation: 

the folk tradition towards folk poem and from the myth towards history. He points out 

that this play has in its self  “less preoccupations of some specific folk and national 
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findings and they are underlined and situated in a kind of objective historical 

connotation, the prime role is given to the human, to his constant desire after the 

beauty and happiness, and his malicious destiny that follows him in the whirlwind of 

a common, historical, cosmic and metaphysical eternal fight of good and evil. 

Treating the motive of Sick Dojchin in his incomplete, unstatic type, Georgi Stalev 

gives us his way of seeing things, and thus this huge motive in our folk poetry has 

being enriched over the centuries  (Matevski 2002:223). 

 Nada Petkovska furter considers that Stalev in his play applies similar 

strategy of widening and upgrading of new ideas and relationships in the well-known 

events of the inter-text. According to her, “the play represents overturning of the 

events that are going on in the Dojchin’s mind, when after his feat, waiting the death 

that is not coming, he yells once more all the known characters from the poem, in 

order to find out the answer for his conscious and consolation about the sense for his 

actions. Transforming the motive of Sick Dojchin, Stalev creates a play about 

suffering of human soul, in which he gathers a wide spectrum of ideas elaborating in 

such a way the values of a life, doubt in existence of them, doubt in possibility to 

defeat the evil (Petkovska 2008:23). 

 Precisely because these qualities Petkovska perceives Stalev’s play as a 

drastic separation from the folk poem where, because of the very known fact, there 

isn’t any space for psychologic determine of the hero character. In a very similar 

context Kuzmanova as well  explains Dojchin’s suffering as a consequence of the 

deliberation of his secret, inner world. According to her it comes to metaphoric 

dimension in which the tragic rhythm that is made of: Intention, Pathos and 

Consciousness represents the essence or spiritual content of the play and the 

solution of her content form. So, thus the paradox of the action expressed by the 

formula: “You know and you don’t know that to act means to suffer” is the basic 

feeling of the moral changes that Dojchin goes through. Kuzmanova considers that 

phenomenon of the struggle into the play in its essence has cathartic function. In his 

facing with twinned-shadows the final goal is the purification of the sins through the 

death. However the dialogue with the ghosts-shadow implies the wider metaphorical 

meaning, because through this discourse it should penetrate into some deeper, 

common human truths. Precisely because of this fact, Kuzmanova assures us, in 

many reflections this play has been experienced as a monologue in which center are 
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laying the basic metaphysical questions for virtue and morality (Kuzmanova 2006: 

116). 

 In the interpretation of Sick Dojchin, Matevski very similar to Kuzmanova 

underlines the monologue form of thousand questions about made murders that 

restless and spiritual moved Dojchin asks to himself in the moments before his 

death. Matevski sees this piece of work as Dojchin’s nightmare in his last hours of 

life in which he seeks for answers of his tortured soul: Did he make the right move 

for justify revenge or did he murder on his own guilt? Thus through the conversation 

with the shadows of his victims among them the conversation with his sister Angelina 

as well (which is alternated in the play through the relations: sister and bellowed one, 

sister and woman). Nevertheless, according Matevski the friends’ murders that he 

made, basically is motivated from Dojchin’s overwhelm jealousy. In that case it 

comes to a subjective nature of his act (Dojchin is possessive for Angelina’s love), 

and such as there isn’t humanitarian or altruistic nature (by killing the enemies he 

tried save the world from the flood of universal evil). As a matter of fact the personal 

tragedy of the character is a consequence of enormous discrepancy between the 

form and the essence of his believes, actions and behavior. In those creative ideal 

steps of the play, Stalev radically moves from mythic, folk and historical matrix and 

takes a new direction into one ontological, philosophic-existential and psychologic 

play of the individual into the modern world that can be read as explicit modern 

tendency. 

 Particularly in the last review is sublimated the whole creative virtue of the 

author to promote the folk proto-text as a crucial factor for establishing of the 

contemporary play. Although “a poetic play” Sick Dojchin by Stalev, it can be read as 

a kind of  “drama proceed“ to the folk poem about the same hero, nevertheless this 

drama text makes creative semantical redesign of the folk inter-text: first through the 

contextualization of several key motives, and then through their contemporary 

interpretation and discursive adaptation.  

 In principle, the poetical drama is a fertile discursive ground for the 

contemporary presentation of the characters in the folk poetry which, through the 

multiple meaning of the mythic dimensions incorporated in them can be permanently 

actualized in the given time moment. As a matter of fact, it comes to a specific genre 

that invests in the atmosphere, psychology, allusions, and introspections, states of 

characters, and not in their actions and functions. Very alike connotative effect can 
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be seen and it is an outcome from the drama situation in Sick Dojchin by Stalev, 

because of what for this text we can say that it is a drama for contemplation or 

contemplative play. Under such definition we understand drama text that invests in 

introspection, polyphony, multifocal etc. Apart these dominant constituents of the 

discourse habitual for this contemporary play, there is a presence of semantical 

openness that can be perceived through possibility for postulating of subjective voice 

of the character which is capable to make a dialog with the different codes of actual 

culture. Even Mikhail Bakhtin sets the possibility of creating to the most valuable and 

most desirable shapes of the language art at the point when the culture loses its 

mythic sense of unity, and the new voice appears that insists to be heard (Leshic 

2011:180). Right there, in the capability to contextualize the figures of memory and 

to transform into the metaphoric speech of the universal and the concrete problems 

of the individual either into the contemporary life we recognize the basic literary 

aesthetical values of these drama texts. In the drama the main subject belongs to the 

characters that speak and their words often have a particular ideological 

understanding of the world, and their own role in it as well. In that sense they are the 

idealists to some extend. In this direction we understand the complexness of the 

character of Sick Dojchin in the Stalev’s plays. Represented as deeply human, in the 

imaginary dialogue with himself, opposite moral dilemmas and existential issues Sick 

Dojchin by Stalev essentially differs from the prototype from the folk poetry, which by 

the definition has deficiency in psychology and it is ideological authoritative. 

 By the choice of the author to sets Sick Dojchin in the deathbed, in a condition 

of deep psychological crisis and terrible inner struggle, he connotes the drama space 

as obscure and associative. The recipient has no dilemmas that the shadows which 

surround the character are part of his mental projections. Dojchin in his hours of 

deadly nightmares gets into immanent conversation with his dead twinned, his sister 

Angelina and Black Arab. In that case, the complex structure of the character models 

especially in the psychological level, through metaphysical conversations and 

evocations of the past events, that in contemporary context acquires wider meaning 

and transmit universal messages. This “overflow” of the meaning from the text to the 

cultural context, the best is illustrated by the words of Georgi Stalev himself. He 

explains the ideal concept of his hero Sick Dojchin noting that “it comes to opposition 

of the word of art against one wide group or category of contra ethical, anti-moral 

phenomena of life, that first were transformed to characters by the folk poet, and 
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nowadays the contemporary poet transform them into a thought with a shape of idea. 

That is the case also with Sick Dojchin -  a kind of myth for the human greatness, but 

the greatness of his tragedy as well” (Stalev 1999 : 194). 

 As it can be seen, on one hand, Stalev‘s play represents Sick Dojchin in his 

heroic end. The gloriously epic past is only a fantasy in his conscious, while in the 

present of the drama chronotops, he is dived in the contemplative self-conversation. 

Although highly expressed psychology of the character, in his profile there are still 

traces of mythological thought and authoritative expression. The dialogues with the 

shadows of dead friends are illustrative sample of this claim, because in all drama 

scenes the character intentionally objects to the speech of the opponent side and 

refuses to rationally see the difference and change. This kind of monologue 

approaches Dojchin close to the picture of the authoritative and stubborn character 

to the mythic hero. According that, his extraction in the foreplay of the drama, which 

affects the schedule of the rest of the characters, it can be perceived as a part of the 

strategy in the construction of the mythic hero as well. Nevertheless, the fact that in 

the play Dojchin is immobile, homebound for the bed, suggests the logic that the 

struggle that he leads is imaginary and fictive. In the transcendental search after the 

justification and sense of made sins, nevertheless the answers that Dojchin reaches 

out are total defeat. Particularly because of these reasons for Petkovska this work of 

art can be experienced as “drama of defeated man, for the impotence of the human 

to solve some crucial life questions, because it seems that all is put in the service of 

one incomprehensive logic of power movements into the world” (Petkovska: 23). 

Thus, on the other hand, transforming the motive about Sick Dojchin, contrary to the 

heroic ground of the epic poem, Stalev’ s play transforms into introspective discourse 

about the suffering of the human soul. But, also it is a paradigm of simultaneous 

existence and confront of ideas about life‘s values, doubt of their existence, doubt in 

the possibility to finally win the evil. The ironic destiny plays with Dojchin: “You 

cheated yourself enormously when you searched the super human in yourself!“. In 

such a way, the picture of contemporary Sick Dojchin in his solitude and intimacy 

struggle with in self in the hours before his death, gets as well a figurative meaning 

of the absurd about the human size. About Niche’s superhuman that inclines with an 

amazing speed in front of the truth of the knowledge that, after all he is defeated by 

the reality. All this thoughtful-emotional and ideal assembly is incorporated in the 

complex construction of the contemporary Sick Dojchin who, in Stalev’s play, can be 
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interpreted as a sublimate of gathering of the mythic impurities over a new historical 

person, but substitute with expressed modern tendency. 

 With this play Stalev makes first attempts into the Macedonian lyric 

dramaturgy of the dream and reality, myth and legend, the past and the present. In it, 

the coexistence of lyrical and dramatic discourse leads to a creation of a modern 

existential chronotops in ideal, psychological and aesthetical sense. However, with 

its own explicit, anthropological- philosophical tendency this play primary “fulfill“ the 

human role of the art as well. Reexamining the values and criteria of the individual 

and collective physical and spiritual identity, it articulates self-confidently the 

immanent striving towards the truth. Obviously, here it is not crucial the procedure of 

migrating of the motives and exploiting of the characters, but the creative transfer 

from the folk epic poem with mythic-hero content, into the modern drama discourse 

about lyric-tragic parabola for the human destiny in general, among all, it separates 

Georgi Stalev as an author who among the first from the contemporary Macedonian 

drama literature has created modern tragedy. Especially in this context we can 

discuss about theoretically-terminologically and literary-aesthetical specification of 

these plays as modern-ones. 
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The characters presented in this paper are trying for the whole time to prove that they are not 

interested in the culture. In some of their life scenes we see that “they’ve had enough”, very 

similar to the punk’s culture. In constant fight with the society and permanent inner struggle, 

they are trying to preserve their passion and to overcome their biggest fears. They are hiding 

themselves, they can’t frankly do what they want, because it is forbidden, simply that’s out of 

the boundaries. 

 

Keywords: Andonovski, Rosa, psychoanalysis  

 

 

 

With the appearance of the new discipline, the psychoanalysis, at the beginning of 

the 20th century and its founders Freud, Jung and their followers, some human 

being’s feelings, that maybe were left on the margins of the existence, in the modern 

and contemporary literature have taken the primary place. Above all it comes about 

feelings, although some psychoanalysts would say mental-health disorders, such as 

fears, phobias, paranoias, nauseas, anxiety. Although they have had their roots since 

the beginning of the humanity, the contemporary and accelerate way of life pushed 

up all these feelings, i.e. mental disturbances, on the surface of the modern human 

being. Moreover, the social environment of the fascism and the communism, that 

lead the humanity into two world wars, the speed of the industrialization, the wish for 

fast gain and becoming rich for ones, and the struggle for surviving on the other hand 
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for the others, pushed the human being into isolation and loneliness, which 

underlined the mental disorders of the individuals. Even contemporary capitalism and 

life-rush have provoked the human frustrations to reach their maximum. 

  Jean Paul Sartre in “Nausea” writes about his own (un)comfortability in the 

world. In his work, the nausea appears as a result of an instant boredom, an apathy 

towards the presence and admiration for the past. The question about existential 

conditions and that nothing is eternal, gives hard times to the main character, the 

diary’s owner, Antoine Roquentin. Digging into his soul and life, Sartre personifies the 

nausea. The nausea becomes the man’s second body, something very much present 

around even in the everyday’s dust. The nausea lies in the most sensitive existential 

reflections through which this man undergoes and his believe that he is alone on the 

path of searching the answers. Freud was blaming the culture for all. The Culture like 

a Super Ego gives the nausea and troubles to the fragile Ego. The culture is 

attempting to frame the man in the model, framework accordingly given rules and 

regulations. The human being is the one that is trying to stay on the path of its often 

unfair demands. Every attempt for a rebellion against the Culture ends up by guilt of 

conscience and a fear of not losing the love from the most beloved around us, fear of 

punishment and danger from the super-powerful Obedient. In the Museum of 

contemporary Arts in Barcelona, during an exhibition about the punk I saw a visual 

label that said: “La cultura no me interessa” or “ I am not interested in the culture”. 

The letters are in different size, made from different kind of paper and it is something 

that does not require a special technology to be done, which has a sense because 

the punk is known like: “The Do-It-Yourself Subculture”. The punk emerges as 

explosion from gathered dissatisfaction of a generation young adolescents that 

strives for alternative style of life, different from the society’s given rules and 

regulations. 

 The characters that I am writing about in the next several pages of this thesis 

also are trying for the whole time to prove that they are not interested in the culture. 

In some of their life scenes we see that “they have it had enough”, very similar to the 

punk’s culture. In constant fight with the society and permanent inner struggle, they 

are trying to preserve their passion and to overcome their biggest fears. They are 

hiding themselves, they can’t frankly do what they want, because it is forbidden, 

simply that’s out of the boundaries. In “Notes from Underground” Dostoyevsky writes 

that to the wise man everything is allowed. He supports his philosophy of “everything 
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allowed” explaining the mathematical fact of two and two that always equals four, but 

the life is when this result is five. So individuality, opposite rationality, he says. And 

then, there is a scene in which his character feels remorse or nausea, tormenting 

himself about the action he has done. His characters are permanently in a feeling of 

drunkenness, caused by their actions or “sinful” thoughts. So individuality, opposite 

rationality, he says. And then, there is a scene in which his character feels remorse 

or nausea, tormenting himself about the action he has done. His characters are 

permanently in a feeling of drunkenness, caused by their actions or “sinful” thoughts. 

 For this article, I was helped not only by the authors’ works, but also by their 

frank discussion about the issues that are tormenting their generation. Both 

Andonovski and Rosa agree. Petar Andonovski, born in Kumanovo, debuted with the 

collection of poems “ Mental space”, but the public knows him better by his novel 

“Eyes with shoes’ color” and “The body in which it should be living”, for which he 

gained the award – Novel for the year, in 2015 given by newspaper “Utrinski vesnik”. 

Andonovski during an interview said that life is not an advertising for IKEA. He is 

interested in all those things hidden from the open public eyes, and at the same time 

it is part of the human being: darkness, emptiness, dirt side of us. In his two novels 

he enters into the world of two middle aged women, one a professor and the other a 

judge. On the other side of Mediterranean Sea, in the year 2013 Isaac Rosa’s novel 

“The Dark Room” was published, the same year when “Eyes with shoes color” was 

published. He was born in Seville, but lives in Madrid. He has written several novels 

and critical essays, writing also as a journalist columns writer. The story is about 

generation that shares the memories into one special environment – the dark room. 

The characters that we meet in the novel work, cry, have wish to kill themselves, 

protest, gain, lose, travel, love, and there is the central event of the dark room, on 

Saturdays, when the present ones have an orgy. 

 

1. Paranoia 
The paranoia is not an unknown psychological feature to the characters in our 

novels. They are under permanent threat of the video surveillance, from the part of 

the authorities, awaked and ingenious observers, with whom they are leading 

constant fight in order to preserve their own intimacy. In “The Dark Room” the 

surveillance, lead through the video cameras of the personal computers, is used for 

observation of the employees and it is approved by the authorities. They use the 



15 

   

information, gathered from the observation at home, to fire the employee who does 

not reach the criteria of the suitable candidate for the post. Jesus uses their own tool 

to fight against this kind of injustice, i.e. he has hacked personal computers, so the 

situation changes in vice-versa direction and thus he has also become one of the 

observers. Michel Foucault has written about the disciplinary authority, that, if this 

kind of authority wants to get more and better results from its citizens, then it should 

train them well. One of the tools of good training is the surveillance – the instrument 

of the observation. Foucault named the places for surveillance - “Surveillance spots”, 

whose purpose was to see, but not to be seen. Jesus expressed his opinion by the 

statement: “It was a power, to observe without to be seen.” This kind of eclipse to the 

subject who observe and enlightenment of the one who is observed, can be seen in 

Rosa’s works and in Andonovski’s works as well, with a single difference that the 

issue of the observer and the observed in Andonovski’s works, depends of a 

personal trauma of the main characters and it has close connection with the family’s 

topic, but even though Rosa touches very profound into the personal and very 

intimacy parts of each of the characters, he sees the surveillance as one of the tool 

to the regiment structure, used to attack the collective. While Rosa is interested in the 

characters that are observed, meanwhile Andonovski focuses to create the character 

of the observer, represented by his main heroines, Brigitte and Emma. In this case, 

the ”Surveillance spots” are exactly both of them, i.e. Emma’s eyes and Brigitte’s 

body. Emma permanently is “obscured” in some of the coffee bars, in some corner, in 

the shadow among other people.  Brigitte is hiding in her own sixty years old body. 

She is observing the main suspect in the case she is investigating as the judge. 

Brigitte hides herself in the comfortable position of the judge, and the right of 

surveillance in the Courtroom, and the observation of the case as well, she uses both 

benefits for observing in favor of her own personal purposes and goals. Andonovski 

with the first written sentence announces to the readers Emma’s main preference: 

”Very much alike hunting steppe wind-hovers or some other kind of birds. Emma, a 

fifty-year old professor of literature, is following a man in attractive shoes.” 

Subsequently, he gives her physical description to the readers, comparing her 

to a big black bird – very much alike the predator. In the second part, Andonovski 

moves the narration of the story into the personality of the writer Nestor. He is 

followed by Emma because of his attractive shoes, but he is paranoiac about being 

followed by the government. The cause of this paranoia, comes from the 
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misinterpretation of his published novel. Accordingly this misinterpretation, the 

symbolic of the humpback aunt, which he is writing about in the novel, is the 

government that terrorizes the people, and the symbolic of the child in the same 

novel is the people tortured by the government. Likewise many interpreters consider 

that behind the system, which Kafka writes about, is actually hidden his father 

identity, Nestor uses his aunt as a curtain to write about the authority that gives him 

hard times. Nestor’s question is not concentrated on the issue how can his aunt 

appear to him after ten years of her dead, but what does she look for from him? This 

question reveals him back to his lonely childhood, which leads him to nausea that 

finally ends with paranoia. Even after, later at the stage, when paranoia gets a new 

direction, i.e. it is going to take roots from his later life, already as a writer, he would 

believe that he has been followed by the secret services of the government. Believing 

that everyone works against him, a new “revolutionary” idea will born in his mind, 

which purpose is to make them gone crazy. Very much similar to the Jesus’s moto, 

where the goal was that the fear should take the opposite side. His manner of the 

rise in rebellion becomes a kind of prove for his paranoia. Finally the story ends 

tragically. The regime that at any point had provoked the trauma of their parents, now 

incarcerates them both in two separate hotel rooms and the only thing that they can 

do is to listen in on each other. The followed one is also incarcerated with his own 

nausea likewise the one that follows. 

  Isaac Rosa leads the narration from the collective narrator’s point of view, 

which we, the readers, belong to either. In this story, the individuals‘ destinies match 

in one collective destiny: the time accelerates and goes back, the characters are 

shown so miniature as insects, like in an anthill. The characters are totally 

meaningless, they are out of the zoom, the view is rather from the bird’s perspective, 

where from it could be better seen the whole. The whole is the main character of this 

novel. In the parts “It is being shot”, is completely contrary. Here the surveillance is 

pretty much more intimacy and it refers to only one man, the one who sits in front of 

the personal computer. “The camera” is not focus towards the whole, but towards the 

individual, the shots are narrowed into one man, the focus is also narrowed and is 

directed in only one thing or one person. The narration by its self is a surveillance. 

Josef Kafka in “The Trial” faces literally with the regime that enters into his room, 

finding a shelter in his home in an intrusive way. Such a “violent acting” changes a 

man. For first time the peace in the room is interrupted by the police. The entrance of 
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the police into the man’s home is a metaphorical entrance into the man’s life and his 

intimacy. There is other point of view in this telling, instead of the patronizing 

behavior of our Father who wants to observe us and to punish us and instead to have 

fear of his violent entrance in our room, why don’t we turn the camera on towards his 

sinfulness and imperfection? 

 Kafka because of the impossibility to be accepted in the world of his own 

father, feels loneliness in his own world. To him and his characters the whole world is 

a theatre with some kind of a hidden audience. Paranoiac feeling that the whole 

world is in а conspiracy. In order to avoid this paranoia Josef K. does everything to 

find out how the system functions, as the same way Kafka was trying to find out the 

function of the Father. Meanwhile the characters of “The Dark Room” declare war, 

because it seems that they perfectly understand the regime methods. Kafka even in 

“The Judgement” still believes that he is guilty in front of the dominant father, that’s 

why he obeys his punishment to drown himself in the river. Opposite this case, here 

the verdict must fall onto those who has proclaimed it so far. In the part “Messages” 

from the second novel of Andonovski, Brigitte receive messages without a sender, 

behind which she believes is hidden her main suspect person. That’s why, during the 

trial she constantly looks for signs from his part that will be prove for his passion, 

signs that he perceives her, signs that he longs for her. Believing that she knows the 

identity of the messages‘ sender she is falling in agony. But very similar to Nestor, 

who talks to himself likewise Brigitte communicates with herself. She is the sender of 

the messages. 

 The schedule into the dark room (in fact there is no schedule in it) disables the 

use of the surveillance equipment. The ideal thing of the darkness, and on the other 

hand the horror as well, is disabling the appearance of the anxiety that rise up when 

the person can be seen. This fact, by itself, gives to the participants the desired 

freedom and the right of choice, not only in the regimes borders and other people, 

but liberty and a choice to the individual as well. The cuts of electric current supply 

and the obscured of the room is a rebellion and the separation from the global world 

paranoid awareness that we can be seen, weak and imperfect as we are in the real 

life with our sexual desires and needs. The obscurity suddenly becomes the most 

protected place in the world. Because we are electric energy addicts, we depend on 

it, this symbolical exclusion of the characters, as they are home equipment and tools, 

makes them invisible, unconnected to the network, almost as they do not even exist. 
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2. Fear 
The main Jesus’s moto is the fear to change the side. And the characters from the 

“The Dark Room” are in a constant fright. They are scared of the job, the fight for 

survival, the parent, the partner… For them the life as whole is a fright, aroused by 

the government and the culture. The system of measures that the authorities use, is 

an attempt to break them down and learn them to a discipline. The characters, 

experimentally, are situated outside their everyday work that is attached to their 

identities. In their improvised room there is no an employer, neither surveillance, they 

are completely free of culture and the society’s rules and norms. For Sonja the dark 

room is going to stop with accomplishment of its function at the moment when she 

will perceive a rat in the street, very close to the dark room. The fear from the rat that 

may interrupt the tranquility in the room, has already break up her own inner peace. 

Rosa ’ s comment is that he does not see anything unusual in her fright of rats 

because the people are the ones who are the intruders, and the basement where 

they live is rats’ natural habitat. Thus their smuggling and hiding into the basement is 

something that is unnatural for the human being. “The Dark Room” turns into black 

box for Eva where she tries to take her own life. The person who found Eva at the 

moment of suicide is me, the reader. Ever since the “I “ has had a fear of darkness. 

 “Who could have supposed that the dark room would have turned into the 

hiding shelter?” While the characters throw themselves into the orgiastic behavior 

that promises them forgetfulness, Sylvia and Jesus are in the role of their inner 

rational voice, their subconscious in the darkness of their thoughts, the voice that 

yowls because something ought to be done. Both of them use the room for the 

activist purposes. They are calling them now to get out of the darkness’ s shadow of 

the hole and if they switched off the light at some point in the past as a sign of revolt, 

now they should return back to the light and to fight. The dark room is no longer a 

place to hide from the fear, but it is rather a place where Sylvia and Jesus are 

alarming the others to fight against the fear, i.e. fear must change the side. 

“A good general, must be first a general at home, and then in the whole 

country.“ Emma, Andonovski’s character, and her mother are a part of the military 

regime for the father who looks at the family like a model building. Failing to 

accomplish his heroic dead, he is left to act a child in his daughter’s arms, and she 

can’t bear his tears now as he couldn’t hers in the past. But still the father’s dead 
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hasn’t reached the ultimate point! That’s why, she loves the best moments when the 

father sleeps. If he can’t be general anymore, it is better he doesn’t exist. Even 

though she wants his physical absence, she looks for his authoritative presence in 

the well cleaned shoe. Likewise the sense of his life is to be a general, the sense of 

Emma’s life is to have a general. She follows new men in authoritative shoes the 

same way she has been following the general in her life: “She does not have a spirit 

of a leader, she has a spirit of a subordinate, a spirit of a slave.” Very similar to 

Emma’s story is the one of Lola, one of the many characters in “The Dark Room”. 

She looks after her old and sick father who suffers from dementia. Lola wants to get 

rid of him and she gets the desire to suffocate him with a pillow during his sleep. But 

at the same time she is aware that father still owns the same physical power from the 

youth and if she tries to attack him “those arms could embrace her body, reject the 

pressure, hit her and even strangle her.” Father’s strength is still present. 

Emma and Brigitte need their father to tell them what to do (Emma) or to tell 

them that they are pretty (Brigitte). Brigitte is sexually turned on by the feeling of fear. 

The other side of her fear is the passion. In her dream she finds herself into closed 

space (ZOO, prison) and at first sight she sees a tiger in the cage, and afterwards the 

tiger becomes a man in the prison cell. For the whole dream she is feeling a panic 

fear because she has found herself in the situation from which there is no escape, 

and the man that is strangle her suddenly turns into a jellyfish. While she is having 

the dream she feels uncomfortability, but at the moment of awakening she feels 

extreme pleasure. Nestor is permanently in an incarcerated state. The censorship of 

his work is a censorship of his freedom and it passes towards suffocation and mental 

closure that ends up with physical isolation. He is mentally paralyzed finding himself 

between two severe instances: the authority of his aunt and that one of the 

government. His speech is forbidden, he is not allowed to express himself, but like a 

small child he is forced to keep his mouth shut from both of his parents. Perhaps the 

biggest fear of all to the characters is not to reveal personal phobia in front of the 

others. The government in the novels chills the characters to the bone, and the only 

thing that they can do is to blow into yogurt. 

From Jasna Koteska’s point of view, Kafka ‘s characters are terrorists: “The 

terrorism, we believe, relies on the subject about The son and his systematic anxiety. 

The decision of Samsa to turn himself into the bug has very much with his wish to 

prostitute the capitalistic idea: never leave yourself without anything to do. His 
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strategy is the metamorphosis, and his final goal is to ruin the system.” In the 

struggle against the government, Jesus and the rest of the characters use the 

powerful weapon- the surveillance, with the idea to shift the fear’s side, and transfer it 

to the opposite. At this point they become everything that they hate from the opposite 

side, i.e. The other, they now have the role of the observers. As they in the dark 

room, in a sort of way, mock the idea about the human being to be the sole employed 

creature, so their activities are illegal. The government is unhuman because it is 

against human nature. The government is Father whose Sons wish his dead. 

Because the idea for struggle against imposed authority is pretty much new and 

suspicious, instead of making the decision whether to fight or restrain from it, the 

majority of characters chose immediate dead. The hiding into the dark room seems 

almost like the child’s hiding that runs away from its father. Adolescent slamming and 

closing the door, hiding from the authority and making the decision not to confront it. 

 

4. Passion 
The obsession by the attractive shoes, that Emma feels, attaches her to her father 

“who always reminds her that the shoes are the reflection of the person’s character.” 

Because of this sole gesture of love towards her and the way he expresses his 

emotions through the shoes as an object, she must carefully clean them. That’s why 

Emma’s look has had the direction towards down ever since her childhood. The ideal 

example for well cleaned shoes, according her father, and afterwards according her 

either, is to see your reflection like in the mirror in them. This mirror looking into the 

shoes surface reminds me of the myth about the Narciss who falls in love in his own 

reflection in the river. While Narciss gets his punishment from the nature, Emma 

seems to have being trapped by the object, the shoe, where she is trying to find 

herself. Kristeva writes about the depression like a hidden face of a Narciss: against 

the love idealization there is a shadow above the self-being and the lost of “the 

necessary other”. That way, the observation through the mazes of the city represents 

searching for the self-being. But on the other hand especially that compulsory object, 

the shoe is the represent of her greatest enemy, her contradictory and an item of her 

detestation.  

The memory about the Father-Giant remains for a long time in Emma’s 

subconscious and it has its reflection into her manner to choose a man and 

incapability to fulfill her passion into love. Eye contact would mean to familiarize 
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herself with the potential partner and making a kind of relationship, but she is always 

restraint from the eye contact with the person whose shoes she is observing. Then 

when finally she will look at the Nestor’s eyes, that will be a fatal end for him. Emma 

is never going to learn to look up, in the eyes, but she is going to leave with his shoes 

as a kind of a trophy for the persistent passion. Thus she is attempting to convince 

herself that her father is still a giant, and not a disabled person. Emma’s passion 

transforms into a mania. Contrary to her, Brigitte’s passion transforms to agony, she 

measures the time for the next encounter with XX. 

From the medical point of view the body is a corpse, writes Baudrillard, for the 

religion it is an animal, a source of instinct and fertilization, then the body is a grave 

followed by resurrection. According the system of political economy, the model of a 

perfect body is an asexual robot that works in a favor of the productive process. He 

adds that the strangest fact is the meaninglessness of the body apart of these 

models that are formed by different systems and give to the body some purposes 

and goal. The way characters recognize themselves into the darkness is by touching 

to the other. Thus they create their own order, sign language and messages for 

recognizing, which are more primitive and more animal by their nature. To find out 

who stands opposite them, they should touch, smell, feel, taste and even to kiss the 

person. Rosa writes: “As we developed increased closeness using the forms, scent 

and ways of behaving towards the others, outside we turned into strangers, or some 

other kind of acquaintances, because the codes for identification were changing 

under the daylights…” The sight and the voice remain in the frame of apparent 

acquaintance. Rosa treats the body as a complete different model and takes it out of 

the previously mentioned system contexts.  

The vow for silent in the dark room suddenly is interrupted by someone’s 

scream. Who was the first that screamed, it doesn’t matter. It could have been Olga, 

Andreas, Serghio… The scream is one of the biggest topics in the existentialism. For 

example, the Edvard Munch’s painting The Scream and the lonely man with his 

scream of anxiety. Now it seems like that scream from long ago is coming back, and 

it does not recognize neither age, neither sex, a scream that may affects anyone. An 

interesting thesis is given by Margaret Everton and she named her “Primal Scream”. 

She writes about the scream as the primal mean for surviving of those the most 

loudly people at the time of the primates. Survival of the one that screams and the 

one that listens and their intention to warn the others on cautiousness. But further 
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she explains that the scream had lost its role and meaning after the cave days. She 

gave as example the movie “Psycho”. In the well-known scene from the movie, the 

actress is screaming for help in the bathroom, but nobody runs to help her because 

there is nobody to hear her scream for help. According Everton, nowadays the 

scream is only used as a cinematographic inside joke. The scream returns into the 

room because the person that performs the screaming knows that there someone will 

hear to his scream. His screaming finally, likewise the cave days, gets its meaning 

and has a sense. Even in this room slowly, it begins to appear a kind of order that 

relies on symbols and signs, which seems to be a very interesting fact. This system 

of signs is arranged between two lovers in daylight, in order to be respected inside 

the room, when enter the room. Also finding her own/his own place is very similar to 

the ancient separation from the horde and finding their own house. 

 

5. Passion for the revolution  
Isaac is pessimistic, he destroys the ideal for liberty that has already been put under 

question mark and it is terribly suspicious. But if the question is whether we should 

fight or not, then his message is: whatever, we should do it. Moreover, he calls on 

radical behavior which it seems we are not yet prepared for. The building of the dark 

room is the transit towards the state where there is no need for a room. For Rosa the 

activism is reduced to the “anger from silk and struggle with pillows.“ He writes about 

period of time when the everyday life without fear and nausea is very doubtful and 

almost unrealistic, and thus every guerilla action is just a silk combat. The novel 

begins with the sentence: “Do not stand over there”. Although I accused him 

previously for being pessimistic, this time I must confess his optimistic moto. Without 

reading the following lines, the beginning is a sort of provocation that calls us to 

move forward or to change the place where we are. Further, the reader understands 

the call for moving in the room, with given instructions, until the moment when slowly 

he is sucked into the darkness and the space that are the main topics to the work. 

During the narration in the novel, through the character of Jesus, the writer insist on a 

new way of moving: getting out of the room. Suddenly the hiding into the room 

becomes a childhood rebellion. The end of the novel is announced by the daylight as 

something destructive, something hostile, the authoritative parents’ eyes that open 

the door and expect answers to their questions. 
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The idea of world salvation unexpectedly becomes passion for ones and phobia 

for the others. Rosa writes about dark rooms on the internet, i.e. the hacking forums 

where it begins to appear, although very slowly, the new kind of a revolution. With his 

writings about hacking and its activities, he opens the question about the heroic 

needs. To save the world, is that a need connected with the self-being or rather a 

need linked with individual’s ideals? Andonovski in “Eyes with shoes’ color”, begins 

his writing with the revolutionary Aco Karamanov’s quotation. “Look, my eyes have 

shiny reflection on your polished shoes.” Although Karamanav speaks to his beloved 

one, this quotation has also a sociological connotation. As character-revolutionary, 

despite the fact that Karamanov loves those shoes, the person that wears them, at 

the same time he despises them. This detestation comes from the fact that his shoes 

are not polished like hers, but for that his eyes… Andonovski and Rosa both agree in 

the conclusion that the revolution is impossible. Our generation is not prepared, 

hasn’t got memory, neither experience to accomplish it. We do not know how to 

resist and that’s our failure. So, while Emma is after Nestor because he reminds her 

to her father, the former general, Nestor runs away from her because she reminds 

him to his humpback aunt. All of a sudden Skopje becomes a playground of a 

anguishted game, in which children, traumatized from elderly system, take part. 

 

5. What to do? Where to go? 
Whose was the suggestion about making the dark room? It doesn’t matter, whoever, 

everyone. The dark room is a kind of symbolic interphase for the characters which 

one they use for the rest from their obligations of making decisions and thus gives 

them a space for meditation and pause. This mezzanine represents a sort of 

meditation that cut them out of the external everyday world. The dark room protects 

from every kind of the unwished interpretation, protects from paranoia, from fear. For 

Emma the comfortability is the well cleaned shoes. As a character-observer, Emma 

all the comfortability finds in the darkness of the obscured corners in the city. For 

Brigitte, all her comfort and imaginary world are the messages that she is hiding from 

others. The darkness is the pleasure, the darkness makes them feel close to the 

others, it is the one that asks for a direct approach, opposite lightness and its codes 

that makes us unsecured in a sort of way.  

Andonovski’s anguish is related to the parents, it attacks the stomach, organs 

and physical body, which result in vomiting and paralyzing the whole body. This 
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makes a feeling of claustrophobia, impatience towards the own body and terrible 

feeling of nausea because they can’t run away from it. Anguish feeds with pills for 

tranquility and it’s close friend with the feeling of guilt. To the characters of “The Dark 

Room” are prescribed the pills to help them with the anxiety.  They are thrown in 

some kind of administrative labyrinth: they are employed, got the promotion, travel, 

move from place to place, build houses, grow up, make their own families, buy 

another house, go to parties, run to elite dinners, meet new business-partners, buy 

the independence in the administrative jobs with some seals and a bunch of papers. 

And they do not have time for the dark room. Then they come back from the big 

journeys and migration, they are fired from their jobs, they are pushed aside, and feel 

enormous unhappiness because of unused potential they own, become frustrated 

and have panic attacks. Then they return back to the dark room. Whenever they are 

far from the culture and society then they become closer to the room.  

 “Those are faces with too much roughness, tiredness and exhaustion”, 

obsessed with present problems and needs of the contemporary man, but at the 

same time they show anxiety about the future life. They are stuck in their own nausea 

that is gathered in their souls, but it seems there is no escape from it. They are lock 

in the labyrinth of the Anguish. Moving to a new place for Sartre was a sign of 

salvation, very close to the romantic ideal to run away to the country and in nature, 

but now when it seems that the nausea is everywhere and she becomes even a state 

equipment, it seems there is no escape. That’s why instead unnecessary fight with 

the labyrinth, all they need is one room and shut down from that tormenting world. 

The migration here becomes limited, internal and it is a privilege for limited circle of 

friends. So steps backwards and steps inwards. 
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The oral tradition of the South Slavic cultural space is full of examples of the 

coexistence and intermingling of animals and man. The snake is one of the most 

common folkloric motifs not only in Slavic mythology and oral literature, but is also to 

be found in ancient, biblical, Indian, Jewish and many other mythologies and 

literatures. Christianity has only retained the negative connotations of the snake: the 

snake embodies Satan and caused Eve to sin. For psychoanalysis, the snake 

embodies the inferior psyche, dark psychism, which is incomprehensible and 

mysterious. This paper explores the symbolic and archetypal potential of snakes in 

two literary texts: Nazor's short story “The Snake” (published in 1927 in the short 

story collection Stories from the Island, the City and the Mountain) and Andric's short 

story“ The Snake” (from the short story collection Children, published in 1967). The 

analysis will show that Nazor and Andric not only share the same title for the short 

story, but they are both well aware of the symbolic and semantic potential of their 

animal protagonist, the snake, and of the Western canon symbolism of the snake: 

evil.  

 

Keywords: Andric, Nazor, short stories, snake, symbolic potential.  
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1. Introduction  
The oral tradition of the South Slavic cultural space is full of examples of coexistence 

and the intermingling of animals and man. The snake is one of the most common 

folkloric motifs not only in Slavic mythology and oral literature, but also in ancient, 

biblical, Indian, Jewish and many other mythologies and literatures. Greek thought, 

as well as Egyptian, do not attack the snake-like creature that will bring the cosmos 

back into a state of chaos. On the contrary, since it is the reverse side of the spirit, 

the bringer of life, the inspirer, they accept and even praise it. For this reason, all the 

great nature goddesses, goddess-mothers have the characteristic snake (Ghavalier 

and Gheerbr 2009, 1106-1107). Like man, but in the opposite direction, the snake is 

different from all the other animals. Just like man finds himself at the end of a long 

genetic effort, this cold, furlessand featherless creature must be placed at the 

beginning of the same. In this sense, man and the snake are opposites, 

complementary enemies. In the same sense, man has something of the snake, 

especially in the part that is least controlled by his mind.  Psychoanalytic theory 

states that the snake is a vertebrate which embodies the inferior psyche, dark 

psychism, something that is rare, incomprehensible, mysterious (Ghavalier and 

Gheerbr 2009, 1101). Christianity hasretained only the negative and evil aspect of 

snakes. It is, after all, the snake that persuaded Eve to sin.  

 

2. Andric's “Snake” 
Andrić, in the short story “The Snake” from the short story collection Children (1967), 

portrays one of hispermanent preoccupations–the relationship between opposing 

civilization and cultural codes, one belonging to the European West, and the other to 

the "wild unknown parts of Bosnia" or the East. The narrative backbone of the short 

story is very simple.  General Radakovic’s family (father, mother, two daughters and 

a son) is traveling from Sarajevo to Visegrad. His daughters, Amelia and Agatha, and 

the coach driver are traveling in the first coach. The two sisters are separated from 

the rest of the family which allows them to communicate intimately. The reader learns 

the sisters’essential character traits from their names. The older Agatha is associated 

with Christian tradition and has a nickname, Caritas. Whilst the younger is prone to 

melancholy and nicknamed Ophelia. The older sister Agatha is consoling the 

younger who is in emotional turmoilon account of unrequited love. The two girls 

interrupt their journey at one point to help a Bosnian girl who was bitten by a 
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snake. Agatha takes over the role of healer from the village charm healer Smilja the 

Serbian. The failed ritual healing is contrasted with Agatha’s successful treatment 

(Agatha applied a tourniquet to the girls’ legs and gave her alcohol). Agatha's 

treatment is an expression of modern Western, empiricist and rational 

consciousness. Once the assistance has been provided, the girls continue their 

journey. As the story continues, the psychological situation changes because the 

younger sister consoles Agatha who is very shaken by what they have seen and 

experienced.  

The sisters and their coachman are foreigners who have a special meaning and 

function in the short story. With respect to civilization and culture, they belong to a 

Central European style of living and thinking, and the characters from the Bosnian 

midst belong to an almost nameless place, and are themselves anonymous, in 

anarchaic, almost mythical, code.  

An extremely important female character in the novel is Smilja the Serbian, the 

fortune teller and charm healer for the entire region. This is a person from the world 

of magic and myth, from the edge of reality, who functions as a healer with 

emphasized traditional elements.  

 
The charm healer was known as Smilja the Serbian. A ruddy, powerfully built woman 

with big dark eyes, she was the healer and fortune teller for that entire region. The 

sudden appearance of the two foreign ladies did not disconcert her in the least. She 

went about her ministrations with perfect composure, yet also with a total 

concentration that brought to her features the calm and compassionate expression 

seen on the faces of good doctors (Andrić 2009, 472). 

 

During the healing ritual, Smilja uses incantations1 and "snake herbs" as the material 

aspect of healing. The charm healing occurs in the following way:  

																																																													
1Incantations belong to magic literature. The older the incantation, the more pronounced the mythical elements 
are. Mythical and religious elements are interwoven in newer incantations. Existing poetic data indicates that 
they predate Christianity and many manuscripts originate in the Middle Ages. With the onset of Christianity 
their circulation did not wane, but rather a new rhetorical component of persuasion was added, hence 
incantations with a rhetorical argument transferred from Christianity are not a rarity. Incantations were cast 
against evil demons, evil spirits and infirmities, for physical and mental health, against insomnia, fear, 
convulsions, dizziness, etc., and most often against nightmares and curses. Many incantations have been 
recorded against curses. They are a form of possession which results from the gaze of an evil eye, wonder and 
praise. Young organisms, both human and animal, are particularly susceptible to curses. Even today the folk 
believe that if a newborn baby is praised or wondered over, the words “ne ureklo se” [not wishing to jinx the 
child]. This is in no way unexpected because man fears for what is dearest and most precious to him. In addition, 
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Calm and unruffled, she was gazingat the wound as if it were some secret 

text. From time to time she would trace, with the long thumbnail ofher right hand, a 

wavy line around the wound resembling a spiral thunderbolt that was supposed to 

represent the broken black stripe on a snake’s back. In a low but steady voice, she 

recited some verses in which it was possible occasionally to make out the rhymes, 

but the rest of which was lost in a prayerful whisper. Then, lifting her head and 

rocking over the wound, she recited in an undertone: 

 
Early on Sunday Lena made her way 

to the meadow for a sheaf of hay. 

In the hay a yellow snake 

bit Lena and made her cry, 

Her mother tried to soothe her: 

‘Little Lena, fear no harm, 

your mother will find a charm: 

Milk from the wild doe yonder 

and apple milk to seal the wonder.’ 

 

This was followed by a rhythmical chanting of jumbledand meaningless 

gutturals, punctuated by a solemn blowing of her breath first directly into the wound, 

then into the distance, and finally in all four directions of the compass. When it was 

finished, the sorceress calmly rose to her feet, as though all were now in the best 

possible order, and began to untie the knotted end of a short towel and take out some 

dried snake herbs that were to be wetted with saliva and then applied to the wound 
(Andrić 2009, 473-4). 

 

For a moment, the fear of snakes merges two worlds (the mythical and historical) in 

an attempt to gain knowledge of human tragedy. Andric connects two world views 

belonging to two civilizational codes: the mythic/archetypal and the 

historical/modern.2 

																																																																																																																																																																																														
the folk claim that more people have gone into the ground from the evil eye and curses than disease should not 
be taken lightly. Ill-wishes/curses are discarded far away from people, where no one live sand nothing 
exists. Incantations can be either in verse or prose.  When they are in prose the sentence is rhythmic, as is the 
case with incantations against insomnia.The rhythm of the incantation is usually slow but audible and clear. This 
type of incantation is called a quiet prayer or whisper, and in order to be effective, nostranger or enemy is 
allowed to hear it and misuse it.	
2Cf. Borislav Pavlovski, “Aktualizacija mita o zmiji ili: „Zar vredi zbog Bosne plakati?,”Kulturni bestijarij, I. 
dio, Institut za etnologiju i folkloristiku (Zagreb, Hrvatska sveučilišna naklada, 2007), 520. 
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In Andric's short story, the snake is the primeval, the wild, the enigmatic that 

attracts foreigners, but confuses and scares those in Bosnia. Masterfully, Andric used 

the archetypal and symbolic potential of the snake to once again depict Bosnia and 

the gap between East and West. The snake is the evil he constantly deals with in his 

short stories. From the short story “Mustafa Magyar” the reiterated idea that "the 

world [is] full of evil-doers"full of evil, permeates Andric's work as a leitmotif. In A 

Conversation with Goya, Andric wrote that one cannot know why evil exists in the 

world because everything that exists bears no sense and no reason. Andric varied 

the comprehensiveness and "causelessness of evil" in his work, and he constantly 

offered examples of new, convincing evidence. In Andric’s works we can talk of the 

asymmetrical arrangement of good and evil, and this is evident in favor of the latter 

principle, to which one of his favorite characters, brother Peter, attests: “When I was 

in exile in Asia Minor, I had seen all sorts of wonders and saw evil and good. More 

evil than good, for there is a little less good under the skies under which we live” 

(Andrić 2013, 95-96). 

When Amelia cries of helplessness, her sadness is intensified by Bosnia even more: 

“…she broke down and started to cry. In the middle of that sun-baked plain, sketchily 

edged by blue mountains in the distance, heranguish sounded even more distressing 

and hopeless than usual” (Andrić 2009, 470). In Bosnia, evil cannot be stopped, but it 

exponentially expands and multiplies: “This plight seemed to be beyond anyone’s 

grasp and intervention” (Andrić 2009, 475). Faced with the magnitude of evil in 

Bosnia,which they can neither understand or stop, the girls leave the tragic backdrop 

with the same attitude most foreigners adopt towards Bosnia in Andric's works: 

“Bosnia isn’t worth crying about” (Andrić 2009, 483). 

 
3. Nazor's “Snake” 
Nazor himself characterizes the first period of his work as pagan, mythical and 

nationalistic. At that time he was attracted to myth and legend. In some neorealist 

short stories from Nazor’s childhood, reality and imagination emerge as a literary 

reality. One could say that this is a standard feature of Nazor’s works: it makes 

manifest a fundamental thread of the poet's world in which the mystical and religious, 

often rendered figuratively through legend and symbol, are an integral part of life 

(Šimundža 2004, 233). 
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This period includes the short story “The Snake”(published in 1927 in the short story 

collection Stories from the Island, the City and the Mountain). Once again, the plot of 

the short story is very simple. Nazor evokes a distant memory from his childhood in 

Dalmatia of a snake he saw in the yard of his grandparents’ house one spring. The 

short story interweaves oral tales and traditional beliefs about the snake with 

autobiographical elements. When the boy sees the snake in the yard, he thinks: “I 

had already heard from someone that the gaze of a snake hypnotizes, but I didn't feel 

anything at all” (Nazor 2006, 502).3 Ethnography claimed that snakes have the 

alleged ability to hypnotize. Ethnography also recorded a great dread of snakes 

which sought their victims among people and other animals, such as birds, and 

hypnotized them and dragged them off as prey (Grbić 2007, 230). 

The short story clearly juxtaposes the child's view of the world and life with that 

of adults, but it also juxtaposes the mythical or pagan and Christian modes. The boy 

is fascinated by the snake and considers it good, unlike the other members of the 

household, for whom the snake, from a Christian perspective, can only be the 

embodiment of evil. It appears just before Easter and it is necessary to kill it before 

Easter because the snake forebodes evil and death.  

The only one who is not afraid of snakes is the old, half-gray, thin Navdar Šalta 

who lives a solitary, hermit’s life taking care of the livestock. The short story never 

reveals his origins; it could even be Indian.4 He, like Andric’s Smilja the Serbian, 

belongs to the mythical and archetypal. He is not afraid of snakes, he feeds them 

meat and milk, and has tamed some. He plays a pipe for them, summoning 

them. The other household members comment that this is "witchcraft", "štigarije".5 

Feeling that the boy has the ability to connect with nature and animals, he gives him 

the most valuable thing there: his pipe. The short story clearly expresses Nazor’s 

pantheism from the first phase of his work.  

There, a jet of water is spilling into the puddle. Everything is babbling and 

bubbling.  Birds perched on branches are singing. Trees are moving in the wind and 

their leaves are sighing deeply. I am no longer in the corner of the old yard covered 

																																																													
3 English translation for this work through out the text provided by dr. sc. Anđelka Raguž. 
4In India, the ascetic beggar (bhikshu), is usually a member of amonastic order. Fakirs are most often Hindus, 
but they also exist in other Indian communities; they have there putation of being "saints" and "God's 
people". Some fakirs live the strict monastic life, undergoing various forms of asceticism. Others are a type of 
travelling "miracle worker" who often earn a living by conjuring (insensitivity to fire and wounds, stopping 
breathing and heart rate, prolonged fasting, hovering in the air, hypnotizing snakes). 
5In Dalmatia and Istria, "striga" is the term used to denote a witch. 
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in stone tiles.  Everything around me has widened and changed. The house has 

transformed into a wood, the yard into a green meadow. The wall is a flowery fence. 

The two stone water troughs are two lakes full of clear water. And I can hear the buzz 

of insects, the chirping of birds. Instruments are playing on their own. My child's 

breath has turned into the babbling of the wood, in the bubbling of the waters, in the 

blowing of the happy breezes. I can play now too. Like Nadvar Salta. Better, more 

beautifully than Navdar; for my desire is greater than his; for my foreboding even now 

is climbing to new heights. I can sense blurrily that something is being revealed to me 

and that something is happening to me which will never leave me again (Nazor 2006, 

509). 

A restless southerner, sensitive and fickle, Nazor passed through life with his soul in 

the palm of his hand and his heart on his tongue. A born visionary-mystic and mystic-

pagan and Christian at the same time, he constantly wavered between his inherent 

Dionysian tendencies and learnt virtues (Šimundža 2004, 219).  

Once, the boy managed to save a snake from being killed by the household 

members. However, he breaks his arm, which the others see as a clear sign of evil 

associated with the snake. Although the household is Christian, they call the fortune 

teller/healer to heal him. Just like Andric's Smilja, Nazor’s healer is an outsider, 

someone who belongs to another mythic mode. She was not born in the village, and 

spoke as if she had recently lived inland, somewhere amongst the Vlachs. They 

called her "štriga", a witch and gypsy. 

 
She was an old woman with a light, quick step. Her forehead was full of wrinkles, but 

eyes were round and lively; her front teeth still healthy; something open and bold on 

her whole face. She wasn’t born in this village, and she spoke as if she had recently 

lived inland, somewhere amongst Vlachs. She charmed, removed curses, told 

fortunes, bled, healed with herbs and fixed fractured and dislocated bones. They 

called her the witch or the gypsy. When they needed her, they just called her the Old 

One (Nazor 2006, 513). 

 

While adjusting the boy’s arm, she tells him stories about the snake so that he 

forgets the pain. From her perspective, snakes are not stigmatized, but could be 

fantastic creatures, the cursed daughters of a king. For the fortune teller, the snake is 

also lucky because her view of the world does not spring from the Christian 
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mode. She tells the boy’s mother that she should not worry about him and reads his 

palm, which is another trait the rural healer possessed. But while the boy is sick, one 

of the household kills the snake just before Easter (whereby the Christian mode 

prevails). For the boy, on the other hand, it seems they have killed his luck.  

 

4. Conclusion  
Both Andric and Nazor are well aware of the symbolic and semantic potential of their 

animal protagonist in their respective short stories - the snake. They are aware of the 

snake as a symbol of evil in the western cannon. In both short stories, the realistic 

narrative is intertwined with the mythical and fantastic, which is achieved through the 

introduction of characters in the mythical archetypal modes (Smilja the Serbian, 

Navdar Šalta, fortune teller/healer), the process of charm healing, healing, divination, 

all originating from the mythical corpus. In both short stories, the two modes are 

juxtaposed: the Western/Christian and the mythical, archetypal or pagan in the 

eternal struggle between good and evil. 
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The article Kierkegaard on Farce deals with the question of farce in the works of the Danish 

philosopher and the father of existentialism, Søren Kierkegaard (1813-1855), most notably in his 

work Repetition (1843). It proposes that Kierkegaard saw farce as a powerful tool to question not 

only performativity, the nature of movements, the repetition, and the uniformity, but also the very 

foundations of our symbolic order. 
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1. Dual Nature of the Social Order 
In 1840s Kierkegaard developed the idea that humans cannot even be sure if they 

believe at all. Ultimately they only believe that they believe.  

Kierkegaard noticed the strange power of performativity in religious practices. 

Something strange happens when religion materializes, as it regularly sort of appears as 

a form of theater, or performance, or Posse (“I perform that I believe, therefore I 

believe”). Such performativity seems to be imbedded in social reality as well. 

																																																													
1 The text is an excerpt from the book: Jasna Koteska, Kierkegaard on Consumerism, The Aesthetical, the Ethical, 
and the Religious Reading, Kierkegaard Circle, University of Toronto and Central European Research Institute Soren 
Kierkegaard, Ljubljana, 2016, ISBN 978-1-988129-02-0  
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Kierkegaard noticed that the social order, that maintains social harmony, is based on the 

dual nature of the laws: there is one publicly articulated law, but behind it, as a shadow, 

there is always the opposite obscene “law”. For example, a person spits on the street 

when no one is looking, runs a red traffic light, etc., in other words, a person would 

violate the law here and there, not as an act of resistance to the community, but 

paradoxically, in the name of the desire for imaginary identification with the “communal 

spirit.” Notice how no one believes that a family man is sexually satisfied; he must find a 

lover to convince the community that he has finally started enjoying himself. Other 

examples are the paradoxes around liberal and conservative upbringing. In the film, 

American Pie (1999), by Paul Weitz, the father is trying very hard to introduce his son to 

the secrets of sex, but paradoxically the father’s obscene behaviour only instills a feeling 

of shame in the son and a desire to retreat. The father would actually help the son if he 

would most conservatively forbid him to date girls, to which the son would respond with 

resistance. Or recall the screenplay disaster of Emmanuelle 2 (1975), from the erotic 

series about Emmanuelle by Giacobetti that followed after the married couple agreed to 

live in an open marriage. Another example is the behaviour of the adulterers 

themselves. When they are caught in flagrant adultery, they deny it with all their might 

because they intuitively know that an admission of adultery is a more dramatic blow to 

the relationship than the act of adultery itself. “If he/she is ready to admit, that means 

that he/she really does not love me.” If there is no prohibition and everything is allowed, 

then paradoxically, nothing is allowed, as Kierkegaard wrote. The paradoxes of these 

types are based on the fact that order is ambivalent and sends out contradictory signals. 

In an ideological world a dual law is always in play - the visible one (the allowed) and the 

hidden one (the obscene). Where does this split in the law come from, why is the law 

split in two and why is one thing propagated and another “obeyed?” That is because the 

law is not all encompassing; laws are insufficient and can never cover all areas of 

permissions and offenses.  

The Russian formalist, Bakhtin, wrote extensively about the essence of carnivals, 

and the joy they incite is not to turn the world upside down, but that the world needs to 

empty itself, a periodical public acting out, liberating from the rigid signalization of the 

public law. Since ancient times, carnival celebrations saw men dressed up as women 
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and princes transformed into slaves; for that one night, all of them got a chance to free 

themselves from the meaningless roles imposed by and around sex and class. There is 

a story about Queen Elisabeth of Hungary, a gorgeous princess who, however, loved to 

publically humiliate herself. Carnival behaviour was an opportunity to relieve the tension 

of the “imposed” social categories and order, to “suspend the law.” And paradoxically, 

what holds the community together is not the publically declared law, but this violation of 

it.  

 
2. To Walk versus To Come Walking (Beckmann versus Chaplin) 
The first part of Repetition is almost entirely devoted to the issue of a farce. Kierkegaard 

used the word Posse (meaning dent or bump). Kierkegaard’s love of theater is well 

documented, but in Repetition he does not talk about just any theater, but about a 

specific genre. Farce is not an established canonic tragedy or comedy; it is a popular 

theater (as if by comparison, a philosopher today will write about a reality show). 

Kierkegaard left a detailed explanation about Berlin’s performances, and these parts of 

the book are explained in wonderful detail: he give advice about which are the best 

seats in the various balconies, what tickets for which boxes one should buy, discussing 

how the spectators from the audience look at each other, how their reactions differ, what 

kinds of gossips are being produced there, etc. And he explains his fundamental love of 

farce as follows: 

 

Since neither tragedy, nor comedy, nor satire will satisfy him, precisely because of their 

perfection, he returns to farce… In farce one does not know whether one should laugh or 

cry. The whole effect depends upon the mood of the observer. There is no one who has 

not been through a period when no richness of language, no passionate interjection, was 

sufficient, when no expression, no gesticulation was satisfactory, because nothing 

satisfied except the wildest spontaneous leaps and somersaults… To watch a farce is, 

for the sophisticated, like playing the lottery, only without the unpleasantness of winning 

money. Such uncertainty does not serve the ordinary theatergoing public… They like, 

therefore, to denigrate farce or look down on it contemptuously, which is the worse for 

them. A real theatergoing public generally has a certain narrow-minded seriousness... 

While in tragedy or comedy, one knows what to expect of the play, such prescience is 
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impossible with farce, because the same farce can leave two very different impressions, 

and what is strange is that it can be least effective when it is best performed. One 

cannot, therefore, trust the reviews of friends and neighbors and the newspapers 

concerning whether it was entertaining. That determination can be made only by the 

individual (Kierkegaard 2009, 26-28).  

 

Posse (farce) involves deformity, something that breaks the contour of things, it is a 

disruption of a continuity of the self. Kierkegaard was drawn to farce, to the question of 

performativity, and its potential for tearing apart the social tissue of reality. Since early in 

his life -- in 1838 already Kierkegaard drafted a philosophical comedy The Battle 

between the Old and New Soap-Cellars, his doctorate dissertation was about the 

concept of irony in Socrates, etc. And in his brilliant analysis of Kierkegaard’s Repetition, 

Samuel Weber says that Kierkegaard’s style throughout his books does not resemble 

the lyrical or the prose writing, as much as it resembles – a scenario! (Weber with Smith 

1996). His Repetition is staged as a theater, the arguments are given different voices, 

therefore the book, although it has consistency, as we said earlier, it does not 

necessarily have unity. That is because Kierkegaard experimented with the potential to 

break the book into many parts, to give voices to different characters in order to test the 

true meaning of repetition. 

And interestingly enough, Kierkegaard used farce once again to question the 

concept of the movement. Kierkegaard writes:  

 
In serious theatre one rarely sees an actor who can actually walk or stand well… [In 

farce, the actor] does not just walk, he comes walking.  To come walking is something 

completely different, and with this ingenious action he sets the whole scene… 

(Kierkegaard 2009, 32).  

 

Repetition opened with the movement Diogenes made to dismiss the school of Eleatics. 

And already on the next few pages, the book transforms into a complicated inquiry about 

the movement of a person in a farce. The character in a farce does not walk, but he 

comes walking, Kierkegaard says. What was so different about the way the famous 

German actor of that time, Beckmann, walks? Samuel Weber compares the walking of 
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Beckmann (as described in Kierkegaard) with that of Chaplin, because they both walk in 

a specific manner, and they both carry a small bundle on their shoulder. But their walk is 

not the same. Charlie Chaplin walks as someone who walks differently from others, he 

walks with exaggeration, with a stylization, in order to represents “a nobody” among the 

crowds of people, but he does not go down a path from which there is no return. In a 

farce, on the other hand, Beckmann comes not in the expected ways, even if this is 

calculated geometry, a performance, even if is a repetition, even when it is a simulation 

(Weber with Smith 1996). What is peculiar about Beckmann is that he shifts while 

walking: he shifts the registers of movements, he starts with incredible speed and then 

exaggerates slowness, or vice versa.  

But – and this is of crucial difference - Beckmann walks as if he is already 

leaving! He walks as if he is already going away. Kierkegaard was fascinated by this 

dual character of movement in a farce: the actors don’t just walk, they come walking. At 

the same time they walk not in order to arrive at some point, but they walk as if they are 

already leaving. “The figure is moving away from any kind of fixation”, writes Weber. 

What attracted Kierkegaard so much to farce was the fact that the figure loses its 

contours in a movement, it dissolves “in a bath of laughter”, as Weber writes.  

“In a bath of laugher” -- laughter is of a specific interest of Kierkegaard, and he is 

drawn to farce because one can never know if the particular performance will be 

entertaining or not, one has to allow oneself to be lost in the performance Kierkegaard: 

“No effect of a farce is brought about through irony, but through naivety. The spectator 

must therefore become involved as an individual with the spectacle” (Kierkegaard 2009, 

29). Today’s comedy (let’s call it “commercial comedy” or “consumerist comedy”), on the 

other hand, does not invoke losing oneself, but the other way around: the act of laughter 

is used to fix the self, to fix and uniform the audience. The laughter in the corporate 

comedy is an artificial laughter. The so-called “laugh track”, or “laughter track” were 

introduced in the American sitcoms in the 1950s. It consisted of a separate soundtrack 

for a recorded comedy show containing the sound of audience laughter, and it was first 

invented by the American sound engineer Charles Douglass. The mysterious “laff box” 

(the recorded laughs) were first incorporated in the American sitcom The Hank McCune 

Show in the 1950s, and it soon become “the only laugh game” in the industry of comedy. 
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Even prior the mechanization of the laughter, already Kafka criticized humor in the 

movies. The silent movies arrived in Prague before the First World War, and Kafka often 

went to the cinema. In one of his testimonies about the early silent American movies, 

Kafka writes: 

 

Chaplin is a technician. He’s man of a machine world, in which most of his fellow men no 

longer command the requisite emotional and mental equipment to make the life allotted 

to them really their own. They lack imagination. As a dental technician makes false teeth, 

so he manufactures aids to the imagination. That’s what his films are. That’s what films in 

general are (Janouch 2012, 159). 

 

“He manufactures aids to the imagination”, Kafka wrote, essentially the same thing 

which troubled Kierkegaard, why the superficiality of humor, how it came that humor 

began to be used for anesthetizing the audience? Kierkegaard’s love of farce, among 

other things, stemmed from the potentiality of the farce to dissolve, to suspend the false 

unity of the audience, of humanity. The hysterical laughter that farce produces does not 

stabilize the subject, does not unify the audience, but on the contrary, it deconstructs the 

audience as wholeness, it displays its false unity, and Kierkegaard in great details 

explained precisely how different parts of the audience react differently to performances 

of farce. Consumerist usage of humor, on the other hand, works completely in the 

opposite way, and one described by Kafka: as a technical tool for falsely manufacturing 

unity (A few years ago an interesting phenomena spread on the internet, as a small 

movement of ironically mocking the laughter in today’s advertising industry; it’s name: 

Women laughing alone with salads. There are several web sites dedicated to these 

phenomena, as ironic comments on today’s consumerism. They post advertisements of 

women with salads, and some of the comments read: “She finally achieved the perfect 

scoop of salad”, or women who are holding bowls of salads but are actually smiling at 

something else in the distance: “There is a really funny clown just out of the frame; he 

tells salad jokes), or: “Why would I socialize with the people at the party when I have my 

salad”, etc. In March 2014 a text “I Was a Woman Laughing Alone with a Salad, it’s 

Really Not that Funny” in The Guardian was published by Sarah Hartshorne where, 

inspired by the stock photography used by many advertising companies (Hartshorne 
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2014), she pointed to gender aspects of using advertisements to impose schizophrenic 

identities on women today (in this case used by the multi-million dollar industries of 

food), as they are forcing women to be multi-taskers: mothers, sex objects, consumers 

of food, etc. in short by using stereotypes they falsely fix the identities of their 

consumers. While, to come back to Kierkegaard - for him laughter (in farce) has a 

potential to do precisely the opposite, and what Weber calls “to die laughing” - farce 

forms a certain relation to death, death of a fixed image, and laugh precisely at this truth, 

that a person is not fixed; you lose yourself, but not in a negative sense. Being spaced 

out, losing one’s sense of self, the contours are erased, the sense of moving differently 

is introduced – this is why for Kierkegaard farce had a rare power as an art form that 

tells the truth about us as human beings. 

 
3. Gjentagelse and Consumerism 
In Danish the word “repetition” existed, but Kierkegaard instead used the word 

Gjentagelse - formed from the words gjen (with the meaning to begin) and tagelse (to 

take). The literal translation of Gjentagelse is: to take again. In Repetition Kierkegaard 

applauded the Danish language for coining the word of a philosophical importance:  

 
Repetition (gjentagelse) is a good Danish word, and I congratulate the Danish language 

for its contribution to philosophical terminology (Kierkegaard 2009, 18). 

 

Constantin Constantius experimented with what exactly means to take something again. 

Can a person achieve a profound happiness not by the occurrence of the new, not even 

by the occurrence of the same again (as in the Latin: repetition), but by the act of taking 

(the lost) from the past again. “Gjentagelse makes one happy because it suggests the 

possibility of recovering what has been lost, of overcoming the transience of time and 

ultimately, finitude”, Weber writes, and he makes a very important point about the 

repetition and consumerism: 

 
(Kierkegaard) takes an everyday trivial expression, such as ‘Hold on a second, I’ve 

forgotten something, I’d better go back and get it’. What could be more common, more 

banal: A slight inadvertence, ‘wait a minute, I’ll be right back’. It reminds me of the eternal 
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litany of American television, which interrupts its programs every few minutes with the 

admonition: ‘Stay with us, we’ll be right back after this message’. Only here, in 

Kierkegaard’s text, the ‘message’ is that we may not be right back, not even if we buy 

everything that Kierkegaard-Constantin is selling”... This is not so unfamiliar today: 

indeed it may very well be at the heart of what we call ‘consumerism’. But more 

generally, this sense that the most trivial details may be the tip of an iceberg consisting of 

a mass of things that we would prefer to ignore – this is also one of the leitmotifs of +ian 

psychoanalysis (Weber with Smith  1996). 

 

For the ideology of consumerism the importance of these lines is everlasting -- Weber 

introduces the idea that repetition and consumerism are closely linked: corporations are 

using repetition to promise that what humans are missing will be mediated, and they will 

be made complete again. But what if the primordial lack cannot be mediated? What if 

the fundamental lack is the natural state of humans? Even more dramatically, the 

ideological world is constructed in such a way that it does not let you forget that there is 

an initial, primal, primordial lack in the first place. The consumerist universe parasites 

precisely on this primordial lack, and it needs to announce it again and again: “Stay with 

us, we’ll be right back”. The shortage cannot be forgotten, the consumer has to be 

warned over and over again. I am coming to take it again. 

“Wait a second, I forgot something” in the language of TV commercials means 

precisely the opposite: they forget nothing, and they don’t allow the consumer to forget, 

as well. But when introducing the concept of repetition, Kierkegaard had something else 

in mind. His repetition was meant as a reminder of Plato’s idea that true meaning is 

stored in the past, and it can be rediscovered again by recollection, by the remembrance 

that we already posses the truth. But modern times already forgot the ancient concept 

that truth does not require effort that the subject already has all the resources it needs. 

The Kierkegaardian model is more pessimistic: we no longer have means of accessing 

truth, the Socratic model is no longer available for humans as they lost their faith, so 

they have to repeat the knowledge by means of repetition. The Ancient Greek model 

says that the salvation will come from remembering the past. The modern concept says 

that the recovery, if possible at all, will arrive only from the unknown future, through the 
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act of repetition. For Kierkegaard recollection is no longer possible; we have to replace it 

with repetition.  

Psychoanalysis treats repetition as a symptom of a kind: the reduction of tension 

happens only when we have something familiar, known, old, while the arrival of the new 

(unknown) always causes anxiety. A person discovers the situation which once gave 

her/him pleasure; when “re-discovered” anew the subject cherishes the state of 

repeatability, "now as always". But psychoanalysis also warns us that in repetition there 

is a certain refusal to recognize the past, and hence: time. During repetition, a person 

finds in the present what has been missed in the past. Psychoanalysis says that 

repetition is “remembering as a habit”, it is a habitual memory, which does not represent 

the past, but it sort of plays the past, or in Kierkegaardian terms, it performs the past, 

while at all times it remains the element of the present moment. When I remember, I 

remember what made a given scene different from others in the past. On the other 

hand, when I repeat something, I repeat a given situation, habit or image and am trying 

to find what makes the given scene similar to others. In other words, repetition is always 

a play of the same performance (Sedler 1983, 90). Time does not flow, and although 

repetition insists on the years that passed by, it does so in order to confirm that time is 

always already frozen.  

Kierkegaard was well aware of this time paradox and in Repetition he describes a 

scene when he arrives for the second time in the Berlin theater, but this time he fails to 

see the girl who was a frequent visitor. The performance is now awful, the narrator 

cannot find the previous peace and he concludes that repetition is impossible: pure 

repetition does not exist, what exists is the sadness of recollection. It is not possible to 

take everything back again! Here two more concepts related to repetition should be 

introduced: the Freud’s fort-da narration, and also the concept of uncanny, and we are 

leaving them for some other investigation.  
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The essay will explore the following questions: Why has this story been largely neglected? 

Why was it deemed a failure even in the studies where it wasn’t disregarded? Have the 

actions of the M. of M. been in focus much more than the situation that has led to their 

appearance in the first place? In regard to the questionnaire, why were most of the 

respondents convinced that the story expresses sympathy towards Atsheler?  

Such questions will be examined, first, examining previous research on the story; second, 

through the answers given in the questionnaire; and, third, through a close analysis of the 

story. 

 

Keywords: London, dystopian fiction 

 

 

1. Introduction 
During his lifetime Jack London gained worldwide fame with his stories and some of 

his novels (above all The Call of the Wilde). Many subsequent critics (Pizer, Cain, 

Ward) have discussed various aspects of his works, analyzing his stories and novels, 

but also emphasizing both their positive as well as their negative characteristics. 

London was criticized, among other things, for superficiality, uneven artistry, 

unrefined style, supporting white superiority. Recently, there have been analyses that 

foreground other perspectives in the study of his works, so that many of his stories 

have been discussed in new light, emphasizing his broad range of topics, from 

alienation in “The Night-Born” to post-colonial concerns and justice in “The Chinago” 
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(Labor and Reesman), and reassessing his novels, such as The Sea-Wolf (Baskett) 

or Martin Eden (Spangler). Interestingly, a story which, as I will argue in this essay, is 

of great significance both in terms of its form as well as in terms of the ideas and 

questions it raises, seems to have been almost completely neglected. The story in 

question is “The Minions of Midas”.  

To show the extent to which this story inspires a variety of often incompatible 

and contradictory interpretations, I have carried out research, which, among other 

things, includes a questionnaire adjusted for collecting qualitative data among 44 

respondents in order to explore how and why this story has caused such conflicting 

views. Although the use of questionnaire is not among the common methods used in 

literary studies, in this research it is a very useful method as it sheds light on some 

possible reasons why the story has been neglected by critics, and why critics, literary 

experts and readers alike (who are not necessarily literary experts) have disregarded 

or, perhaps, have failed to recognize the social analysis and warning that, I would 

argue, London has expressed in “The Minions of Midas”.  

This article will employ various interpretative methods of the mentioned story in 

order to show that such approach can contribute to broader understanding of the 

story than the use of one method only. Giving a brief overview of the critical texts that 

have tackled “The Minions of Midas”, it will attempt to argue that the story’s potential 

interpretations are much broader than has hitherto been recognized. The results of 

the questionnaire composed of questions about the story will be analyzed, the 

purpose being to demonstrate that the text of the story itself includes a multiplicity of 

meanings that may, but do not necessarily have to be connected to the political or 

social views of the author. Finally, the close reading of the story will show that it is not 

only a socialist piece of writing as it has usually been seen, but that it may be 

interpreted as both a socialist and a dystopian story, thus resulting in implications 

different from the ones that come as a consequence of the story’s reading only as a 

socialist text.  

 

2. “The Minions of Midas” plotline 
“The Minions of Midas” is a story in which London seemingly represents the clash 

between two social classes in the United States at the very beginning of the twentieth 

century – the wealthy magnates and the proletariat – without imposing his own view 

in the course of the story. The plot revolves around the street-railway tycoon Eben 
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Hale, who receives letters from an organization that calls itself The Minions of Midas 

(M. of M.) in which it threatens to kill innocent people unless Eben Hale pays twenty 

million dollars.  

The structure of “The Minions of Midas” is based on a story-within-a-story 

device, starting with a story told from a first-person point of view, which, then, 

bifurcates into two parallel viewpoints. The narrator in first person starts his story with 

a tragedy – the suicide of his close friend Wade Atsheler, which followed soon after 

the death of his employer, the money baron Hale. The mystery is increasing when 

the reader finds out that Atsheler was a rich man, content with his life, whose 

physical and mental state quickly deteriorated all the way to his suicide. The narrator 

receives a letter from Atsheler, sent just before his death, which contains newspaper 

clippings and facsimiles of letters. As the narrator starts reading, the secret of Hale’s 

and Atsheler’s tragedy begins to unravel. The letters sent by an organization calling 

itself “The Minions of Midas”, and the commentaries of Atsheler on these letters – are 

the two parallel viewpoints from the story-within-a-story. The fact that the whole story, 

except for the first three passages, consists of the M. of M.’s letters and Atsheler’s 

commentaries, enables us to perceive the views of the two sides, without any 

mediation of the narrator.  

 

3. Research questions  
The essay will explore the following questions: Why has this story been largely 

neglected? Why was it deemed a failure even in the studies where it wasn’t 

disregarded? Have the actions of the M. of M. been in focus much more than the 

situation that has led to their appearance in the first place? In regard to the 

questionnaire, why were most of the respondents convinced that the story expresses 

sympathy towards Atsheler?  

Such questions will be examined, first, examining previous research on the story; 

second, through the answers given in the questionnaire; and, third, through a close 

analysis of the story. 

 

4. Previous research on the story 
Various critics who have been analyzing London’s stories (Wilcox, Gair, as well as 

the above-mentioned critics) have not tackled “The Minions of Midas”. The story isn’t 

mentioned even in the extensive and thorough study of London’s works entitled Jack 
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London by experts such as Labor and Reesman. Among the rare studies where this 

story is mentioned are Philip S. Foner’s Jack London American Rebel and James I. 

McClintock’s Jack London’s Strong Truths.  

Foner examines London, above all, as a socialist writer, praising London as a 

true rebel who was fighting for improving the life of the poor, so London’s political 

engagement is discussed, as well as his works that deal with social changes. Among 

them, Foner considers “The Minions of Midas” as “anything but “proletarian” in 

content and orientation and is more revealing of some of London’s limitations as a 

socialist than of his contribution to socialist fiction” (Foner 66). Foner’s interpretation 

of the members of the M. of M. is that “their goal is purely a selfish one” and that 

“they are not interested in changing society; they merely want to share the spoils with 

the capitalists and, to achieve this goal, they institute a reign of terror to mulct 

millionaires of a large portion of their wealth” (67). Foner also points out that the story 

doesn’t give any indication that the money would be used to improve society, which 

makes him conclude that the organization wants the money “because it needs capital 

to compete with the great trusts and business combinations of the capitalists” (67).  

McClintock also considers the story unsuccessful. He starts the paragraph 

dedicated to the story by suggesting that it is one of London’s socialist fiction that has 

“little merit” (130), later stating that the story is “preposterous” (130). At the end of the 

paragraph there is a brief explanation of the reasons for McClintock’s disapproval of 

this story, which is based both on ethical concerns – “this evolutionary principle 

replaces one inhuman and immoral system with another” – and on the narrative 

method employed – “the story fails [...] because of the repetitious and trite letter 

device and the problem of an upper-class point of view” (131).  

This essay will attempt to show that, contrary to both Foner’s and McClintock’s 

views, the story itself (or, perhaps, the author behind it) does not actually support the 

views of the Minions of Midas, that the M. of M. are interested in changing society, 

that the story’s main merit is in the “letter device”, and that it argues very strongly 

against replacing one human and immoral system with another. 

  

5. Results from the questionnaire  
Conducting a questionnaire that requires the respondents to read a story of more 

than ten pages is certainly very different from conducting a questionnaire where 

respondents are asked to give answers based on their opinion without previously 
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being given a task to read something specific. I have, therefore, been able to collect 

material from respondents who were willing to take the time to read the story or were 

asked to read it for class (for a course that covers several works by Jack London), 

and then answer the questions related to it. The questionnaire was composed of 10 

questions, which were distributed to two groups of undergraduate students in 

Macedonia who were part of the course One American Author, and they comprise 37 

respondents. Additionally, three professors whose field of research is not literature, 

and four postgraduate students at Masaryk University in Brno, Czech Republic, have 

provided answers to the questions.  

As the aim of the questionnaire was to collect qualitative data in order to reveal 

how readers experience the story, it includes questions that ask for views and 

interpretations, and does not include yes/no questions, or any type of rating-scale. 

Therefore, no diagram or table is produced from the answers; rather, the answers will 

be discussed in the form of explanations and interpretations.  

 

5.1. The first question  

The first question was: “What is your general impression about the story: is the 

author more sympathetic to Wade Atsheler / Eben Hale or to the Minions of Midas?” 

Although Atsheler and Hale are certainly two different characters, the idea here was 

to differentiate between the ideology of the money barons, on the one hand, 

regardless of their individual personalities, and the ideology of the Minions of Midas, 

on the other hand. Many of the respondents, apart from providing a clear and specific 

answer to the question, additionally gave explanations about their reply. Among the 

respondents, 23 (52.3%) answered that the author was more sympathetic to 

Atsheler, 15 (34%) that he was more sympathetic to the Minions of Midas, and 6 

(13.7%) thought the author was neutral.  

Regarding the explanation, in most cases the sympathy for Atsheler (usually 

Atsheler was emphasized, and Hale in some cases was not mentioned at all) was 

supported with the fact that the readers are given more insight into the emotional 

response and apprehension of Atsheler, while nothing is known about the feelings of 

the M. of M.; that Atsheler is an honest and virtuous man who feels immense guilt; 

that there is no hint of justification for the M. of M.; that the narrator is a close friend 

to Atsheler and since we hear the story from his (the narrator’s) point of view, we 

know he feels sorry for Atsheler.  
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When it comes to the answers according to which the author is more 

sympathetic to the M. of M., the most dominant explanations are: that Hale does not 

stop the murders even though he is able to; and that the emphasis is on M. of M.’s 

accusations that they have been victims of oppression.  

In the case of the “author is neutral” answers, the following explanations are 

given: that both sides are presented in negative light; or that the letter device makes 

it impossible to decide whether the author supports either the Minions or the money 

barons, that is, the author lets us decide, while he remains unbiased in the story by 

presenting both viewpoints; in one case, the answer was that that it is a class 

struggle, so it is irrelevant who the author is more sympathetic to.  

When it comes to the interpretation of the results from the first question, the 

questionnaire shows that more than half of the respondents (52.3%) have the 

impression that the author is more sympathetic to Atsheler (and Hale). This shows 

that it is wrong to presume that London has written a story in which he, beyond 

doubt, defends the violent methods of the Minions of Midas. Truly, neither Foner nor 

McClintock claim explicitly that London defends the M. of M., but it is certainly 

implicitly present in their claims that this story is a socialist fiction of little merit as it 

represents replacing of one inhuman system with another, and that it is not a 

valuable contribution to socialist fiction – both claims seem to presume that socialist 

fiction usually presents socialists in positive light, as being perhaps somehow more 

human or more moral than the corrupted tycoons they oppose.  

Concerning the impression that the author is more sympathetic to the M. of M., 

the percentage – 34% – does not entirely reflect the realistic situation. Namely, the 

most dominant explanation in support of this answer is that that Hale does not stop 

the murders even though he is able to. In this case, the answers that the author 

supports the M. of M. are not based on an opinion that he justifies their methods or 

that he is more sympathetic to them, but rather on the fact that the money barons are 

presented as corrupted. Thus, the answers are not based on the respondents’ 

impression that sympathy is expressed towards the M. of M. – in fact, the M. of M. 

are considered evil – but on the fact that the money barons are simply worse that the 

Minions.  

The smallest, third, group of answers – that the author is neutral (13.7%) – 

includes several explanations, the most frequent being that it is impossible to tell 

what the author’s position is, since the letter device enables the author to objectively 
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present both sides. The explanation of two respondents – that both sides are 

presented in negative light – means that even in this case, there is no support for the 

M. of M.  

The high percentage in favor of the assumption that the author is more 

sympathetic to Atsheler and Hale (and inversely, the small percentage that he is 

more sympathetic to the Minions of Midas) also shows that critics have based their 

interpretation not on the story per se, but on their knowledge of London’s biography 

and positions, which, of course, is the adequate position of experts, but in this case 

their knowledge may have hampered the viewing of the story in its own right. Thus, 

they have foregrounded a fact from London’s biography – his socialist inclination – as 

being unquestionably present in London’s story; whereas the story itself – if we 

employ deconstructive reading and analyze the story without any influence from facts 

that are outside of the story – very craftily and artistically manages to conceal from 

the readers London’s socialist inclination, as the results from the first question clearly 

show.  

 

5.2. The second question  

This is closely connected to the second question – “What is achieved with the letter-

form?” – 40 answers (90.09%) convey the opinion that the M. of M.’s letters and 

Atsheler’s comments enable us to view both sides without any interference of the 

author. Thus, viewing this story in itself impartially, without imposing on it any 

information concerning London’s life, brings into light its masterful structure, which, in 

fact, results precisely from the letters; rather than being “trite”, the letters are an 

effective device as they provide an unbiased perspective. The upper-class point of 

view, which is also criticized by McClintock, has actually been very fruitful in making 

the story experimental and one of the early instances of modernism, as it foregrounds 

significant epistemological questions about how much we can know the truth, with its 

limited and contrasting points of view. It has also led readers of the story to doubt 

rather than support the purposes of the Minions, even if we know from London’s 

biography that London was strongly opposed to the upper classes. This makes “The 

Minions of Midas” a rare case of a story in which the author manages to give a voice 

to a class he opposes in his real life without imposing his/her opinions.  

5.3. Question three to eight  
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These questions also shed light on certain interesting aspects of how the story can 

be understood. Yet, they are not directly relevant for the theme discussed in this 

essay, and may therefore be in focus in another article. They refer to the reasons 

behind the name Midas that the M. of M. have taken, to historical events that may 

bear resemblance to the events described in the story, to how the respondents 

expect the situation to be resolved, as well as to how the respondents have 

understood specific passages in the story.  

 

5.4. The ninth and tenth question 

The results of question 9 – “Are you personally more sympathetic to Wade Atsheler 

or to the Minions of Midas? Why?” – are relevant in this context since they reflect the 

general attitudes towards the story. Among the respondents, 28 (63.6%) answered 

that personally they are more sympathetic to Atsheler, 6 (13.6%) that they are more 

sympathetic to the M. of M., and 10 (22.8%) that they support neither. That means 

that an even greater percentage of the readers are inclined to supporting the money 

barons rather than the Minions of Midas. In this context, again, the letter device has 

played the greatest role, as the results make it clear that the author has managed to 

distance his personal views from the structure of the story, and to avoid imposing his 

own socialist sympathies towards the M. of M. on the readers. It would not be far-

fetched, then, to link his method in this story to the dramatis personae employed by 

Robert Browning, because London also juxtaposes various viewpoints, in this case 

two social layers, each giving their own perspectives and justifications for their 

actions.  

How much London has succeeded in foregrounding his characters’ views and 

hiding his own can be seen in most of the answers to this question. Those who 

support Atsheler explain that they do so because Atsheler “fights for ideals that many 

people would fight for and for freedom”, “is a part of a war where he is powerless”, 

“seems to be an embodiment of the position of each of us in the society”, is 

“continuously faithful and loyal” and his “last words promise hope and express 

genuine suffering”, he “didn’t make the capitalist system and doesn’t have any 

personal fault” although he is privileged, “when he writes his letter he confesses 

everything about himself and how he can’t take it anymore and commits suicide”, “is 

really struggling with the situation that he has found himself in and it is clearly 

affecting him”; one answer states that the capital made by the money barons 
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“belongs to no one but themselves”. Another frequent reason for sympathizing with 

Atsheler is not so much the opinion that Atsheler is right as it is the condemnation of 

the M. of M.’s actions. Thus, some of the answers in this group underline that even 

though they understand the goals of the Minions, they “disapprove of their methods”, 

as the Minions show “no remorse for the taking of human life”, and what they do is 

wrong, illegal and cannot be justified.  

Among those who replied that they supported the M. of M., it was their (M. of 

M.) aims to bring forth changes in society that was underscored, whereas almost all 

the answers included the comment that the methods of the M. of M. are not 

justifiable. Some of the reasons stated for supporting the M. of M. are the following: 

“because they give Wade Atsheler and his boss the opportunity to stop everything 

even before it happens”, “because they are strong and really determined in order to 

achieve their goal”, because “they want more equality (as far as I can tell) and they 

are organized and very smart and prepared, subversive as well” but “their methods, 

the way they just kill people and the way they fight for power by exerting power” is not 

appealing.  

Those whose answer is that they are not sympathetic to either explain, again, that 

this is so because they cannot justify the methods of the M. of M., nor can they justify 

Atsheler for not taking decisive action to stop the murders (two answers suggested 

that this was cowardly on the part of Atsheler).  

The tenth question was the same as the first, except that it additionally included 

the following instruction: “Answer only if your answer is different from the one you 

gave to the first question. Otherwise write: Same as the first.” There were four 

answers that differed from all the others.  

Among these four answers, one was: “My answer is not the same but I can’t 

decide. Perhaps he is equally sympathetic to both. However, it does feel like he is 

slightly more sympathetic to the Minions of Midas” (This respondent’s answer to the 

first question was that the author is more sympathetic to Atsheler.) Another 

explanation is that the opinion is still the same, although thoughts are shared about 

the reference to the Gracchi brothers – “maybe by calling the sons of Eben Hale that 

(and also ‘a cleaner, saner, wholesomer progeny of sons and daughters’), the author 

wants to specify that the social change is inevitable and will happen eventually and 

naturally, and will begin from the richest. I don’t know, this seems very vague and 

inconsequential”. The third is that although at first the author seemed more 
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sympathetic to the M. of M., after thinking more thoroughly about the story, the 

impression of the respondent is that the author is more sympathetic to Atsheler. The 

forth states that the author was neutral, which is the same opinion as in the case of 

the answer to the first question, with the addition that it seems that “it would be easier 

to defend the Minions of Midas”.  

The objective was to see whether, after contemplating various aspects of the 

story when answering the previous eight questions, the respondents would see the 

story differently. Except for the four above-mentioned answers, all the other answers 

are: same as the first. 

 

6. Interpreting the story as dystopian fiction  
While the interpretation of the story by above-mentioned critics largely differs from 

the conclusions resulting from the respondents’ answers, my own analysis of the 

story largely differs from the explanations of both the critics and the respondents. 

Namely, my analysis is closely related to two points I believe are misleading: first, to 

consider the story only as an instance of socialist fiction; and, second, to consider the 

Minions of Midas as people who intended to be socialists but have turned into an evil 

force pursuing selfish gains. I shall argue in this part that while the story is socialist to 

a certain extent, it is much more an instance of dystopian fiction, and that such 

interpretation gives rise to completely different implications about the themes and 

ideas of the story, as well as about the aims of the M. of M. The respondents, both 

those who condemned and even those who supported the M. of M., as well as critics, 

do not approve of the Minions’ methods. This analysis is based on a belief that the 

story is a dystopian warning about what will happen if injustice prevails much more 

than it is an assessment of the Minions’ actions. Seen in that way, the whole 

interpretation would be focused on what has led to the formation of the Minions of 

Midas in the first place.  

Dystopian fiction is often defined as negative utopia, a society which is an expression 

of fear (Carey, Claeys, Vieira). Although elements of dystopia appeared before the 

twentieth century, it has been dominant since the twentieth century, as a result of the 

greatly transformed social circumstances, which gave rise to assumptions that any 

society of equal people would likely need to be upheld by some kind of dictatorial 

authority. The two world wars and the totalitarian regimes of the twentieth century 

obliterated the utopian beliefs in a more ideal future. “Enlightenment optimism 
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respecting the progress of reason and science was now displaced by a sense of the 

incapacity of humanity to restrain its newly created destructive powers” (Claeys 107). 

These destructive powers that became evident in the course of the twentieth century 

were felt and predicted by some authors even before, Jack London certainly being 

one of them, as is visible in his novel The Iron Heel as well as in the story in question 

here. This story includes an aspect frequently discussed in the context of utopias – 

that utopias are not just fearful predictions of the future, but rather a warning for 

readers to do what is in their power to evade such future. This has especially been 

prominent in regard to the worlds described in E. Zamyatin’s We, A. Huxley’s Brave 

New World and G. Orwell’s Nineteen Eighty-Four – while these are worlds that seem 

plausible, the purpose of the novels describing them is usually said to be to make 

humankind aware of how important it is to strive to prevent them. Similarly, it can be 

argued that this is also the purpose of the story “The Minions of Midas”: to warn us to 

strive for a more just society, one which will eliminate the reasons for the appearance 

of the M. of M in the first place.  

The gradual transformation of the downfall of Atsheler’s physical appearance in 

the first passage symbolizes his inner agony and demise of his integrity, which is 

gradually revealed in the rest of the story, and is a warning that his destiny may have 

been altered had anyone reacted timely. But his friends, just like Atsheler and Hale 

later in the story, never intervene since the thought of something being wrong is 

remote from their thoughts even when they witness his downfall.  

From their very first letter, the Minions of Midas use a tone which is calm and 

composed. This may lead to a conclusion that they are offering a cold and calculating 

business proposal. However, such a tone may, instead, signal that through reading 

and experience they have come to the desperate realization that no peaceful attempt 

to raise the awareness of the oppressors regarding exploitation can ever be 

successful. Namely, the M. of M. constantly refer to the past, as if they are pleading 

for readers to judge the situation that led to their formation. “We are members of that 

intellectual proletariat, the increasing numbers of which mark in red lettering the last 

days of the nineteenth century. We have, from a profound study of economics, 

decided to enter upon this business” (45). The red lettering refers to the blood of 

those workers living in miserable conditions, who have died due to the inhuman 

conditions in which they worked for the gain of the wealthy. The “profound study” of 

the economy system prevailing in that time is yet another hint of experience that has 
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made them painfully aware that the system works in favor of the money barons. This 

awareness is supported with the historical records and principles (that bear 

resemblance to Marxist principles) that they clearly, though briefly and superficially, 

explain in the same letter: that the system is, and has been at least since William the 

Conqueror, founded on property right, and that this property right rests “solely and 

wholly upon might” (45), which in recent times is true of the “captains of industry” 

whose power is no longer based on physical strength, but on economic forces.  

The whole text of this first letter essentially explains what has brought the M. of 

M. into existence. In that sense, it is not intended to provide explanation about their 

future crimes, but a plea to change society before any such crimes are committed. 

The argument for this assumption is that if they only wanted money, then it is difficult, 

almost impossible, to provide arguments why they would go through such lengthy 

explanations; a simple blackmail – that they would kill people at random if they are 

not given twenty million dollars – would be sufficient to try and extract the money. 

The fact that they are trying to make Eben Hale comprehend their justifications even 

before they have committed any murder indicates that they have unsuccessfully 

attempted to change the system, and then given up hope that it can ever be 

changed, thus they embrace the rules imposed by the money barons: “we have no 

foolish ethical or social scruples” (45). Seen in such light, this last statement is not a 

cruel and reckless lack of concern, but an evidence of despair of people who, through 

experience, have realized that even by “toiling early and late” (45) for decades, they 

would still barely be able to survive. It is only after they have realized this from their 

life in agony that they have “entered the arena”. The letter is written at a point when 

in the story it is already too late for the social situation to be improved, but since this 

can be read as a dystopian story – one that does not reflect reality, but articulates a 

possible grim future – it does imply that there is still time in the reality (though not in 

the story) for the rights of workers to be addressed.  

The assumption that the M. of M.’s intention is to change the society and 

system of thinking may also be supported by the fact that they try to convince Hale, 

and they prove it with their acts, that their aim is not to harm or kill him. Judging from 

the way they perform the other murders, it can be claimed that had they the intention 

of destroying Hale, they would have succeeded easily in it. Taking away power from 

the powerful, therefore, seems to be much closer to their long-term goals than killing 

a few exploitative businessmen, which would not make any difference in the system. 
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Such a view is supported not only by the letters of the M. of M., but additionally by 

Atsheler himself in his own letters to the narrator. The change of the system becomes 

evident in Atsheler’s statements following the letter of the M. of M. of October 21, 

1899. After claiming that Mr. Hale was a man of iron, Atsheler gradually plunges into 

a grim vision of the future in which an infuriated group – the “horrible – this awful 

something, this blind force in the dark” (49) takes control of society. From that 

moment on, the captains of industry who have controlled and planned the future can 

no longer fight or plan, no longer control their own or other people’s destinies, and 

begins to see responsibility from a different perspective: the victims seem to be “just 

as much killed by us as though we had done it with our own hands” (49).  

What comes as another result of the M. of M. actions, though it is questionable 

whether they pursued such a goal, is the fact that Hale’s wealth starts diminishing as 

it is distributed to thousands of other people who are engaged to capture the 

members of M. of M., “till a quarter of a million flowed weekly from his coffers” (51).  

In the context of years of injustice that the representatives of the working classes 

have suffered, Atsheler’s statement is strikingly ironic: Hale refuses to give the 

money and stop the slaughter because he “insisted that the integrity of society was 

assailed; that he was not sufficiently a coward to desert his post; and that it was 

manifestly just that a few should be martyred for the ultimate welfare of the many” 

(51). London here skillfully plays upon the perverted notions in the story about “a few” 

to be martyred (the victims killed at random) and the “many” to be saved (allegedly 

the other citizens). It is, therefore, easy to disregard the acrimonious irony contained 

in these words, for the “many” is in fact only the few wealthy money barons and no 

other citizens at all, whereas the attitude that it is worth sacrificing “a few” indicates 

Hale’s complete contempt for the common people – a fact that is also, perhaps, 

inconspicuous because at the surface Hale seems to be a victim. Hale’s statement 

that “the integrity of society was assailed” is also ironic, as the society that he has in 

mind cannot be said to have integrity; as is Atsheler’s last statement: “let society 

arise in its might and cast out this abomination” (54), since “abomination” is a fitting 

description for the corrupted society that Hale and Atsheler represent.  

It seems that the critical works have also somewhat neglected the view of the 

M. of M. as “culmination of industrial and social wrong” (53). Is it considered as an 

untruthful statement, used only as the Minions’ attempt to justify their hideous 

crimes? The crimes are certainly hideous, but the responsibility for them is to be 
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shared among all characters in the story, who represent various layers in society. 

The close attention to various passages in the story, and their interpretation as a kind 

of a dystopian warning against society taking the direction described in the story, 

point out that the M. of M.’s description as “culmination of industrial and social wrong” 

is meant to be taken as a truthful and desperate cry of a long oppressed group that 

has been prevented from obtaining rights and fair opportunities in all other ways, and 

so resorted to the worst: killing innocent people. “You have crushed your wage slaves 

into the dirt and you have survived. The captains of war, at your behest, have shot 

down like dogs your employees in a score of bloody strikes. By such means have you 

endured” (53), the M. of M. accuse in their last letter. After the revealed fact that 

workers who have attempted to fight for their rights have been “crushed” and “shot 

down like dogs” (53), it would be inadequate to take literally the statement “we do not 

grumble at the result” and interpret it as the Minions’ attempt to simply replace one 

evil system (the one of the money barons) with another (their own). The realization of 

the Minions that they have to follow “the same natural law” gives the story an utterly 

pessimistic tone about where society is heading unless it shows more concern for the 

oppressed.  

 
7. Conclusion  
The use of various approaches, such as: experts’ views; a questionnaire that shows 

results of readers’ understanding of the story; as well as close reading from a 

personal point of view – may not be the conventional way of interpreting a literary 

text. Nevertheless, in the case of this story all three approaches together have been 

valuable for interpreting the story from many angles, which contributes to a much 

better understanding than the use of one method only. This juxtaposition of the 

different perspectives does not mean that either critics or readers have 

misrepresented the story. On the contrary, one perspective supplements the others 

and vice versa. It is not the case that London supported the money barons, as the 

results of the questionnaire may suggest, thus the critics’ views provide a better 

supported explanation. On the other hand, the critics’ emphasis on London’s failure 

to present in positive light the fight for workers’ rights fails to recognize the 

skillfulness in constructing a narrative structure that has foregrounded the 

perspectives of the dramatis personae without any visible intervention of the author; it 
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is the answers of the readers (who are no experts of London) that have brought this 

fact to the light.  

There is no single straightforward answer to the question from the title: “Why 

has London’s “The Minions of Midas” been a disregarded and undervalued story?” 

Hopefully, however, this essay has shed some light on why “The Minions of Midas” 

should not be a disregarded and undervalued story. It has a skillfully composed letter 

structure, which has enabled the author to let the characters speak for themselves 

without imposing his own views; it has provoked contrary opinions and impressions 

among readers who may or may not be experts in literature or in London’s works, a 

fact that substantiates its complexity both in terms of form and in terms of content 

and ideas; it has foregrounded issues concerning responsibility for social unrest and 

possible consequences of creating despair among people in societies where 

authorities are corrupted or exploitative; and it contains not only socialist, but rather 

social and utopian elements that constitute a plea for a more just society. 
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Poems about the hero Bolen Dojchin are really common in Macedonian folk poetry. Despite 

the various aspects from which this dramatic text can be approached, the incest and the 

prophecy that caused it seem to be the main events that need to be interpreted. in this text, 

the interest will be placed on the character of Angelina and her role in the incestuous 

relationship with Bolen Dojchin. In order to do that, Freud's discoveries about sexual drives 

and the tripartite structure of the human psyche will be applied. Dojchin in this case is vain, 

egoistic and flamboyant and acts exclusively according to the wishes of Id. 
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“Why, sister, dear Angelina                                                                                                               

You sweep the yard, shedding 

tears? 

Or you are already bored 

To see me ill, sister 
Or to sweep the yard, sister” 

 “Angelina, first love! 

Are you bored 

Because I am lying for three years. 

Three years in bed?” 

(Miladinovci 2011:234) 

(Miladinovci 2011:232) 
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 The verses I chose as an announcement for the topic of this essay are 

“borrowed” from the Zbornik of Miladinovci. Both of them are moved to the part 

of heroic poems, the first as number 154 and the second- 155. Poems about the 

hero Bolen Dojchin are really common in Macedonian folk poetry. It is 

understandable that the motive continued to move from the folklore to 

contemporary, individual, artistic creation, so that Bolen Dojchin became a 

character or subject in many Macedonian songs, plays, etc. The frequency of 

this motive in folklore results in its variability which means that neither Bolen 

Dojchin himself, nor his heroic deeds, are exactly the same in the songs and 

tales about this hero. Besides the main hero, Bolen Dojchin, there is also 

another recurring character, Angelina. The verses I chose are from two different 

poems from Miladinovci’s Zbornik and they illustrate the variation of the role of 

Angelina’s character. In the first poem, number 154, (in fact, like in most of the 

poems about Bolen Dojchin) Angelina is his sister. This can be clearly seen in 

their addressing each other as “brother” or “sister” and also in the course of the 

poem. From these poems we find out that Angelina is the one who takes care of 

Bolen Dojchin, the one who relieves his deathly pain. He, on the other side, is 

the hero that saves his sister from the threat that is represented in the character 

of Crna Arapina, and only after he manages to save his sister, can he die 

peacefully. In the poem 155, Angelina is present as the wife of Bolen Dojchin. 

Besides Angelina, she is also called Dojchinica and Dojchin calls her “first love”. 

She does the same functions as the sister Angelina in the rest of the poems. 

 Why is all this important? It is important because the play that is subject of 

analysis in this essay is called Lepa Angelina with not only Angelina and Bolen 

Dojchin appearing as main characters but also other characters from the 

Macedonian folk poetry (Pavle Pletikosa, Mitre Pomorjanche, Zolta Evreina, 

Sveta Nedela, etc.). The plot of the play is the following: in order to save the city 

Thessaloniki from the Libyan attack, Bolen Dojchin decides to look for the 

weapon of Perun the Thunderer, which according to the prophecy of Eftimij, a 

prophet from Kutmichevica, is hidden in the church Sveta Nedela in 

Thessaloniki. Bolen Dojchin forcibly enters and searches the church, which had 

been closed for over 300 years and no one could ever open it. Although the 

saint Sveta Nedela herself appears before him and tells him that he will bring 

trouble if he continues to defy God, to crush the church and believe in the Slavic 
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pagan deities, Dojchin neither ceases to search, nor does he remain immune to 

the beauty of the saint. After he throws himself at her and tries to kiss her, the 

saint curses him and that’s how the illness of Bolen Dojchin is caused whose 

reason is unknown. In addition to the beginning of the war with the Libyans who 

want to conquer the city of Thessaloniki and the quakes of the royal throne in 

which after the treacherous plot, the King John Angel is removed from the 

throne, another evil is threatening Thessaloniki. As soon as people see the 

powerless body of Dojchin, the protector of Thessaloniki, they realize that there 

is no one else to defend the city. Next to Dojchin's body, three old women who 

pronounce another prophecy appear: 

 
This dreadful time will change everything, we are women overworked and 

grown old so we know: from today, the day's cursed, the world is not the 

world that was, nor the people are the same: The brother will hate his 

brother and the father will destroy his son. The slimy worm will start flying 

while the wild hawk on the bottom will crawl. In the middle of the summer, 

snow will fall, nothing will be born nor grow: In the field ashes, and not a 

single grain of wheat, the black heart of the young will not hammer at least 

once. Hunger will come, and a plague horrific, and the extinction’s maiden 

will appear. The beasts will be mastered, neither dead nor alive, the cattle 

in the stables will go wild. So it will be through long years, until the tears 

dry, and the throats become hoarse of crying. Until the ill Dojchin in a cold 

bed hugs his pure sister Lepa Angelina with his naked legs and arms 

(Platnar 2003: 27-28).  

 

Dojchin’s sister, Lepa Angelina, takes care of her brother for a long time and 

awaits his recuperation because she is unaware of the prophecy. When the 

same old women meet her and tell her what has to be done in order for the 

problems and the unhappiness to stop, Angelina nearly goes crazy of pain and 

sadness. Finally, she agrees to engage in a forbidden incestuous relationship 

with her brother and the curse on Thessaloniki really ends. Dojchin, however, 

dies. After his death, Angelina gives birth to two boys who she sends around 

the world and she seeks shelter in the church “Sveta Nedela”. The same elders 

who made the prophecy and pushed her into sin appear to tell her that the 

church is closed for such promiscuous woman like her. After deciding among 
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them that such a sin like the one Dojchin and Angelina had previously done 

must not go unpunished, the elders stone Angelina to death.  

 The dramatic action largely corresponds to the folk songs and legends for 

Bolen Dojchin. Namely, there are legends in which the cause of Dojchin's illness 

is similar to the one in the play. But in the case of Platnar's play, it is clear that 

we are talking about an individual artistic construction and a subjective view of 

things from folklore. Platnar’s play stands in an intertextual relation with folk 

songs and legends about Bolen Dojchin. They are the literary basis on which 

Platnar writes his play, but they have been altered and reshaped according to 

the taste and creative imagination of this playwright. In this way, in Platnar’s 

play Angelina's character is Dojchin's sister, but according to the commandment 

of the prophecy, she becomes his wife. Dojchin, throughout the play addresses 

her as “sister”, but as soon as Angelina approaches his bed he addresses her 

as “woman”. The change of Angelina's status from Dojchin’s sister to his wife 

resembles the merging of two different lyrical subjects of folk poetry into single 

one dramatic character in Platnar’s text.  

 Despite the various aspects from which this dramatic text can be 

approached, the incest and the prophecy that caused it seem to be the main 

events that need to be interpreted. Before moving on to deeper observation of 

Angelina's character, let's briefly return to the content of the prophecy. The 

anger that Dojchin drew upon himself is primarily due to the sin of a pagan 

before the holy church of God. He himself says that he does not renounce his 

deities, Perun, Stribog, Dazhbog, Svarog, Mokosh, etc. because he thinks that 

they are similar to people and help them, unlike the Christian god who 

according to Dojchin is harsh and hates people. His approach to Sveta Nedela 

as to any ordinary woman is read in the context of his approach to the Christian 

church in general. The church does not have any meaning as a sanctuary to 

him. Although it had been inaccessible for a total of 300 years, he thinks he is 

worthy to open it and search it, just because of the sayings of a certain prophet 

that Perun's objects are hidden there. In the same way, the saint is only a 

woman with unusual beauty to him that can be approached like any other 

woman. Such treatment of the church and the saint by Dojchin resulted in the 

famous curse, which in some folk writings went somehow like this: “Let him do 

it, I will curse him harsh/ let him lie down up to nine years/ tear up to nine beds 
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apart/ let his bones break and crack open/ through the bones snakes and 

lizards”. Dojchin's vanity also draws God's anger upon the city of Thessaloniki 

and upon the innocent people, whose former protector was Dojchin himself. It 

seems that the Christian god shows his supremacy and shows to Dojchin that 

neither he nor his deities can stop God in the fulfillment of his will. The prophecy 

announced by Sveta Nedela, and pronounced by the three old women, 

resembles the biblical Apocalypse. It announces the arrival of hatred, infertility, 

hunger, despair, death, and disruption of the natural order in general. In fact, it 

announces the return of Chaos to the place from the Cosmos.  

 And somewhere in this part of the play, the moment of incest becomes 

important. “The incestuous relationships between the brother and the sister are 

very common in the mythical representations, which makes it possible to 

conclude that this incestuous relationship was not at all rare, but rather 

widespread and socially desirable in ancient societies” (Anastasova Shkrinjarikj 

2011:67). The notions of the mythical twins are known in mythology. They are 

the male and female children of the first gods who were born at the same time 

and immediately after the creation of the world. These descendants of the first 

gods must enter in an incestuous relationship in order to reproduce and enable 

the birth of the next generations. The commandment pronounced with the 

prophecy in the play resembles such a mythical representation of the re-

establishment of Order at the place of Chaos, which can be accomplished 

through the inbreeding between the mythical twins, in this case, Dojchin and 

Angelina through whose relationship the Chaos predicted by the prophecy is 

annulled.  

 However, the motive of the incest in Platnar’s play can be viewed from 

multiple sides. Further in this text, the interest will be placed on the character of 

Angelina and her role in the incestuous relationship with Bolen Dojchin. In order 

to do that, we must first give a brief overview of Freud's discoveries about 

sexual drives and the tripartite structure of the human psyche. Or at least we 

should preview those Freudian considerations that are applicable to this 

character, since the review of Freud's discoveries in this area can hardly be 

brief.  

 First of all, Freud thinks that the man does not control his instincts, but that 

the instincts control the man. He connects the symptoms of some neuroses to 
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sexual urges that come from the unconscious. Nonetheless, there is also a 

resistance to these urges in humans. Resistance comes into conflict with the 

demands of unconscious drives and thus some neuroses arise. The emergence 

of resistance to these impulses testifies to the fact that there is a division in the 

human Self (Ego): one part of the Ego opposes the other part. After concluding 

that the Self is divisible, Freud continues his thinking in the direction of where 

this resistance to the impulses arises and thus comes to the part of the Ego 

which he names Super-ego. This instance of observation and punishment is 

part of the structure of each Self. Apart from the observation, the function of the 

Super-ego is the activation of the conscience. The Super-ego has its own 

autonomy which means it is independent of the Ego and does not draw energy 

from it. It torments the Ego, punishes and reproaches it and imposes the ideal 

that the Self needs to follow. Therefore, Freud concludes that the moral sense 

of guilt is the result of the conflict between the Self and the Super-ego. But the 

Super-ego appears later. Prior to its final form, the function of the Super-ego is 

performed by the authority of the parents, which in contrast to the Super-ego is 

an external factor. With the formation of the Super-ego, the inhibition and the 

real fear of parental authority are internalized, they become inner, and with the 

appearance of the Super-ego, the real fear is replaced by fear of conscience 

and moral guilt. It is interesting that, no matter how permissive the parents are, 

the Super-ego gets a sadistic form, accepting only the rigor and the desire for 

punishment. This is due to the fact that "the childhood Super-ego is not actually 

built according to the example of the parents, but according to the example of 

the parental Super-ego", Freud concludes (2008:31).  

 The appearance of the Super-ego is most closely related to the Oedipus 

complex, which is yet another of the most controversial Freudian discoveries. In 

other words, after the resolution of the Oedipus complex, the child has an 

increased sense of identification with the parents. Such identification (the need 

to be like one’s parents) is often manifested throughout the life of the individual, 

and occurs as a replacement of the emotional investment of the child in the 

parents, before and during the Oedipus complex. If the Oedipus complex is 

appropriately resolved, the Super-ego comes in its place, which as a remnant of 

the parental figures becomes the ideal that the Self is trying to achieve over 

time. So, except being the enforcer of punishment and limitations, the Super-
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ego is also the founder of the higher ideals in life. In this context, Freud’s 

opinion that “in the ideology of the Super Ego exist the past, the tradition of race 

and people, who only slowly deviate from the influence of the present, before 

the new changes” (2008:32), is particularly important and interesting, although 

there are parts of the Super-ego and the Self that remain unconscious.  

 Apart from the Super-ego and the Self there is one more spiritual area that 

Freud calls “Id” (It). Id is the part from which the primary drives originate and 

which, through the Ego, is controlled by the Super-ego. Id is the primitive part of 

the psyche and has a completely opposite nature from the Super-ego, which 

functions critically and restrictively. Id is managed exclusively by the principle of 

satisfaction and requires momentary fulfillment of the instinctive needs. The 

activation of a logical and rational apparatus is not typical for Id, nor the 

principle of delaying a particular need, nor a system of valuations. Therefore the 

frustrations that follow the restriction of the impulses arise, because with Id, only 

hedonism and the desire for enjoyment reign. Although unconsciousness is a 

characteristic of Id, and as previously mentioned, both the Ego and Super-ego 

are also partly unconscious, it is not the same type of unconsciousness. Id is 

primitive, irrational, and "selfish", while the Ego accepts the principle of reality 

and tries to satisfy the drives rationally and in a way that is acceptable to 

society. The Ego is thus a mediator between the Super-ego and Id. It follows 

the orders of the Super-ego and learns to overcome the drives coming from Id. 

Because the demands of the outside world have to be fulfilled and they are in 

contradiction to the demands of Id, the Ego accepts the method of delay and 

judgment. But the needs of Id somehow must be met. Due to the strict norms of 

the outside world and the criticism and cruelty of the Super-ego, the Ego must 

compromise between all these instances and find a way to establish a harmony 

between them. The inability to do so leads to neuroses and frustrations, and the 

pressure that the Ego feels from all three sides results in the fear that it will fail 

to meet the demands of the outside world, that it will be punished by the Super-

ego with the known feelings of guilt, remorse and less value, or that it will not 

manage to maintain Id's affection. “Therefore”, says Freud, “it is understandable 

why so often we cannot stop the cry: life is not easy!” (2008:51).  

 What happens to the character of Angelina? She suddenly finds out that 

the city and the people will be rescued from the Apocalypse only if she accepts 
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the incestuous relationship with her brother Dojchin. She learns this from the 

three old women who convince her that this is the only way and that everyone is 

waiting for her rescue. Angelina’s first impulse is disgust and rejection. She 

reaches the edge of insanity when she finally decides to accept the incest, 

clearly emphasizing that she does it for the greater good. The insanity does not 

stop after the incest had already been made. In fact, she suffers even more 

after Dojchin's death, and therefore she seeks solace where it all began - in the 

church Sveta Nedela. Once again she meets with the same old women, but this 

time she encounters their condemnation and hatred, in contrast to their initial 

affirmative treatment of both the character and the incest that is ahead of it. If 

they previously saw the incest as a salvation, they now see it as a mortal sin. 

That's why they judge Angelina and kill her in the same church. But could the 

three old women be considered as part of Angelina herself? Could it be said 

that the elders are actually an externalization of the inner spiritual areas that we 

previously considered and which Freud called Id and Super-ego? Freud 

distinguishes a group of patients who suffer, according to him, from the 

madness of observation. What does it mean? This type of patients is constantly 

haunted by the feeling that they are being watched at every moment of life, 

including in the most intimate moments. Freud says that in these patients, the 

authority in charge of observation and punishment, and in which we recognize 

what Freud will only later produce as Super-Ego, mistakenly moves into the 

outside world. So, it can be said that the externalization of one part of the 

spiritual structure is possible in some cases.  

 Interestingly, in Platnar's play, the same characters who lead Angelina to 

the incest are the ones who later condemn and kill her after the incest 

happened. Therefore, the old women, in this case, might be considered as part 

of Angelina's psyche. Let’s get started with the Ego. Clearly, Angelina is her 

own Ego. We relate her as a character to the part of her psyche which is 

recognized by her, the one that separates her from others and that soon has to 

take on the role of mediator between her Id and Super-ego. In addition, the old 

women from the beginning of the play that lead Angelina to incest and convince 

her that this is not wrong can be tied to the unconscious part of the psyche of 

the character. They are the embodiment of her Id. The conviction of the Id (the 

old women) prevails over the rationalizations of the Ego (Angelina) and its 
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arguments that the incestuous relationship is deeply wrong. The old women tell 

her that she must hurry to save all those who will suffer from the infestation of 

the prophecy. The pressure on Angelina that is carried out by the elders 

resembles the pressure that the Ego undergoes by the Id when it insists on 

instant gratification of an instinct. Then when the character succumbs to the 

desires and orders of the old women, it actually acts according to the principle 

of pleasure. The Id is shown strong enough to momentarily pause the principle 

of reality and the judgment of the Ego according to which that need does not 

and must not be satisfied.  

 As soon as the incest has been completed and Id's drive is satisfied, the 

Super-ego is activated. The elders appear again, but this time they pronounce 

and enforce the sentence on the Ego. The moment of the verbal duel between 

Angelina and the elders could be read as an introspective discussion of the Ego 

with his own Super-ego. The old people, in this case, behave as revisionists. 

They return Angelina at the moment of her decision and suggest that she 

should have heard herself as soon as she had the intuition that the incest was 

wrong. It resembles a great deal to the parental authority when parents tell their 

child "Did not I tell you it was wrong?!”. However, as we have shown earlier, 

parental authority only precedes the appearance of the real Super-ego. 

Furthermore, it becomes a true censor that unites the values and norms of the 

social and cultural community, of the people, of religion, of tradition, of parents, 

of educators, of all that we call public opinion. The incest is prohibited and a 

tabooed act. It is condemned by religion, tradition, medicine, and people in 

general. And the Super-ego consists of them all. As soon as the elders speak, 

all these instances have spoken out as well, blaming the Ego that it has 

complied with Id's demands and has done something that is deeply wrong. This 

is followed by the activation of the conscience and feeling of guilt that leads to 

an attempt to justify the Ego in the eyes of the Super-ego. It happens during the 

verbal debate between Angelina and the elders. However, she does not 

manage to overcome the argument with the elders because they soon execute 

the sentence and stone Angelina to death. The act of stoning can be seen as 

carrying out the punishment of the Super-ego on the Ego. This punishment is in 

the form of negative feelings that the Super-ego imposes on the Ego to torture 
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it, and thus forces it to get a bad perception of itself and suffer from such 

feelings of guilt and fear.  

 The moment of the incest can be read in the context of the Oedipus 

complex, as Freud elaborates. The incestuous relations between brother and 

sister are usually voluntary and accepted by both sides, and this is precisely the 

case in Platnar's play. According to Freud, there are such cases when the 

Oedipus complex can be extended within a family and become a family 

complex. What does this mean? In Freud’s words, the first sexual object of 

every child is his mother. She becomes an object on which the child fixes and in 

which it invests its feelings. That's why the father figure becomes competitive 

and a subject of hatred in the race for the mother's love. After overthrowing the 

Oedipus complex, the child loses his object and as compensation for this loss 

new feelings emerge- a redirection of libidinal feelings towards other objects 

and a sense of identification with parents, especially with the same-sex parent 

who was previously the biggest threat to the child. Interestingly, there are such 

cases where the child is not yet ready to overcome the Oedipus complex and 

after losing his mother's figure, he projects that figure in his sister and fixes on 

her. The female version of the Oedipus complex is known as the Electra 

complex. The situation is almost the same as the object to which the female 

child directs his libido is the father, and the enemy figure is the mother as a 

same-sex parent. The expansion of the Electra complex in a family complex 

works almost exactly as the father figure is projected on the brother. Let us 

consider once again the situation in the text of Platnar!  

 The play reveals that Dojchin and Angelina have no parents. The text 

does not reveal much information about the mother, but reveals that their father 

was as strong as Dojchin, that the people loved him and respected him as much 

as they now respect Dojchin. We also learn that Dojchin continued the work of 

his father to protect Thessaloniki and its people. Also, after the death of his 

father, Dojchin took care of his sister. Could such a course of events really 

result in the projection of the figure of the lost father on the brother, who in 

some ways really resembles the father and assumes his role? Moreover, Freud 

in his study on femininity claims that the greater need for tenderness and of 

someone who would take care of them is a specificity of women which leads to 

greater dependence and obedience to an object.  Freud says that "there is a 
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very large number of women who remain in the gentle dependence on some 

father figure, or even on their real father for a long time" despite the fact that this 

fixation is preceded by mother ties and rivalry with the father. The fixation on the 

mother is later only reoriented towards the father and/or towards another 

paternal figure (2008:69). And indeed, the psychic state in which we meet 

Angelina is exactly that one. She is at the very least dependent on her brother, 

binds her existence to his, and finds the point of her life in caring for her sick 

brother. According to Freud, incestuous aspirations, however, are immanent to 

every individual during the Oedipus complex. The realization of these instincts 

in the play can be read as unsuccessfully resolved Oedipus complex and 

inability of Angelina's character to redirect her libido to other male figures. The 

consequences of this succumbing to the drives sent by Id have already been 

discussed earlier.  

 We analyzed the play Lepa Angelina by Blagoja Risteski Platnar as a 

postmodern recycling of the existing motifs of Bolen Dojchin from Macedonian 

folk poetry and folk legends. Moving the focus on the character Angelina is also 

a postmodern process of focusing on the margin, given the fact that in folk 

poetry Angelina is a marginal character. In this dramatic text, the role of a savior 

of the city of Thessaloniki is left to Angelina, which is in sharp contrast to folk 

songs about Bolen Dojchin. The insistence of Angelina to obey the elders and 

save the city as well as the innocent people from the impending threat is in 

order to act for the common good. In this play, the real hero is Angelina 

because she corrects the mistake made by Dojchin because of his own vanity. 

Freud would probably say that in the character of Angelina is detectable the 

castration complex and that she is the victim of “penis envy". It can easily be 

seen that Angelina is in the shadow of her powerful brother. In the end, she is 

the key resolution of the threat for everyone, although for this purpose she must 

do something that is unacceptable for her ratio. What does Freud have to say 

about such women?  

 According to him, women recognize, but do not easily accept the 

difference in the bodies between them and the male sex. That is what Freud 

calls "penis envy," and a desire to have the same thing as the men which 

remains hidden in the unconscious of femininity. This desire is so strong that 

Freud distinguishes it as a significant consumer of energy. The further desire of 
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a "mature woman", say, to deal with "intellectual profession, can often be 

recognized as a sublimated modification of this suppressed desire" (2008:80). 

When we elaborate Platnar’s play, “saving the city and the people” could easily 

replace “intellectual profession” and we get the same picture one more time. 

When read with Freudian vocabulary it implies the latent and unconscious penis 

envy towards the brother Dojchin and his masculinity.  

 However, reading this play remains open and appropriate for different 

ways. Just like Angelina’s character and her heroism. On one hand, there is the 

Freudian reading of her decision to annul the prophecy in a way that she knows 

is wrong. This interpretation marks Angelina’s act as an unconscious envy and 

sublimated modification manifested through a desire for supremacy and taking 

on the role of protector, which belonged to Dojchin while he was healthy. On the 

other hand stands the feminist and just as valid and pragmatic interpretation 

according to which the character Angelina for good reasons continues with what 

her brother left unfinished after he fell ill. And this is the point where the fact that 

Dojchin “stumbled” on a typical obstacle when he yielded himself to the urges of 

Id becomes interesting. The moment of Dojchin's decision to interrupt the 

search for Perun’s weapon and encroach on the saint as an ordinary woman is 

seen as an inability to sublimate the drive. Instead of doing something that 

redirects energy towards something that is useful and socially acceptable, full 

satisfaction on the sexual instinct is allowed. Dojchin in this case is vain, 

egoistic and flamboyant and acts exclusively according to the wishes of Id.  

 It is up to the reader, regardless of his gender, to make his own approach 

to the characters of this play and decide whether to read it using the Freudian 

key or not. And whether he will stand on the side of masculinity or femininity, 

because this is precisely what this play does: it juxtaposes the female and male 

principle, but this time without giving the masculinity the early guidance, as the 

great narratives of patriarchy and phallic centricity would certainly expect. 
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