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Someone Else’s Story as Your Own

Vesna Mojsova-Chepishevska

Ss Cyril and Methodius University, Skopje

“Translated children’s books offer children a chance to read literature from other countries,
literature that talks about different experiences, ways of life, cultural models. Consequently,
that different culture stops being impalpable and incomprehensible and it becomes normal
and as much valuable as one’s own.” (Todorova, 2012: 21) This idea was an incentive to
share my thoughts on the two books the children now have the opportunity to read in
Macedonian language. The books are Glass Children (Skopje: Tri, 2018) by the Swedish
author Kristina Ohlsson translated by Ivica Chelikovikj and Nothing (Skopje: Publisher, 2019)

by the Danish author Janne Teller translated by Lara Krsteva-lchokaeva.

Keywords: children’s book, foreign / one’s own culture



This paper focuses on two children’s books that the Macedonian young readers have
the opportunity to read in Macedonian thanks to the process of translation. On one
hand, these books are opening new areas of interest for children, they are openly
discussing subjects which are unspoken, and via other cultures — in this case the
Swedish and the Danish — these books can help start a conversation about subjects
that are still taboo in the Macedonian culture and then encourage an open
discussion. These translations also give the Macedonian readers a chance to
discover new cultures and to see what their peers in Europe read and want to read.

“Translated children’s books play an important role in the process that helps
children develop understanding (and have respect) for other cultures” (Todorova,
2012: 21) as well as for other children, those who are different from them, those with
different and special educational, sociological and cultural needs. As Todorova
further points out “translated children’s books offer children a chance to read
literature from other countries, literature that talks about difference experiences, ways
of life, cultural models. Consequently, that different culture stops being impalpable
and incomprehensible and it becomes normal and as much valuable as one’s own”
(2012: 21). As a result, someone else’s experience becomes personal, someone
else’s story becomes familiar. In the foreword of Children’s Books in Translation,
Philip Pullman says: “You never know what will set a child’s imagination on fire (...)
but if we don’t offer children the experience of literature from other languages, we're
simply starving them” (cited in Todorova, 2012: 32).

Therefore, this paper is a small contribution in that regard. It centers around
two books that | have recently read: Glass Children (Skopje: Tri, 2018) by the
Swedish author Kristina Ohlsson translated by lvica Chelikovikj and Nothing (Skopje:
Publisher, 2019) by the Danish author Janne Teller translated by Lara Krsteva-

Ichokaeva.

I. The Glass Children for Our Glass Children
The last page of this book says:

"The Glass Children is Kristina Ohlsson’s first children’s book. She is one of the most
eminent crime novels authors in Sweden, who has successfully adapted her skills for

creating mystery and thriller atmosphere for the younger audience as well".



Taking this recommendation into account one will without hesitation and especially if
it is a person who enjoys such excitement while reading, one will read this
exceptionally interesting, extremely mysterious and intense story. And, obviously, not
only the awards that this book received (Swedish Radio’s Children’s Novel Award in
2013 and Swedish) but the flowing and elegant writing of this interesting and exciting
story have made this book a true challenge both for the experienced and recognized
translator, lvica Chelikovikj with about thirty translations under his belt, and for the
publishing house “Tri" to offer this book to their youngest readers in Macedonia.

Although the translation carries the risk of establishing hierarchy between the
major and minor languages, between the hegemonic and subordinate cultures the
new translations of children's books can serve as a method of introducing children to
the selected literary works from other countries that surmount stereotypes and
encourage understanding, tolerance and respect. In addition to exposing children to
different ways of life they help them discover that the human experience is at the
same time unique and universal when the cultural boundaries are transcended
(Todorova, 2012: 30).

Therefore, The Glass Children is a book with several small stories within
Billie's "big" story. After the loss of her father, Billie does not want to lose her
house, and her home, too. This is an every child’s story, regardless of where he or
she is living, here in Macedonia or in some other place, Sweden for instance.

In The Glass Children you can read about:

the mysterious house in Ahus built hundred years ago, painted in blue,
speckled with yellow crevices, uninhabited for one, maybe two years; about the grim,
cold and shabby house which still breathes in the rhythm of the old furniture from the
previous owners;

Billie, who does not care at all if the house is green, yellow or black, because
all she wants is to get out of there and go back home;

her mother Ebba who, following the death of her husband, tries to gather her
strength and start a new life with and for her daughter; who blinded by her enormous
love for her child sometimes thinks that only she is right and has the sole
responsibility and obligation to decide on most matters, because simply put, she is
the grown-up.

Also, The Glass Children is a book:



about Billie's strangest summer break in the even stranger house where
the light bulb swings in the room with closed windows, where someone leaves
handprints and a message written with childish handwriting saying: "Get out from
here!", where someone knocks on the window over Billie's bed, where two little glass
figures appear from nowhere standing on the drawing carrying another scary
message: "Stop searching for answers. Or else".

The Glass Children is a book:

about the strange and inexplicable disappearance of the previous family
that lived in the house;

about the even stranger Ella Bengtsson, the short — shorter than Billie —
eccentrically dressed woman in her old dress that looks as old as she and smells
funny;

about Billie's friends, the old ones, like the redhead Simona from the city who
reminds us of a distant literary cousin of the popular Pippi Longstocking, and the new
ones, like Aladdin, the symbol of diversity in Sweden, who came from Turkey when
he was two years old. His name transports us in the exotic story of Aladdin and the
magic lamp from the Arabian nights.

The idea of intimacy matches the idea of the rooms, the coffee table and the
trunk as hidden places where one can dream, where one can hide one’s secrets.
Because the "wardrobes with their shelves, desks with their drawers and chests with
their false bottoms are veritable organs of the secret psychological life” (Bachelard,
2002: 126). All those places in The Glass Children serve as objects-subjects, serve
as those memory boxes in our heads in the grey matter where fragments of the past
reside. In order to evoke intimate, private, personal moments, to share even the most
painful ones — the loss of the loved ones (her father), to speak openly about
illnesses, about the strange “glass children” — the former tenants, about the
meningitis of Billie’s mother, the reader needs to enter a state of unfinished reading.

Glass children are children who are born with severe case of osteoporosis, or
bone fragility. Therefore, they should be constantly monitored so that they do not
fall or hurt themselves. However, in my opinion the phrase “glass children” has a
deeper meaning and | do not think it is a coincidence that the book carries that title!
Natalija Tasevska’s article about her generation (about our children) made me think
in the following direction: “We are a fragile generation. We cannot take

responsibility for our own actions. We are glass children. Spoiled and



overprotected. Our parents made us take sports and computer courses. At age six
we had already passed all English courses. We were forced to become wunderkinds.
We were raised to be afraid (...) from our own mistakes. But how are we to become
better people if we do not make mistakes? We were raised to fear the world and to
scare it. We got used to staying home in our comfort zone. Because they taught us
that if it is raining outside, we should not go out. That is the rule. We might come
down with a cold”. Our children’s fragility is in fact in their easily broken heart and
soul.

Hence the reader discovers different stories:

the story about the house which once had been an orphanage called Sunny
Valley where “the girl who worked as a caregiver had hanged herself’ (2018: 150);

the story about Aladdin’s boathouse which to Billie it looks like a shoe box
compared to her old, haunted house: “The house was filled with sounds. It was
crackling, like it was growing and it ached. It must not be like that in Aladdin’s house.
Billie imagined that he can hear the sound of the waves and thought that that was a
wonderful lullaby. If Aladdin and she became friends, maybe Billie and Simona can
go to his house and spend the nights” (2018: 52);

the story about Ella’s house with oil lamps, so small it had “only one room and
a kitchen in the corner”, so small “there was just one sofa, a bed and a small table”
(2018: 87);

and the story about the room with slanted ceiling where Billie hanged photos
of her father and grandparents, arranges her books along with the books of the
previous owner thus becoming “the first twelve-year-old with her own library” (2018:
72);

The library can be experienced both as a closed (Billie’s room can be read as
a micro cosmos) and open space (there are countless books on the shelves opening
new spaces as macro cosmos or invisible spaces that are created by our
imagination) (according to Surio, 1982: 44-105). It is a place where the literary and
artistic experience has been stored through centuries. It matches “Borges’ idea of the
Library which will bring order to the world and of the infinite Book which will integrate
all books within itself’ (cited in Prokopiev, 2000: 179).

Then the search for the truth begins revolving around the mysterious house
that was once a school for the so called glass children. Ela worked as a cleaning lady

there for the four families that lived there afterwards but not one of the families lasted



more than three years in that house and all experienced some type of an accident.
That is why Ela says to Billie:

‘I don’t know everything. But | know enough to be sure that the house you are
living in is not normal” (2018: 89).

So the curious Billie embarks on a detective adventure.

Embarking on this detective journey “the reader is so wrapped in the role of
the protagonist in his fight against evil and impatiently waits for the outcome, but also
uses his own ability to play, to fantasize”. Today, the child living in a big city has the
“same desire and sweet fear to embark on an adventure outside the home”, says
Aleksandar Prokopiev in his book “The Travels of the Story” (1997: 151) This can be
achieved by reading a detective novel: “the identification of the reader with the
fearless protagonist in an efficient and fun way”. (1997: 151). Because reading is
also a part of the culture. And children create their own culture, a type of a
subculture in the culture of the adults. “They have similar artefacts, traditions, beliefs,
behaviors, and books should help them to build their identities” (Todorova, 2010: 42).
But we must admit that there are not many books which follow the detective pattern
in Macedonian literature. The first book that comes to mind is the popular book by
Slavko Janevski's Sugar Story (1952). The sugar-boy (or the so called Macedonian
Pinocchio) is a little detective who tries to save the kidnapped nightingale. Also, |
would like to remind you of the book Winter Detectives (1972) by Olivera Nikolova —
story centered around the search for Vera’s lost “jinxed sweater” in a criminal-
detective, contents-composition manner.

Popularity sometimes exploits the commercialization of feelings, but we should
not forget the fact that the detective book’s popularity “is equal to the fairytale’s
popularity which is indisputably the most read, most famous and most loved folklore
genre. Just as Snow White, Little Red Riding Hood and Cinderella are among the
most famous characters in the world, some detectives have become true literary
legends”, concludes Prokopiev (1997: 153) thinking about Sherlock Holmes.

The detective story — like the fairytale — supports and defends individual
freedom and action. At the beginning of the fairytale the protagonist usually leaves
his/her home and is on his/her own and depend on his/her courage and wits. In the
same way, the detective is often a loner — just like Billie. However, with the help of
those who believe her the most, Simona and Aladdin, she succeeds in discovering

the truth thus bringing cathartic satisfaction to Billie and to the reader.



Il. There is Something That Means Something, After All

On the other hand, the book Nothing (Intet, 2000) by Janne Teller has been travelling
around the world for almost twenty years. It finally arrived in Macedonia (Skopje:
Publisher, 2019). She is an exceptional writer, raising her voice and speaking her
mind on many modern and philosophical issues regarding religious and political
fanaticism, ethics in art and the modern world, dilemmas and views on the European
identity. The book Nothing — her debut novel in children’s literature — is thought to
have revolutionized the young adult novel genre. In 2001, the novel received the
Danish Ministry of Culture’s Children Book prize. Although the book was initially
banned, has since risen as an international bestseller, receiving the prestigious
award Le Prix Libbylit in 2008 for Best Children's Book published in French.

Nothing is a modern story about the essence of life, about the everlasting
dilemma: what is the meaning of life. Is it in the existence or in the essence? The title
itself has a scary ring to it. Is it really possible, in today's world, people to deal with
NOTHING? Can NOTHING be such a strong motive to write a whole book? Many
compare this book by Janne Teller with Animal Farm (Skopje: lkona, 2012) by
George Orwell, the biggest satire of modern history and Lord of the Flies (Skopje:
Nasha Kniga, 1984) by William Golding. | feel free to compare it to Jean-Paul Sartre's
Nausea.

Because just like Sartre's existentialist Antoine Roquentin all of a sudden gets
the feeling and realizes that he exists, the children in Teller's book get the feeling that
they have to dissuade their friend Pierre-Anthon from believing in his wrong
philosophy, who left school the day he realized that nothing was worth doing,
because nothing meant anything anyway.

Just imagine, Pierre-Anthon parks himself up in a plum tree and from there,
like a little God, starts observing the world. He looks at the sky and practices doing
nothing, yet he still pelts his friends with unripe plums. He also preaches the
following:

"If something's worth getting upset about, then there must be something worth
getting happy about. And if something's worth getting happy about, then there must

be something that matters. But there isn't! (...) In a few years you'll be all dead and



forgotten and diddly-squat, nothing, so you might just as well start getting used to it!"
(2019: 11)

So just as Anthoine Roquentin suddenly gets the feeling that he is existing
while he is observing the root of a huge chestnut in a Bouville's park and realizes that
in fact to exist means to be present, to live, all those children from 7 grade realize
they have to find a way to get Pierre-Anthon down on the ground and show him that
there is something that matters.

Roquentin tries to discover the pure state of existence, of life, state of being
freed from physical existence. He believes that he is getting closer to the discovery.
He believes that when he is listening to a jazz record. The melody does not
physically exist, but it is here, it lives and fills the air around him. He therefore
concludes that "to exist is to be here, simply, without any necessity". The students
share the same view so they decide to create the heap of meaning. Agnes, one of
the children, tells us the story in a very skillful and precise manner, eight years after
the events took place. So the heap constantly grows, even begins to look like a
Christmas tree. The idea was to gather all things that mean most to the children,
such as Agnes' green wedge sandals or Gerda's hamster Oscarlittle and use them to
show Pierre-Anthon that there is SOMETHING, sometimes and somewhere... which
is worth living for!

In Orwell's story the animals want to create a utopian model of communism
where everyone would work according to their capacity, respecting others’ needs.
Unfortunately, that does not happen and the pigs begin their authoritarian rule. Pigs
are shown as the cleverest of all animals, but they are the laziest as well. Orwell’s
genius is in his perfect way of presenting the totalitarian regime. The Revolution is
doomed from the beginning despite its promising start reflected in the maxim: "No
animal must ever tyrannize over his own kind. Weak or strong, clever or simple, we
are all brothers". To this end, they create the seven commandments on equality and
prosperity for all. However, the pigs as natural leaders succeed to rule over the other
animals through terror and propaganda with Napoleon as their leader — the most
respected and the evilest pig. Thus, "all animals are equal" transforms into "all
animals are equal, but some animals are more equal than others". Orwell creates a
situation where pigs succeed in convincing the other animals that it is for their own
good that pigs eat more apples and drink milk and that leadership is a “big

responsibility” and they in fact should be thankful to Napoleon. In a simple, yet



effective way Orwell describes mind control — the animals actually think and believe
that "Napoleon is always right". Can we experience Pierre-Anthon as a new Orwell's
Napoleon?

"Nothing" is a story about Pierre-Anthon.

It all begins on a beautiful day at the beginning of the school year when he
stands up and announces that "nothing matters, so nothing's worth doing", that life is
meaningless and we should not worry about anything. We should not worry about
school, friends, family... Eager to show him that he is wrong, his friends go on a
quest looking for the meaning of life. So they decide to give up their most valuable
things, the things that mean the most to them like Frederik's Danish flag
representing his patriotism; Anna-Li's birth certificate showing her Korean origin and
that she was adopted; lady William's diary which is his life; Hussain's prayer mat
representing his religious belief. Each next request becomes crueler than the last and
the story has a morbid twist. But can we really confirm by giving things up that
nothing matters and that nothing has meaning? Teller succeeds in showing that the
fear of meaninglessness can influence person's actions as much as the pressure
from the surroundings and the people.

In that regard, Nothing reminds us of William Golding's Lord of the Flies. A
brief recap. The book focuses on a group of British boys stranded on an uninhabited
island and their attempt to govern themselves. The boys learn how to survive on this
island, but also are faced with the challenge of growing up. In the beginning, they
form a society with a leader and members who have different tasks. Initially it seems
that everything can function perfectly. However, in time the boys succumb to the
powers of primitivism and soon violence and evil begin to rule the island. After one
incident, Jack the evil incarnate in this story, will erect a totem - a pig's head,
mounted on a sharpened stick which will be named Lord of the flies. In the same
way, Pierre-Anthon gives his friends incentive to work more than half a year on
building the heap of meaning — the heap of meaningful items in the dilapidated
sawmill which will become a sacred place (for rituals) where only those who know the
combination of the padlock can go into. The combination of the padlock is 502 —
Pierre-Anthon's birthday. Golding's story is also a story about the history of
civilization and the origins of religious beliefs based on the fear of unknown, as well
as the ways in which the religion and superstition can be used as an instrument of

power! All that will lead to the death of one of the boys and in Teller's story will make



the whole class dedicate themselves to creating the heap of meaning. In order to do
that, the children will dig up the coffin containing Elise's baby brother, cut off Ursula-
Marie's braids, who "looked like someone who had gotten lost on her way to the
asylum" (2019: 68), take Sofie's innocence, desecrate Jesus on the Rosewood
Cross, decapitate Cinderella, cut off Jon-Johan's index finger and burn Pierre-Anthon
alive, he who started the whole thing about the NOTHING. So maybe around twenty
children successfully faced the challenge of creating a heap of meaning which even
made them popular. However, as Agnes confessed, they did not succeed in one
thing:
The heap of meaning had started to smell less than pleasant.

Less than pleasant. Unpleasant. Sickening (2019: 92)

And Pierre-Anthon does not have any plums to throw at them, so instead he started

throwing his words at them:

What smells is decay. But when something starts decaying, it's on its way to
becoming a part of something new. And the new that's created smells good. So it
makes no difference whether something smells good or bad, it's all just a part of life's
eternal round dance. (2019: 92)

So the uninhabited island in Golding's story is the abandoned sawmill in Teller's
story. These settings are aiming to unmask the natural, uninhibited behavior of the
children away from school, away from parents and teachers. In fact, the story of
nothing is a story that opposes the generally accepted belief that children are
innocent. It shows that just like adults, children are capable of deep thinking and
making serious decisions, but are also capable of brutal behavior because evil is

intrinsic to human nature.

Translated by Paulina Jamakova

10
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YMeTHUYKunoT nepq)opmal-lc KaKo cBoeBuUgeH YMH Ha oTnop (ﬂpOTMB

€CTabNMULLIMEHTOT N NONIUTUYKATA HenpasAaa BO CBeTOT)

AHrennHa baHoBuk — MapkoBcka

YHusep3sutet “Cs Knpun n Metoawj”, Ckonje

CoBpemeHuUTe TOMNKyBaka ja OTKpMBaaT Te3aTa [eKa Cekoja TBOpeyKa akTUBHOCT, Kako
KpeaTMBEH YMH Ha OejcTBYBaw€, € MaHndecTaumnja Ha cnoboaHa Borja co koja YMETHUKOT ja
OoCTBapyBa CBojaTa OnweTCTBEHO-NOMNTUYKA MUCKHja, NOTBPAYBAjKU ja Te3aTa Aeka Mery
NIMYHOTO M NONIMTUYKOTO, HEMA rofiema pasnuka. 3aToa, 3a NOCTMOAEPHUTE TeopeTnyapu Ha
yMeTHoCTa, nepdopMaHcoT e effet de réel koj rm n3bpuwian Tparnte of nocrankara LTo
npeTxoAena Ha HeroBoTO co3faBake, MpU LWTO CaMUOT YNH Ha u3gedbama (Kako OTBOPEHO

YMETHMWYKO [ieN0), CTaHan NoMoKeH akT o[ camaTa Kpeauuja, Kako pMHaneH yMeTHUYKM

npons3eoa. 3aToa, BO KOHTEKCT Ha HeOA4aMHELLHUTE cnyqual-bai, CBp3aHM CO HaWeTo akageMCKo

1 NONUTUYKO MUNje, OBOj TEKCT ja NpeTcTaByBa yMeTHOCTa Ha MapuHa AGpamMoBuK, egHa o4

HajaHl'a)Kl/lpaHl/lTe n HajVIHTpVII'aHTHVITe XBU YMEHTULUN Ha BEKOT. Hej3VIHOTO XMBOTHO UCKYCTBO

n ronemMmmnoT 6poj YMETHUYKN n3penom LnpyMm CBEeTOT, ' npoBouunpaat rpaHn4HnTe COCTOj6VI Ha

TEeJNIoTo U YMOT.

Kny4Hu 36opoBu: nepcdopmaHc, MapuHa ABbpamoBuK, oTnop



“TouHo e aeka XMBOTOT He ro objacHyBa 4enoTo,

HO € BO BpCKa CO Hero.

A Toa He MOXe [a 3Hauu Opyro, OCBEH Aeka Toa Aeno
ro 3axTeBario TOKMy TOj XUBOT"

Mopuc Mepno-NoHmu

Kako nonwxaHpoBCka YMETHOCT W WHTepMeaujaneH xubpua Koj ja OTKpuBa
TpaHcrpecmBHaTta Xenba Ha aBTOPOT 3a LEKOHCTPpyMpawe Ha MUMETUYKUTE MOAENU BO
yMETHOCTa, NepdopMaHCOT Kako MOCTOjaHO Aa MM rm npencnmutysa noumMuTe rouecuc un
npakcuc. MNpBMOT Kako Kpeauuja/co3gaBare, a BTOPMOT Kako HenocpeaHa yMeTHMYKa
WHTEpBEHUMja, 4YMja KpajHa uen He € YMETHMYKOTO fAeno, TYKy CaMMOT YMH Ha
n3senbara.

CoBpemeHuTe TOMKyBaka Ha OBME KOHUENUMM ja OTKpMBaaT TesaTa geka cekoja
TBOpEYKa aKTMBHOCT, KaKO KpeaTMBEH YMH Ha [AejCTByBake, € MaHudecTaumja Ha
cnobogHa BoOSflja CO KoOja YMETHMKOT ja OCTBapyBa CBoOjaTa OMETCTBEHO-MOMAUTUYKA
MUCKja, NOTBPAYBAjkM ja TesaTa geka Mery fMYHOTO U MOMUTUYKOTO, Hema ronema
pasnuka. 3aToa, 3a NOCTMOAEPHUTE TeopeTnyapu Ha yMeTHocTa, nepdopmaHcoT e effet
de réel koj M u3bpuwan TparuTe Of nocTankata LWTO MNpeTxodena Ha HEeroBoTo
cosfaBarbe, Npu LWTO CaMMOT YMH Ha u3gedbama (Kako OTBOPEHO YMETHUYKO Leno),
cTaHan NoOMOKEH aKT O camaTa Kpeauyuja, kako douHaneH yMeTHUYKM Npon3BOA.

Cnopen Pwuapg LUWekHep (Richard Schechner), amepukaHcku TeaTponor,
pexucep M TeopeTudap Ha msBeabeHuTe yMEeTHOCTW, nepdopmMaHCOT e cBoeBuaHa
puTyanHa npakca Koja MHCUCTUpa Ha OUPEKTHa BPCKa CO CTBAPHOCTA, BKYyYyBajkn ro u
aKTUBU3MOT Kako nniatdopma 3a npeHecyBawe ngen o jaBHocta. CnvyeH Ha obpenor,
TOj € HenocpeaHo CBp3aH Co urpaTta W Co nNpoBoKauuvjaTa: caka Aa BO3HeMupyBa, a
npegu3BuKyBa rparaHcKuTe HOpMM, Aa ja noereye n nybnukaTta 3a Koca, MeHyBajku ja
HejsaMHaTa nepuenumja M COOYYBAjKM ja CO HOBM MNPOTOKOSIM Ha OAHecyBare U
KOMyHUuuparwe. A ©Ounaejkm KOMyHMKaumjaTa € OrncecMBHa W BeYHa Tema Ha
NOCTMOOEPHUCTUYKUTE nepdopMepn, nybrnvkata 3a HMB He € BeKe XOMoreHa rpyna,
TYKy rneganuuTe o MHOWTBO uHAnBMAyn. Kako ornegano Ha >KMBOTOT U Ha

onwTecTBoTo, YMETHUYKMNOT rlepcbopmch HEe To npeuncnntyBa CamMO WCTOPUCKNOT



KOHTEKCT, TYKY U aKTyelTHUOT MUr co cute CBOU MNAEOJIOLKA, NMOJIUTUYKN U YMETHUYKU
OOrMn N KaHOHMN.

Bo noHaTamMOLWWHWOT TEKCT BU ja npetcraByaMm YMETHOCTa Ha MapMHa
A6paMOBMk, eiHa oA HajaHrammpaHMTe n HajI/lHTpI/IFaHTHI/ITe XMBN YMEHTUUWN Ha BEKOT.
Hej3I/IHOTO XNBOTHO UCKYCTBO U ronemMuoT 6p0] YMETHUYKN n3seandbu LWLnNpym CBETOT, Tn

npoBouunpaat rpaHM4HnTE COCTOj6I/1 Ha TeJioToO N YMOT.

1. MoeTo Teno — ToTtanHo jac

Kako maTepujaneH u ymeTHUYKM 06jekT, mesiomo BO nepdopmaHcuTe Ha MapuHa
ABpaMoOBUK €, UCTOBPEMEHO, N NIMK N FINYHOCT — LiEHTpanHa Tovka Ha m3BenbeHnoT
npouec BO KOj yMeTHWUATa € camumoT MeguyM, KOj HenocpeaHo ce ucnuwan cebecw,
BbnarogapeHue Ha cBouTe ,TenecHun“ kogosw. Twue He camo WTO npeaynpegysaaT 3a
ersucTeHumjanHata OTyreHOCT Ha YOBEKOT, 3a CMpTTa Ha CyO0jeKTOoT M 3a HeroaTta
NCNpasHeTOCT Nped OYMTe Ha CBETOT, TYKy ro noBp3yBaaTt M NOSIeTO Ha eCTETCKOTO CO
NnosieTo Ha jaBHOTO AejcTByBawe. Bo Bmonowlka, ncuxonowka, couujanHa, na aypu u
cekcyarnHa cmucna, 6GuxeBuopucTuukmMoT body art' Ha koHuenTyanHaTta ymeTHuua
MapuHa AbBpamoBuk e cBoeBuaeH (Ha)inMH Ha OejcTByBake, CO KOj — U AOCMOBHO U
KOHKPETHO — M COOMLwITyBa U MaHUecTMpa Taa CBOUTE YMETHUYKM 3aMUCIIN U LIENW,
NCTpaxyBajkn ro TeriecHOTo, He camMo BO AOMEHOT Ha CMMOONHOTO, TYKY Y BO AOMEHOT
Ha eraucteHuunjanHoTo. CBojaTa MOCBETEHOCT KOH OBOj BMA W3BedyBayka MpakTuka,
ABpamOoBUK ja onuvwyBa Baka:

,flpaBam ocTpa rpaHuya nomery MOeTO MpMBaTHO W jaBHO Teno. BcylwHocT,
MHOIy CyM CpamexnunBa, HO BO MUIOT KOra ro Kopuctam CBOETO TeNo 3a notpebute Ha
YMETHOCTa, CUTE orpaamn, HeCUrypHocTa U YyBCTBOTO 3a CpaM, UCYe3HyBaaT. TenoTto mMu
CTaHyBa anaTtka n Hemam nNpobrnemMu co OTKPMBaHETO M CO ronoTunjata. Mnucnam geka ke
ro KOPUCTaM Taka A0 KPajoT Ha CBOjOT XMBOT. "

W 3a aBTOpPOT Ha KHUrata @eHomeHosioauja Ha rnepuenyujama, TenoTo e e4Ho o4
HajBaXXHUTE OHTONOLLKN npawana. IMeHo, ,Kora ctaHyBa 300p 3a Tenoto Ha [pyrvoT
UM 3a MOeTo concTBeHo Teno — Benu Mopuc Meprno-lNoHTtu (Maurice Merleau-Ponty) —
jac Hemam [pyr HayuMH Ja ro crnosHaam Toa Teno OCBEH Ja ro AoXuBeam, fa ja

npe3emMamM Ha cebe ApamMarta WToO MMHYyBa HU3 HETO, U Oa Ce CoXMBeam CO Hea. Jac Cym



3Hayn MOETO Teno, BO OHaa Mepa BO Koja ro AoXMByBaM UCTOTO. M obpaTHO, MOETO
TEeNno e Hekoj NPUPoAeH CybjeKT, BpeMeHa ckuiua Ha MoeTo ToTanHo 6utne“ (Merleau-
Ponty, 1978: 213).

[a Buanme cera kako nnaHetapHo nosHatata MapuHa AGpamoBuk ycneana ga
rO HaMeTHe BO jaBHOCTa CBOJOT ropus 3a co3dasare rnepgopmaHcu. N pann Tue
oTcekoraw ©Owne cBoeBMOeH ,4MH Ha OTNop“ nNpoOTMB MacTep-HapaTuBuTe Ha
(koMyHMCTUYKaATaA?) Maeosniorvja unuM camo JNykaB MapKETUHLLKA MNOoTer MOTKpeneH co
ANCKYPCUTE Ha aKTyenHuTe Teopun?

Mpen pa ogroBopam Ha oBME npawaka, 6u cakana ga norcetam geka BO
OpojHnTe uHTepsjya (M Guorpacdum), Taa 4YeCTO UCTaKHyBa Aeka Hej3HOTO OEeTCTBO
6uno obenexaHo co NOMMOT ,ToTanHa xpTtea“. [la Bumgume LITO OTKpPUBA Hej3MHaTa
Buorpaduja.

Poaena Bo benrpag, 1946 roguHa, MapuHa AbpamoBuk e npBa poxba Ha egHo
NapTU3aHCKO CeMejcTBO (TaTko M Bun HapodeH Xepoj U uYrfeH Ha enuTHata TuToBa
rapga, a Majka m mMajop BO napTu3aHckata apmuja, nogouHa guvpektop Ha MyaejoT Ha
peBonyunjata Bo benrpaa). [lo ceojata wecta rognHa MapuHa xunBee co cBojaTa 6aba
(co poguTenuTe ce rnega camo 3a BWUKEH), O4 Koja ro HacnegyBa WHTeEpecoT 3a
e3oTepnyHn Temun. OBOj NoagaTok, 3aeqHO Co PaKTOT AeKa efeH o4 ceMejHuTe npeTum
no MajumHa nuHuja, 6un cpnckuoT natpujapx BapHaBa, HM ja oTkpuBa MapuHa
ABpaMoBUKK Kako ,CTUNU3NpaH* NpPou3BoL Ha OBEeTe HajroflieMyn KOHTpaguKkuMuM Ha Toa
BpeMe, MPUCYTHU HE caMO BO OMWITECTBOTO (MOKHaTa KOMYHUCTMYKa wuaeornorvja u
KOHTpONiMpaHata pPenurmo3HocT), TyKY W BO CEMejCTBOTO (CTporata BOjHUYKA
OVCUMMIMHA M MoTUCHaTaTa cnupuTyanHocT”). Mo 3aBpllyBake Ha CTyauuTe Mo
nukoBHa yMeTHocT BO benrpag, MapuHa ro npudaka body art aOBMXKeHETO,
npuapy>xXyBajkn ce Ha edHa KpeaTmBHa rpyna nepcgopmepun. Bo 1971 roguHa 3anuwysa
NOCTANMNNOMCKN CTyauMn Ha AkagemujaTta 3a NIMKOBHM yMETHOCTM BO 3arpeb, Bo knacata
Ha cnukapot Kpcto Xeregywwk'. CBojaTa akagemcka Kapvepa ja 3anodyHyBa Ha
YMmeTHu4kata akagemuja Bo HoBu Cap (1973), a notoa Bo Amctepgam (1975),
3aHMMaBajku ce Cco dunMm, BUMAEO W puTyanHn nepdopmaHcu, obugysajkn ce,
NCTOBPEMEHO, ,[4a Ce OMHCTaHUupa o4 penpecuBHaTa KynTypa Ha CBOETO CEMEJCTBO U

« Vi

og nosoeHa TutoBa Jyrocnaswja“.” loguHute wTto crnepgat (og 1976 go 1988) rm



MUHYBa BO MNpPOMECUOHaNHO M NIMYHO MAPTHEPCTBO CO FEPMAaHCKUMOT YMETHUK Ynaj
(Ulay). Bo 1997 roguHa MapuHa e npodecop Ha Bwucokata wkona 3a fMKOBHU
ymeTHoCTM BO bpayHcsajr (Fepmanuja), a Bo 2004-ta noveceH goktop Ha MHCTUTYTOT 3a
ymeTHocT BO Yukaro. Og 2005, xmBee n pabotn Bo Hbyjopk. ABTOp € Ha ronem 6poj
CaMOCTOjJHMU W3NOXOW, a HejsuHUTE KpeaTMBHM M3BedAbU W WMHCTanauuu ce aen og

HajI'I03HaTI/1Te jaBHVI " npmBaTHU KonNekunnm H1N3 CBETOT.

See3da 00 ozaH

lMpBata TBOpeyka hasa Ha MapuHa ABpamoBuK ja obenexyBaaT cMMOONOT U
rectot. CtaHyBa 360p 3a HejauHMOT ,benrpagcku nepuoa”, 3a Koj e cBp3aH nosHaTt
HacTaH. N3BegeH nog HacnosoT ,,OrHeHa sBes3ga“ (Zvezda od vatre), nepdopmaHcoT
Habp30 e npenmeHyBaH BO ,Putam 5“ u ctaHyBa gen of uuknycot Putmosu. 3a wTo
TOYHO CTaHyBa 360p.

Bo 1974 roavHa, Bo ABOPOT Ha GenrpaTckuoT CTYOEHTCKM KynTypeH LeHTap”,
MapuHa nHcTanumpa gpBeHa KOHCTpyKumja BO popma Ha neTokpaka seesga (cumbon!).
KoHcTpykuMjaTa ja McnomnHyBa CO CTPYrOTMHM LITO MOToa MM nanu, nonesBajkn rm co
6eH3nH. OBuMKonyBajk1 ro 4PBEHNOT NeHTarpam, OTCEKyBa Aen o4 KocaTa v HOKTUTE U U
dpna Bo orHoT. Mo oBue o6pegHn noctanku, MapuHa BHMMAaTENHO BReryea BO
cpeavHaTta Ha orHeHaTa sBe3fa W nerHyBa co paue pawupeHnu (rect!), penpoayumnpajku
ja crMkaTa Ha YOBEKOT of, neHTarpamoT Ha Arpuna*™.

lMopaan HepocTaToOK Ha KMCNOPOA M 3rofleMeHa KOHUEeHTpauuja Ha jarnepop
MOHOKcug Taa rybu ceect. [ybnukata ro npekuHyBa nepdgopmaHcoT (KOoj Tpae peyvmcu
90 MWHYTK), M3BrEKyBajku ja yMeTHMUATa oA pacnnamTeHWoT obpay Ha orHeHaTta
sBesga... Henn petctBoto m Gewe obenexaHo co noumoTt . kptea“? Toraw, wTo
OTKpMBa M KakBa nopaka npaka, osaa nssenba?

Op 3advyBaHuTe doTtorpacdum Ha ,Putam 5% cHumeHun 3a Bpeme Ha nspeabarta, ce
rmega geka Bo OBOj nepdopMaHc, TeNOTOT Ha ymeTHUUaTa ABpamMoBuKk e JoBeAEHO A0
rpaHnyHa coctojba. PegyumpaHo OO pamMHUWITE Ha 06jekT, Toa € WCTOBPEMEHO U
npeamMeT M CPeTCTBO Ha M3pasyBake — eQHO XeTeporeHo (M npuMBaTHO, U jaBHO) Teno
KOe He MOXe NecHO fa ce aeduHupa, OTU ja npukpusa (OTKPUBAjKU ja, MICTOBPEMEHO)

CBOjaTa CnoeBuUToOCT W KOMMIEKCHOCT: o4 e€eaHa CTpaHa MaTepI/IjaJ'II/ICTI/NKaTa



domnosoumja cBOjCTBEHA 3a coupeanuCcTUYKMOT nepuon Ha Jyrocrnaeuja, a on Apyra
cTpaHa cnMpuTyanHWMOT MHTEpeC 3a e3oTepujaTa, CBOjCTBEH 3a Mnagata MapuHa
ABpamOBUK.

[MeHTarpamMoT € MOKeH OKynTeH cumbon. [0 mpeTcTtaByBa MWKPOKOCMOCOT BO
MUCIIEYKNOT (CBECEH) CYDjeKT, KOj MM 0oNieBa Ha 3EMHUTE UCKYLUEeHUja KOPUCTEJKN rn
cBouTE NoTeHumjanu. Ho ocBeH Kako e30Tepuykun, neHTarpamot Ha MapuHa AbpamoBuK
MOXe [a ce TOJMKyBa W HU3 efeH NCUXoaHanuTU4YkM Knyy. Toj Hé Boau Ao anabokute
CNoeBM Ha MHAMBMAOYASHOTO... Na W KOMNEKTMBHO HecBecHO. Cenak, 3a CTpaHCKuTe
npocrnegyBayn Ha Hej3MHOTO [Aeno, CrNoMeHaTUMoB neHTarpaMm Oumn KOMyHUCTUYKa
neTokpaka seesga Koja, Ha CMMBONMYEH HayuH, ro nNpeTcTaByBasia BCYLLHOCT OTNOPOT
Ha MnagaTa jyrocrioBeHcka reHepaumja npoTMB uAeonorujata Ha CBOUTE PoOAUTENM,
ncnpakajkm jacHa nopaka — geka Cce Xpmeu Ha HUBHUTE KOMYHUCTUYKM maeanu. Ho
Aanu, HaBuCTMHA, co 0BOj nepdopmaHc MapuHa AbBpamoBuK o MaHudecTMpana
CBOETO HEe3a40BOSICTBO (04 KOMYHUCTUYKOTO MUHATO Ha HEj3UHUTE pPOoAUTENN) Unu Taa
HejsaMHa ,maeonowka“ nopaka, kpuena, Moxebu, HekakBa Jpyra MoOTuBauuja,
caMoHaMeTHaT ,TecT 3a CMefnocT ... UNK ,puTyarn Ha TpaHcueHAeHUnja“ Koj ro noctasun
HEej3HOTO TENOTO Ha PaMHULLTE HA HECBECHOTO?

Bo 6uorpadckata kHura (co mopobuaeH HacnoB) Koza MapuHa AbpamosuKk Ke
ympe, aBopoT Llejmc BecTkoT (James Westcott) rn sanuwan cnegHmse 36oposu: ,AKo 3a
Hekoro seesgata 6una obuyeH cumbon Ha kOMyHM3MOT, 3a AbpamoBuk Taa 6Guna
apxemuricku cum60s1 Ha MHOTYKpPaTHW: APEBHO PENUIMO3HN N MaTeMaTUYKN acoumjaumn,
oa MeconoTamuja, Npeky nuTaropejumte, OO0 PaHOTO XPUCTUJAHCTBO WU OKYNTMU3MOT,
npeky kou ce obugena ga ja cosnaja Taa HMBHaTa cumbonuyka Mok unu, 6apem, ga ce
cooun co Hea. bu moxeno ga ce kaxe geka, 3a MapuHa Abpamosuk, ‘Putam 5 Toraw
6un, NocKopo, eTana of HejanHaTa o4vajHMyKa noTpara no JSIMYHOTO, OA4OLUTO MCHEKOP
KOH Hekoe nonutnyko ocriobopgysamwe” (Vestkot, 2013: 81).

OBaa koHCTaTauuwja Me HaBefe Ha nomucrata geka, CeYyeHeTo Ha Kocata U
HOKTUTE (KakO COCTaBeH [en o4 crnomeHaTuoB nepdopmaHc), 6u moxene pa ce
npoTosikyBaaT M Kako o00pen Ha wuHuuMjaumja (puTyan Ha MNpoyvnCcTyBawe U

pereHepupare) CO KOj ja O3Hauyuna Taa uandkata M MeHTanHaTta nypudukaumja Ha



CBOETO TeNo, OAOLWTO n3pas Ha MAEONOLWKO BNujaHne. 3atoa ke buage MHTepecHO, ako
BO KOHTEKCT Ha OBaa pa3MucrlyBarbe, COMEHaM yLITE eeH BaXXeH NoaaTok.

NmeHo, Taa 1974 roavHa, BO benrpag goLon repMaHCKmnoT
(npoTto)koHuentyanuct Josed bojc (Joseph Beuys), peBOnyuMOHEPHa NUMYHOCT, efeH
Of HajroniemMuTe repmMaHckm ymeTHnum Ha XX Bek. Co cBomMTe amOMeHTanHu nHctTanaumm
N nepopmaHcK, Toj HaAcTojyBan Aa MOKaXe Aeka XUBOTOT € YMETHOCT, a yMeTHOoCTa
XMBOT, OeKka YyMeTHMYKoTo geno Tpeba fa ja oTenoTBOpyBa XuBaTa MaTepuja, a
YMETHOCTa Aa ro permctpupa u JOKyMeHTUpa NpoTOKOT Ha eHeprujaTta, WTo LmMpKynmpa
O YMETHMKOT KOH nybnukata m obpaTtHo. Camo ymeTHocTa wWwTO ocnoboayeana,
MOXena pfa Ouge katanu3aTop Ha OMWTECTBEHUTE MNpouecnu, MeHyBajkm rum
3aKopaBeHUTE OMNWTECTBEHU CTPYKTYpU U Hopmu, cmeTan bojc. HeroBoTo npenasake
BO 6enrpatcknoT CTyOgeHTCKM KyNnTypeH LeHTap 6un egeH o HajaHavajHuTe HacTaHu BO
Toa Bpeme. OcTaBui OrpoOMEH BMeYyaTOK Bp3 MIiagaTa KOHUenTyanHa ymMeTHuua wu
HEj3MHOTO €e30TEepPUYHO chakawe 3a YMETHULMTE Kako ,laMaHW Ha OnwTecTBOTO".
3aTtoa, Tewko Moxe aa ce npudatm geka ,Putam 5 6un (Bo Toa Bpeme) umnnuumTHa
KPpUTMKa Ha jyrocnoBeHckaTa nonuTMKa, 3awTo — HWUTYy BpemMeTo (enoxata Ha
counjannamMoT), HUTY MecToTo (6enrpaackuoT CTYOEHTCKM MUEHTap Kako ,KynTypeH
pesepBaT‘ Ha MnaguM yMeTHWUM), HEe oJene BO Npunor Ha Taa Te3a. [OKOnKky,
HaBWUCTMHA, ce paboTeno 3a HekakBa ,0TBOpPeHa npoBoKauuja“ Bp3 jaBHOTO MHEHWE U
anTepHaTMBHaTa MnagvHa Ha couujanucTudka Jyrocnasuja, AGpamoBuK BepojaTHO Ou
Ouna caHKuynoHupaHa. HanpoTue — Hej3aMHNOT nepdopmMaHc 6un ccarteH Kako nspas Ha
ymMeTHuYKa crnobopna, a seke crnegHaTta, 1975 roguHa, n noyecteH co HarpagaTta Ceaym
cekpeTapu Ha CKOJ™.

Koj 3Hae, moxebu TOKMYy OBOj MOMEHT Ke ja pa3byau HejsnHaTa ,Heckplunusa“
BOMNja U ke ja TpaHcdopMmnpa BO eeH cneunduyeH obnuk Ha omiop, Moxebu He TONKy
KOH eTabnupaHaTa ngeonoruja (koja ro obenexa Hej3MHOTO CEME|JCTBO), KOSKY KOH CuTe
BMOOBW rosumuyka Haripasda BO CBeTOT... Ho npea Aa npeMmHam Ha OBOj nepuog of,
HEej3MHOTO TBOPELUTBO, K& Ce OCBPHaM Ha ywTe efeH nepdopmMaHC KOj OCBEH LITO MMa
AOMNUPHU TOYKM cO BYHTOBHOCTA M CO (CamMoO)KpTBaTa, ro OTBOpa WM npalakeTo 3a

aBTOHOMHMOT KapaKkTep Ha YMEeTHOCTa U HejauHaTa Bpcka co uaeonorujarta.



2. Thomas Lips vs Lips of Thomas®acumHaumnjata co cumbonoT-sBe3ga ke Hajae
MEeCTO BO ywTe efeH nepdopmaHc Ha MapuHa AbpamoBuk. N3segeH 1975 roguHa, Bo
anepujata KpuHumHrep (MHCBpyk, AscTpuja), ,Tomac Jlunc“ (Thomas Lips) 6un
LLleNIoCHO opurMHanHa uaeja Ha MnagaTta ymeTHuUUa, Koja MOBTOPHO M MpoBouMpada
rpaHMUMTE Ha CBOjaTa MeHTanHa n pmsnyka n3gp>xamBocT.

Ha doTtorpadumte WTOo ro gokymeHTupaaTt OBOj nepdopMaHc ce rneja neka
neHTarpamMmoT (Ha HEj3MHNOT CTOMaK) NOoKa)KyBa MHOrY MorosiemMa Crm4yHOCT CO OKYNTHUOT
cumbon Ha sBesgaTa ,Bo hopMa Ha Kosja rmasa‘*, koja — 6apem cnopepn 360poBuTe Ha
BectkoT — ja oncegHyBana wmnagata ymetHuua (Vestkot 2013: 94), ogowTto co
KOMYHWUCTWYKATa MKOHOrpacuja® Ha BpeMeTo BO Koe O MW3Bena Taa CBOjOT
nepgopmaHc. 3aToa, 6u pekna geka ,NepBepTMpPaHMOT® MNeHTarpamMm o Hej3UHMOT
CTOMaK, ro OEeMOHCTpuUpa, BCYLUHOCT, TpUyMdOT Ha noxoTaTa Koja — cO ,poroBute”
CBPTEHWN yrope — aTakyBa koH HeboTo, a He ,ncuxuykaTa gpama“ Ha noeguHeuoT of
TOTanNUTapHUTE PEXUMM.

3a ga ro noTBpAam oBa, 61 cakana ga notcetam ywTte geka, nponubepanHaTta
jyrocnioBeHcka MnaguvHa (Ha Koja m npunarana Ttoraw u MapuHa AGpamoBuK) ce
dopmupana BO efHa crneunduyHa gyxoBHa artmocdepa. [lokpaj BnmjaHneTo of
3anagHaTa HoBa neBuua (TorawHuUTE HEOMAapKCUCTW), TFOfieM BnevYaTtok Bp3 Hea
ocTaBuna W MOCTCTPYKTypanucTuykaTa Teopuja 3a 3HAKOT W 3Ha4YeHeTo, TBpAU
CPMCKMOT TeopeTuyap Ha coBpemeHaTta ymeTHocT, Mwuwko Lllysakosuk (Suvakovié,
2005: 468), HO — HajMHOry, Moxebw — ,UpHMOT 6paH® Ha jyrocrnoBeHckaTa
KnHematorpadwmja, ocobeHo punmoT Ha [ywaH Makasees. MocBeTeH Ha Bunxenm Pajx
(Wilhelm Reich)®, naymutenot Ha ,oproHckata“ (cekcyanHa) eHepruja, dounmotr WR:
mucmepuume Ha opzaHusmom (1971) npeTcTaByBan BO Toa BpeMe MOLUHE cmMmena
KPUTMKaA Ha penpecuBHUTE OMNWITECTBA — M HE caMO Ha NOCTCTanuMHUCTMYKa Pycuja
nvnn TuTtoBa Jyrocnaeuja, TyKy M Ha KOH3epBaTuBHa AMepuka — KOU uMane
NypuUTaHCKM 0QHOC KOH crniobogHaTta/TenecHa rby6bosB...

Ho, oa n ce Bpatume Ha MapuHa n Ha HejanHaTa 6yHTOBHOCT. [lo6po e aa ce
3Hae geka opurMHanHata Bep3uja Ha OBOj nepdopMaHC HacTaHana BO BpeMe Kora
MapuHa AbpamoBuk He 6una Bo obOpn 0gHOCK CO CBOjaTa Majka, HekorallHaTa xpabpa

napTmn3aHka (ijOCJ'IOBeHCKI/I Majop 1N HapoadeH xepoj), Mako — n camata npu3HaBa —



HUKoraw He Guna HexHa KOH cebecun. Tparajky no cBojaTa emouMOHanHa u OyxoBHa
TpaHcdopMauuja, Taa YeCTo u3BeayBana onacHu notTgaTun, UCKYLLYBajKN M OU3NYKNTE
W MeHTamnHWUTE rPaHNLM Ha CBOETO cencTBo™ .

Mako e noseke on ounrnegHo geka ,YMETHUYKMOT aBTocagm3am” (u3segeH BO
nepdgopmaHcoT ,Tomac Jlunc®), He oTkpuBa xenba 3a TpaHcopmaumja Ha cou-
peanuctuykata CTBapHOCT, MOBEKETO CTPaAHCKW NpocredyBayvM Ha HEj3BMHOTO OeNno — n
OBOj NeHTarpam co ,Kosja rrnasa“, nocBeTeH Ha nNnYHocT co ume Tomac Jinnc (Thomas
Lips) — ro npoTonkyBane Kako CynTUIiHa KpUTMKa Ha ,coumjanucrmykata penpecuja m
ngeonornja“. Ho MapwuHa, Toraw, BOOMWITO HE KOKeTupana CO CBOETO UOeosIoWKO
bumue, TyKy CO cg8ojama uHmMumMa (U CO CeKkcyasiHOCTa, CeKako), MPKOCEejKU UM He camo
Ha OMLTECTBEHNTE KOHBEHLUN, TYKY U Ha NYpPUTaHCKUTE NPUHLMNKN Ha CBojaTa Majka. bu
MOXeNo Ada ce Kaxe, oypu 1 Toa, Aeka BO OBOj nepdopMaHc, HarnaceHata nacuBHOCT
Ha ,Teno wTo Tpnun“ (Teno paHeTo, NOAMOXHO Ha camonpeau3sukyBadka ©onka), ro
TematmaMpa W Oomraopom KOH ,pPOAOBOTO  HACWICTBO®, OTKpPUBAjKM  efHo
HeaUCLMNIMHMPAHO YXX1Bake Ha XXeHa, Koja yNopHO ro NnpoBoumpa ,MaLlknoT norneg’...
Ho, aa nm ce Bpatnume Ha cumbonume.

lMeTHaeceTMHa roAuHM MO opwurnHanHata wu3segba Bo WHCOpyk, MapuHa
AbpamMoBMK MOBTOPHO Ke o wu3Bege ,lomac Jlunc“, HO OBOj nNaT BO paMKM Ha
npetctaBaTta buoepagbuja koja (Bo 1992 rogmHa) Ke ro Tematmsmpa Hej3UHUOT KMBOT.
Ho neHTarpamoT co ,k03ja rnaea“, ke CTaHe Tyka ,KOMYHUCTUYKa sBe3ga“, kKoja BO
tyjopLukm N'yreHxajm (2005) ke ro npomeHn Ha3mBoT ,Tomac Jlunc® Bo ,Lips of Thomas®.
CrtapoHoBMOT nepdopmaHc Ke Tpae Lenu cegym vaca u ke BKIyYn HEKONKY HOBUTETM:
napTM3aHCKa Kana co LpBeHa neTokpaka, KOXXeHn 4n3amum n 6eno s3HameHue Kako cumoon
Ha MupoT... BuctuHa, Bo cnopeaba co npsaTa (opurnHanHa) nssenbdba og 1974 roguHa,
OBaa Hema fa ro uma CTapuoT epoTcku Haboj, HO ke ucnpaTh jacHa ngeornoLlka nopaka
— Liena KOMyHUCTMYKa (M)cTopuja BO egHa crvka...

LLTo ja nOTTMKHaNo Kopekunjata Ha 3Ha4YeHEeTO BO OBOj NepopmMaHc?

OnHa wrto Tpeba ga ce noTeHuMpa oBAe e CBecTa Ha ymeTHuuara. [pBo, aeka co
oBaa poTupadka cumbornorpaduja (04 OKyNTeH NeHTarpaMm BO KOMYHUCTUYKA SBes3fa),
neHTarpaMoT O HEj3MHMOT CTOMakK HeMa da acouupa BeKke Ha numyHocTa Tomac Jivnc,

TYKY Ha KOMYHUCTMYKOTO (M MapTM3aHCKO) MMHATO Ha HEj3MHOTO CEMEJCTBO, HO MOXEeObu
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HajMHOry Ha kpBaBWOT bankaH (OHOj o4 AeBedeceTTUTe rogvHN Ha BEKOT, obenexaH co
rparaHcka BoOjHa BO Jyrocnaseuja). BTopo, geka CTepeoTMnHOTO mmaro wTto Gewe
KapaKTEPUCTMYHO 3a HeKOorawHUTEe CouMjanUCTUYKM 3eMju, MOXe Aa Npeau3Buka cera
MHOrY NOroyieM MHTepecC OAOLWITO ,,OKYNITHUTE Tparn of yCHUTE" Ha e30TepuyHMOT Tomac
Jinnc. Taka, GnarogapeHuMe Ha OBOj CBECEH MAapPKETUHLLUKA MOTEr, KOMYHUCTUYKUOT
neHTarpam of ctoMakoT Ha MapuHa ABpamMoBUK ke npepacHe BO rofieM bpeHs, Koj — Ha
rofiema Bparta — Ke ja BpaTu npvkasHara 3a ,TofIMTUYKOTO Teno“ BO yMEeTHOCTa.

3aToa, camMo HaKyco, KakO MOTEHUWjaneH HacTaH — OTBOPEH U HenpeaBunanve —
mesniomo Ha MapnHa ABpamMoBUK Ke ro 3acBefo4un CTaTyCoT LWTO OTCeKoralwl n npunaran
— nocnegHoTo npubexuwTe Ha TeaTapoT U TeaTpanHocta. M He caMo Kako o6jekm Bp3
KOj Ke M BpeXyBa Taa COAPXUHUTE Ha CBOjOT XMBOT, TYKY U Kako MeduyM CO KOj Ke
npeHecyBa cBouTe (3agouHeTn!?) Ho cenak MOKHW nopaku. MNpBo, Aeka YOBEYKOTO TENO
e cybjekm Ha rnpeobpasbu, KOj NOTTUKHAT Of TpaHcrpecupHaTta xenba 3a HOBO,
HEePEeCTPUKTMBHO, YTOMUCKO TESO, MOXe Aa NOCTUrHE MOBUCOK CTEMNEH Ha eraucreHumja,
N TOa HE3aBMCHO O peXMmuTe LITO ro Haarnegysaat, AUCUMMNINHUPaAT U KasHyBaarT.
BTopo, geka, n BO WOHWHA, CUTE Hej3HW nepdopMaHcKM Ke ce crnydyBaaT BO
HenocpegHa OnM3aMHa Ha MecoTO WM KoXaTa, MOTTUKHYBAjKM Kaj nybnukata egHa
MUCTEPUO3HA OPrasMmM4YHOCT KOja HE CaMO LITO MOCTOjaHO Ke ja BOCKpPeCHyBa HejanHaTa
CEH3yamnHoCT, NUOMAMHO3HOCT W/UNN €30TEPUYHOCT, TYKY M Ke ja ApXKU MNOTEHTHa
,AoNnTU4KaTa gpama“ Ha TenoTo.

Camo Taka, of n3pas Ha Sin4Ha aroHunja u OTNop, YMETHUYKNOT CEH3NOMNUTET Ha
MapuHa AbGpamMoBMK MOXe4ye Oa ce TpaHchopmupa BO KOHKPETEH, OMTeCcTBEHO-

NONMTUYKN HAcTaH. [1a BugmMme Kakos...

3. BankaH-6apok

Bo nepuogot og 1997 po 2005 roguHa, MapuHa NOBTOPHO ro npeucnuTyBa
CBOETO KYNTypHO M OYXOBHO HacneacTBO, CemejHaTa uUcTopuja M umpeonorvjata Ha
ceouTe npeTuu. HajnosHaT nepdopmaHc of Toj nepuof, cekako e ,Balkan Baroque® —
BMOEO MHCTanauuvja 3a koja Bo 1997 roguHa, ro gobusa npecTtmXHUOT ,3naTteH nas“ 3a

Hajoobap ymeTHUK Ha bruenaneto Bo BeHeuuja.
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CtaHyBa 300p 3a mmnpecmBHa m3Beaba Koja CO cBOjaTa KpBaBa M MpadHa
nopaka, rm Bo3GyaM Torall eBPONCKATE YMETHUYKM kpyrosu.™ Ho — camo kako
nojacHyBawe — 3a Aa He Be 36yHM NoMmMoT BGapok BO HACMOBOT Ha 0OBOj NepdopMaHc —
He cTaHyBa 360p 3a CcTMUNOT 6apok, TyKy 3a HELWTO WTO MOXe Aa ce npeno3Hae AeHecC,
Kako ,cocTojba Ha cBecTa“. 3a WTO TOYHO cTaHyBa 360p...

Bo aronot Ha egHa mpaydHa nogpymcka npoctopuja™’, Bo gonro 6eno 3aonHuLTe,
cean ymeTHULaTa Bp3 MfaHWHA O KOCKA — OBE wfljagu Kurorpamu, CBeEXO KpBaBu
jYHELLKM KOCKN — FPWXKIMBO YNCTEJKM M1, CO YennyHa 4YeTka, nocrnegHuTe octatoum Meco
o4 HuB. MayHuHaTa WTOo ja co3fgaBa CTpaoTHaTa rneTka, ja HagononHyBa eaHa BUMAEO
npoekunja Koja ce npeHecyBa Ha TPU eKpaHCKM nnaTtHa. Ha HMB ce oaBMBa Hapauuja 3a
cTaopuuTe WTO ce HaMHOXune Ha bankaHoT, yHuWTyBajkn ce mefycebHo. oTtoa, Ha
e[HO o nnaTHaTa, ymeTHuuaTa ce TpaHcdopMupa BO neayka koja of nasysute Bagu
upBeHa wamuja n wurpa. Opyrmte gBe, mm npukaxyBaaT MOPTPETUTE HA HEj3UHUTE
poauTenn: TaTKOTO BO pakaTa ApXW NULITOS, a Majkata M 3aTtBopa OyuTe... notoa
MajkaTa-majop nuwyBa W3BELWITaj, a TaTKOTO ApXu roeBop npen 6Genrpagckata
CTyAeHTCKa MnaguHa o '68-ma roguHa...

MepcopmaTMBHOCTA Ha YMHOT ,YUCTEHE KOCKM®, KOAMpa jacHa nonuTuyka
nopaka. [1naboko noBp3aHa CO Hej3MHOTO AOXMBYBak-€ Ha BOjHaTa — OBaa BepuUCTUYKa
cnuka Ha (camo)nypudukauuja ucnvwaHa Ha Hej3UHUOT ,OKpBaBeH® MaHTuM, ro
npeTcTaByBa BCYLIHOCT KOSIEKTUBHOTO MMHATO Ha GankaHckMTe Hapoaw, No pacnagoT
Ha nopaHewHa Jyrocrnaeuvja. YMeTHUUATa € Heuymja Majka/cecTpalkeHa KojalTo
NOCBETEHO, PEYMCU MaAHMUYHO, YUCTU CBEXM KOCKM O OcTaTtoumTe MeCco BO pacnaramwe,
camoarncopbupajkm ja HUBHaTa KpB M nNpuToa TUBKO neejku... Ho, ywTe noanaboko, BO
OBOj HecekojoHeBeH nepopmMaHc € coap)xaHa ocydama Ha BojHaTa, Ha oamasgaTa u
Ha pecaHTMMaHOT, Ha BpyTanHUTE €THMYKM YnucTewa Ha bankaHoT u BO cBeToT. Kako
YMETHMYKN K3pa3 Ha Oonkata npegusBukaHa of cTpajakaTta, OBOj nepdopmaHc e,
NUCTOBPEMEHO, U OMIOP KOH HacuncTeaTta, BOAEHU BO MMe Ha Koja buno penurvja unu

HaunoHanmsam.

WcnpateHa o 6GapokHa BeHeuuja, nopakata Ao umBunuampaHa Espona ru

OTKpMBa U CKPpUEHUTE aCNeKkTn Ha CpaMoT. HULLUTO HE MOXEe [Oa ja n3Mme KpBTa O[
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paueTe KoM nocerHane rno XXMBOTOT, Kako LUTO HE MOXe Aa ro U3Mue HM CpamoT LITO BP3
O HawwnTe BGankaHCKM nvua ro octaBu BojHaTa BO cpueTo Ha EBpona... Taa Hajgobpo
M oTcnukyBa 36opoBuTe Ha nucatenkata [ybpaBka Yrpelwwuk, of MNO3HATUOT ecej
,KOHMCKaumja Ha NOMHeH-eTO":

,OOHaOBOp nornegHaTo, jyrocnoBeHCKUTE Hapoau nuyat Ha 30yganenun rpobapm,
KoM TBPAOrMaBo MM 3auBpcTyBaaT MpayHUTe cTtepeTtoTunu... Bo HUMBHMOT penepToap
crnara u Toa, Aeka TMe Hapoau, BO TEKOT Ha CBojaTa UcTopuja, He ce 3aHMmaBare co
HUWITO APYro, OCBEH CO 3akonyBakwe W OTKOMyBake€ YOBEYKM KOCKWU, of Oe3nmeHu
KONEKTUBHN rpobHULM, HeDape MpadeH 3anor 3a rocgemsia noHuHa... Co YMHOT Ha
NCKonyBak-€ N OMnnakyBawe, Kako U CO YMHOT Ha 3akonyBake 6e3 norpebHun putyanu,
OBME HapOAW CE yLiTe ce BpTaT BO [@BOMOBMOT KPYr, HE yCneBajkn Aa nanesart Ha Kpaj

CO CBOETO MMHATO, a KaMO fx co cerawHocTa n ngHnHata“ (Ugresi¢, 2002: 284).

4. CmeTajTe Ha Hac

YMeTHOCTa He e ofpa3 Ha HenocpegHaTa CTBapHOCT, TyKy € ofpa3 Ha
noeonornjata BoO Koja XmBee M Ha koja anygupa, sBenn Antucep (Louis Althusser). A
BUCTMHA, YMETHOCTa € Aen o4 uaeosowkata cdepa, HO CTpOro norfiegHaTto Taa He e
ngeonornja. HUTYy nak e HejsaMH TonkyBa4y. YMETHOCTa € CNOHTaHO OoxusysaH-€ Ha
noeonorunjata u Ha Hej3aUHUOM OOHOC KOH CBETOT...

W umknycot nepdopmaHcy og 2003 roguMHa € UHCIMpUpaH Of KOMYHUCTU4YKaTa
ngeonornja M KpBaBuTe criydyBawa Ha bankaHot. Wma metadopuyeH Hacnos —
,CMmeTajte Ha Hac“ (Count on Us). [Ieecte n pgBaecetr geua o6rie4eHn BO LPHO,
dopmupaaT neTokpaka sBe3ga. YMeTHMLaATa CTOM BO cpeamHaTa Ha neTokpakara,
AP>KEjKM YOBEYKN KOCTYp Npes CBOETO TeNo...

Ha csoeTo Teno...

Hekon ymeTHUYKM n3Bendn umaat HapaTuMBHa rnefHa Todka Koja of nybrnvkata
BGapa aKkTMBHO y4eCTBO BO MpoLecoT Ha pasbupaweTto. Ho, oa ce rmega Hewmo, He
3HayKn, NUCTOBPEMEHO, U Aa ce pasbupa moa wTo ce rnepa. lNoHekoraw ,rnegam” e
CMPOTMBHO Ha ,3HaM®, Benu paHuycknoT cdumnosod XKak PaHcmnep (Jacques Ranciére).
CBeceH geka nybnvkata, He cekorall, e 3ano3Harta co NpoLecoT Ha HacTaHyBakeTO Ha

YMETHUYKOTO Aesio (I'IOHeKOFaLIJ aypwun He ro 3Hae HuU pearieHUOT KOHTEKCT Ha HEeroBoTo
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cnyyyBawe), PaHcnep cmeta pgeka Bp3 rnegadot/cnekratop Tpeba ga ce wm3BpLum
KOHKPETHO BNUWjaHWe, Taka LWTOo ke buge oTTprHaT o4 dpacumHaumjata WwTo BP3 HEro ja
OCTaBWI CMNEKTAKMNOT, KOj ro napanuavpan, oa3emMajkm My ja cnocobHOCTa 3a KPUTUYKO
pacygyBamse.

.da ce buage HabrbygyBay, 3Hauu, UCTOBpPEMEHO, Oa ce 6Ouae OABOEH oA
cnocobHoCTa fa ce 3Hae 1 0 MOXHOCTa Aa ce gejctsyea“ tBpau PaHcuep (2010; 5). Bo
KHurata EmaHuunupaHuom Habsrbydysay (Le Spectateur émancipé, 2008) TOj ro
pasrneaysa 1 npallakeTo Kako Aa ce yKMHe AUCTaHuumjaTa Mery CnekTatopoT U AenoTo.
Co orneg Ha Toa pgeka nepcdopmaHcute Ha MapuHa AbpamoBuk Oapaat
LeMaHumnupaHa“ nybnvka, cmeTaMm Aeka € BaXHO OHa LWTO ro Benu PaHcmep: Ha
HabrbyayBadoT/cnektaTtop Tpeba ga My ce MOHyAM eHurma 4dvja cMmucrna cammoT Ke
Tpeba fa ja ogratHe. Taka MOTMBMPAH, O4 CTaTyC Ha nacueBeH Habrbyaysad, Toj 6u
MOXen Aa NpeMmnHe BO ,Hay4yeH ekcnepumeHTaTop® Koj ke rn 3abenexysa oeHOMeHUTe,
Tparajku no HuBHuTe npuumHn (Ransijer, 2010: 7).

BuctnHa, KOHTEKCTUTE Ce MHOrybpojHM N HeorpaHM4YeHu, Ho 3Ha(4)eHaTa He ce...

Ke ce 3agpam 3aToa Ha egeH nepdopmanc og 2005 roguHa.

BankaHcKku epomcku en — noJiumu4Ku (He)KopeKmHu Mmumosu

Camo HenonH mecey No uUuMKNycoT nepdopmaHcn, HacnoseHn ,Ceaym necHu
napumwa“ (Seven Easy Pieces), uanoxeH Bo My3sejor [yreHxaju Bo Hby Jopk,
AbpamoBuKk ro npetcraByBa Bo MwunaHo npoektoT ,bankaHckm epoTtcku en” (Balkan
Erotic Epic). Co Hero ja pa3oTkpyBa ceMmoTukaTa Ha BankaHckuTe enoBu 3a Kpema wn 3a
rnomeksiomo.

N oBoj nepcopmaHc ro TpeTupa BpeMeTO Kora oXxmneeaa nofIMTUYKMTE MUTOBU U
HeraTuBHUTE OankaHcku ctepeoTunn. M Bo Hero, bankaHOoT e nogeneH Ha nABa
(cnpoTuBCTaBeHM) KOHUENTa: OA4 efHa cTpaHa npumuTMBHaATa 6pyTanHocT Ha
BGankaHCKMOT Max, a o4 Apyra CTpaHa, HauBHMOT epoTu3aM Ha OankaHckaTa XeHa.
[eMOHCTpUpajkn ro naraHCKMOT MNPUHLMM Ha MNOL4HOCTA, BO HEJ3UMHUOT ,BankaHcku

“XVi

€pPOoTCKM en ", roJin Mmaxu onwTaTt Co JinBaau, 6yjHI/1 XEeHN noBuKyBaat AoXAd, a Taa —

nuue npekpueHo of koca, Hebape rnasa ceBpTeHa 3a 180 cTeneHu — Ha UPOHMYEH U
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CaMoOKa3HyBadkM HayuH, ce obuagyBa ga ro page ogroBOpoOT Ha aTaBucTUYKaTa
NMOBP3aHOCT CO 3eMjaTa U NOTEKNOTO.

JlecHo mMoxe pa ce 3aknyyn geka, gBarta ,6ankaHcku“ npoekta (u 6apokHo-
Kpsagsuom W epomckKu-eru4HUOM) ro npeTcTaByBaaT, BCYLUHOCT, aMOMBanNeHTHUOT
noeHtTuTeT Ha MapuHa A6pamMoOBUK, HEJ3MHNOT YABOEH MNOrneA: of eAHa cTpaHa, Taa e
WHTEpHaUMoOHanHa yMeTHMUa koja ro HanywTtuna bankaHoT, HabrbyayBajkm ro
(ogHagBOp) HEroBOoTO CaMOYHMLITyBake, HO — MWCTOBPEMEHO — Taa € JokKanHa
BGankaHcka >XeHa-yMeTHMK, Koja MnOoCTOjaHO [0 penpogyumpa aBTOLECTPYKTUBHUOT
KapakTep Ha popgHoTo nogHebje... Hebape mocm wmery cBetckata m GankaHckaTa
yMEeTHMYKa CLeHa.

Kako Benewe Xak PaHcmep, NONUTUYKOTO YMTake Ha MUHATOTO rO BKIy4YyBa U
cybjeKTMBHMOT OAroBOP Ha TMe LTO, He ceKkoraw wumane AupekTeH yaen BO

NnoNIMTUKaTa...

Ocym nekyuu 3a rnpa3HUHa... co cpekeH Kpaj?

Hekon ymeTHW4kM wn3Begbu (M pena) 3HaaT fa npogpaT BO jaBHOCTa,
TemaTuampajkm u/vnun nNpoBOLMPAjKM BaXKHU OMWITECTBEHNM W MOMAUTUYKM npallakba.
LleHTpaneH nNyHKTYM Mery YyMeTHMYKaTa MWHTEepBeHUMja W MNOMIUTUYKUTE TeMu, e
pacnpegendarta Ha BUOIMBOTO U HEBMAJSIMBOTO, KAKO CBOEBUAEH HAacCmMaH...

Bo 2008 roguHa MapuHa ABpamoBuk npukaxysa Bo EBpona ywwite egHo cBoe
peno. HacnoseHo ,,Ocym nekumm 3a npasHUHaA cO cpekeH Kkpaj“ (Eight Lessons
on Emptiness with a Happy End), oBoj npoekT e Buaeo nHcrtanaumja, cCHumMeHa Bo Jlaoc.
Tpae 26 MWHYTM N HEMa NUHeapHa Hapauuja. Tematckn e 6nmcka Ao nepdopmaHcoT
,CMeTajTe Ha Hac" og 2003 roguHa.

3anoyHyBa CO CfnMKa Ha Bogonaj M CBETO APBO, HO MOTOA rOBOPU 3a BOjHUTE,
ybucteata u gectpykummnte Bo Jlaoc. Bugeo nHctanaumjata nsobunyesa co apxeTurncku
CLEHN Ha BOMHCTBEHM CLieHapuja BO KOM y4ecTByBaaT Aeua, U CANKK of npupogarta Kou
OynaT acouumjaumja Ha yXOBHUOT XMBOT BO Jlaoc. Ha KpajoT e npukaxkaHa ceta nycToLl
BO 0BOj fgen of ceeTorT... lNMpupoga 6e3 nyre.

CnyyajHo 3abenexaHuTe cueHapuja Ha OEeTCKu ,BOeHU urpu, npeavsBukyBaat

Kaj MapuHa CO4yBCTBO 1 O4roBOPHOCT, Na Taa pellaBsa aa ce no3aHnmMmaBa CO HMUB, 3a Aa
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NOCTUrHE KaTap3a Kaj rnegjayuTe Ha oBa BuMAeo, Oyaejkm 4yBCTBO Ha emnatuvja. Bo
OCHOBa, U BO OBa BMAEO, aKLUEHTOT € CTaBEeH Ha npekymepHaTa [o3a HacurcTBoO BO
CBETOT, HO HajMHOry Ha npalwakeTo: KakoB norybeH edekT octaBaaT Bp3 CBecTa Ha
aeuarta, CNUKMTe CO HaCUIICTBO LUTO HELIEH3ypupaHO NpoTeKyBaaT BO HalUTE LOMOBMH,
He camo nNpeky meanymmte u/unv Bectute, TYKYy U NpeKky BOEHUTE N KyHr-py domnmosute
lWITO ce rnepaat 3a 3abaBa, cekage BO cBeToT. ETe u BO Jlaoc, kage WTO — 1 NOKPa;j
HarnaceHaTa cupoMallTMja — TMOBEKeTO CeMejcTBa MMaaT CaTeNIUTCKM aHTEeHM,
norosieMun gypv u og HABHUTE KYKN.

BugeoTo e nponpateHo co cepuja poTorpadpumn, HacnoseHu ,,CDaMMJ'Mja“X"" (The
Family). A Ha HUB — eKCTpPEMEH KOHTPAacCT o4 AeTcka HEBMHOCT U CMPTOHOCHO opyxXje. 3a
MapuHa AGpamoBuK Tue ce cneumcpunyeH memeHTo: ,Me noTceTyBaar Ha MouTe
pooutenun. [lewe 4eCcTo odea BO BoeHa yHGOpMa, a HOKe cruveja Cco opyxje nopg
KpeBeToT", Benv Taa BO €4HO CBOE UHTEPBjY

Cnopep ®peapuk LlejmucoH (Fredric Jameson), TeopeTnyap Ha KHMXEBHOCTaA U
KynTypaTa, MOMMOT ,KOTHUTUBHO Manupakwe“ e Metadopa 3a NpouecoT HapeyeH
,AONIMTUYKO HecBecHO®. [lOTOYHO, MOAEeN 3a MoBp3yBake Ha Halwata HajUHTUMHa
NOKanHocT (MHAMBMOYANHUOT XMBOTEH MNaT) M HajonwTaTa rnobanHoCcT (CyWTUHCKUTE
OANUKN Ha NONMUTUYKOTO BO cBeTOT). PoTorpacdumjata Tyka Mma orpomeH yaen. Kako
penpeseHTaTMBEH MeOuyM, Taa [MoOKaxyBa, He packaxysa!, HO ro npasu TOa
(no)kaxysajku ro oypyn N HEMO-KaXNMBO-TO... HALIETO BHaTpelwHo 6utmne. A Kora Toa,
He3abenexuTenHo Ke MpeMuHe BO CNuka, Taa M HagMUMHYBa W KHWKEBHUTE
KOHBEHLMM. ..

Cé moxe pa 6buge npegmetr Ha doTtorapadupare. Oypu u HajcepunosHute
MOMEHTU O >XMBOTOT Ha NyfeTo: HUBHUTE CTPaBOBW, BOEHWUTE KOLIMapW, CeMejHUTe
apamu... Ha gotorpaduunte, nyreto rm rnegame TakBu KakBu LUTO cebecn HUKorawl He
61 mMoxene ga ce BuaaT: 3amMp3HaTM BO MUFOT Ha CerallHOCTa Koja cTaHana BEeYHOCT,
Hebape OBOOMMEH3MOHANEH CMMOON UM KogupaH TEKCT, Ynme 3HavyeHe MOXe [a ce
TOSKYBa Ha pPasfiyHM HaYnHM.

doTorpachmnte ce nposupeH u3sellTaj 3a peanHocta, Tepaewe CysaH CoHTtar
(Susan Sontag). Moxe ga 6ugat OKYMeHTapeH 3anuc (KrnacudeH Bu3yeneH M3BeLluTa)

3a HeKOj YMETHUYKN TMPOEKT UM KOoHUEeNTyasriHo ueno), HO N npeamMmeT Ha yMEeTHUYKa
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BMU3Mja KOja apTUKynunpa ofpefeHa naea, HaoMUHYBajKM FO CEKYHOAPHUOT KapakTep Ha
cnukaTa Kako penpoayktueeH meguym. Ho — 3a ga onomeHat unu ga obsuHat (Mnwu,
eBeHTyarnHo, Aa BNWjaaT BP3 OfHeCyBaweTo), doTorpacdumnte Mopa Aa Liokupaatr™™,
Kako Bo oBaa cTpaoTHa y6aBuHa™®. [leBojunia CO LpBeHM 0BpaBuMk-a cnujaT nop
PO30BU jopraHYyntba, BO BOEHU YHMAOPMWU, CO aBTOMATCKU MyLLKW, COHYBajKM pPO30BU
CHULWITA, Ao4eKa Ha HUBHUTE Yena cBeTkaaT facepcku 3pauun of cHajnep... Dangerous
Games™.

Kako n noBeketo dpoTorpadum of naowkumoT uuknyc Ha MapuHa ABpamoBuk, 1
OBaa 3anpenactyBa W wokupa. Ho, 3apem Taa terribilita, He e wcToBpemeHO u
npegusBuKyBadkmn ybasa, 6u npawana CoHTar? He ucnpaka nv Taa, 4o Hac, nameLlaHu
curHanu... M konky Jonro octaHyBa BO Hac Toa YyBCTBO Ha COXenyBahe U rHeB?

3a goTorpacumTe Kon ce Nnomarnky ecteTuanmpaHu, ce MUCIK eka ce U nomarsky
MaHuMNynaTUBHU, HO MHOTY ,HamecTeHn“ poTorpadum (,4Aypu N ako ce of HeuncT Bua®),
cTaHane wucrtopuckn pokasn. Cenak, kora — TnpeTcTaBeHW Ha doTorpadumja —
3acTpallyBavkMTe HellTa of XUBOTOT uarnegaaT TOSKY NPekpacHo, HajMarky WTO MOXe
a ce Kaxe 3a HMB € Toa [eka ce HadpearsiHu — ,Fpo3HN4aB eydemmnsam 3ag Koj ce Kpue
CpamMHaTa npeTcTaBa Ha ckpueHaTta ybasmHa“ 6u pekna ConTar (2006: 78).

Ho, 3owTo TokMy Jlaoc u naowkuTte geua?

Bo noyetokoTr Ha 2006 roguHa, MapuHa Ab6pamMoBMK naTyBa HU3 ceBepHaTa
npoBuHUuja JlyaHr MpabaHr, KOH HeKkoraluHa Kpasicka pe3vaeHunja (aeHec nog 3awtura
Ha YHecko). CnyyajHo 3abenexyBa rpyna geua Kako CU urpaaT CO OPBEHM MyLLKW.
HULWTO HeBUYHO, U HKEe M MMUTMpaBMe OmmnuwaHume™, Ho XecToKocTa NPUCYTHa BO
urpuTe Ha osue geua, ke buage oosonieH MOTMB TUe Aa cTaHaT pabyna BO HejaMHaTa
yMeTHUYKa UHcTanauuja.™

Op kapge Taa 6GpyTanHoOCT Kaj NaolwkuTe geua Kou eTte, ,CMPTHO Cepuo3Hn®, cu
urpaat BoeHu nrpu?*" OgroBopoT He e caMo BO NocrneauumMTe og rparaHckata BojHa ™,
TYKY M BO HACWUNCTBOTO, C€ ywTe AOMWHAHTHO MPUCYTHO BO MeauymuTe Ha JlyaHr
MpabaHr. N ceTo Toa BO KOHTpaguKuMja CO CNOKOjOT Ha ByaucTuykata dpunosodunja Bo
Naoc.™

3aTtoa, 3a yMeTHU4YKMTE poTorpacum Ha MapuHa ABpamoBUK HE BaXkn M3pasoT

.,Baka 6uno“, Tyky ,0oBa e oarnymeHo/mspexupaHo‘. Taa ce 3aHMMaBa CoO
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AOKYMEHTUpake Ha CTBApHOCTa M 3aToa M pexupa ceouTe hacumHauumn, cnakyBaHn Bo
MoparHarta 1 ecteTckarta KOMMNoHeHTa Ha dpoTorpadujaTa, Kako CBOEBUAEH ,MeaNyM Ha
n3pasot‘. HejamHute ymeTHUYKM poTorpadumn kako ga BoBedyBaaT HOB BuA €TUKa —
,€TMKa Ha nornegot”, 6u pekon Pyko — Koja ONOMeHyBa AeKa OKOTO Ha YMETHUKOT-
doTtorpadd Tpeba pa Owmae HenorpewsniMBo M HagMOKHO BO CeneKkTupaweto u
ypenyBaweTo Ha moa wTto Opyrute ,Tpeba ga ro suaate.

HecomHeHo, ecTeTckoTO BO poTorpadpumte Ha oBaa yMETHULA € OHa LITO ,Jin4un
Ha peanHoTo, na Hej3UHUTE YMETHUYKM BU3UKM TO MOCTUrHYBaaT OHa HYXHO
Aedokycnpare (Unu ako cakate peokycmparwe) BO BUAHOTO Nosie Ha HabrbyayBadoT.
Taka, o ecteTckata ce npedprame Ha eTuykaTa guMeH3uja Ha doTorpadujaTta, Koja
Ha MeCTOTO Of HEBMHOCTA KapakTEPUCTUYHA 3a AeTCKUTe ,BOEHN Urpu, ja ncnopadysa
npepn Hac HawaTa concTBeHa cMpT. bu pekna gypu, geka otorpadpunTte co naokuTe
aeua Ha MapuHa AbBpamoBuk ce cneuuduyeH ready made — efeH ,NCUXOTUYEH
peanusam®, Koj TPUBMjanHOTO NOCTOEHE FO NPUABWXKNUIT KOH YMETHOCTa. A Taa un camata
cTaHana CTBaApHOCT, NperpHyBajkn ja naeHtudukaumjata. N Beke He € MUMETUYHA,
3alWTo, NpecTaHana ga ummtmpa — yaypajku Hé ANPEKTHO B Nvue 1 Npeau3BuKyBajkm BO
Hac oabuBHOCT, Henaroga, CTpas...

CnomeHaB geka HacnoBoOT Ha cromMeHaTaBa BuMAeo MHCTanauumja, ,Ocym nekumm
3a NpasHMHa CO CpeKkeH Kpaj“, acoumpa Ha TpaguumMoHanHMoT ByaAncTUYKkn noum. Mako
4YecTO norpewHo pasbupaH, OyOUCTUYKMOT KOHUENT Ha rfpasHuHama npeHecyBsa,
BCYLLHOCT, onTumMusam. Boan 0o ,npasHerwe Ha yMOT* unu Ao katapsa (egHo MopasnHo
NpoYnCTyBake MOCTUrHATO OnarogapeHve Ha NpouecoT HapedeH coariedysarse). Ho,
CO 0OBOj BNAeo-nepdopMaHc — Kako CBOEBMAEH WamaH (MoXebu OHOj of TeopujaTa Ha
Josedp bojc) — MapuHa ABpamMoOBMK HY HyOM MOXHOCT 3a MPOYUCTYBawe€ Ha AyXOT.
MmeHo, ovHanHaTa cueHa o4 BUOEOTO MM NOKaXkyBa NaoLlKMTe Aevntba Kako ro ppnaat
OopyXjeTo Bo oraH. Bo Taa cmucna, Kako YMH Ha OfecHyBake, rnegaqmte Ha oBa BUMAEO
AoXuMByBaaT ocrnobofyBawe — Kako Aa cTaHane Aen O HeKoj LaMaHCKM puTyan 3a
npoYnCcTyBawe Ha [OyxXOT — TMperpHyBajkM ja ,ApasHuHaTa Ha OygucTtuykata

domnosoduija...

4. 3aKny4ok
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M 3a kKpaj — Kako (pe)kpeamusHO naTyBawe€ HW3 COMNCTBEHaTa Tpayma -—
nepgopmaHcute Ha MapuHa ABGpamoBUK, HECOMHEHO, HE cOooYyBaaT CO (He)No3HaTK
eTUYKM npeam3Buumn. Ho, He camMo Kako CNMKM Ha YMETHUYKa MHuMuMjaunja, TYKy 1 Kako
noTBpda 3a W3OCTpeHaTa CBECT Ha YyMeTHuuaTa Koja ofaMHa cdaTtuna pfeka,
OpyTanHocTa n HacuncTBOTO, HE ce caMo 0bMYHa Megunymcka BecT. CBecHa 3a b6onkaTta
W CcTpajawaTa, 3a HacuncTBaTa O CeKakoB BuA (BEPCKU, ETHUYKKW, CeKCcyarHu,
NOSIMTMYKN), yMEeTHOCTa Ha MapuHa ABpamMOBUKK peyncn MHCUCTUpa Ha egHa rnobanHa
conugapHocT co obecnpaseHnTe BO cBeToT. 3owTo? EAHOCTaBHO 3aToa wWTO, Oe3
,eTuKkaTa“ Ha eMmaHUunMpaHnoT nornea, NaTeTUYHOTO CoNnuaapusnpare CO XPTBUTE Ha

3J10TO, € nceBaoeTn4Ka 6eCpaMHOCT...
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' TexcToB e amanTHpaHa Bep3Wja Ha mpeseHTanmjata ox 20 ¢espyapu 2015 roamna, oapikKaHa Hpes
crynmeature Ha YKHM, a Bo pamku Ha mpoekror CrnoGomHa akajeMcka 30Ha (CocTaBeH el OJ
JABHKCHECTO Ha CTleeHTCKI/IOT u HpO(beCOpCKI/IOT HHeHyM) KakKO HOpOTECT IMPOTUB BOBCAYBAKBLCTO HaA
HearnmuKaTnOuIHUOT [Ipeanor-3akoH 3a BUCOKO oOpa3oBaHue Bo PenyOnuka MakenoHuja.

i Erabmupan Bo Coenunernte AmepukaHckn JlpkaBu (BO IIeeceTTUTe TOOUHH 04 XX BeEK),
OMXEBHOPUCTHYKHOT OOJM apT Ce MOjaBH KaKO pe3yNiTaT Ha 3all0CTaBYBAambETO W MapTHHAIH3HPAHETO Ha
TEJNOTO, O3HAYYBajKH T'0 BpPaKamkeTO KOH PHUTYaJHHTE CENCTBAa Ha YOBEKOT M pPa30TKPUBAjKH TH
OMIITECTBEHUTE HOPMH U TaOYH.

" Buaum http://www.jutarnji.hr/vijesti/svjetski-eskluziv-marina-abramovic-intimna-ispovijest-
najtrazenije-umjetnice/1361823/

¥ My yiute mONpenusHo, Hej3HHATA yMETHOCT ¢ peieKe Ha IPOTHBPEYHOCTUTE IITO I'H HOCENa camata
BO ceGe, oI nmepruoao0T Ha ACTCTBOTO: OTIIOP KOH BUCOKUTE (I)yHKIII/I IITO BO COHI/IjaJ'II/ICTI/I‘IKI/IOT PEKUM T
W3BPILyBajie HEj3MHUTE POJAMTENN M eMOI[MOHATHATA BpCKa co 6aba cH, elHa coceM CIUPUTYaTHa JKeHa,
HCKPEHO MOCBETEeHA Ha MPABOCIaBHATA PEJIUIH]a.

v Haxo 6I/IJ'I TpaJulIuOHAJICH CJIUKap, Xerezlymm% NOTTUKHYBAJI CKCIICPUMCHTUPAKHC Kaj CBOUTEC CTYACHTHU.
Ha auBHUTE ‘IajaHKI/I YgecTo zloal'"an " XPpBATCKHUOT KHUXKCBCH Mar MHpOCHaB Kpnema. Kako HUCKITYYUTCIICH
H060pHI/IK Ha WHAWBUAYAJIU3MOT BO YMCTHOCTA, TOj HUKOram HE€ ycrneajll aa C€ IMOHUCTOBETHU CO COI-
peanrcTUYKaTa UAeOJIOrHja, HaBIeKyBajKi o THEBOT Ha OPTOJOKCHATA JeBulia. HeroBoTo mpeaBame 3a
OoKyJNITHOTO Kaj [lapanen3syc ja pacuurupano miaagata Mapuna AOpaMOBHK.

' Buam http://www.seecult.org/galerija/galerija-umetnika/marina-abramovi%C4%87/marina-abramovic-
biografija

i Bo BpeMeTo Ha COLMjaIM3MOT, 33 ABAHrapHATA jYTOCIOBEHCKA MIIAJWHA, MJIAAMHCKHUTE KYITYDHH
neHTpu (kako oHoj Bo benrpanm, Ha mpumep) Oea HajaTPaKTUBHUTE M HAjKOCMOITOJIUTCKUTE YMETHHYKHU
OPOCTOPH.
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v Xajupux KopHennyc Arpuna e repMaHCKH OKyiTeH ¢miro3od ox 15 Bek. 3aeqHo co Ilapanensyc, Toj
€lIeH O]l HajIIO3HATHUTE CPEJHOBEKOBHM alxeMHdyapu. HeroBHOT meHTarpam T NpeTcTaByBa YOBEKOT U
MHUKPOKOCMOCOT. Ja cHMOOJHM3Upa 3amTHTaTa OJf HETaTHBHHUTE CHJIM W TIOMara BO OTKPWUBameTO Ha
BPEIHOCTUTE, BO CTEKHYBAaHETO BHATPEIIEH MUP, Cpeka U 3aJ0BOJICTBO. ATPUIIMHUOT MEHTarpaM 3ampaso €
BapHjaHTa Ha BuTpyBujaHCKHOT YoBeK (rojla Mamrka (GUrypa co pallMpeHH paime W HO3€ BO JIBE IOJIOKOH,
BITMIIAHA BO KPYT M KBajparT), mpercraBeHa 1487 roamHa on JleoHapno na BuHum, KOj Bp3 OCHOBa Ha
CKHIIUTE 32 YOBEYKUTE MPOIMOPUUH (TIPOTHIIAHH OJ CTApPOPHUMCKHOT apXUTEeKT Butpysuj Bo I Bek m.H.e.), ce
o0uzen aa BOCIIOCTaBH BPCKa CO MpUpoAaTa.

Ilenrarpamot Ha Arpuna BurtpysujaHckuoT yoBek Ha JlaBUHUN

™ Kparenka 3a Cojy30T Ha KOMYHHCTHYKATA MJIaIWHA Ha JyrocaaBmja.

*Bugu http://3.bp.blogspot.com/-
PBbCtT6FHAU/VI26XGACdtI/AAAAAAAAAVS/4yejHK7hDMY/s1600/Baphosimb1l.jpg

' IlpucyTHa BO CHMTE WIKOJICKM KHUIM M Y4YeOHHIHM, BO MEIMYMHTE, HACEKale, KOMYHHCTHYKATA
nKoHoTrpaduja HaBUCTHHA Oemie (IIpe)JIOMHUHAHTHA, Ma MOXeOW M MOXeE J1a Ce TOJIKYBa Kako HEKaKOB
cuUMOOJI Ha ,,peCTPUKIIMja M KOHTPOJIA™ OJ1 KOj MJIaJlaTa yMETHHIIA cakaja Ja ce ocinoboau. Cenax...

I PpojaoB yUeHHK, ICHXO0AHATHTHYAD U KPUTHYAP HA OINIITECTBOTO, WieH Ha KOoMyHHCTHUKATa napTHja
Ha ['epmanuja. CMmeTan [aeka ceKcyalHaTa e€MaHIMIAlWja M Opra3MHYKaTa MOTEHIHja CE HajBaYKHHUTE
KPUTEPUYMH 3a TICUXO(PHU3UYKOTO 3/IpaBje Ha YOBEKOT. ABTOp € Ha KHHTHUTE ,,CeKcyalHa peBoyluja‘ u
»MacoBHaTa mncuxojoruja Ha ¢amusMor”. TBpaen aeka Gamu3MOT € TOCIEAHIla Ha CeKcyamHara
PEMPECUBHOCT, & KOMYHU3MOT — CBOEBH/ICH ,,IPBEH (amuzam™,

il VMerHMIaTa €O JKWIET HMCLPTYBA I[EHTarpaM OKOJNY CBOjOT IANOK, HM3BELYBAjKH VINTE eiHA
aBTOCAAMCTHYKA ITOCTAIKa — hraresarja.

V' Buau https://culturalpolicyjournal.wordpress.com/past-issues/issue-no-6/balkan-epic/

* Tlo ManKy CKaHIaJ03HO, HO €T€ — MpeJ OTBOpameTo Ha buenanero Bo Benenuja, Mapuna AGpaMoBUK
mobapana Ja To M3JIOXKH CBOjOT mephOpMaHC BO CPIICKHOT (TOTall jyrOCJIOBEHCKH) MAaBHJHOH, HO OWiia
onbueHa co oOpa3ioKeHre JieKa He XuBee U He pabotu Tamy. KynTypHHOT neHTap Ha BeHenmjanckoTo
GueHase TOHYIUI KOMIIPOMHC. M TIpeUToxKmI 1a HACTAlu BO PAMKM Ha u3noxb6ata Future Present Past.
Buaejku HUTY eleH YMETHUK He Td MpH(aTUI TOAPYMCKUTE IPOCTOPUH 38 M3JI0KYBakE HAa CBOMTE JIENa,
THE COBPIICHO CE BKJIOMUJIC BO KOHIIETITOT (M KOHTEKCTOT) Ha HEj3UHUOT 6akan ,,Balkan Baroque®.

“ Buau https://www.youtube.com/watch?v=YjCROvVU6144

“I http://www.artnet.com/artists/marina-abramovic/the-family-i-a-X1Q5rmB2gXUOoDW-1gYA_w?2

xvii ,,Koiky monro? Jlamu mokoT uMa pok Ha Tpaewme? , mpamryBa Contar (2006: 82-83).

Buau https://curiator.com/art/marina-abramovic/the-family-iii

* CrarucTukara KaxyBa J€kKa, BO MOBEKE OJ] IBAECET 3€MjU BO CBETOT, TOKMY J€ellara, MOOUIIU3UPAHU BO
OYHTOBHMYKU TPYIH WM BIaJWHU CHUJIM, CE IMPEKTHH YYECHHUIIM BO Pa3HU BOOPYKEHH KOHQDIMKTH,
W3JI0KEHN Ha y)KaCHH HACHJICTBA M CTpajara. BHCTHHA, Mrpara Ha JIAOIIKHWTE ,,BOCHH Jcuhiba (KOH
3pavar co BoJeOHa HEBUHOCT) € YMETHHYKA, KOHIIENTyalHa (GUKIHja, HO peducH cute (hoTtorpaduu ox
UKITyCcoT ,,OMacH! UTPU" ce UCKITYYUTETHO Bo3HEeMUpyBauku. M 6e3 orien mamu ce ciydysaar Bo Jlaoc,

Xix
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Kambona, Ilanectuna, Asranucran, Cupuja, Hpak, bocna, Erumer, VkpawHa, Tue mpeau3BHKaar
COYYBCTBO H CTPAaB.

! KyITHA MApTH3aHCKA CEpHja Ha jyroCIOBEHCKATa KMHeMaTorpahuja, o CeyMIECETHTE TOXMHN Ha XX
BEK.

i By aun http://3.bp.blogspot.com/-fi5QSG-
GpGO/UngfmO5Cbul/AAAAAAAAEGQ/FwPVf420k8k/s1600/ABRAMOVICFamily 2.jpg

i By am http://browneyedhippie.blogspot.com/2013/11/the-quiet-in-land.html

Kako cocTtaBeH fen of cTyneHara BojHa Bo MHmokuHA, rparaHckata BojHa Bo Jlaoc — koja Tpaenie of
1953 mo 1975 rommHa, mapajnenmHo co BojHuTe BO Buernam u Kamboma — Oemre pesynrar Ha
JIBACCETOTOJIMIICH BOCH KOHQJIMKT Mely KOMYyHHCTHYKA TepHJICKa OpraHu3aldja ¥ Kpajckara Biaja Ha
Jlaoc. Bo ucTopHjaTa Ha CBETCKMTE BOjHHM, 3amMIIaHo ¢ jaeka Jlaoc e HajooMOapmupaHara JapikaBa Ha
cBeToT. IMeHO, BO 00UIOT J1a I'o 3aIp>KH KOMYHHU3MOT CaMo Ha TepUTOpHjaTa Ha BueTHaM U fa ro crpedn
HEroBOTO MpolHpyBambe, CoeJMHETHTE aMePUKAHCKHU JIPIKaBH, 3a IEBET TOJIMHH, Bp3 Jlaoc dpiuja moseke
6oMOM ofomTo 3a BpeMe Ha Btopara cBercka BojHa. He ce 3Hae Komky Inyfe cTpajgaa BO THe
6omOapaupama... Benar neka 6uiie ynotpeOeHU MOTOBUHA TOH €KCIIO3MB IO I1aBa Ha 4oBeK. Toa e ucto
KaKo 3a BpeMe 0] 9 TOIWHH, CEKOH 8 MUHYTH, €lIeH aBUOH Jla HcHyIiTa ToBap 6om6Ou. [TapamokcoT e BO
TOa MITO AMEPUKAHCKUTE BOCHU CHIIM HHUKOTAIl O(QHIIMjATHO HE TO MOTBP/Hja CBOETO YYECTBO BO OBaa
BaJKaHa BOjHa. [lepBep3ujara onu moTamy MITO, IO TMOTHHINYBameTo Ha JKeHeBckaTa KOHBeHIHja, Jlaoc
Oemie TpOINIaceH 3a HE3aBHCHA Jp)KaBa, Ma THE Mopaa Ja To HamylmTaT, Hako MpoJOoJDKHja Ja
NapTUIMIHPAAT Co CBOjaTa BOCHA apMHja, Kako Jia ce paboTH 3a HEeBlaJWHA MUPOBHA opranu3anuja.
nojeka BueTHamite He ce HM OoOHIyBaa Ja TO CKPHjaT CBOETO MPUCYCTBO Bo Jlaoc, aMepUKaHCKUTE
BOCHH IMWJIOTH, BO (apMEpKH M KapupaHW XaBajKH MPOJOJDKHja da OomOapaupaar... Jlenec e Jlaoc exna
0]l HajCUPOMAIITHUTE 3eMjH BO CBETOT.

™ Buam http://www.thequietintheland.org/limited_edition_portfolio.php
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The aim of this article is to show the struggle of women from various cultural, ethnic, race and
sexual backgrounds to find their voices amid the confines of the Symbolic Order of
contemporary American society. Through the medium of language, society imposes and
perpetuates the roles which its members have to accept and abide by. Due to the fact that the
Symbolic Order and language as its articulation are male-centred, they serve to entrap women
in roles which define them in accordance with the dominant logocentric concepts. They are
forced into mimicry, having to use an alien voice, while theirs is forced into the background, into
the “semiotic”. The autobigraphical works by Maxine Hong Kinston, Audre Lorde and Minnie
Bruce Pratt present us with the social, gender, sexual and racial prejudices, struggles and
obstacles they had to go through in American society, but also with a powerful set of strategies

to find and express their voice and identity in life and literature.

Keywords: American society, Lacan, symbolic order, issues of representation,

feminism, women’s writing
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The world is a highly complex, intricate and structured maze of symbols and rules which
determine and order the way we lead our lives. It is a tangled labyrinth, consisting of
corridors that have been built long before we were born. These paths are surrounded
with walls, constructed by rules, bans, taboos which mark the direction in which the
system wants us to be headed. Even though we might not be aware, we thread through
this maze every day, trying to follow the right path which has been set for us. We move
along those conventional lines, but there is always a nagging feeling at the back of our
minds that there is something outside those walls. This disconcerting feeling has
permeated the intellectual thought of the 20" century and led to some of the most
important ideas and concepts of our contemporary culture. One such advance was
achieved in the field of psychoanalysis, mainly through the revolutionary ideas of
Sigmund Freud who delved into the then still unknown territory of the unconscious. His
findings helped set the scene for most of the prevailing theories which still dominate the
landscape of linguistic and literary discourse. One of them was introduced by one of the
most influential followers of Freud, Jacque Lacan. It is his theory of the Symbolic Order
which informs and serves as a catalyst for much of the theoretical work of the French
feminists.

According to Lacan, through the agency of language the place of the subject in
the Symbolical Order “is already inscribed at birth, if only by virtue of his proper name”
(in Mills at. Al., 1989: 158). In order for the subject to enter the Symbolic Order, it has to
suppress certain elements of the Imaginary which are not acceptable or expressible
within the discourse of the Symbolic Order. Thus, the identity of the subject is formed.
However, this identity and selfhood, according to Lacan is inherently male, which is also
confirmed by his claim that the basic law which governs the Symbolic Order and
provides its semantic apparatus is the appropriately named Law of the Father. As a
consequence of this, following the reading of Lacan by Kristeva, the feminine is
distinguished as negativity and all its constituting elements which are not compatible
with the male-based Symbolic Order are banished to the realms of the Imaginary. It is in
this area of the unconscious which Kristeva calls the “semiotic” where the feminine is
located and where it is “accessible in patriarchal discourse only at the point of

contradiction, meaninglessness and silence” (Mills at. Al., 1989: 157). That is why “a
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woman who ‘refused’ to enter the Symbolic Order through language would remain
unsocialised, psychotic and autistic” (Mills at. Al.,, 1989: 158). All this has led Luce
Irigaray to take up a more radical position towards the logocentric and reductive
tendencies of Lacan’s theory. She calls for rejection of “all great systems of opposition
on which our culture is constructed” (Mills at. Al., 1989: 160), because they are
instruments of exploitation and negation. Convinced that the feminine cannot be
articulated in the existing structure of language, she is advocating the advent of a new
language created by writing women which would enable them to express the feminine,
an “écriture feminine”. This new discourse would be fluid and it would decentre and put
all fixed meaning into question, thus contributing to redefine and restructure the
Symbolic Order.

This was just a short overview of the positions of the two best-known
representatives of French Feminism, Julia Kristeva and Luce Irigaray. Even though this
was just a laconic representation of their complex theories, it serves as a sufficient
indicator of the obstacles and barriers which women are faced with and which are
inherent to the primary and essential component of culture and society — language. The
severity of this problem is compounded by the fact that language is the main medium
through which allabstract concepts and ideas of culture and society are articulated.
Through the medium of language, society imposes and perpetuates the roles which its
members have to accept and abide by. Due to the fact that the Symbolic Order and
language as its articulation are male-centred, they serve to entrap women in roles which
define them in accordance with the dominant logocentric concepts. They are forced into
mimicry, having to use an alien voice, while theirs is forced into the background, into the
“semiotic”. In the following pages, | intend to show the struggle of women from various
cultural, ethnic, race and sexual backgrounds to find their voices amid the confines of

the Symbolic Order of contemporary American society.

Analysis
The first example comes from The Woman Warrior by Maxine Hong Kingston, an
autobiographical account of the struggle to find her identity between the two conflicting

cultures which mark her life. She is torn between her native Chinese culture and
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tradition embodied in her family and the adopted American culture into which she is

“I”

born. This is best exemplified in the fact that the Chinese character for “I” has seven
strokes, and the English character has only three strokes. English, which she is forced
to use to construct her identity in the USA, does not allow her to fully express the whole
breadth of her identity. It forces her to enclose it into those three meager strokes, which
constitute her American identity. Her Chinese identity remains forever hidden, just as is
the case with the millions of Chinese immigrants who never give their real names to the
authorities. This is also illustrated by the fact that she is silent and withdrawn at her
American school, while open and communicative within the confines of the Chinese
school and language. The Chinese are also branded with the derogatory expressions
such as “gooks”, “chinks”, etc. This shows the repressive characteristics which the
official language can have as the embodiment of the official cultural and social system.
Besides the issues that arise from her position as an immigrant, her plight is
intensified by the position she has as a woman in the two cultures. Both cultures are
patriarchal and both have fixed roles for women which are clearly set out in both
languages and cultures. In Chinese culture, a birth of a boy is considered to be a
fortuitous event, while the birth of a girl is an unhappy occurrence. There are even cases
when the baby girl is killed, abandoned, or even sold in the market. This convention is

“I”

best epitomized in one of the Chinese words for the female “I” — which also stands for a
slave. We can see here a fundamental example of the position assigned to women in
patriarchal Chinese society, which has solidified and integrated those concepts and
ideas within its ancient myths, stories, philosophies and ultimately within its language.
Even Confucius said that a husband may kill a wife who disobeys him. This maxim is
best illustrated in the destiny of the author's aunt in China, she is lynched by the
villagers because of adultery and later erased from the memory of her family, pushed
into the unconscious, always to lurk behind their words and memories. This repressive
influence of her Chinese background is symbolized by the cutting of her tongue by her
mother when she was a baby, in order to enable her to speak more fluently, and yet
achieving quite the opposite.

The second conflicting influence in her life is American culture, which on first

glance provides more liberating and democratic opportunities, but under the surface it is
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still deeply rooted in patriarchal misogyny. The appropriate role and vocation for women
in the USA is that of a typist. In her social communication, she is forced to take up and
invent an American feminine speaking personality in order to be accepted and attractive
to the opposite sex. “American-Chinese girls had to whisper to make ourselves
American-feminine” (Hong Kingston, 1976: 172). As it can be seen, neither of those
languages enables her or provides her with the means to express her femininity and
individuality. This is succinctly put in the following sentence: ‘1 push the deformed into
my dreams, which are in Chinese, the language of impossible stories” (Hong Kingston,
1976: 87). Her identity is pushed into the realm of the semiotic, from which she is forced
to provide the building blocks of her identity. She finds that in the ancient story of Ts’ai
Yen, who was captured and lived among barbarians, but who eventually found her voice
in songs which echoed in the desert. Following that example, the author finds her voice
in writing, ready to find expression of herself and her femininity in literature, to try to
redefine and rewrite the Symbolic Order.

Another example of the constraints imposed by language and society can be
seen in another autobiographical novel written by Audre Lorde. The title itself Zami: A
New Spelling of My Name indicates the author’s need to rewrite and reshape her place
within the system which is outlined by the name given to her at birth. This name is not
sufficient to encapsulate and express the overall complexity of her subjectivity, in terms
of the fact that the system does not allow her to express the whole specter of her
gender, ethnic, cultural and sexual background. Her position as a woman in American
society is further beleaguered by her Caribbean origin, black skin and most of all, by her
homosexual orientation. All these aspects of her identity would ideally serve to enrich
and empower her as a person, but the rigid structure of the social order predicated on
male Caucasian heterosexual dominance does not allow such complex identities within
its economy of expression. Audre Lorde is confronted with this rigidity from her first
days at school, when she is even punished for her creativity when she brings homework
which is deemed too advanced for her age. Even though she knows how to spell her
name, the school, which is the main institution for introduction and perpetuation of the
rules, codes and symbols of the predominant society, condemns any such expressions

of creativity and individualism if they don’t fall within its parameters and standards.
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Throughout her life, she has to struggle with the expectations and roles set out by
society and this is reflected in the book.

The whole novel is a journey to find her own voice, to construct her own identity.
It is journey of maturation, a rite of passage which takes her through various trials and
tribulations. These trials and tribulations shape her thoughts and experiences, starting
from the painful introduction into the male world of sexuality through rape, and later
through the socially abhorred deed of abortion which comes as a result of a socially
frowned upon relationship with a white boy. Later, she has to go through a series of
menial jobs which society deems appropriate for the status and education she has
attained. Throughout, she strives to find ways to express her sexuality and femininity, in
a culture which denounces any forms of sexual expressions that fall outside of the
assigned conventions. This journey even takes her outside the borders of the USA, to
Mexico, in an attempt to escape and start over in a new environment, in a new culture.
However, every society has its own boundaries and rules. Even the gay community,
both in Mexico and in the USA, has drawn the lines in the sandwhich the waves of
individuality and self-expression are not to erase. They have also defined the acceptable
roles of butch and femme, the accepted game of roleplaying. However, like the broader
society they are also strictly divided along racial lines. This prejudice is even formalised
and expressed through the derogatory terms used to brand those that dare cross the
strict boundaries, calling them AC/DC or Ky-Ky (a term for prostitutes). The whole
situation in which the author finds her self in is succinctly described by the following

passage:

Downtown in the gay bars | was a closet student and an invisible Black. Uptown at
Hunter | was a closet dyke and a general infruder. Maybe four people altogether
knew | wrote poetry, and | usually made it pretty easy for them to forget. (Lorde,
1994: 179)

Yet, finding herself in an environment which denies her true expression, she does not
buckle. The events, blows and hardships mixed with her various lovers all leave a trace,
but they also help her construct her identity. With the help of the catalytic relationship

she has with a woman named Afrekette, she is finally able to appease and integrate all
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the various aspects of her personality. Through the symbolic rewriting and changing of
her name into Zami, she brings together her Caribbean past, her American present and
her sexual orientation. “Zami. A Carriacou name for women who work together as
friends and lovers” (Lorde, 1994: 225). Zami — a new word which finally encompasses all
of her being. Zami - an example of “écriture feminine” which redefines the rigid codes of
the Symbolic Order.

The issue of representation and expression within the realms of society and
language is most explicitly dealt with in another autobiographical book, S/HE by Minnie
Bruce Pratt. Throughout the autobiographical short stories and essays that comprise
this book, she discusses and argues about the roles in which society, through language,
posits us primarily in terms of gender and sexual orientation. In the essay titled “Gender
Quiz” she provides the example of the compulsory heterosexual quiz in high school with
two possible answers: straight or gay. The answer decides your position in society or as
the author so succinctly puts it "one choice would lead us out of the maze into
adulthood, the other directly to hell” (Pratt, 1995: 13). The Symbolic Order does not
allow for anything that is positioned outside of its boundaries to be represented. The
boundaries of heterosexuality strengthen all other social institutions, such as gender,
race, class, etc. Everything else which falls outside of those boundaries, as Kristeva
argues, is repressed into the “semiotic”, without any form or means of articulation. The
author questions the binary forms of representation of gender, masculine and feminine.
This issue underlies most of the book, as she often asks: “How many ways are there to
have gender — from masculine to androgynous to feminine?” (Pratt, 1995: 15). She is
bereft of words and ways to express her relationship with another woman who, in her
own words, transgresses the boundaries of gender and thus is transgendered. The
officially sanctioned language doesn’t provide the means for an elaborate examination
and understanding of one of the essential components of our identity. During her
discussion of the history and development of the feminist movement during her youth,
she provides a short, but powerful critique of the established practices of culture and

language:
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We carried with us many of the negative assumptions and values that the larger
culture had assigned to woman, feminine, man, masculine — ideas that served to
limit women’s behaviour and to prevent examination of how “masculinity” and

“femininity” are not the basis of sex, race and class oppression. (Pratt, 1995: 18)

This process of deferral of the real meaning is constantly at work in the world, thus
diverting the energy and attention of the subjects of the oppression from the methods
and effects of their subjugation. They are left to wander in the maze of symbols and
meanings which never lead to anything but to the destination preordained by the
system. As Minnie Bruce Prat says in the short story Rock: “Il am a woman embedded in
the sediment of a culture hardened to stone” (1995: 43). However, she decides not to
remain in that petrified state and proceeds to undertake a revision and redefinition of the
practices of repression embedded in culture and language. That is carried out either
through the process of mimicry, as defined by Irigaray, embodied in the undermining of
the binary opposition of male and female by her lover, or through the rewriting and
redefining of language and its terms used for positioning and locating that division. This
can be explicitly seen for the title itself S/HE, where a process of transformation and
recoding of the personal pronouns that define the opposition between the masculine and
the feminine is applied. She is trying to formulate a term which would be appropriately
expansive and fluid, so as to provide ample space for their fluid identities to be
expressed. As part of this process, she is also trying to redefine other terms which
sanction the official practices of the patriarchal society such as man, woman, husband,
wife, sex, lust. Through the semantic deconstruction of these terms and through the
infusion of new meaning into their structure, she is composing and writing the text that
would constitute the new discourse of her identity. A new Symbolic Order which would

be flexible enough to allow growth and modes of self-expression.

Conclusion

The structures and rules that govern human society very often are invisible to the
ordinary gaze and remain hidden under the surface of everyday life. The representatives
of French feminism, following upon the work of their male French colleagues Lacan,

Derrida, and Foucault, set out to uncover those hidden structures and bare them to the
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naked eye. They undertook the immense task to analyze and explain the underlying
oppressive processes within society, culture and language which permeate the social
interaction between people in general and men and women in particular.

| drew from their work in my analyses of the three books written by American
female authors, using Kristeva’'s concept of the “semiotic” and the radical undertakings
of Luce Irigaray directed towards the creation of “écriture feminine”. These concepts
have been of great help in charting and explaining the issues with which the authors
were faced and the methods that they used in dealing with their specific literary and
empirical problems. The limited scope of this paper only allowed me the space to sketch
out certain aspects of their works, but nevertheless it is an adequate starting point to
provide an outline of the main characteristics of the issues that we all, but women in
particular face in our contemporary society. This is an issue which is yet to be resolved
in a satisfactory manner and we all have to strive to further improve the situation. The

discussion must never cease.
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Racin's socially engaged songs.
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Art is always on the side of truth.

In the book “The Pillar and Ground of the Truth”, the famous Russian philosopher Pavel
Florensky explains the term truth as: "something so full of everything that it contains
everything, and therefore it is only conditionally, partially, symbolically expressed by its
name." (Florenski, p. 17) The etymological meaning of the Russian word “nctuHa” (truth)
connects the linguists with the verb est (to be), in who’s understanding the concept of
the absolute reality is embedded.

According to Florensky, the word "truth" denotes absolute self-identity and,
consequently, self-equality, accuracy, originality "(Florenski, p. 17). Understanding the
word" truth "in most Slavic languages is related to: bit, essence, being, something real,
realistic, real existing. An in-depth interpretation of the etymology of the verb est (in the
Sanskrit asmi, asti, in the Old Slavic esmium, esti, Greek esmises, Latin est) leads us to
the root of the word, which in the earliest stage signified breathing, and breathing has
always been considered as "The main sign and even the very essence of life."
(Florenski, p. 18). Therefore, the Russian content of the term truth means: "true - it is a
state of existence," which is temporarily determined and valorizes time as a form of
leakage of phenomena: "there is - means to say: in time. "

Ever since the time of Heraclitus, the motto is known that "everything flows,
nothing stands still" or, as Florensky says: everything flows, so the very essence of
reality, of life is in their leaking, ie. in some metaphysical forgetting. In these modern
times when the world is "open" in the sense in which each individual can recreate
through his own interpretation (the postmodern contributed especially to the
reinterpretation of the "great truths"), it is more than clear that the history of mankind is
facing a crisis of the truth.

The rise of superior technology in contemporary societies is only one of the
reasons for the creation of visual saturation and intellectual saturation, which makes the
individual less and less capable of essentially thinking about one's own identity, tradition,
history and culture. Therefore, today we are witnessing the fact that mankind is much
more confronted with the problem of forgetting than remembering. In this context, the
remark by Umberto Eco is interesting, according to which: "societies have always relied

on remembering, starting from the oldest man in the tribe, sitting in the evening under
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the tree, telling the stories about the heroic feats of his ancestors. Thus, he transferred
the legends of the younger generations, and thus the group kept its identity.

Every civilization reveals its identity when a great poet sings its basic myth. If, in
some cases, a part of the collective memory is erased through the act of censorship,
then society inevitably faces a crisis of identity. "(Eko :) Hence, if on the one hand the
danger of forgetting power is observed, however, individuals, societies and cultures,
there is an indispensable need to guard what is "not forgotten, for that which cannot be
forgotten, that abides through time as it flows." (Florenski, p.19). Such considerations
emphasize the historical role of the individual and collective memory, which not only
ointment to understand the cultural heritage, but also convey the contemporary idea of
the importance and influence of memory in the understanding and interpretation of
certain social and cultural phenomena.

Exactly such cultural phenomenon in contemporary Macedonian literature and
culture is the appearance of the poetic anthology “White Dawns” (“Beli mugri’) by Kosta
Solev Racin.

At the beginning of December 1939, when the anthology of twelve songs with
social, patriotic and philosophical-reflective motives was published, few could have
assumed that it, along with the capital's collection of Miladinov brothers, would become
the most influential poetic book in contemporary Macedonian literature and culture.
Accordingly, the logical question that arises is: How did it become so popular?
According to us, among other things, it is because of the attitude towards the truth.

In the period between the two World Wars in the Macedonian literary production,
the strong influence of the oral tradition is still felt, which is also the case with the White
Dawns by Racin, but with one significant difference, which is elevated at a "higher"

stylish and aesthetic level:

| went out yesterday, | walked
through that green mountain
underneath the high beech

on the carpet made from wide shadows. (“Elegy for you”)
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With the suggestiveness of the poetic language, specific melody and soundness, the
lexical wealth and colorfulness of poetry paintings “White Dawns” presents "real" and
"authentic" poetry in Macedonian language and as such it is recognized and accepted
by the wide reading audience.

Racin's progressive and deeply humanistic ideas come to a full expression in this
creative phase, where in the existential framework of his poems there are not only the
images of the heavy sufferings of the workers and the tobacco gatherers, but also in the
majority of verses philosophers and psychologists are present as a reflection of the deep

traumas due to the disrespect of the basic human rights and freedoms:

On cold scales with bronze they weigh it-
but can they gauge its weight-
our tobacco, our troubles,

our salty sweat! (“The Tobaccogatherers”)

And who divided, and who divided

Man, from man with a wall?

And who made, who made

One a slave to another! (“Elegy for you”)

Although it is obvious that the social lyrics in “White Dawns” has an engaging voice,
Racin is a unique poet who manages to create a natural symbiosis between the
aesthetic and idolatrous or complete effect of the esthetization of the ideological.
However, in these poems, Racin is perceived as: visionary, altruist and revolutionary:

Heart fights the hoop

the red flag shines bright,

as the heart that opens

Wide wide open -

To embrace the whole world! (“Migrant”)

The issue of social justice is present in topics related to poverty and social inequality. In
part of the songs, Racin seriously detects the causes and serious consequences of
having social differentiation on someone's opportunities for personal growth and
opportunities in life.
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Racin's socially engaging songs break down the romantic myth. In them, the oppressed
(diggers, workers, etc.) are portrayed as a separate group of society, which is treated as
an object of the social climate and which is in a constant process of social
marginalization and exploitation. In this sense, their fateful predestination leads to
fatalism. The laborers, of Racin, are seen as a collective whose fate from birth is shaped
by specific socio-economic factors, which simultaneously have a direct impact on their

lives in the socially structured world.

Be born as a man - live as a slave
Be born as a man - die as a brute,
Whole life working as a brute

for others’ belongings.

For the white palaces of others

dig your own black graves! (“Days”)

The perception of poverty, disadvantaged people and other socially sensitive categories
in Racin's poetry draws its vital energy precisely from the mimetic relation to reality or,
as Gyurcinov says, Racin's poetry is "a powerful and undeniable human testimony."
(Gyurcinov: 19) In that case, the criteria of credibility/uncertainty are promoted in key
distinctive signs between the truth and the lie. If the trustworthiness is a "sense of truth",
but also "acceptance of the pronounced statement as true, then under the criterion of
truthfulness, the Russian philosopher Serapion Mashkin writes:" a state of the spirit filled
with truth, a state of complete pleasure, a joy in which there is no doubt that the stated
situation corresponds to the true reality.

Such a condition can be reached by judging a familiar condition, called the
measure of truth or its criterion."(Florensky: 22) In this regard, the verses of the “White
Dawns” capture a state of restlessness, dissatisfaction, but also a rebellion of the
individual against the social injustices. They declare an authentic poetic voice that seeks
to be heard, who openly and courageously sings about the problems of the little man in

a dehumanized reality. Therefore, readers perceive the poetic images and ideas of
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these songs as an undeniable fact, a factual state of the spirit, or a criterion for the truth.
In their poetic language, the ideas about national and spiritual identity, the awakening of
collective consciousness, as well as the strengthening of faith in the integrity of the
individual are grounded.

And if Viktor Shklovsky claimed that the text is composed of the same elements,
from the same words that consist of his context, then White Dawns is a paradigmatic
example of authentic hybridization between these two concepts. Perhaps, in these
artistic qualities of Racin's poetry collection, our collective memory, with its entire
apparatus selection, to this day recognizes a plausible and essential literary

achievement or cultural canon of truth!
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The aim of this article is to offer one of the many potential readings of the novel The Return
of the Words by the Macedonian writer Goce Smilevski. The main object of the analysis is
the female character named Héloise as a fictional character based on a real person. In order
to analyze the character we compare Smilevski’s novel with another source of information,
the autobiographical prose Historia Calamitatum, which happens to be written by the lover of
the real Héloise — the famous Catholic theologian and philosopher Abelard. We interpret the
novel from two aspects: as a work of literature which is close to the model of historiographic
metafiction and as a discourse written by a male author who offers his (subjective)
representation of one particular woman from the past. We explore the relationship between
the dominant male and the subordinated female, as well as the relationship between Héloise
and her own words. As an oppressed woman who in many ways depends on the dominant
man in her life, she is not allowed to verbally express herself, until her words finally return.
The novel is read as a fictional autobiography of Héloise. The fact that Smilevski allows her
to tell the story form her point of view is interpreted as an attempt of a marginalized woman
to use the language of the dominant group and the autobiography as a form of expression
reserved for men exclusively. The analysis, however, shows that the novel is not completely

discharged from patriarchal ideology.

Keywords: female character, fact, fiction, male discourse, autobiography, social role,

patriarchy
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The novel The Return of the Words written by Goce Smilevski is about one of those
great love stories remembered by humanity. The issue, however, is that the
experienced reader cannot fully enjoy this kind of warm and romantic plots because
such readers ask (themselves) the question how did the humanity remember the
story. While other readers gasp in front of the omnipresent story of the love between
the mediaeval scholar Abelard and the girl named Héloise, Goce Smilevski, detected
some debatable things in the romantic mediaeval plot and reacted to them by writing
a novel. The novel of Smilevski is one of the many texts dedicated to the mediaeval
lovers. They are all important to literary critics as replica of one specific text which
Smilevski himself points out in the epilogue of his novel.

In this epilogue with a very indicative title (Héloise’s Face and Abelard’s
Mask), Smilevski points out the existence of the autobiographical prose of Abelard
(Historia Calamitatum), which precedes the conserved correspondence' between him
and Héloise. Smilevski admits that the initial idea of writing his novel occurred when
he read Abelard’s autobiography and he detected that Abelard mentioned negligently
and only twice that Héloise gave birth to a son whom she named Astrolabe. “The
novel The Return of the Words is born from the absence of Astrolabe from the letters
of his parents. However, my first attempts to imagine the figure of Héloise as a
woman so enchanted with her love for Abelard that she completely forgets about her
son, didn’t enable me to write a novel. | couldn’t imagine that Héloise. As a result, |
tried to imagine her time, through the works of authors who dedicated their opus to
investigating The Middle Ages...” (Smilevski 2015: 209; emphasis added), says the
author, later explaining thoroughly his own narrative strategy, unfolding to us the way
he created his novel.

According to what we read in the given quote, it becomes clear that everything
we read in the novel before we get to the epilogue written by Smilevski as well, is
actually his own thought or conception about a woman who lived a long time ago.
The issue is that the author “met” Héloise in the same way like any other reader — by
reading the texts written for/about her, and coming across her name only after or by
the name of her beloved Abelard. Among those texts which are considered for factual
representation of the period when Héloise lived is also ranked Abelard’s discourse.
Moreover, among his theological and philosophical essays is also found his
autobiographical prose and the remains of the correspondence between him and

Héloise. The obvious inconsistencies detected by Smilevski in Historia Calamitatum

49



led him to the conclusion that some of Abelard’s statements are contradictory.
Apparently, Smilevski couldn’t imagine Héloise the same way that Abelard did. And
writing about his own life, Abelard obviously thought that it is his right to represent
Héloise anyway he thought suitable. As a consequence, centuries later, we as
readers form our opinion about Héloise only through the literary prism of her lover
Abelard, as the only contemporary of hers who wrote something about her. Nine
centuries later, Goce Smilevski decided to represent another Héloise, so we are
being presented with a new literary prism through which we are enabled to look at
Héloise. As much as Héloise from Smilevski’s discourse can be analyzed as a real
character (fictional character based on a real person), so can Héloise from Abelard’s
discourse be analyzed the same way — as a real character who only refers to a
historical woman who was present in Abelard’s life, but he, for some reason, decided
to represent her in his discourse in an unexpected way.

From a position of a recipient of the autobiographical text of Abelard, Goce
Smilevski wrote his novel The Return of the Words as a replica to Historia
Calamitatum, offering in the meantime his individual revision as a result of an
imaginative, (meta) fictional modifications of the inconsistent events in the
autobiography. Moreover, Smilevski’'s novel has some other specific qualities. It is
written as a first-person narrative which makes it similar to the autobiographical prose
of Abelard. The major difference is this — Smilevski allows Héloise to speak! His
novel exists as an autobiography of the historical Héloise which she never
successfully wrote. Because of Abelard’s text, Héloise is until today marginalized and
silenced figure, whose voice couldn’t be heard. Her letters to Abelard were
mercilessly destroyed', and so was her opportunity to write, so Abelard’s ambitions
could be fulfilled. It seems like Abelard’s vision was to be remembered as a great
philosopher and a holy man and this megalomania ruled over him so powerfully that
he needed to eliminate the main obstacle on his way to holiness. He succeeded by
creating a false and inaccurate image of Héloise in his autobiography and by writing
letters to himself allegedly signed by her. If we recognize these speculations as truth,
it seems like Abelard was well aware of his privilege to belong to the (male) dominant
group and to construct the truth having his own will in mind, while supporting it with
material evidences, also created with an intent to testify in his benefit after his and

the death of Héloise.
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It is not a coincidence that Smilevski’s narrative is written in first person, which
means that he allows Héloise to tell her side of the story. The recipient learns about
the events from her point of view. We can analyze that in context of the postmodern
tendency of moving the boundaries between the centre and the margins, or even
reorientation from the centre towards the margins which should be made very subtle
and careful, so that the margins won’t become the new centre. The unprejudiced,
empathic and wise narration of Héloise is a good prove for that. Even though her
narration is subjective and romanticized, it is not egoistic and arrogant the way
Abelard’s narrative style is. The narrator in Historia Calamitatum is focused
exclusively on himself, moving Héloise to the margins and almost not even
mentioning his own son. Moreover, Héloise as narrator in Smilevski’s novel focuses
on herself, which is typical for any autobiography, but doesn’t ignore Abelard’s
existence. On the contrary, she admits that he is an inseparable part of her life and
that any memory of him evokes warm feelings. Unfolding the story with such honesty
is so human and profane unlike Abelard’s wish to write as much elevated as
possible. As a result, the avoidance of attacking and overcoming the centre becomes
obvious. It can be said that writing a novel in the name of a marginalized female
figure, as an autobiography she couldn’t write, is in fact disputing and denying the
centre as arbitrary and artificial construct. We are implying the mediaeval
autobiography as a genre exclusively reserved for the male authors which makes it a
(male) metanarrative hence Héloise’s female discourse can be read as its
disputation. Héloise’s silence is silence of a woman romantically related to a famous
Catholic theologian. Telling her story would compromise his reputation. Nonetheless,
her silence develops into a wish for articulation and then into a fight for her right to
narrate, until the return of the words which she lets to flow into a powerful, mature
and completed textuality.

Her autobiographical discourse, even though it is fictional, enlightens one of
the many possible truths about her life and her relationship with Abelard, but also
convulses the historical representation of her only as Abelard’s lover and nothing
more than that. On the contrary, it is time to understand that she was as educated as
Abelard, she was also an intellectual, a prioress and then an abbess of the convent
in Argenteuil, a spiritual mother to the nuns who lived in the convent and to the
common folk. Most importantly, she was a biological mother of a child whose

existence Abelard decided not to deny but to neglect. Abelard’s writing of the birth of
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their son lacks any emotion at all which is rather strange, having in mind that Abelard
writes with great eloquence when it comes to describing himself. The inclusive
recognition of all aspects of Héloise’s personality instead of the exclusive historical
knowledge about her as Abelard’s lover who has no voice is in fact a fight against her
displacement to a position of eccentricity, only because of her sex. The ideology of
the mediaeval patriarchy and male domination imply that science, right of decision,
financial autonomy, sexuality and even love are rights given only to male individuals.
Raising her voice for freedom is precisely the return of the words from the language
of the dominant group to whom the right of textuality, writing and even the right of the
autobiography as a genre belong. The return of the words represents the courage to
use the same language and genre the dominant group does. The result is a
discourse which accumulates the social, cultural and literary heritage of the male
dominant group, but in the same time it accumulates the heritage of the female
subordinated and silenced group. The contemporary existence of Héloise in both the
superior and subordinated group makes her discourse polysemantic and
heterogeneous, as well as capable of presenting the female sensibility through the
traditionally male form of expression. Her discourse is revolutionary even though it
doesn’t destroy but rather offers another purpose. Furthermore, the male
metanarrative is used to prove her point and her existence.

Smilevski’s revisionary critic uses similar form and language to Abelard’s
original text which makes it hard to read it as a subjective fiction. Being close to
Abelard’s text validates Smilevski’'s replica as another source of information which
offers another truth about the mediaeval couple. The truth offered by Abelard couldn’t
be the only one because the facts given in his autobiography are constructed by him.
We should consider that his gender, identity and social status grant his story
legitimacy. So, the ideological background of the representation of the past in his text
is crystal clear. As a reaction, Smilevski explores and actualizes the exact same
historical episodes, offering new (fictional) representation in his novel. He is
transparent when it comes to epistemological questions and the boundaries of
knowledge because he questions the legitimacy of the stated facts in Abelard’'s
discourse which results in constructing his own version of the past. Smilevski
narrates the same episodes as Abelard but he improves them and offers a new
perspective. That implies the subversive potential of the postmodern revisionary

works known as historiographic metafiction. The subversive potential of Smilevski’s

52



novel could be recognized in its definition as counterfeited autobiography of Héloise.
Furthermore, Smilevski succeeds in revising and criticizing without writing a new
grand narrative and without becoming another man who mystified Héloise’s female
discourse.

Nevertheless, another question we need to ask ourselves is this: Does the
representation of Héloise in Smilevski’'s novel answer to the needs of female
readers? Asking this question leads us to questioning the (im)possibility of
representing the “wild zone” described by Elaine Showalter, as well as the
(im)possibility of keeping distance from one’s own ideological concepts when and if
they are immanent to the dominant group only.

The author of the novel The Return of the Words adheres to the confessional
narrative tone. Furthermore, the linear narrative resembles a long and emotional
monologue said by Héloise. She narrates from her point of view, beginning from her
childhood and her first memories of her mother and ending with the reuniting with her
son Astrolabe, when Abelard is already dead. As previously mentioned, we read and
accept Smilevski’'s novel as fictional autobiographical prose, which implies that we
also accept the fact that he consciously counterfeited the historical data. The
constitution of the novel as a monologue testifies that the text is completely oriented
towards the character who narrates (Héloise), which means that it cannot be spoken
of any potential addressing to another reader the way that Abelard addressed his
autobiography to a friend. Besides the contrastive tone of the two texts, that is one of
the major differences between them.

The Return of the Words is a novel about words. Or more accurately a novel
about the Word which creates and destroys, the Word in which everything begins
and in which everything comes to its end. The female character Héloise couldn’t be
analyzed separately from the words because every cardinal function of the narrative
is tightly connected to her ability to verbally express what she feels. Héloise’s identity
understood as unity of her social roles and all aspects of her personality could also
be interpreted through her ability to verbally express. In the years she spends in the
convent she consoles herself only by thinking that the monastic life is temporary and
that one day she will find the child she left behind. Even though she is well aware that
those thoughts are sinful because they disable her to truly dedicate to God, she lives
for the moment when Abelard would come and take her with him. In the moments of

solitude she recalls that in the convent she met a woman who lost all her children to
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illness and starvation. After the death of her children she continually repeated “In the
beginning was the Word, and the Word was with God, and the Word was God”
(Smilevski 2015: 107). The woman explained that only when she repeated these
words from the Gospel of John, words that sound like an unusual mantra, she
believes her children live in heaven. Unlike her, Héloise doesn’t always succeed to
articulate the words she feels deep down in her and to externalize her emotions. Her
narrative begins with embracing her first words, than moves to their loss and return
which is a repetitive process linked to her many emotional crises.

The beginning of the novel resembles the first lines from the Gospel of John
as it resembles the mantra continually repeated by the woman who lost all her
children. The difference is that the character who narrates contextualizes the biblical
verse only within her life. “In the beginning of my life was the Word” (Smilevski 2015:
7; emphasis added). So begins Héloise’s unstable connection to her words which
somehow represents her unstable connection to God as well, because she never
fully accepts the catholic canons. The world that appeared in front of her childish
eyes, primarily as something unknown and unnamed, was later explained and
fulfilled with meaning when she embraced her mother's words. When she lost her
mother she immediately lost her words too and couldn’t utter a single word for exactly
nine months. Then she finally spoke again. She lost her ability to speak one more
time when she was forced by Abelard to leave their newborn and accept to live in a
convent in order to repent her sins. She managed to speak again when she was
woken up by the crying of the little girls whose parents were leaving them in the
convent — an event that made her remember who she was and how she was also
brought in the same convent when her mother died. Then she recalled that in the
beginning in her life was the Word. Sometimes her words were leaving her again and
were always somehow brought back. “| felt as | was dying through the loss of my
words, | felt as | wasn’t myself anymore, as everything | was till that moment is
splitting up from me... only the shadow of my soul remained. The words left me, my
soul left me, | became a void” (Smilevski 2015: 170). This existence somewhere
between real living and death lasts until her reuniting with Astrolabe. The words that
she kept inside in order to apologize and explain why she left simply flow from her
mouth when she recognizes her son. But unexpectedly the words of sadness

transform into words of joy and all her negative emotions modify into happiness.
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Besides being a connection to her inner emotional and intellectual
universe, the words of Héloise are determined by her connection to her loved ones.
Every loss of a loved person destabilizes her psychological balance which
automatically results in inability to speak. Her narrative is a regular change from
silence to articulation. She either narrates about the things she said or the things she
couldn’t say. The interesting thing is that Abelard is not among the people whose loss
causes her inability to articulate. Her mother and her son are the persons who affect
her the most. That makes us suggest that the moment when Héloise embraces her
mother's words and the moment when she becomes a mother are actually the
coordinates of her identity primarily as a daughter and finally as a mother. Even
though Abelard remains an inseparable part of her life, his influence is not crucial,
mainly because they spent a short period of time together and she never actually
experienced being a wife. The only role given to her by Abelard is the role of a lover,
which doesn’t last long before she is defined as a sinful and promiscuous woman.
This leads us to the conclusion that her identity, femininity and the meaning of her
existence are linked exclusively to her motherhood. Losing the status of a mother
ends with loss of the words literally and metaphorically speaking because leaving her
son and ceasing to be a mother result in silencing her femininity as well. That is
symbolized with accepting the monkish way of living which forbids her to speak and
decide freely.

The words were the only thing Héloise learnt from her poor mother, the only
thing she inherited from her and the only thing her mother left behind when she
joined the rebellion against the king. The period of nine months until Héloise found
the words again is read as a symbolic pregnancy and giving birth to words that soon
will flow into an autonomous discourse. This process of forming her identity soon
develops into a real motherhood. After the first emotional crises when her mother as
a supreme censor in her life dies and she loses the status of a daughter she
develops into an active subject who must act autonomously. The meaning of her life
is found when she gives birth which means that Héloise equates her femininity with
being a mother. After being forced to leave her son she renounces everything that is
characteristic to being a woman. Even though she accepts to be punished for
something she doesn’t consider a sin, Héloise understands monkshood as an
initiation after which she would be reborn as a mother. The presumption that Héloise

equates femininity exclusively with motherhood can also be proved with her wish to
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remarry Abelard after he is punished with castration. She would gladly stay in such a
marriage just to have her son back, so knowing that we could argue that the novel
makes only one female social role absolute. However, the novel also allows
interpretation of Héloise’s holiness even though Abelard presents her in his prose as
a sinful woman. It is not a coincidence that the son of Héloise and Abelard is
conceived in a cathedral, right in front of the fresco of the Immaculate Conception
because the sinful conception in Héloise ‘s case soon develops into her holiness
after the love or lust she felt result with giving birth to a child. That can be proved with
her decision to reject her sexuality and femininity so she could be a mother again.

Some female feminist theoreticians who occupy themselves with the reception
of literature written by male authors and its popularity among female readers suggest
that men who write usually use some of the available roles that are considered
suitable for female characters. The thing is that this catalogue of roles is created by
patriarchy and the frequent usage of these roles cages female characters within
traditional paradigms. That is only one of the reasons why male authors often don’t
succeed in creating full-blooded female characters. On the contrary, they often create
characters that are hard to identify with when the reader is female. Furthermore, it is
usually impossible not to detect the male ideological concepts hidden in the female
character. Every individual is in some way forced to adjust to the social standards,
way of thinking and acting. Usually, if the subject doesn’t adjust and doesn’t try to
build his identity with constant consultation with the society, he/she becomes
unacceptable and is usually marginalized. Such stigmatized patriarchal society has
strong influence on the literature and is often the cause for the creation of one-
dimensional female characters. Moreover, they are usually built on the principle of
the binary opposition saintess-harlot. Either of these two options is often brought to
extremity.

When it comes to Héloise as female character created by male author, a
possible objection could be made about the absolutism of her role as a mother. As
previously explained, the motherhood became the only identity of the character. Even
more symptomatic is that Héloise in some way decides by herself to accept only one
social role and functionalizes the motherhood as only aspect of femininity. “The
wound on my soul was the only one which reminded me that | have a soul, and that
wound was a remaining from my motherhood. If awareness is mirroring of the soul in

some related aspects of God, than my self-awareness could be completed through
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mirroring my soul in the motherly aspect of God” (Smilevski 2015: 106). These kind
of idealized and absolute representations of women are conditioned by social
conventions, according to Simone de Beauvoir. She argues that the stereotyped
roles assigned to women in reality are then presented in works of literature.
Moreover, those roles are totally different from the female way of thinking.

The traditional representation of the female body as movable uterus and
giving women a purpose exclusively because of their reproductive functions are
statements that in some way could be read in Smilevski’'s novel. As previously
pointed out, in Héloise’'s case the ability for verbal expression and the mature
articulation are directly linked to motherhood. On the other hand, giving birth and
raising children are traditionally connected to nature, irrational and physical. On
opposite side of this binary opposition stand culture, society, rationality which are
stereotypically assigned to men. Furthermore, writing, science, education and
creating the culture in general are activities reserved for men. Until the XIX century,
the attempts of women to occupy themselves with any of the male activities were
considered madness and were usually sanctioned. Having that in mind, we could
mention some additional arguments about the stereotypical representation of Héloise
in Smilevski’'s novel.

In the beginning of the narrative, the female character breaks the stereotypes.
Héloise is famous for her wisdom and knowledge and is well educated which is quite
unusual for a woman in her time. As the narrative develops, all of Héloise’s skills are
symbolically silenced — literally with losing her ability to speak and metaphorically
with moving to the convent. Abelard, on the other hand, is a character that enjoys
position of power, given to him by the patriarchal social standards, his biological
predisposition and the organization of the Catholic Church. That is why he gets to
decide Héloise’s faith while she is forced to remain silent. “I begged him to stay with
me and our child, but he suggested | needed to become a nun. His suggestion was a
compulsion. | didn’t have a home because my uncle was banished from Paris after
his crime over Abelard. All | had was knowledge but women weren’t allowed to teach
outside the convents. Abelard knew | couldn’t financially support myself and my child”
(Smilevski 2015: 13). This quote effectively shows the binary oppositions man —
woman and culture — nature because science and knowledge are forbidden to

Héloise just because of her sex. Knowing that she would starve her son to death if
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she insisted on keeping him, she is forced to stop fighting and accept Abelard’s
conditions.

Finally, everything that happens to Héloise reminds us of the revolutionary
thoughts of Virginia Woolf, even though her theories are written far later than the time
when Héloise lived. In Woolf's opinion the poverty of women guaranteed their
subordination and submission, as well as their dependence on men. Even when the
woman had skills and knowledge, she would be forced not to use them in order not to
earn for herself and not to gain control over her body and life. Hypothetically
speaking, Héloise’s life would have been different if women were allowed to teach
instead of being closed in convents. However, every occurrence of a well educated
woman was probably considered a potential threat to the male oriented society, so it
needed to be isolated. The choice given to women was living (a comfortable life?) in
a convent or being declared a mad woman or a witch. Every woman with
predisposition towards science who wasn’t protected with the status of a nun would
have been accused with blasphemy or madness and left without a choice.

Héloise sacrifices everything that is inherent in her and everything that she
possesses in order to save her son’s life. The biggest sacrifice however is the fact
the she allows to be silenced. Despite everything, Smilevski’'s novel is a relevant
testimony though it is hypothetical. Furthermore, it is a poetic and harmonic narrative
from her point of view. As Woolf writes: “By no possible means could middle-class
women with nothing but brains and character at their command have taken part in
any one of the great movements which, brought together, constitute the historian’s
view of the past... She never writes her own life and scarcely keeps a diary; there are
only a handful of her letters in existence. She left no plays or poems by which we can
judge her” (Woolf 2012: 46). As it comes to Héloise, even her letters that would
testify about her past and that would today exist as a textualized remaining peace of
The Middle Ages were probably destroyed by Abelard. It seems that he intentionally
represented a different Héloise in his male discourse, depriving humanity of one
valuable female discourse from the XII century.

In her essay A Room of One’s Own, Woolf suggests that it would be nice if
female students in the future would collect data about the lives of women in the past.
Even though women are absent from the historical discourses, they existed without a
doubt on the margins of social life. Every piece of information would be valuable in

order to gain insight in the everyday life of women in the past. Smilevski’s novel is
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fictional but to some extend it can be read as an answer to Woolf’s call for collecting
data. Despite its advantages and disadvantages, the novel offers a thorough
representation of the real Héloise’s life. The simultaneous reading of Smilevski’'s
novel and Abelard’s autobiographical prose shows another interesting aspect. Both
Abelard’s prose and Smilevski’s novel are male discourses dedicated to the same
woman, despite the big temporal gap between them. As previously stated, Smilevski
is transparent when it comes to his narrative strategy. He wrote his work of fiction
because he imagined Héloise differently than Abelard, even though Abelard should
have been the man that knew her the best. Reading his Abelard’s prose, Smilevski
couldn’t find everything he expected to learn about her. If we accept Schmeidler's
thesis as truth, than Abelard’s mystification seems like a work of an amateur. It
sounds completely unreal that a woman who has just been forced to leave her
newborn child in order to become a nun would write letters full of love and praise for
the man who is responsible for all her sufferings. Abelard’s prose is ultimately
oriented towards himself. The conserved letters signed by Héloise, whether they are
mystified or not, are also oriented towards Abelard, which makes it impossible to
learn something more about her life. Both of the male discourses about Héloise are
in some way extreme. On the one hand, there is the pure motherly figure offered in
Smilevski’'s novel. On the other hand, there is another absolute female role codified
by the male way of thinking — the figure of the harlot. Abelard obviously minimizes the
motherly function of Héloise, barely even mentioning their child. What he does is
emphasizing her role as a promiscuous woman whose soul needed to be rescued by
him — man of God. He thinks of himself as a spiritual mentor who saved her soul from
the sin of lust. Abelard probably created this unreal and illogical representation in
order to underline his own virtue, as well as to secure his position of power. However,
it wouldn’t be completely wrong if we interpret it as another pretentious
representation of a woman in a male discourse that is by some means close to a

literary fiasco.
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the purpose of his autobiography: “Often the hearts of men and women are stirred, as likewise
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of one who, though absent, is of himself ever a consoler. This I do so that, in comparing your
sorrows with mine, you may discover that yours are truth nought, or at the most but of small
account, and so shall you come to bear them more easily” (Abelard 2012: 8).
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don’t exist and that all letters available today are actually written by Abelard.
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MoTuBoT 3a nnypannteT Ha gywaTta CutTtyunpaHa Ha CUrypHo mecto

Po3e HewkoBuk — CnaBkoBCKa

YHusep3utet Cs Kupun n Metoguj, Ckonje

Wpejata 3a oaBojyBaweTO Ha AylwlaTa ce cpekaBa BO pas3nuyHu obnuum Kaj cuTe Hapogu BO
CBETOT, BKJTYYMTEITHO M Kaj MHAOEBpPONCKaTa rpyna Hapoaw. lNprukasHu o4 BakoB TUM MMa U Kaj
CMOBEHCKUTE Hapogu, Ha npumep BO CckKasHaTa Yemupuecemme uyapcKu cuHou U
yemupuecemme cHau, 2oriemama 3muja, flamjama, Apano, Llapo u Hepsuwom (LleneHkos,
HapodHu npukasHu, kHura TpeTta: 96-110) u npukasHata [yra [y3enu u yapckuom CuH.
PasrneagyBajkm ro MoOTMBOT 3a nocrnegoBaTenHn memamopho3u Ha jyHakom BO PasfnunyHu
XXMBOTHM (KOjLLUTO YeCTO ce KoMBuHMpa co MOTUBOT 3a BercTBoToO M noTeparta), lNpon 3aknyyysa
AeKa OBOj CKasoyeH MOTUB reHeTudkn Tpeba ga ce noBp3e CO NpeTcTaBuTe 3a NOCTCMpTHaTa
ersucteHumja Ha gywarta (npeobpaseHa BO XXMBOTHO), UMW CO TOTEMMUCTMYKMUTE MpeTCTaBu 3a
npeobpasba Ha YOBEKOT BO TOTEM-XMBOTHO (MO CMPTTa), nako ¢akToT AeKka He ce paboTu 3a
npecTtopyBatke BO €0HO OApedeHO XMBOTHO, TyKy 3a MeTamopdo3a BO MNOBEKe pPasnuyHu
XMBOTHW, ja cyrepupa M MOXHaTa BpCKa Ha OBOj MOTMB CO uaejata 3a mememricuxosa (T.e.
cenvaba Ha gywaTta) WM nak co wamaHucmuykume npeTcTaBu 3a NIOBEHETO Ha AyluTe Ha

YMPEHUTE, KOE € KapaKTEPUCTUYHO 3a cubupckuTte wamanm (Mpon: 21).

Kny4yHu 36opoBuU: aylua, 04BojyBare, HAPOAHMW NPUKasHn
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Kaj npumntnBHUTE Hapoau MOCTOENO MUCIEHE AeKa AyllaTa MOXe NoBpeMeHo Ada ro
HanywTn TenoTto, a nputoa ga He npeaussuka cmpT. Ce BepyBano geka TakBuTe
npuBpPEMEHM OTCYCTBA Ha fyllaTa ce MHOry onacHu, buaejku gywaTta Koja cKkuta HagBop
o[l TENOTO, CO CaMOTO Toa Taa € MU3MOXeHa Ha pasHu HernpujaTencku cnyyyeakwa. Bo
BpCka CO ,0[BOjyBakeTOo Ha JywaTta o Tenorto“, NpUMUTUBHUOT YOBEK KOj €
HecnocobeH XMBOTOT Aa ro catm ancTtpakTHO, UCTUOT ro pasdbupa Kako KOHKpeTHa
MaTtepujanHa cdopma, Koja Moxe ga ce BuOM U Jornpe, Aa ce APXKU BO KyTuja, ga ce
yauvpa, Aa ce CKpLum unu pasHece Ha napymka. Kora 06jekToT KOoj YOBEKOT ro HapekyBa
,CBOj XMBOT" Unn ,CBOja Aywa“ e HenoBpeaeH, YOBEKOT € 3[paB - ako ce NoBpeaun Toj
006jekT, Toraw n YOBEeKOT CTpada, a ako Ce YHULITW, Torawl 4YoBeKOT ymupa. [louHaky
KaXkaHo, Kora 4YoBeKoT e boneH n ymupa, Toa ce objacHyBa Co Toa Aeka HerosaTa Aylia
(HeroBMoOT xMBOT), 6€3 pasnuka ganu € BO Hero CamMmoT WNW HagBoOp Of Hero, ce
3gobuna co HekakBa NoBpeaa Unu € yHULWTEHa.

Ho uma cnyyam BO KOM ako gyuwlata OoCTaHe BO YOBEKOT, TOoralwl € U3roXeHa Ha
norosieMa OMnacHOCT, OTKOSIKY aKko € COKpMEHa Ha HEKOe CUrypHO unu TajHo mecTto. Bo
TakBU crnyyau, NPUMUTUBHUOT YOBEK ja Bafen cBojaTa Aylla HagBop o4 CBOETO TENO U
3apagu 6e36edHOCT ja cTaBan Ha HeKoe CUrypHO MecTo, CO HaMmepa Aa ja 3eme 1 BpaTu
BO CBOETO Tero Kora Ke noMmuHe onacHocTa. [JOKOmKy Hajae CUrypHo MecTo, TOj MOXe fa
ja ocTaBm TaMy Ha NOLOSIO UM NOCTOjaHo.

Wpejata 3a oaBojyBawe Ha agywata of tenoto, L. ®dpejsep ja ucnutysan Kaj
pasnuyHu Hapoau oa MHaunja oo Mpcka, KoHCTaTupajkm ro HejaMHOTO NPUCYCTBO Kaj cuTe
apueBckn Hapogu. Bo npukasHute of ,Mnjaga v egHa HOK®, OyXOT K& M Kaxe Ha
3apobeHaTa Kkepka Ha KpanoT Ha MHauwja, oeka npu HEroBOTO parawe acTporosure
npeTckaxane [feka HerosaTta fylla Ke 3arvHe of paueTe Ha CMHOBUTE Ha YOoBeYKkuTe
Kpanesu. lopadu moa, moj ja 3eman Hezogama Oywa U ja cmasusl 80 2ywama Ha
HeKkoe eparye. Bpandyemo 20 3ameopurs 80 Marna Kymuja, Kymujama 8o ceOyMm caHOakKa,
caHOakom 20 cmasusl 80 MepMepeH Kogyee, a Kogyez2om 20 ocmaeusl Ha bpezom.
Mpegenot 6un ogaaneyeH oA YoBeYvkaTa 3emja U HUKOj of NyreTo He MOXen Aa Jojae
Ao Hero, Ho Ceund en Mynyk ro dgaTtun BpanyeTo U ro yapwus, No WTo AyxXoT nagHan

CMPTHO-NOrogeH Ha 3eMjaTa, a Ha T0a MeCTO nyr’eTo Buaene Kynye LupH nener.
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VpejaTa 3a o4BOjyBak€eTO Ha Ayllata ce cpekaBa BO pasfvyHU obnuum kKaj cute
HapoAwn BO CBETOT, BKIYYUTENHO U Kaj nHOoeBporickaTta rpyna Hapoau. [lokas 3a oBa
NPUMUTUBHO BEpyBake Haolfame BO Hopauckata npukasHa 3a ,LIMHOT koj Heman cpue
BO cBoeTo Teno“. LIMHOT BO OBaa ckasHa e Hernospennve N BecMmpTeH, buaejkn ja
COKpUIT CBOjaTa gyLla Ha HeKkoe JarneyHo MecTo, HO ybaBaTta npuHLuesa Koja TOj ja Apxu
3aTBOpEHa, Ke ja OTKpWe HeroBaTta TajHa W Ke My ja COOnwTh Ha npuHUOT. [puHUOT
ycrneBa [Ja ja Hajae HeroBaTa Agylla M 4a ja YHULITK, CO WTO ro yHUWTYyBa U LNMHOT. OBOj
TUN NPUKa3HW ce pacnpocTpaHeTn Hacekade BO CBETOT, Na Bp3 OCHOBa Ha oBa Ppejsep
3aknyyyBa [eka uaejaTa 3a naTyBaweTO Ha fAywaTta umana rornemo BrvjaHue BO
npeTcTaBuTe Ha nylreTo Bo paHaTta ucropuja (Frejzer: 403-443).

AHTponororoT L. ®pejsep e eqeH o peTkMTe UCTpaxyBa4dn KOj ce OCBpHan Ha
cneunduyHMOT MOTMB 3a HadsopewHama Oywa. Toj ja BooyyBa ChAM4HOCTa Momery
PUMCKUTE, TPYKUTE, PYCKUTE, HOPAUCKATE U MHAOMUCKATE MPUKA3HW BO KOM € BUOSIMBO
NPUMUTUBHOTO BEpyBak€ BO MOXHOCTa AyllaTa Aa ce 04BOW Of TeroTo BO Cry4aj Ha
onacHocT (BO CkasHUTe, BONWEBHMKOT e HenoBpeanue camo 3aToa LITO cBojaTta ayLwa ja
»<AenoHnpan® Ha cUrypHo 1 TajHoO MecCTO, a TajHaTa 3a Toa Kage BONWEeOHUKOT ja yyBa
cBojaTa gylwa, obMyYHO CO UTpuHa Ke buae no3HaeHa - npedasBajku My ja TajHaTa Ha
CKa3HWYHMOT Xepoj, NpuHLe3aTa ke ro npeaussmka KpajoT Ha BONLWEOHUKOT).

Wpoejata 3a ogBojyBarbe Ha gywaTta of Tenoto He e HeobuyHa. OcBeH BO
rPYKUTE MUTOBW, MOTMBOT € MPUCYTEH M BO HApPOL4HMTE NpUKasHM BO KOW cunata Ha
jyHaKoT ce Haora BO 3naTHWUTE BMNakHa Ha HeroBaTa rnaBa, a Kora HeKoj Ke My OTKOpHe
Hekoe BrakHo, TOj ja rybu MokTta n ctaHyBa crnab u nnawnue, na Toraw MOXe JIeCHO
Aa ro norybatr. Bo pumckata Bep3uja Ha npukasHata 3a ,AnagvH U 4yaoTBOpHaTa
namba“, MmareCHMKOT ¥ KakyBa Ha NpuHLUe3aTa Koja ja 3apobun geka Toj HMKorawl Hema
Aa ympe, bugejkm HWKO] He ja 3Hae TajHaTa Ha HeroBata cuna. Kora MaxoT Ha
npyvHUes3aTa [AOWon Aa ja cnacu, npuHuesata Mopana co WTpuHa da ja fo3Hae
HerosaTa TajHa. OTKako Ao3Hana feka HeroBaTta gylla ce Haola BO cegyMmrnasa axzaaja
- BO cpefHaTa Hej3vHa rnaBa ce Haoran 3ajak, BO rnasaTta Ha 3ajakoT ce Haora Bpanye,
a BO rMaeaTa Ha nTuuarta ce Haola KaMeH - 3a a yMpe Toj, Mopa KaMeHOT Ja ce CTaBu

noa HerosaTta nepHuua. MpUHLOT ce MokaxyBa Xepoj v ycneea Aa Aojae A0 KamMeHoT
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KOj M ro gan Ha npuHuesaTa, Taa ro ctaBuna nog nepHuuaTta Ha marm4apoT, Mo WTo
TOj 6un coenagaH n nouvnHan.(Frejzer: 403-443)

MpukasHn of BakoB TUM UMa M Kaj CrOBEHCKMTE Hapogu. Taka BO pyckaTta
npukasHa ce 36opyBa 3a Kow4yej BeCMpTHMOT KOj gpXKen edHa npuHUe3a 3aTBopeHa.
Kora Taa ro npawwana mareCHMKOT Janun € BUCTMHA feka € 6ecMpTeH, Toj N OAroBOpun
Aeka e BGecMmpTeH, Na ja 3anaxan geka HerosaTta gylua e Bo bpesoBaTa MeTnia KojawTo
ce Haorana nog nparoT. [puHuesaTta ja usropena metnara, HO TOj Cé ywiTe 6un Xms.
Toraw npuHUe3aTa ro ycrnosuna Aeka ako BUCTUHCKU ja caka Torawl Ke m Kaxe kage e
CKpneHa HeroBaTta gywa. Kowyvej becMpTHMOT ja OTKpWN TajHaTa geka HerosaTa gylla
ce Haofa BO HajronemuoT a6 Bo noneto (BO noneto mmano TpuU XpacTta, nog
Hajoebenoto cTebno nmano upB, a AOKONKY TOj LpB ce 3ra3n u ybue - Toraw TOj ke
ympen). Ha cueHa ctanun NpuHUOT KOj o 3rasus upBOT, HO UTpuoT Kowwyej ce ywte 6un
XmB. Toraw npuHuesaTa novHana YywTe NoBeke Aa My flacka, na Taka Jo3Hana geka
HeroBaTa fylla ce Haora farneky: Ha OTBOPEHO MOpe MMarno efdeH OCTPOB, Ha OCTPOBOT
pacTten 3eneH gab, noa 4aboT nmano efeH caHgak, a noA caHgakoT mana KoTapka, Bo
KOoTapkaTa - 3ajak, BO 3ajakoT - naTka, a BO naTtkara - jajue. Toj WTo Ke ro Hajae jajaueTo
N Ke ro ckpm, ke ro youe n Kowdvej becmpTtHuoTt. MpuHUOT ycnean ga fojae 4o jajueto,
ro O4HEeN Kaj MarecHUKOT, FO CKpLun npen Hero, U1 BO UCTUOT MOMEHT MareCHUKOT
ympen.

Hekon nnemuntba Bo KamepyH mucnaT geka cekoj YoBek uma 0ge Oywu, egHata
BO CBOETO TeSio, a JApyrata BO HeKoe XMBOTHO, Ha MpuUMep BO CrfOH, AMBa CBUH-A,
neonappg uUTH. Kora 4oBekoT ke ce pa3bonu n ke ympe, connemMeHmumnTe BepysaaT geka
eflHa of HeroBuTe OyLuM nNpeausBuKana CMpT Ha gywaTta BO HeroBoTo Teno. CrnunyHo
BepyBake MOCTOM U Kaj MNMeMeTo Koe XMBee MO TEeYEHWETO Ha pekaTa Hurep, yum
XUTEnu Mucnat geka YOBEKOBMOT AyX MOXe [a ro HanyLwTn TenoTo 3a N3BECHO BpPEME U
[a ce npecenu BO HEKOE XMBOTHO. AKO Ce CIny4u XXMBOTHOTO HEKOj Aa ro ybue, Bo TOj
MOMEHT M YOBEKOT Ke yMpe. AKO XXMBOTHOTO ro noBpedaT WM paHaT, U No TenoTo Ha
YOBEKOT Ke ce nojaBat paHu 1 YNpeBN.

Wpejata 3a nnypanumemom Ha Oywume € MPUCYTHa Kaj MHOry NpUMUTUBHU
Hapoau (HO uctaTta ugeja ja 3actanyBaaTt v noseke punosodu, mery kom u naToH).

®pejsep HaBegyBa Aeka kaj edHO nneme Ha Kapubute, npunagHuumte Ha nnemeTo
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cMmeTane Jeka noctou efHa Aylla BO rrmasaTa, Apyra BO CpLETO U AeKa Nno efHa aylia
Ce Haora Ha cekoe MeCTO Kage LITO MOXe Ada ce oapenuv nyrncupakwe Ha apTepujaTta.
[pyro nneme nak cmeTano geka Cekoj YOBEK MMa Nno ceaym OyLuun.

Homopoguunte o Kanabap BepyBaaT [eka cekoe nvue uma Yemupu Oywu, of,
KOW efHaTa XuBee BO LymaTta, BO Hekoe AMBO XmMBOTHO. OBaa aywa cekoraw e
cUTyupaHa BO AMBO >XMBOTHO, HMKOrall He ce noBp3yBa CO AOMALUHO >XMBOTHO.
[lIOKONKy 4YOBEKOT He € BWAOBUT, TOj HE MOXe Oa BMAW BO KOE XMBOTHO Ce Haora
HeroBaTa gywa. [lyluata Ha TaTKOTO U CUHOBUTE OBUYHO Ce Haora BO UCT BUA >KUBOTHM,
a WUCT e CNny4yajoT co MajkaTa U Kepkarta: cMpTTa UnNu nospegarta Ha XMBOTHOTO, 3HA4M
CMPT MnNun noepega Ha 4voBekoT. M obpaTHO, Kora ke ympe YOBEKOT, HeroBaTa LUyMCKa
Aylla HAUKaKko He MOXe Aa ce CMUpuW, Taa nonyaysa, Tpya BO oraH unu Hanara nyre. Bo
ceBepeH Kannbap ce Haora cBeTO e3epo, a BO Hero pubute MHOry BHUMAaTESNHO ce
yyBaaT, buaejkn nyreto BepyBaaT geKka HMBHWUTE AylKn ce BO Tue pmbu. Ha uctoto
MECTO, BO HEKOja peKa XMBeersm MHOry CTap KpOKOAWA 3a KOro ce BepyBaro eka BO Hero
ce Haora gywarta Ha nornaesapoT. EgHaw Kora noBum TprHasne BO fI0B Ha KpOKOAWUIOT,
BO MCTMOT MOMEHT MornasapoT ferHan 6oneH n nsjasmn geka ro KacHarmo Kyde.

Kaj MHOry nnemmwba, Kou XuBeaT MOKpaj pekata Hwurep, pacnpoctpaHeTo e
BEpyBaH-€TO eKa MOCTOM MOXHOCT YOBEKOT Aa MMa cBoe altrer ego 80 0bs1UK Ha HeKoe
)xueomHo. Ce BepyBa [eKka XMBOTOT Ha Tue nyfe e BO Taa Mepa MnoBp3aH CO Tue
XWMBOTHW, LUTO W Aa Ce CryuuM Ha efeH o4 HuMB, My ce crydyBa M Ha 4oBekoT. Bo
LleHTpanHa Amepuka, Kora xeHaTta caka ga poau, HejsuHuUTe pOAHWHKU ce cobupaat BO
Konubarta u uptaaT Ha NodoT curypu of pasHu XuBoTHU. LUITOM ke HaupTaaTt egHa
durypa BegHaw ja 6Gpuwat u Toa ce npaBu ce 0 nopoayBaweTo. PurypaTa LWITO Ke
OCTaHe HaupTaHa Ha NodoT, Ke CTaHe OBOjHMK Ha AeTeTo - Kora OeTeTo ke nopacHe
AO0BOJIHO, Ke ro 3emMe XMBOTHOTO LUTO ro NpeTcTaByBa M Ke ro vyea, buaejkm ce BepyBa
Aeka HMBHaTa cMpT Ke buae ncrospemeHa.

Bo ckasHata Yemupuecemme uapcku cuHOU U Yemupuecemme CHau,
eonemama 3muja, Jlamjama, Apano, Llapo u [epsuwom (LleneHkoB, HapodHu
rnpukasHu, kHura TtpeTta: 96-110), CKa3HUYHWOT 3anfieT € MnoBp3aH CO MOYETHUOT
HeJOCTUI — LAPCKUTE CUHOBU KOW He Ourne XeHeTw, TprHyBaaT Ada ja npowetaar

LapwTtnHaTa BO MnoTpara rno >XeHa (nafa BO O4M OeKa npen aa 3aMnHat Tue 3emarlie co

65



cebe napw, anuwiTa n opyxje, LWITO cyrepypa Aeka 3aMuMHyBaaT Ha HEM3BECHO U ONacHoO
natyBawe). Kora rM wucnpakana cuHOBUTE uUapuuata UMM dana npeaynpenyBare,
O[HOCHO 3abpaHa: Koa Ke nomuHeme mue U mue rnaHuke U Ke dojoume rpu eOHO
e3epo, 00 e0HOo ybaeso rnore, 3e51eHO KaKo jazypuda, rnpu eOHU CeHKU 00 cekakeu dpea,
U mamo Ke e cmeMHU, HeMojme mamo 0a ocmaHume Oa criueme, omu Ke 3a2uHume.
A nak omkako Ke 3aMuHume, ywme moJsiKya U mosikKya rnnaHuk-e, rna Ke Hajoume e0Ho
makeoo ybaeo u ywme rnoybao mecmo u rnak mamo 0a He Jiexume, omu mamo Ke
3aecuHume 00 namjama co Yemupuecemme efiau wmo xueee mamo. A 00 mue dse
Mecma Ha Opy20 mMecmo Oa nexume u u4 Oa He ce 6ojme (LleneHkoB, HapodHu
npukasHu, kHura Tpeta: 97). Ogene no naToT M CTUrHane o 3abpaHeToTo MeCTo 3a
npectojyBawe. Llapckute cuHoBM 3abopaBune Ha npegynpenyBaweTo, OCBEH
HajMannoT cuH lNeTpe Koj ocTaHan GyadeH, U COKpUEeH no3aan edHo ApBO, 4Yekan Ada
BMAW WTO Ke ce cny4n. O e3epoTo manerna egHa 3amuja Koja TprHana Hakaj 3aacnaHute
Luapcku cuHoBwW, Ho eTpe co cabjata ycnean ga ja ybve 3mujata u rm cnacun cBouTte
Gpaka. [JoxuByBaweTO Ha 3MujaTa BO Cka3HaTta Moxe Aa buae ambuBaneHTHO: Taa
MOX€e [a Ce jaBM Kako MOMOLLHMK-4ApPUTEN Ha HEMYLUTUOT ja3unk (KOj ce CTEeKHyBa Ha
pasnnYyHM HauYMHU, HO MOXE [a Ce jaBU U KakKo LUTETHMK, Kako LITO € CNny4ajoT co oBaa
npukasHa. Of Taa Hecpeka jyHakoT Tpeba fa ce cnacu, n Toa obu4HO ce crnydyBa Taka
WTO BO paueTe Ha jyHakoT uma HekakBo BonwebHO cpencTBoO. JyHAKOT Hajuyecto
nocegysa cabja, Med, cTpena, a BakBOTO OpyXje, KapakTepUCTUYHO 3a CPedHUOT BeK,
MOXe Oa MOCMAYXW Kako Mapkep 3a ogpefyBarwe Ha CTEMneHOT Ha apxamyHocTa Ha
CckasHaTa (BO pas3nukyBaweTO Ha ceMaHTuKaTa Ha cabjaTta/me4oT n TonysoT, 6ajkata ce
noknonyea co enukaTta, 6apem Ha jyxHocroBeHcku TepeH) (Pagynosuk: 270). NoToa
Bpakata ro npogosmkune naTtoT M CTUrHane Ao BTOPOTO 3abpaHeTo MecTo 3a OAMOp.
lMoBTOpHO cuTe 3acnane, ocBeH lleTpe - BUCTUHCKUOT jyHaK HUKOralwl He 3acnmea. He
MOMMHANo MHOry BpeMe, Kora Of Hekoja newutepa uanerna namja co YetupmeceT rnasm
(namjaTa ce jaByBa BO ynora Ha YyBap Ha rpaHuuuTe, nako ocHoBHaTa (pyHKUMja Ha oBa
MHOrYrnaBo CyLITeCTBO € fa i rpabHyBa OeBojkuTe, 0CODEHO LapckuTe kepku). [NeTtpe
co cabjata n ja ucekon cpegHata rnaea, a gpyrute rnasu BegHaw wnarybune >KuMBocT
(CNpOoTMBHO OA jyHA4YKMOT enoc Ha MHOry Hapoawu, Kage wrto 6opbaTa MMa LeHTpanHo

MeCTO BO necHaTta 1 ce onuilysa noHekorawl aypu co n3BeCHMU MU3NULLIHN I'IO}J,pO6HOCTI/I,
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BO ckasHaTa camata 6opba He ce onuwysa noapobHo) (Mpon: 277 - 278). Ce pa3bupa,
bopbaTa cekorall 3aBpLUyBa co nobeaa Ha jyHakoT KOj v 3ema cuTe rnaBu of namjaTa
Kako [oka3 3a cTopeHuwoT noasur. Kora ce pasbygune ©Opakata ce 3advygune of
jyHaWwTBOTO Ha CBOjOT BpaT, a TOj UM Kaxkan Aeka Cekoj o4 HUB BO cBojaTa Topba nma no
efHa rmasa oA namjata. [loToa Bnerne Bo newTepaTta, U Bugene ybasu capau LITO
YOBEYKOTO OKO He M Buaeno Ao toraw (UapcTBOTO BO KOe foafa jyHakoT e oggerieHo
o[, OOMOT CO HenpooHa Luyma, MOpe, OrHeHa peka CO MOCT Kaje LTO e rnpuTaeH
3MejoT, UM CcO npoBanuvja kage LWTO jyHakOT nara unu ce CUMHyBa...Toa e ,Tpu-
pecetrara® wnu ,gpyrata“ unu ,HeobuyHaTa-haHTacTMyHaTa“ 3emja). Kora Bnerne Bo
ofauvTe, Buaerne MHory ybasa [eBojka Koja UM pekna fa usnesat buaejkm namjarta ke rv
nsege. Tue ce Hacmearne, a JeBojkaTta HaBpedeHa, AyBHana Ha HuB n cute 39 Gpaka
ymperne Ha Uctoto mecto. Bo Toa Bpeme [NeTpe 6un Bo Apyra ogaja u Tamy Hawlon
ywTe noybaBa geBojka Ha Koja 1 Kaxan geka ja ybun namjata U ja nokaxan rnasara.
[leBojkaTa co pafoCT ro nperpHana n My pekna geka ke ébuge Herosa conpyra, a n Kora
oTuwne BO Apyrata ofaja u ru Buaene Herosute Bpaka, Taa ro cosetyBana ga Wu ro
n3Baan NPCTEHOT OA paka Ha AeBojkaTa o npsBaTta newutepa, ako caka HeroBute bGpaka
Aa oxwuBeaT (cunata Ha geBojkata ©6buna Bo npcTeHoT). Kora [lletpe u ro 3eman
NPCTEHOT, AeBojkaTa Co ABe AyBHyBawa rm oxmeena bpakata Ha leTpe, na rv ogHene
BO Apyra ogaja BO Koja umano ywTe 38 geBojku kou bune rpabHaTtu og namjata. Taka,
yeTMpueceTTe LapCKM CMHOBM Ce CBPLUMME 3a YeTupmeceTTe rpabHaTu Lapcku Kepku,
HO M OCTaBuie CBpLUEHMLMTE BO capauTe W OoTuLme Aa ro gowertaaT uapCcTBOTO, Kako
LUTO Ce JoroBopwuse, CO HaMepa Ha Bpakawe Aa M 3emaT OeBojkuTe u fa ru ogHecart
poma. Ofejku cpeTHane egHa BogeHULUa Co ABaHaeceT KaMena (UCTO Kako newutepara,
W BOOEHUUATa ro cyrepupa 2paHu4yHomo rpocmpaHcmeo), Kage nepecet Oywun ro
mernene 6palwHoTo, a apyru ro nedvene. Tyka lNeTpe ke ce cpeTHe CO jyHaKkoT KOj ro
japen nebot n Be4yHO OMN HeHajageH (MPBUOT NMK-NMOMOLUHUK), jyHaKOT KOj CO efeH
Yekop MOXen Aa npeyvekopu Lena nnaHvHa (BTOPMOT NMK-MOMOLLUHWUK), jyHaKOT KOj CO
efleH yaap of ctpena moxen ga yéue 10 sBepku (TPETUOT NINK-NOMOLLHMK), jYHAKOT KOj
MOXen Aa ro WMpKHE LenoTto Mope (YeTBPTMOT NMK-MOMOLUHKK). Bo ckasHuTe Hajuyecto
ce rnojaByBaaT O edeH UNU TpU JNIMKOBU-NOMOLUHWLKM, @ BO OBOj Criyvaj Moxe Ada ce

nogpasbepe Aeka Ha rnMaBHUOT jyHak ke My Tpeba noseke nomow. Crnenyea ennsogata
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CO KOWOT M cpepbaTta co ApanoT KOj UM ce 3akaHwun n nobapan ga My ja goHecart
LapeBaTa Kepka, Npu LITO CUATE YCNOBW Ha LApOT OGune UCnonHeTM CO Y4ecTBO Ha
nukosute-nomowHnun. Ogejkn kaj Apanot, NeTpe ro npawan KowOoT Aanu n ApanoT
MOXe€ [a I'v HanpaBu TUe jyHaluTBa LUTO TOj r'M Hanpasun. Toraw KOHOT My OAroBOPUI:
,Ejou momye, ejou mope jyHadye, Oa 3Hauw mu Aparo KoJsiKy e jyHak, mu 6u ce 3a4yourl.
Aparo uma dee Oywu, ckpueHu 80 eOHa Ousa c8UHa, 80 OHaa laHuUHa, jaaa, 80 maa
newmepa. Taa dusa ceur-a WMoOM ce omena, Aparo, Ke ce omanodywu u cume 0py3u
Apanu Ke ce omanodywiam U MOXU CEeKOj Yoek 0a U’ owemar Kako Ky4Yur-a, ama Hema
makoe jyHaK wmo mu Kaxxyam, HeMoj Hewmo 0a My 2pewuw Ha Apario, ceaa Koa Ke My
Ja oOHecuw yapea Kepka, omu rokpaj mebe cume Ke 3a2uHam®,

Kora ro cnywHan Toa, [leTpe oTuwon Ha nnaHuHata ga ce 6opwu co dusama
ceUHba, ja youn n opf Hea n3Bagun gBa upHuU 2ynabu Ha KoM UM U CKMHan rnasute na
ce BpaTwuI Kaj gpyrapuTte u nerHan o uapesarta Kepka. Bo Toj MomMeHT ApanoT noyHan
Aa ja rybu cmnaTta, a KohOoT He 6un OO Hero 3a da ro ogHece Kaj gvMeata csukba. Kora ro
BMaene, n gpyrute Apanum nodHane pga rybat cuna, kako ga HemaaT gyla BO HUB U
noyHarne ga ce 6opat co bpakarta, Ho 6une nobegeHn. 3a Toa cnyLwHan HeKoj AepBULL
KOMy MYy MagHano xan 3a ApanuTe, na TprHan ga rn 6apa 6pakata. Toraw [eTpe ro
CpeTHana Hekoja siucuya u My Kaxana 3a epBULIOT LUTO caka ga rv youe u wrto rm
3apobun nyreTo WTO XnBeerne BO cTapute ogau. lNetpe ro nosukan NOMOLHUKOT Yekop
[MnaHuHa » jyHakoT WTO CTpena, Aa ja npedvekopaTt NfaHWHaTa M ga ro 3actpenaat
aepsuwoT. Taka n Hanpasune, rm ocrnoboaunne nyreTo, Npy LWTO HalLNe ywTe YeTupu
yb6aBn [EBOjKM 3a 4YeTUpuUTE jyHauu M ce BpaTune BO HMBHaTa LapliTMHA CcuUTe
yeTupmeceT n YeTupu bpaka co 4vetmpmeceT u Yyetupute cHan. (bpojHocTa Ha BpakaTa,
KOM He Ce YeTBOp MLa TYKy Ce 4YeTupueceT u YyeTupu, He Tpeba ga ce TpeTupa Kako
CkasHM4YHa xunepbonunsaumja, TYKy Kako jaceH curHan geka Bo npukasHaTta ce paboTtu 3a
KonekmueHa UHuuyujayuja, Npu LWTO WHULMjaHTUTE KOW 3aedHWMYKM MOMUHYBaaT HU3
WHULUMjALMCKUTE WUCKYLUEHWja W MPOBEPKM UM MNpecTojyBaaT 3aedHO BO Mawkume
UHUUUjayucku KyKapku, merycebHo ce TpeTupaaT kako bpaka. [Mpon ucrtakHyBa geka no
naneryBaweTo of Mawkume domosu, Tue fobmBaart ctaTyCc Ha BO3paCHM YfieHOBWU Ha
3aegHuuata u gobueaaTr [o3Bona 3a keHugba, LWTO 3HaA4YM deka Mo ycnewHarta

KOJ1EKTUBHA I/IHI/ILI,I/IjaLI,I/Ija cnegyBaaTt — KOJIEKTUBHU BeH‘-IaBKVI).
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Bo npukasHaTa [Jyra [y3enu u yapckuom cuH, epneH uap 6un nosukaH ga bue
LIEHr CO Apyr uap, 3Ha4yM Mopan fa 3amuHe oA Aoma (HacTaHuTe noyyBaaT Co Toa LTO
HEeKOj o nocTapuTe NPUBPEMEHO 3aMUHYBa Of AOMa, a CO Toa Ce OCTaBa MpOCTop 3a
Hecpeka). bugejkn HeroBmoT CUH He GUN NONHOMETEeH, LapoT Ha CBOjOT crnyra ke my
Aage CTo KInyyYeBu of CTO odan, HO ke My m3pede HajcTpora 3abpaHa ako HeroBmoT CUH
rm Bapa knyyYeBuTe, HUKAKO A He My ro gaBa Kry4oT of 3abpaHeTtarta ofaja. ,Ha osue
cmo Knydeu, npujamerne, 00 cmome Maa3su 0a ju Yysaw mu, omu cu 00 CUHO 08EPEH,
Oypu Oa Ooj0am jac 00 8ojcka U mozaj Ke mu Oaam z2onem bakwuw, wWmo Ke me
cmopam 4qupak. A nak ako ce 3abaamM MHoay 200UHU Ha 60jcKa, U aKko CUH MU mu
0odesa 3a 0a mu ju caka Kiydejme o0 Maa3ume, ama 080j WMO € CO HyMepo cmo,
demek cmomuo Kriyd, 0a He My 20 0aaw Oypu CuU Xue, ako He cu 0ojdam jac, a nak ako
cu dojoam jac, meHe Ke mu 20 dauw. (LleneHkos, kHura Tpeta: 82)

LlapcknoTt cuH nopacHan 1 rm nobapan kny4yeBuTe o4 CTOTe ofawu, 3akaHyBajku
My Ce Ha crnyrata geka Ke ro youe gokonky He my rv gage. Miamekapot 6un npuHyaeH
[a ja NnpekpLKn 3akneTsarta WTOo My ja Aan Ha LapoT, na Taka My ro gan u CToTMOT KiyY
Ha LapCKMOT CuH. 3abpaHaTta LWTOo ja n3pekyBa LapoT € NpeKpLleHa MU LapCKMOT CUH Ke
Bnese BO 3abpaHeTtaTta coba: LL/mo Oa eudu: - eOHa ybaa u ripeybaa Oesojka cmojana
rnpocmo u o0 nuyemo Ha Oesojkama 20 oz2pea CUJ/IHO COHUe, ma My ce 3ef1 3pako 00
o4yume u rnadHas Ha 3eMu Kako yMpeH. Jlexar, wmo nexarn u edHo bepeme ce ucrpadu,
ma nak ja noanedHan nobnusy 0o Hea, ja eudes1 omu buna 3yepagoucaHa. (LleneHkos,
kHura Tpeta: 83). Cnopeq kaHOHOT Ha ckasHaTta ,kpanoT Tpebano ga ce ogganeyu 3a
Aa ce nocrasu 3abpaHaTa, ga ce akTyenusupa 3abpaHetata coba v ga ce npekpLum
3abpaHaTa of CTpaHa Ha HEroBMOT CWMH, BO MOMEHTOT KOra Ce jaByBa Kpu3a BO
HapaumjaTa nopagu HeAOCTaTOK o4 KiyyHa MHdOopMaLMja, HApaTopoT ro Bpaka Hasag
KpanoT, CO uen ga ro yonaxu HapaTtMBHWOT AeduuunT, Npeky aemuctuduumpare Ha
MUTOT 3a NOCTOEH-eTO Ha yYbasaTa Aesojka (dywa I'ysenn)“ (Ctamecku: 37).

Oa TOj MOMEHT L apCKMOT CMH MOCTOjaHO Mucnen Ha ybaBaTta, HedoCTUXKHA U
dhaTarnHa xeHa Koja HUKOj He Moxen Aa ja ocBou. Ha uapoT My nagHano »an 3a CUHOT,
na My Kakan [eka geBojkaTta e XuBa, HO JeKa HUKOj He MOXen Aa ja 3eme buaejkm taa
Ce Haorana BO Hekoja Kyna, cpefe Mope, Ha Kpaj Ha 3emjata. MHory uapesu oTuwinie no

Hea, HO HUKOj XXMB He ce BpaTwui, buaejkn WTOM Ke ja nornegHene Kako Hekoe CUSHO
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COHLe M nsropysano. LlapcknoT cuH, He MOXejkn fa ce oTKaxe o AeBojkaTa, cnpemun
BOjCKa, OpyXje M a3HO M TprHan Aa ja Gapa (jyHakoT npeg ga TprHe Ha naT ce
noaroTeByBa CO onpefenieHu cpencrea). Ha nat uapckMoT CUH cnacun efeH YoBEK KOro
ro Hocemne co paueTe Bp3aHu, buaejkn co egeH 3amaB yOun HEKOj YOBEK, @ jyHaKOT BO
3HaK Ha BnarofapHOCT TprHasn co Hero (O4eHeTo Ha naT, Beke HanoMeHaBMme feka e
CMMOONUYHO ofeH-e Ha jyHakoT BO Apyr cBeT). Kora cTurHane Ha KpajoT Ha 3ewmjaTa,
cpene Mope ja Buaene KynaTa Bo Koja xwvseene [lyrwa ['ysenu. Kora ce nojasuna [ywa
[y3enu, LapckMoT CUH 3ae[HO CO BojckaTa nagHane [ore Kako Aa ce MpTBU. 3mejom ro
CnylHan BMKaweTO Ha AeBojkaTta, ce mMemamopgho3upasli 80 opes W ja rpabHan, ja
OAHEN Ha HeKoja BMCOKa MiaHWHa, BO CBojaTa newTepa, kage WTo 0OMYHMOT YOBEK He
mMoxen pfa pojoe. Of nuckaweTo Ha AeBojkaTa ce pasbyaumne LapCKMOT CUH U
MaTteHTanuja, a [laTteHTanuja My peKon Ha UapCKUOT CUH Jeka Ke My Tpebaat
yeTUpueceT OeHa 3a [a ja BpaTu AeBojkaTa- JOKOSIKY He ce BpaTu 3a Yemupuecem
deHa, Torall fja 3Hae LapCKMOT CMH [ieKa TOj € YMPEH.

Ha oBa mecTto fa ce noTtceTMme fAeka BO [AOKTpuHaTa 3a MnocMpmHama
ea23ucmeHyuja Ha Oywama Ha Ctapute CnoBeHuW, NOCTOM BepyBawe Aeka AyliaTta
nocrie CMpTTa CKMTa OKOSly AOMOT uYeTupueceT AeHa, nopagu LWTO BO AOMOT Ha
NoYMHATUOT Ce ocTaBan NoAOTBOPEH NPO30opeL, YeTUpUeCceT AeHa, 3a Ayluata nosecHo
Aa MoXe fa Brierysa v uanerysa. Ha mectoTo kage WwTo noynMHanm YOBEKOT UK Kage
LUTO NEexerno HeroBOTO TeNo YeTUpmMeceT AeHa ce nanerno KaHauno, ce octasarna Boaa,
BUHO, Ned n gpyra xpaHa KojallTo MOKOjHUKOT ja cakar, a Hekage HeroBaTa obneka ce
YyyBafia Ha MecToTO Kade LITO ceden unu nopg KpeseToT Ha koj nexen. (Ce Bepysano
Aeka gyuwata oCTaHyBa Ha 3emjaTa rogmHa feHa, cé JoAeKa TeroTo He ce pacnajHe.
3aTtoa, Ha puTyanHuTe ro3dbu Kou ce npupeaysarne 3a gywarta Ha MOKOjHUKOT, ce
ocTaBan npaseH CTOST M YMHMja NoSHa CO XpaHa 3a gywaTa Ha ympeHunoT. HagrpobHuot
CMOMEHMK Ce NMocTaByBa BO TEKOT Ha npBaTa rogmHa of CMpTTa Ha NOKOjHMOT, buaejkm
TOj Tpeba aa npeTcraByBa HOB JOM 3a Ayluata).

MaTteHTanuja TprHyBa pfa ja ocnobogu GapaHata [f[eBojka W CTUrHyBa [oO
newTepaTa, coBeTyBajkv ja [yra ['ysenu ga ro npaiua openoT kage My cTou Aywara:
,Clywaj eamy rbybesHa mMoja, ege Kako Moxam Oa me uzbasam 00 moj rnpoKrem oper:

mu Ke 20 npawauw Kaj My cmou Oywiama, ma Kako Ke mu Kaxu, ympe Ke dojoam 0a mu
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kaxeuw, (Llenenkos, kHura TpeTa: 88). Kora [lywa ['y3enu ke ce obuae aa ja AosHae Taa
nHcpopmaumja, openoT Ke cv nourpyBa Marky co Hea, KpUejkm ro BUCTUHCKOTO ceauwlTe
Ha HeroBaTa gywa: -E jsilenu je maka, eHe 80 OHOj KaMeH Wmo MU e Ha ropma, wmo
cedam Ha Heeo, 80 Hez20 MU je Oywama U OKony Hezo, bapaj Oa ja Hajoew. [lo
CMNOMEHYBaHETO Ha AyllaTta-kameH, crnegyBa ylwTe edHa MnorpellHa MHCTpyKuMja aa ja
Gapa HeroBaTa gylua cMecTeHa BO ApBO: -LImo He cu mu secerna, ybaa 0egojko, darnu
Oeka He ja HajOe Oywama Moja 80 KaMeHOH Wmo mu Kaxae? He je mamo, He, 80 Opeo
je wmo je 3a0 kyku (LleneHkoB, kHura Tpeta:88). (Bo ogHoc Ha uHKkapHauujama u
Mamepujanu3ayujama Ha Oywama, Ctapute CnoBeHu BepyBarne [eKka OTKako Ke ce
OABOMW O TEenoTo, Aywarta MOXe Aa ce OBOMMOTU BO ApYyrn obnuum — Ha npumep BO
KaMeH nnu BO ApBO, Na OTTyka M norpebHaTa npakca, Ha rpoboT Ha NOYUHATUOT Ada ce
nocraByBa HaarpobeH kameH vnu ga ce 3acagu OpBO, CO Len Aywarta ga ce Bp3e 3a
KaMeHOT Unun gpBoTo).

HeycnewHoOTo Haorawe Ha Aywlata ja HaTaXuno [eBojkaTa, HO Taa CO UTpMHa
ycneana fa ja Jo3Hae BUCTUHaTa of openoT. ,Hema eeke Oa me naxam, ybaa 0esojKo,
amu am’po meoj Ke mu Kaxxam, ma makap 0a 3HaM omu Ke ympam. Eee, ja anedaw oHaa
naaHuHa wmo je ocmpomuja, mamy uma eOHa duea ceuHba MHO2y CUJIHa, WMO HUKOJ
He Mmoxe Oa je 3acmaHe rped Hea. Bo maa ceura Mmu je meHe Oywama, 0ee jajua wmo
uma ceur-ama Hemecmo bybpesu. Koza Ke ja omenaam maa cgura, moeaj Ke ympam
jac, ama ako ju uckpwam obeme, Ke ymMpaM, a fnak ako He ce uckpwam 605eH Ke
budam. Eme mamo mu e mojama Oywa, rbybe3Ha moja. Pa3bpa ceza? Aj ceca 6udu mu
gecerna u padocHa (LleneHkos, kHura TpeTta: 89)"

OTkako ro cnywHana toa, Oywa [ysenn my kaxana Ha lMaTeHTanuja, a Toj ja
coBeTyBan kora Ke ce nobonu openoT, Taa Aa My peye Aa ja CMMHe BO rpagoT 3a Ada
MOXe [a My JOHece fekK, a 3a Toa BpeMe, TOj Ke MM CKpLuM jajuata, na openoT Ke ympe
n Taa Ke 6uage ocnobopeHa 3acekoraw. lMaTeHTanuja cTurHan OO NNaHWHaTa kage
3anoyHan 6opba co ceuaTta Koja 3a aa gobue cuna v ga ro youve MNareHtanuja 6apana
BNakKHO of kocaTa Ha [dywa ['y3enu (aHuMucmuyku enemMeHm noBp3aH co BepyBaHeTo
Aeka dywama Moxe 0a ce Haola U 80 Kocama), a [NaTeHTanuja 3a ucrarta uen nobapan
noraym, cupewe u BuHO. [lonoT My rm goHen 6apaHuTe jagewa Ha [lateHTanwuja, na

Taka Oo6uBajku cuna, Toj ycnean Ada ja nobeau u pacnopu dueama ceurba, 80 Koja
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Hawor eleH eynab, eo pacriopus u 2ynabom u 80 He2o au rnpoHawosl dgeme jajua Kou
MM MUCKpLIKMN M CO Toa ja cnacwun gesojkaTa. [1BojHaTa MHKapHauuja Ha HagBopeluHaTa
aywa BO: AMBa cBuhatrynab, HE noTtceTyBa Ha Ppej3epoBOTO TBpAEHE [eKka Ha
HajMOKHMTE BpayeBM Ayllata MM € CMeCTeHa BO OMBWOT Benap, OPENoT, eNneHoT unm
MeuKarTa.

PaarneayBajkM ro MOTMBOT 3a nocrnegoBaTeniHu Memamopgho3u Ha jyHakom BO
PasnnUYyHM XXMBOTHU (KOjLLTO YECTO ce KOMBMHMpPa CO MOTMBOT 3a 6ercTBoTo 1 noteparta),
Mpon 3aknydyBa [eka OBOj CKasoyeH MOTUB reHeTuyku Tpeba ga ce noBp3e co
npeTcTaBuMTe 3a MNOCTCMpTHaTa eranucteHuunja Ha aywarta (npeobpaseHa BO XUBOTHO),
UNN CO TOTEMUCTUYKUTE NPEeTCTaBu 3a npeobpasba Ha YOBEKOT BO TOTEM-XUBOTHO (MO
CMpTTa), Mako akToT geka He ce paboTu 3a npectopyBake BO €0HO OoApedeHo
XMBOTHO, TYKY 3a MeTaMopd03a BO NOBEKE pasnnyHM XMBOTHMU, ja cyrepypa n MoxHarta
BpCKa Ha OBOj MOTUB CO maejata 3a mememricuxosa (T.e. cenuaba Ha gywaTa) nnu nak
CO WamaHucmu4ykume nNpeTCTaBM 3a JIOBEHETO Ha OyWWUTE Ha YMpPEHWUTe, Koe €
KapaKTepuCcTMYHO 3a cnbupckmte wamanu (Mpon: 21).

AH/MUCTMYKOTO BepyBake [eKa XMBOTHWUTe, cTebnara unm Kkamewara umaat
aywla n geka ce HanosmHo XuBu (ce OBwKaT, roBopaT, AejcTByBaaT) € YHMBEep3asrHo
BepyBawe, MPUCYTHO Kaj CWUTe Hapoau BO cBeTOT. He camo mutonosute, TyKy W
donknopuctTuTe UCTakHyBaaT [deka aHMMUCTMYKata MaTpuua € UCKNYYUTENHO
nNpoayKTMBHA Kora ce paboTu 3a ckasHuTe. WcTpayBawaTa Mnokaxane geka 4ecTto
natn, oBaa cneunduyHa aHUMUCMmUuU4YKa CeKkeeHua ce jaByBa BO KOMOWHauuja co
momemM-cekeeHUama 3a MeTamopdo3aTta Ha Aywarta BO OOPEeAEHU KMBOTHMU
(apxanyHaTa npeTcTaBa BO KoOja Ce Kpue uaejata 3a TOTEMOT Kako CUrypHO npubexuiute
Ha gywarta). Vigejata 3a cenudbama Ha Oywume W waejata 3a nypasumemom Ha
dywume KOja € TMnpuUCyTHa Kaj MHOry NpMMWTUBHM Hapoau (a wucrata uaeja ja
3actanyBaaT u noseke ¢unosodu, mery ko u NnaTtoH), ro nogpasbupa penuruckmoT
KOHUEeNnT Ha memewmrcuxo3a (04 TIpPYKOTO - METEPWPUXWOIG) Koj noapasbupa
npeHecyBare Ha gywarta of e4HO BO ApYyro Teno, Npu WTo gywaTta MoXe Aa ce Hacenu
BO PasHU XXMBOTHU N OWNKM (CPOOHN KOHLENTW Ha KOHLEeNTOT Ha MeTemncuxosaTa, ce
ngejata 3a ,cenudba Ha Oywama“ w waejata 3a peuHKapHayuja, Koja npecTtaByBa

KnyyHa ngeja Bo 6yanM3mMoT, XMHOYU3MOT M Ap. UCTOYHU Penurmn 1 unosodun).
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