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IlomroBaHe ynTaTEJHKE U YUTaAOLH,

On oBor Opoja yaconuc Kruowcencmeo MMa HOBY PEIAaKIMjy U HOBOT TJIABHOT U
OJITOBOPHOT YPEIHHKA.

[Ipeutor rmaBHOT M OJrOBOPHOT YPETHHKA, KAO0 W PEOaKIUje M CaBeTa PeIaKiluje
qacornuca Krudicencmeo, TOMHET u3AaBady — OwmironomkoM ¢GakyiaTeTy YHHBEp3UTETa Y
Bbeorpany, npuxsaheH je kpajem okToOpa 2022. roause.

Hagamo ce na he HoBa penmakmuja, yCHemiHO HacTaBibajyhu Beh ycTaHOBIBEHY
KOHIICTIIIN]y YacOTHCca, YYHHUTH KrudceHcmeo y HApEITHOM MEPHO/Y jOII PEICBAHTHHUJUM 32
HCTpaXMBama y o0JacTUMa KHBHKEBHOCTH, pojia U KyaType, y Cpouju u Ha mehyHapoaHoj
cuenu. [To3uBamo Bac na y Tome yuectByjere. CBoje pagoBe 3a HapeIHU Opoj MOXKETE MOCIaTH
no 1. cenremOpa 2023, a mpeiore, npumea0de U CyrecTHje y CBakoM TpeHyTKy. Mejn anpece

cy knjizenstvo@fil.bg.ac.rs u knjizenstvo@gmail.com, a ymyTcTBO 3a mucame paaoBa je Ha

auHKy http://www.Kknjizenstvo.rs/sr/o-nama/uputstvo#gsc.tab=0.

CBu noTpeOHM MOJAILM HaJIa3e ce Ha cajTy yacomnuca WWW.Knjizenstvo.rs.

VY ume penaknuje yaconuca Kruowencmeo
Brnagumup Dypuh,
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Dear readers,

As of this issue, the journal Knjizenstvo has a new Editorial Board and Advisory Board,
as well as a new editor-in-chief.

The proposal for these changes, submitted to the publisher — the Faculty of Philology,
University of Belgrade, was accepted at the meeting held at the end of October, 2022.

Following the established profile of the journal, we hope to make Knjizenstvo even
more significant for research in the fields of literature, gender and culture, in Serbia and on the
international stage. You are cordially invited to participate in that process. Please, send your
papers for the issue No. 13 by September 1% 2023, and your suggestions and ideas whenever

suited, to the following email addresses:  knjizenstvo@fil.bg.ac.rs  and

knjizenstvo@gmail.com. The guidelines for the papers can be found at the following link:

http://www.knjizenstvo.rs/en/about-us/submission-guidelines#gsc.tab=0.

All the necessary data is on the journal’s website www.knjizenstvo.rs.

On behalf of the Editorial Board and Advisory Board
Vladimir Puri¢

Editor-in-Chief of the KnjiZenstvo journal
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Beyond the Madonna: The Woman Artist in Jagoda Truhelka’s Plein air

At the end of the 19" century in Croatia, an increasing number of women entered the public
sphere as artists and cultural workers. One such educated professional was Jagoda Truhelka (1864—
1957), who worked as a teacher and predominantly wrote children’s and young adult literature as well
as pedagogical essays. Truhelka’s main contribution to Croatian literary fiction is Plein air (1897), a
novel featuring modernist narrative tendencies and a politically outspoken female protagonist, Zdenka
Podravac (Nemec, Detoni Dujmi¢). Plein air is narrated from the point of view of Vlatko, a young man
infatuated with Zdenka, a strong-willed and independent artist who supports herself and her elderly
father by painting. As a woman artist, Zdenka experiences “anxiety of authorship” (Gilbert and Gubar)
because of her social and economic position. She must also come to terms with masculine myths of
femininity, learning to define herself beyond the stereotypical figures of “angel” and “monster”. In this
way, her story is strikingly similar to that of Helen Graham, the heroine of Anne Bronté’s 1848 novel
The Tenant of Wildfell Hall.

The novel’s central tension between Zdenka’s recognition of women’s duties and her desire for
freedom is not only crucial for her characterization but also for the construction of the plot, which
resolves conventionally with Zdenka and Vlatko happily married. While Truhelka’s choice of ending
might appear forced, this specific combination of early modernist narration and popular romantic fiction
nevertheless results in exposing the cracks in patriarchal ideology. The sacrifice necessary for the
novel’s happy ending reveals the limits of the romance plot because it demonstrates that the equality of
independent heroines with men is still impossible, even unintelligible, in a society that may
acknowledge their intelligence, strength, and other “masculine” qualities, but will regard them as
“unfeminine” in a woman and an obstacle in attaining the ultimate feminine goal — marriage.

Keywords: Jagoda Truhelka, Plein air, women writers, images of women artists in 19"-century
literature, anxiety of authorship, femininity, romance

At the end of the 19" century in Croatia, an increasing number of women entered the
public sphere as artists and cultural workers. According to the historian Iskra Ivelji¢, “the
public affirmation of women in the field of art and culture started during the Croatian National
Revival” (2018: 44) when their role was mostly tied to the education of children “in the national
spirit and in the native language” (2018: 11). However, after the National Revival, women’s
artistic and cultural pursuits were again deferred (lvelji¢ 2018: 44), and mostly relegated to the
fields of children’s, popular and didactic art. Ivelji¢ explains that “[o]nly at the turn of the
century does the debate on the emancipation of women intensify and, in some elements,
dissociate from the national question, gradually evolving into an autonomously profiled
complex” (2018: 44).
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At the time, “women are educated to a greater extent” and are entering the public sphere
in larger numbers as teachers and professors, journalists, editors, translators, critics, etc. (Ivelji¢
2018: 30). Ivelji¢ therefore states that Croatian modernity is characterized by the undertakings
of a “distinct group of educated artists and cultural workers [...] educated professionals that
increasingly inhabit positions and domains of activity hitherto inaccessible to women” (2018:
44).

One such educated professional is Jagoda Truhelka (1864-1957). Born in Osijek in
1864 in a family of Czech immigrants, Truhelka received her teacher’s diploma in 1882.
Throughout her life, she worked as a teacher, pedagogue, and sometimes principal in several
secondary schools for girls in Croatia and Bosnia. She started publishing fiction in 1892 and
predominantly wrote children’s and young adult literature as well as pedagogical essays, often
using the gender-neutral pseudonym A.M. Sanduci¢. Together with the influential educator
Marija JambriSak, Truhelka started one of the first Croatian magazines for women readers,
Domace ognjiste (“The Home Hearth”)!. Owing to her accomplishments, Truhelka was highly
respected as a teacher. As Dunja Detoni Dujmié¢ notes, Truhelka fought against prejudice
towards educated women and was even able to audit several courses at the University of Zagreb
(1998: 107). This was possible mainly due to changing economic and cultural circumstances
in the Austro-Hungarian Empire at the turn of the century, which have enabled progressive
political ideas to enter the public discussion (Detoni Dujmi¢ 1998: 108). The social status of
women became an especially prominent and heated issue with the rising influence of new
feminist ideas (Detoni Dujmi¢ 1998: 108).

Jagoda Truhelka also contributed to the debate on the status of women with her essays
as well as with her two novels with active heroines — Plein air (1897), a novel featuring
modernist narrative tendencies and a politically outspoken female protagonist, and Vojaca
(1899), a historical novel about a 15"-century Bosnian queen. Both Plein air and Vojaca were
printed in serialized form in the literary journal Nada (“Hope™), published in Sarajevo. After
the publication of these two novels, Truhelka continued to write short fiction featuring female
characters, such as Ika and Cetvorka (“The Quartet™), but mostly found recognition as an author
of children’s literature. Although Truhelka’s work is characterized by a “thematic and stylistic
dualism”, Detoni Dujmi¢ demonstrates that the “borders were not that rigid” (1997: 19). Her
first novel Tugomila, published in 1894, was already aimed at younger readers, and she carried
on writing for both audiences throughout her career (Detoni Dujmi¢ 1997: 19). Nevertheless,

her work can be roughly divided into two phases, the first including modernist fiction such as



Plein air, and the second predominantly dedicated to children’s literature, such as her well-
known Zlatni danci series (“Golden Days”).

Plein air was not republished or published in book format until 1997, when Matica
hrvatska reprinted it as part of its “Centuries of Croatian literature” edition. The fact that it took
one hundred years for Plein air to be published as a book becomes even more thought-
provoking considering KreSimir Nemec’s claim that Truhelka’s novel is “the first consistent
autodiegetic position in our 19™-century novel!” as well as “an unfairly forgotten novel, an
early example of Croatian ‘women’s writing’” (1994: 248). Dunja Detoni Dujmi¢ expands
Nemec’s description, stating that Truhelka’s fiction marks “the beginning of modern women’s
writing” in Croatia (1997: 12), but also of all Croatian modern writing (1997: 13). Detoni
Dujmi¢ accurately writes that Truhelka’s novel “predates almost all of the most important
literary events in Croatian modernity” (1997: 13). Therefore, Plein air should designate the
beginning of Croatian modern fiction, together with texts customarily characterized as modern,
such as Antun Gustav Mato$’s short stories and Janko Leskovar’s stories and novel Propali
dvori (“The Fallen Manor”, 1896). Instead, this novel was mostly forgotten until 1997, and
Truhelka was largely remembered as an educator and writer of children’s and young adult
books.?

Both KreSimir Nemec and Dunja Detoni Dujmi¢ describe Truhelka’s fiction as
“psychological”, characterized by a heightened interest in portraying the inner lives of female
characters (Detoni Dujmi¢ 1998: 109) as well as relationships between men and women
(Nemec 1994: 248). Nemec particularly emphasizes the fact that the heroine of Plein air,
Zdenka Podravac, is “neither demonized nor idealized”, as was mostly the case with women
characters in 19"-century Croatian literature who were either celebrated as examples of female
virtue or reviled as femme fatales (1994: 248). Zdenka, according to Nemec, is an
“intellectually superior woman who gently pushes feminist ideas into the foreground” (1994
248). Zdenka is therefore not constructed on the idealistic, black-and-white principles of
popular romantic fiction dominant in Croatian literature in the 19" century. Her
characterization is driven by a realist interest in her socioeconomic position and a modernist

focus on the psychological motivation for her actions.

“Who Is, What Is This Girl”

The principal novelty Plein air introduces into Croatian literature is, as mentioned, a

new type of woman character — its independent and politically outspoken heroine. Even though



the novel is narrated in the first person, the autodiegetic narrator is not Zdenka but Vlatko
Urbani¢, a kind but somewhat entitled young man with a romantic interest in her. Vlatko tells
the story of his romance with Zdenka through retrospective narration but following closely and
consistently the perspective of his younger self. The text is almost entirely focalized on
Vlatko’s narrated or experiential self in order to highlight Zdenka’s difference from feminine
roles and behaviors dominant at the time and to show Vlatko’s gradual maturation and
development when it comes to his relationship with women or, more precisely, with Zdenka.

Vlatko has never met a woman like her before: “Who is, what is this girl, whom | led
by the arm and talked about strange things in an unusual way for almost half an hour!”
(Truhelka 1997: 41).2 Vlatko wonders who this unfamiliar girl is, but the answer he receives
by the end of the novel is completely removed from the mystery he senses at the beginning.
Through encounters and misunderstandings with this down-to-earth, sincere, and direct young
woman, Vlatko will undergo a process of sentimental education which will change his
culturally conditioned views on women and femininity. Zdenka will teach him that women
should be able to freely choose their own path in life, express their will, demand the right to a
profession and even consider the possibility of remaining unmarried.

Vlatko and Zdenka first meet in Vienna after a night at the Opera where they both attend
a performance of Richard Wagner’s Parsifal. She is first described through his eyes as “tall
and slender”, but at this point Vlatko is unable to determine her age or beauty. Later he notices
that “her first youth no longer flourished” (Truhelka 1997: 38) and then, a day later, her face
seemed to him *“younger and more beautiful in daylight” (1997: 50). They meet after the opera
when Vlatko saves Zdenka from an attack by a drunken mob. Zdenka thus enters the novel
crying out for help in both German and Croatian. She thankfully accepts Vlatko’s offer to walk
her home, commenting right away on the unfair condition of women: “I can see that my bravery
is of little use, a woman is an unfortunate creature, subjected to brutal force...” (Truhelka 1997:
38). Vlatko notes her “deep voice” and “longish slim fingers” (1997: 38) but is mostly taken
aback by her conversation. Zdenka talks about the position of women, the importance of
education for lower classes, the impact of Wagner’s opera: “l have never heard an actual
woman speak this way, so firmly, almost harshly but with such a poetic, artistic feeling, with
such fervor that reveals a highly educated mind” (Truhelka 1997: 41).

The next day some of VVlatko’s questions are answered when he chances upon Zdenka’s
brother Hinko Podravac, who was also his commanding officer during military service. At this
point, Vlatko is not yet aware that the woman he met yesterday is Hinko’s sister, but when

Hinko starts to describe his sister as “an artist and moral philosopher to boot” (Truhelka 1997:



44) the reader can easily guess the direction of the plot. Vlatko soon learns that Zdenka is a
painter and supports herself and her aging father, a retired colonel, by teaching drawing and
painting to young girls as well as by doing commissioned paintings. Besides caring for her
elderly father, she helps the other tenants in their building which is situated in a working-class
neighborhood.

However, it seems that Hinko does not fully understand why Zdenka needs to work and
take care of their neighbors. He describes her to Vlatko as a talented painter who unfortunately
does not have enough self-confidence to pursue art as a career and interprets her philanthropy
as a kind of “surrogate” (Truhelka 1997: 46; 49). He also tries to assure Vlatko, a member of
the Croatian landed gentry, that Zdenka does not work due to economic necessity and even
confesses that their “father doesn’t approve, he believes it to be beneath his standing, that his
daughter, the daughter of a colonel, should earn money with her own hands” (Truhelka 1997:
46).

But even though Zdenka’s story is typical, it is at the same time unique and tied to her
strong character and moral convictions. Vlatko will later learn Zdenka’s life story from
lieutenant Nikoli¢, another male narrator who had courted her. The primary function of this
hypodiegetic narrative is access to greater insight into Zdenka’s character as well as her
behavior towards Vlatko, which he finds strange and off-putting. To briefly summarize, on her
wedding day, a young and still naive Zdenka found out that her fiancé already has a child with
another woman. Despite pleas from her family, and especially her father, Zdenka refuses to
marry him. When her father finally confesses that he owes a large amount of money and that
“only a rich son-in-law could save him from trouble”, Zdenka protests the idea of marriage as
a financial transaction but offers to work to pay off his debts (Truhelka 1997: 66).

In choosing her moral principles over social convention and economic security, Zdenka
also has to give up her own artistic education. This is her main inner conflict: Zdenka has to
relinquish her desire to become a “true” artist, but at the same time painting is the most
convenient way for her to earn money and support her father. Both of these issues, her lack of
confidence as an artist and the sacrifice she makes for her family’s sake, are inextricably linked

to the fact of Zdenka’s gender.

Anxiety of Authorship

Although everyone claims that Zdenka is very talented, she is not confident in her

artistic abilities, which is why she does not consider herself a “real” artist:



An artist? No, that I am not, that was once my dream. That | possess talent, that | know
how to skillfully imitate — this | know. But what makes an artist — a cheerful soul, an
unrelenting faith in himself — this | do not have. Therefore, | will not be able to create
something permanent. That is why | have long given up the idea of autonomous
creation. These are copies, copies of nature, colors, forms, and the more faithfully they

imitate reality the better they are. | don’t wish for anything more!”” (Truhelka 1997: 73)

Later in the novel, she responds similarly to another compliment, insisting:

Because there is no more strength left in me — and to try to reach it through force and
effort, 1 will not; I am afraid of struggle, | am afraid of myself, of the desire for glory

arising in me. | want peace, peace and tranquility (Truhelka 1997: 130).

Zdenka’s story is strikingly similar to that of Helen Graham, the heroine of Anne
Bronté’s 1848 novel The Tenant of Wildfell Hall.* Helen is also a painter as well as a serious
and emotionally mature woman with more life experience than her new love interest, the
privileged young farmer Gilbert Markham. While attempting to escape from an abusive
marriage, Helen manages to support herself and her son by selling her paintings. In their
feminist classic The Madwoman in the Attic. The Woman Writer and the Nineteenth-Century
Literary Imagination, Sandra M. Gilbert and Susan Gubar use Helen’s character as one of the
examples for their figure of the “madwoman”, “the author’s double, an image of her anxiety
and rage” (2000: 78). Gilbert and Gubar explain that since Helen must hide her new identity
from her abusive husband Arthur Huntingdon and his acquaintances, she signs the paintings
she hopes to sell with false initials: “In short, she uses art both to express and to camouflage
herself” (2000: 81). However, they add, Helen’s approach to art has been “duplicitous” even
before her marriage (Gilbert and Gubar 2000: 81). Her paintings have always had two sides:
the front is meant to display “genteel social accomplishments” appropriate for a young lady,
but the reverse side of Helen’s paintings and drawings harbors her “secret desires” (Gilbert and
Gubar 2000: 81). When Arthur examines her work during their courtship, he discovers she had
repeatedly sketched and then erased his likeness on the backs of her drawings.

In this behavior Gilbert and Gubar recognize “a wonderfully useful paradigm of the
female artist” who “must in some sense deny or conceal her own art, or at least deny the self-

assertion implicit in her art” (2000: 81). Her official paintings are “public masks” that “hide



her private dreams” (Gilbert and Gubar 2000: 81), but at the same time these paintings are her
source of financial income and the basis of her hard-earned freedom and independence.

Therefore, both Helen and Zdenka experience Gilbert and Gubar’s “anxiety of
authorship” (2000: 49) in two connected ways: because their freedom of artistic expression is
limited by their gender and by the commercial demands of their prospective clients. They both
lack social and economic privilege Virginia Woolf deemed necessary for artistic expression
untainted by the “poison of fear and bitterness” (2015: 28). They also work in isolation, without
participating in an artistic community or even being aware of a female artistic tradition. Helen
expresses a lack of confidence in her own work, at the same time wishing for some kind of
artistic companionship or community: “I have often wished in vain for another’s judgement to
appeal to when | could scarcely trust the direction of my own eye and head [...]” (Bronté 1998:
64).

As we have already seen, Zdenka similarly claims she does not have “an unrelenting
faith in (her)self” that makes an artist (Truhelka 1997: 73). She fears her own desire for artistic
recognition and even fame, which she confesses to Vlatko’s younger sister Cvijeta linking this
anxiety very clearly to her gender: “I am not an artist but only a human being, and an
incomplete one at that, for I am only a girl” (Truhelka 1997: 131). Thus, Zdenka is afraid of
the power of her art and does not express herself fully. There are only two exceptions to her
calculated avoidance of authentic artistic expression: the portrait of Cvijeta on her wedding day
and a “private” painting depicting the tragic events of her own wedding day, hidden on the
back side of a copy of “The Madonna” by the Austrian painter Franz von Defregger. Like Anne
Bronté’s Helen Graham, Zdenka also conceals the image she truly wishes to paint on the
reverse side of another painting, albeit in this case not her own. The fact that she inserts and
hides her own painting representing the most difficult moment of her life (when she found out
that the man she was preparing to marry has a child with another woman) behind the image of
the Virgin Mary could not be more poignant. If the Madonna is the symbol of a perfect woman,
passively and selflessly accepting her fate, Zdenka’s own story is on the reverse side of the
Madonna, it is beyond the Madonna.

Neither Angel nor Monster

Like so many women writers and artists Gilbert and Gubar studied, Zdenka must also

grapple with masculine myths of femininity: “Specifically [...], a woman writer must examine,

assimilate, and transcend the extreme images of ‘angel’ and ‘monster’ which male authors have



generated for her” (2000: 17). The Madonna is certainly one of the most powerful role-models
for women in Western culture, and Zdenka’s relationship with her is conflicted. On the one
hand, she hangs a copy of Defregger in her room and even claims that she physically resembles
the woman in the painting, which her brother mockingly dismisses but Vlatko finds true. On
the other hand, Zdenka is the spokesperson for feminist ideas in Plein air and in this way differs
from all the other female characters in Truhelka’s novel as well as Croatian literature up to that
point. Neither an “angel” nor a “monster”, Zdenka is an active and independent character

advocating equality between men and women. As her brother Hinko summarizes:

People should not see in her a woman — but a human being. That’s why she claims that
she should be allowed to go anywhere be it day or night; she doesn’t ask for courtesy,
she doesn’t ask for kindness just because she is a woman. If she could have it her way,
she would erase all inequality between sexes, as well as between different classes. She
doesn’t want there to be men and women — let there only be ‘people’ (Truhelka 1997:
48).

This is why she insists on carrying her art supplies by herself, that is why she frequents
the opera alone and openly expresses her thoughts and feelings. Vlatko observes that Zdenka
has “more strength of spirit” than her father or brother (Truhelka 1997: 54) and even senses
“her superiority” over himself (1997: 80). Furthermore, Zdenka is the one who takes initiative
when she asks Vlatko to openly declare his feelings for her. At the start of their friendship,
Vlatko is intrigued by this unusual woman and enjoys their modest flirtation without
considering potential consequences. He finds “magic” in the “uncertainty between sweet hope
and dark fear” and wishes for this “clair-obscure of [his] feelings” to last (Truhelka 1997: 77).
At the same time, some of the language Vlatko uses to describe his feelings for Zdenka is
alarmingly violent: he feels his power over her growing and plans to “conquer this proud
creature completely, and with the strength of [his] love force her to reciprocate” (Truhelka
1997: 81).

On the other hand, after Vlatko goes out of his way to avoid introducing her to his other
Viennese acquaintances, Zdenka demands to know about his intentions towards her. She

believes that a woman has the right to know what a man wants from her:

But let me tell you, I am not a woman who waits patiently for a man to deign to offer

her his hand and heart. | likewise feel the freedom to show my feelings: 1 feel that it is



my right to demand from a man to unequivocally confirm with his words what he has
shown with his looks and demeanor, and I do not allow anyone to play and jest with me
and my heart” (Truhelka 1997: 89).

Zdenka is well aware that her reaction completely contradicts Vlatko’s ideals about
femininity and proper feminine behavior. Even more, Vlatko is so shocked by Zdenka’s
conduct that he thinks of her as a “nonwoman” (Truhelka 1997: 89) and decides not to see her

anymore:

| felt like a child, whose favorite toy was broken by someone with a relentless hand. |
couldn’t find the words to answer. All my ideas, which | nurtured about femininity,
about its fine feeling, about the meekness of women, about their beautiful obedience,
all the fragile adornment with which tradition had clothed our ideal of femininity: all
this crumbled before me, and | myself, seeing this deity collapse, felt that the ground
beneath me was disappearing, the ground on which the self-government of my sex had
placed me high, and from which it was only up to me to decide whether | will reach for
that ideal and be proud of it — like royal spoils — at the same time as a happy man, or —
leave it (Truhelka 1997: 88).

Although the novel is mostly focalized on the narrated or experiential self (the younger
Vlatko) in order to emphasize the defamiliarizing effect Zdenka has on him, this paragraph
contains some conclusions that could only belong to the narrating self (the older Vlatko), who
is now conscious of his earlier prejudice. The older Vlatko writes about the cultural ideal of
femininity as something learned and constructed, and he is also aware of his privileged position
in the courtship ritual. He, as a man, is the one with the power to end the courtship either by
proposing marriage or by moving on. Conversely, the same behavior in a woman is
unacceptable to Vlatko, even unintelligible: in that moment, he does not see Zdenka as a
woman anymore, therefore he has to end their acquaintance. According to Gilbert and Gubar,
“assertiveness, aggressiveness [...] are “monstrous’ in women precisely because ‘unfeminine’
and therefore unsuited to a gentle life of ‘contemplative purity’” (2000: 28).

Narration from the perspective of Vlatko’s younger self is another similarity Truhelka’s
Plein air bears to Ann Bronté’s novel. The first part of The Tenant of Wildfell Hall is narrated
in the form of letters Gilbert Markham writes to his brother-in-law Halford recounting the time

he first met Helen twenty years ago. In order to tell Halford an engaging story, Gilbert decides



to tell the story precisely as it unfolded, revealing no retrospective knowledge of Helen’s
circumstances. Both novels employ this specific type of internal focalization, revealing only
what the autodiegetic narrator knew when the events of the story were actually unfolding, for
similar reasons. Firstly, the reader can witness Vlatko and Gilbert change, grow up and become
more mature as a consequence of their relationship with an unusual woman. Secondly, both
Zdenka and Helen are presented as mysteries at first because the narrators are unfamiliar with
such independent and strong women. The mystery surrounding them is dispelled as soon as the
narrators learn the truth about the social and economic circumstances of the women’s lives.
Thirdly, because of this, the readers can undergo their own sentimental education along with
Vlatko and Gilbert and also come to understand and appreciate these seemingly strange and
initially even off-putting women as autonomous individuals demanding equal treatment and
pursuing a livable life.

While The Tenant of Wildfell Hall offers Helen’s own story in the form of her diary in
the second part of the novel, Plein air is told exclusively from Vlatko’s perspective. Although
Zdenka does not narrate her own story and her words are related by Vlatko, his perspective is
still valuable because it demonstrates that culturally constructed ideals of femininity can be
challenged and that strongly held beliefs about gender roles can be changed. It will take time
for Vlatko to come to understand that his attraction to Zdenka stems largely from her difference
from the young women around him who successfully perform conventional femininity. What
attracts him to Zdenka is “a sharp mind, audacious honesty and love of the truth, and the pursuit
of individual, human freedom of thought and action, which ultimately despises all those
artificial means, occasionally even adopted by common folk, by which women so successfully
charm men” (Truhelka 1997: 111).

Between duty and freedom

This is also where the title of the novel comes from. Plein air is, of course, the act of
painting outdoors which was especially relevant to impressionist painters such as Zdenka, but
likewise stands for Zdenka’s appearance and manner of communication. Art certainly plays an
important role in Truhelka’s choice of title. Besides being a painter, Zdenka is also an
accomplished musician, and the two first meet in Vienna after a performance of Wagner's
Parsifal. Wagner does not appear here by chance either, because his concept of
Gesamtkunstwerk can serve as a model for the fusion of visual arts, music, and literature in the
text (Detoni Dujmi¢ 1998: 112).



Throughout the novel, the phrase “plein air” is used repeatedly to describe Zdenka’s
behavior towards others, but especially Vlatko. She strives to make her thoughts and feelings
transparent to those who wish to know her, while Vlatko seeks “magic, poetry” (Truhelka 1997:
113) in relationships between men and women, and in this way invokes the idea of a woman
as a mysterious creature that cannot be represented or understood. Zdenka’s desire for clarity
and honesty is also emphasized by her simple, classic style of dress, without any adornment,
jewelry, or makeup. Additionally, her insistence on sartorial simplicity can also be attributed
to Zdenka’s class and economic position: while Vlatko comes from the upper class and will
inherit his father’s estate, Zdenka’s family is impoverished by debt and therefore frugal out of
necessity.®

At first, Vlatko has conflicted feelings towards her refusal to perform femininity in
culturally expected terms. As the narrative progresses, he gradually comes to understand and
accept Zdenka’s wish to show herself and be seen exactly as she is, but when he notices her in
a white dress at Cvijeta and Hinko’s wedding she strikes him as especially beautiful and her
skillful piano playing additionally enhances the impression. Zdenka ironically tells him that
she is still the same person even under those “rags” and scolds him for being affected by such
“external stimuli” (Truhelka 1997: 149).

In this way, Zdenka is portrayed as being unlike other young women. Her difference is
largely motivated by her previous negative experience with men. This explains why her
demeanor is “repulsive and brusque” (Truhelka 1997: 46) and, as we have seen, “unfeminine”
(1997: 163). At the same time, she is characterized by a “strength of spirit” (Truhelka 1997:
54) and an “audacious will”, which even compels her brother to lament: “[...] a pity she is not
a man, she could have achieved something” (1997: 46). However, while The Tenant of Wildfell
Hall includes characters like Eliza Millward and Jane Wilson, superficial, spoiled, and envious
scandalmongers, Plein air discusses the flaws of more conventional young women mostly in
general terms. The only other significant female character besides Zdenka is Vlatko’s younger
sister Cvijeta, a sweet, naive, and inexperienced girl who is nevertheless presented as smart,
kind, deeply honest, and utterly fascinated by Zdenka. Other young women are mostly
criticized for “their emptiness, vanity, their lives without a true purpose, their thoughts which
are only concerned with marrying as profitably as possible” (Truhelka 1997: 55). To be fair,
Vlatko is later also critical of his own education as a young upper-class man which supplied
him with a false sense of entitlement and superiority over women. He blames this on “our
artificial way of living”, explaining that most young men are brought up to seek enjoyment and

therefore resent having to take care of their wives and children: “We put all the worries and all



the responsibility for the success of married and family life on the woman, and only want life’s
comforts for ourselves” (Truhelka 1997: 112).

Zdenka is likewise critical of young women’s unpreparedness to enter the institution of
marriage due to their lack of education but does not lay blame on individual women for this

failure:

She is not even a complete human being at the age of seventeen, and already wants to
give birth, raise children, still uneducated herself. A fully grown person is needed for
this difficult service, as men usually are when they get married. But then instead of
bringing a young woman up — instead of educating their minds, they mock their every
attempt at thought. They seek a wife, a mother, a housewife, but do not ask if she has
acquired sufficient skills for this. And when the ship of marriage falls apart, they wholly
blame the woman... (Truhelka 1997: 128).

In this context, Zdenka’s “they” refers to men, but can be interpreted in even wider
terms to include the whole patriarchal society which requires young girls to perform tasks that
they are not prepared for primarily due to a lack of appropriate education. Vlatko, in his
reflection, correspondingly admits men are largely to blame for the poor state of the institution
of marriage because of their sense of entitlement.

As we can see from both perspectives, neither men nor women achieve happiness and
fulfillment in such an unfair system. As KreSimir Nemec observes, Zdenka is “torn between
the desire for freedom on the one hand and a longing for happiness in love on the other” (1994:
248). She claims that she is happy because she has “[her] calling, [her] duties”, but at the same
agrees with Cvijeta’s opinion that “a girl’s true calling” is marriage and children (Truhelka
1997: 126). But when Cvijeta insists that “a woman must always be gentler and give in”,
Zdenka believes this should not be done in “the holiest” matters: “If I am obliged to be faithful
to my husband, so is he; if he breaks his faith, I no longer want to know anything about him,
just as he would have the right to punish me if | violated my faith towards him” (Truhelka
1997: 128).

One way in which Zdenka attempts to reconcile her desire for freedom with her
“feminine duties” is through philanthropy. As we have seen earlier, her brother interprets this
pursuit as a kind of “surrogate for that which, according to her own belief, must remain
unattainable to her” (Truhelka 1997: 49). Here Hinko alludes to Zdenka’s lack of confidence

in her artistic abilities, but since her philanthropic “mission” (Truhelka 1997: 49) mostly



consists of performing different types of care work, it could be interpreted as a “surrogate” for
marital duties, which have also remained beyond her reach.

Zdenka thus cooks, babysits, takes care of the sick, and offers moral support to her
working-class neighbors. Vlatko imagines her as a “fairy godmother of her whole
neighborhood, of the arduous work of the dispossessed brothers — workers, proletarians, day-
laborers” (Truhelka 1997: 55). Although unmarried, Zdenka’s “mission” still seems to be
perfectly aligned with the demands made upon women by the state. According to political
theorist Carole Pateman, these demands “have always taken a form suited to those held to have
their own private tasks and whose status as citizens is thus ambiguous and contradictory”
(1989: 10). “Women’s “contribution’” to the state, Pateman continues, “is not seen as part of,
or even relevant to, their citizenship, but as a necessary part of the private tasks proper to their
sex” (1989: 10). Indeed, this ““contribution’ exacted from women by the state has reflected the
political significance given to sexual difference,” meaning that the “welfare in question is the
private, unpaid ‘welfare’ provided by women in their homes for the young, the aged, the sick
and the infirm, and for their husbands” (Pateman 1989: 10).

Pateman argues that, according to the social contract, “men are born free and equal, or
self-governing” and must therefore “consent to be governed by other men — but women are
subordinate to men by nature” (1989: 11). She explains that the “terms of the fraternal pact and
the patriarchal criteria for participation in the public world have been embodied in the structure
of the workplace and in the structure of the state” (1989: 9). In this way, women were regarded
“as dependents of men, as private beings” (1989: 12) and therefore relegated to “their proper
place [...] in the private, domestic sphere” (1989: 120). Even today, the public sphere is coded
masculine and considered separately from the private sphere: “Theoretical and practical
attention became fixed exclusively on the public area, on civil society — on ‘the social’ or on
‘the economy’ — and domestic life was assumed irrelevant to the social and political theory or
the concerns of affairs” (Pateman 1989: 123).°

In a more contemporary context, social reproduction theorists Cinzia Arruzza, Tithi
Bhattacharya, and Nancy Fraser still consider the gender division of labor as the root of gender
oppression in capitalist societies: “Its key move was to separate the making of people from the
making of profit, to assign the first job to women, and to subordinate it to the second” (2019:
20-21). In this way, women’s “reproductive” work, unlike the “productive” work traditionally
performed by men, typically takes place in the private, domestic sphere, it is mostly unpaid and
does not bring direct profit to the state, and it is therefore considered less valuable than paid

work from the perspective of the public sphere.



Zdenka’s philanthropic care work puts her firmly within the private sphere, but the
necessity to help pay off her father’s debts pushes her into the public sphere where she is then
confronted with the precarious status of the woman artist. Her situation demonstrates that the
divide between the private and the public was not impenetrable, but that women attempting to
cross it were often considered “unfeminine”. Within the private sphere, Zdenka’s contribution
to the welfare state is considerable, but this is also where she demands an equal status to that
of her potential husband. Conversely, she enters the public sphere through her art, but then
refuses to publicly call herself an artist.

Conclusion: A Happy Ending?

As we have seen, the central tension between women’s duties and their desire for
freedom is not only crucial for Zdenka’s characterization but also for the construction of the
plot, which resolves conventionally with Zdenka and Vlatko happily married. After a series of
misunderstandings, rejections, and separations, they are finally united as a result of an
unfortunate event. Namely, Vlatko, furious and hurt because she keeps refusing to accept his
renewed advances, drives his carriage too fast and causes an accident in which Zdenka breaks
her right arm, the very one she uses to paint. When Vlatko apologizes and openly declares his
love to her, she answers: “I am still weak [...] I cannot resist, but | would have a lot to answer
to your words” (Truhelka 1997: 157). To this she adds: “I can’t hold back anymore [...] my
strength has weakened, my wings are broken; what used to be my pride — my independence —
my self-reliance — it is now broken” (Truhelka 1997: 157-158). Later, when he comes to
Viennato formally propose to her, she repeats: “My mind seems exhausted; | have no thoughts,
my imagination has dried up, in a word, I can’t imagine anything new, since...” (Truhelka 1997:
164).

Zdenka is trying to tell Vlatko that her broken arm signifies the loss of her independence
because she cannot paint and therefore cannot support herself financially anymore, but it also
seems that she has lost some of her strength of spirit, which impressed and intimidated Vlatko
so much. However, he does not fully understand the gravity of her words, but only tells her that
“love will cure everything” (Truhelka 1997: 158) and that “the arm will certainly have enough
strength to bend around [his] neck and bind [him] to life” (1997: 164). In the end, it is
disappointing that Vlatko does not consider Zdenka’s calling to be very important, even joking
that “it is not such a great misfortune” if she is not able to paint anymore (Truhelka 1997: 164).

In this context, Vlatko’s statement “I came to claim what is mine” (Truhelka 1997: 162) as



well as his opinion that “freedom is a dangerous weapon” in the hands of women who are not
as “strong and clear-headed” as Zdenka (1997: 163) have an ominous overtone.

To be sure, Zdenka’s marriage to Vlatko seems to be happy. The novel ends ten years
after their wedding with an idyllic scene of the couple celebrating Christmas Eve with their
three children and their extended family. Zdenka’s painting depicting her first, failed wedding
day hangs above Vlatko’s desk just as he is finishing a manuscript telling the story of their
love. The title of Vlatko’s story is “Plein air”, dedicated to Zdenka’s “manner” of painting and
communication, thereby metatextually linking Vlatko’s narrative to Truhelka’s own novel
(1997: 168). Although Zdenka’s most accomplished artwork is mentioned in the last chapter,
she is not shown painting again, but instead teaches her children how to draw animals (Truhelka
1997: 166-167). Her eldest son Vlatko has inherited his mother’s artistic talent and one day
might succeed in becoming a professional artist, which Zdenka was not able to achieve mainly
due to her gender.

Many critics have commented on Truhelka’s choice of ending. Dunja Detoni Dujmié
writes that “Truhelka often accommodatingly directs this drama of the sexes towards strained

marital happiness” (1997: 12). Katarina Ivon and Josipa Blazevi¢ conclude that

[e]ven though the focus of the entire novelistic structure is precisely on the gradual
formation of self-reliance and independence of the central female character [...],
Truhelka remains within the given traditional Christian framework in which the woman
figures as a wife and a mother, which is a significant determinant of Truhelka’s

women’s writing (2016: 68).

Iskra Ivelji¢ also calls this solution “a compromise”, and states that the novel cannot
be considered to convey a “distinctly feminist idea” (2018: 37). Its message is more
“moderate”, since Zdenka is “depicted partly in accordance with the traditional feminine

stereotype” (Ivelji¢ 2018: 37). Ivelji¢ goes even further, suggesting that

from a feminist point of view, it would be most interesting to see the continuation of
Zdenka’s life story, which would offer an answer to the question of whether, as a mother
and wife, she managed to resist the gender stereotype and whether her husband
supported her in this (2018: 37).



While the ending appears forced, this is not the only instance in the novel where the
tension between complex psychological characterization signaling modernist aesthetics and a
simpler, more traditional narrative becomes obvious. In the latter, Detoni Dujmi¢ accurately
recognizes aspects of popular fiction, which she describes as “the remnants of trivial narration”
(1997: 14). Plein air is indeed structured as a romance plot and makes liberal use of popular
tropes such as coincidental meetings, accidents, and various signs suggesting Zdenka and
Vlatko’s relationship was meant to be, such as being born on the same day and even living in
the same building as children (Truhelka 1997: 75). Detoni Dujmi¢ also emphasizes the novel’s
didactic tendencies reflected in “adopting and systematically expressing feminist ideas” (1997:
14), which she analyzes as another factor that sets the novel apart from the emerging
impressionistic aesthetic in Croatian literature. To be fair, in 1897, when Plein air was
published, the Croatian novel was still very much popular and utilitarian, and Truhelka’s work
is no exception (Nemec 1994). The novelty Plein air introduces into Croatian literature is
therefore a new type of female character who, although she does seem to be pushed into
marriage in the end, openly voices her explicitly feminist beliefs throughout the novel (Nemec
1994: 248; Detoni Dujmi¢ 1997: 13-14).7

Additionally, while discussing the ending of the novel, it might be useful to keep in
mind Zdenka’s stance towards her own artistic profession. As we have seen, borrowing from
Gilbert and Gubar, Zdenka tries very hard to avoid thinking about herself as a true artist and
mostly produces paintings that will sell easily. This type of compromise parallels Truhelka’s
choice of ending, which is a more popular as well as a more commercial choice, especially
when there is no further mention of Zdenka’s freedom and independence. But just as the
reproduction of Defregger’s “Madonna” drops from the wall to reveal Zdenka’s authentic
artwork, the sacrifice necessary for the novel’s happy ending also exposes the limits of the
romance plot because it clearly shows that the equality of independent, androgynous heroines
with men is still impossible, even unintelligible, in a society that may acknowledge their
intelligence, strength, and other “masculine” qualities, but will regard them as “unfeminine” in
a woman, a useless surplus, and an obstacle in attaining the ultimate feminine goal — marriage.

Gilbert and Gubar conclude their analysis of Ann Bronté’s character Helen Graham in
a similar tone, writing about Helen but referring more generally to women artists in the 19"
century: “Tracing subversive pictures behind socially acceptable facades, they managed to
appear to dissociate themselves from their own revolutionary impulses even while passionately
enacting such impulses” (2000: 82). While such compromises seem disappointing from a

contemporary perspective, they nevertheless expose the cracks in patriarchal ideology. As



Laura Mulvey writes in the context of melodrama, the strength of these narratives “lies in the
amount of dust the story raises along the road, a cloud of over-determined irreconcilables which

put up a resistance to being neatly settled in the last five minutes” (1987: 76).

L All translations are my own unless otherwise stated.

2 The case of Truhelka’s early modernist novel is a poignant example of the ways in which the dominant
literary history remembers or, more precisely, does not remember women writers. | have argued
elsewhere that two best-known Croatian women writers, Marija Juri¢ Zagorka and Ivana Brli¢-
Mazurani¢, are remembered as authors of popular literature and children’s literature respectively, but
as such do not have access to the literary canon (Grdesi¢ 2021). At the same time, many other women
writers are left out of literary history because they are considered minor, not modernist enough, or too
interested in writing about issues culturally considered feminine such as love, marriage, and
relationships. When it comes to Truhelka, this erasure can only partly be attributed to the fact that her
nationalist and religious views, moderate and widespread at the time, were considered unwelcome in
socialist Yugoslavia. Even after 1990, most of the scholarly work on Truhelka is dedicated to her books
for children and pedagogical treatises, while there are still very few articles on Plein air.

3 Since Plein air is not translated into English, all translations are my own.

4 At the time of writing, | have no evidence that Truhelka read or even knew of Anne Bronté’s novel
The Tenant of Wildfell Hall. In her pedagogical treatise U carstvu duse (“In the Empire of the Soul”),
written in the form of letters addressed to her student and published in 1910, Truhelka recommends
several British authors that she considers appropriate for a young woman’s education, such as
Shakespeare, Defoe, Dickens, and George Eliot (whom she considers to be a man), but there is no
mention of Anne Bronté (Truhelka 2010: 238).

% Iskra Ivelji¢ explains Vlatko’s class position and adds that one of Truhelka’s “subtle social” messages
in the novel implies the need for “cooperation between nobility and non-nobility” (2018: 37).

6 Writing about Rousseau’s Emile, Sara Ahmed comments on the education of Sophy, Emile’s future
wife. Her duty is “to be a good wife to Emile” and this duty is inextricably tied to her own happiness as
well as his (2010: 55). A woman “aligns her happiness with the happiness of others”, whether her
parents or her husband (55). A woman’s happiness is “conditional”, it depends on the happiness of
others, writes Ahmed, and proves it by quoting Rousseau: “A good girl finds her own happiness in the
happiness of a good man” (as cited in Ahmed 2010: 58).

" This contradiction is thoroughly explored in Janice Radway’s influential book Reading the Romance.
One of her conclusions is that the happy end of a romance “might be said to reproduce the ‘real’, not
because all women actually find perfect fulfillment in romantic love” but because this type of ending
“parallels a situation women find difficult to avoid in actuality” (1991: 208). Even in the second half of
the 20™ century in the United States, through socialization and education, “the culture persuades women
to view femininity solely in terms of a social and institutional role that is essential to the maintenance
of the current organization of life” (Radway 1991: 208).
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S onu stranu Madone: lik umjetnice u Plein airu Jagode Truhelke

U Hrvatskoj je na prijelazu iz 19. u 20. stoljece sve veci broj Zena ulazio u javnu sferu u ulozi
umjetnica i kulturnih radnica. Primjer jedne takve obrazovane Zene prisutne u javnosti jest Jagoda
Truhelka (1864-1957), uciteljica i pedagoginja koja je danas ve¢inom poznata po svojim knjigama za
djecu i pedagoskim esejima. Truhelkin je glavni doprinos hrvatskoj knjiZzevnoj prozi Plein air (1897),
roman s modernistickim pripovjednim tendencijama i protagonistkinjom Zdenkom koja otvoreno
iskazuje feministi¢ke stavove (Nemec, Detoni Dujmi¢). Plein air ispripovijedan je iz perspektive
Vlatka, mladic¢a fasciniranog Zdenkom, snaznom i neovisnom mladom umjetnicom koja uzdrzava sebe
i svog oca prodajom vlastitih umjetnickih slika. Zdenkin je umjetnicki rad obiljeZen ,,tjeskobom
autorstva“ zbog njezine druStvene i ekonomske pozicije te ona takoder pokuSava iza¢i na kraj s
maskulinim mitovima o Zenstvenosti, traze¢i svoje mjesto s onu stranu stereotipnih Zenskih figura
,andela“ i ,,cudovista“. U tom smislu, njezina je pri¢a iznimno sli¢na pri¢i Helen Graham, junakinji
romana Stanarka napustene kuce britanske autorice Anne Bronté (1848).

Sredi$nja pripovjedna napetost izmedu Zdenkina priznavanja ,,Zenskih duznosti i njezine
Zudnje za slobodom kljuéna je ne samo za karakterizaciju njezina lika veé¢ i za konstrukciju zapleta.
Truhelkin izbor konvencionalnog kraja sa Zdenkom i Vlatkom u sretnom braku moZze se Ciniti
forsiranim, no ta specificna kombinacija ranoga modernisti¢kog pripovijedanja i popularne romanti¢ne
fikcije ipak donekle uspijeva razotkriti napukline u patrijarhalnoj ideologiji tog doba. Zdenkina Zrtva
nuzna za sretan kraj romana upucuje na granice romanti¢nog zapleta jer pokazuje da je jednakost
neovisnih junakinja s muskarcima jo$ uvijek nemoguéa, pa ¢ak i neshvatljiva, u drustvu koje moze
priznati njihovu inteligenciju, snagu i druge ,,maskuline kvalitete, ali ¢e te kvalitete i dalje smatrati
,hezenstvenima“ kod Zena, kao i preprekom u postizanju kona¢noga zenskog cilja — braka.

Kljuéne rije€i: Jagoda Truhelka, Plein air, spisateljice, reprezentacija umjetnica u knjiZzevnosti 19.
stoljeca, tjeskoba autorstva, Zenstvenost, romansa
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Y npmwiior 1eKoJ0HUjaTHO-(PeMUHUCTHIKOM YuTamhy npu4ya Acje bakunh

Pan mpeucnutyje MoryhHocT mpHMeHEe IEKOJIOHHWjaTHO-(PEMUHHCTHYKOT YUTamba Ha JIBE
36upke Acje bakuh, ,,Mapc* u ,,Cnagocrpamhe®, c ocBpTOM Ha KpUTHUKY MHcao [ mopuje AHcanaye U
Mapuje Jlyronec. AHamM30M TO3WITMjE€ HApaTOpKe W TJIABHUX MOTHBA paj caryieflaBa CBOjCTBa
rpaanyHor munubema (border thinking) curympanor y crermuduyHOM HCKYCTBY Kao OATOBOpP Ha
HaCUJbE XeTeMOHUX cTpyKTypa. Kbure npuda Acje bakuh onmpy ce sxanpoBckoM onpehersy. OBo Huje
CJIy4ajHU MCXO0Jl MAIITOBUTOT IIPUIIOBEama ayTopke, Beh HaMepHa cyOBep3Hja, IMYHN U3pa3 U 01pa3
cnenu(GUIHUX JIPYIITBEHO-UCTOPUjCKUX OKOIHOCTH. ENeMeHTH (aHTaCTHYHOT HCTpEIUIETaHu Cy ca
cehamuMa Ha colujair3aM y3 Ha3HaKe CEKCYyalHOCTH M Ha MOMeHTe nopHorpadcekor. Moh u ormnop
MohH, cHOCOOHOCT Jieiamba, Mpey3uMamke KOHTPOJIE U y3UMame ci1000/1e MPOoBJaye ce Kao 3ajeJHHIKE
TeMe Mpuya.

Kmbyune peun: New Weird, cdanractrka, nekonoHHjamHH (EMHUHH3aM, TPAHUYHO MHIILBCHE,
AHTHKAMUTATH3aM

[IpBa oxpenHuIa Ha KOjy ce MOXe Hauhu MPUIIMKOM YIO3HaBama ca 30upkama rnpuya
Acje bakuh jecte na je pey 0 CHEKYyJIaTUBHO] MPO3H, MpUYaMa MPOKETHUM (PaHTACTUYHUM U
TPOTECKHHUM, jE€3WKY KOjU HajIpe MMa 3a Wb Ja CKaHJanIu3yje W Ja pymu tadye. Mebhy
PETHOHATTHUM KPUTHYapHMa W KYyJITYpHHM KOMEHTaTOpuMa IpeoBialjyje Texma J1a ce JBe
3oupke, Mapc (2015) u Cradocmpawhe (2020), nexomupajy y Kbydy crnenupuIHUX
KAHPOBCKUX OKBUpPAa WM jeIHOOOpa3HUX HICOJOIIKMX IOCTaBKU. Y aHalU3U C€ YeCTO
IpeHarJaaBa aclekT CeKCYaTHOCTH, IPU YeMY CE€ CMHCA0 M CBpXa MHCama OJaKo CBOJE Ha
MIPOMOIIH]Y €POTHUKE WIIH 3aroBapame nmopHorpaduje.

OBaj pan he ce y HapeTHOM 0JIeJbKY 1103a0aBUTH MOKYILIAjUMa 1a ce KpaTkKa 1mpo3a Acje
bakuh nmoapenu kareropuzanyjama u 5KaHpOBCKUM TaKCOHOMHjaMa, Kao jeTHUM OJ] OCHOBHHUX
MoprBa XEreMOHE — Mpe CBera maTpujapxajHe — KyAType na ce ,,u300pu” ca >KeHCKUM
JUTEpapHUM CTBapayiamTBoM. HakoH Tora he OuTH npeacTaB/beHO BUIIE JeTajba — CaApIiKaja,
JIOMUHAHTHUX MOTHBA, €JIEMEHAaTa Hapalyje — U3 oJadupa nmpuya U3 MOMEHYTE JBE 30HpKe,
[IpU YeMy Cy IPEno3HaTh KOHTUHYUTETH U cI0jeBUTOCT. Tpehu onespak he mpeacraButu Heke
OJ1 IPUHIUIA IEKOJIOHUjATHO-(DEMUHUCTUYKE KPUTUKE, KA0 U PEJIEBAaHTHE MTOjMOBE IpEy3eTe

u3 crBapaiamTBa [ opuje Aucanaye (Gloria Anzaldda) u Mapuje JIyronec (Maria Lugones)
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C IMJbEM MCIIUTHBAKA aIeKBATHOCTH OBUX aHAJTMTHYKKX opyha y untamy npuda Acje bakuh.
VY napennom ozaesbKy he moce6Ho Outn pazmorpeHna npuya ,,1740“ u nenom ,, [Tyt Ha 3aman™.
HeomxoaHa je ¥ KpaTka METOJOJIONIKA HAllOMEHa: y MPHUKYIJbalkby MaTepujaia 3a
notpede pana, mopeja CTpyyHe JIUTEpaType U YiaHaka 00jaBJbeHUX Y HAyYHUM YacolucuMa,
KOpUITNEHH Cy M TEKCTOBU, DPEICH3Mj€ U KPUTHKE O0jaB/b€HW HaA PA3JTUYUTHM OHJIAJH
dopymuma n nopramuma.l OBaj METOOIOMIKK N360p YUME-EH je M3 HEKONHMKO pasiora. Ha
IIPBOM MECTY, pajii yKJby4ema mTo Beher Opoja riacoBa — MoceOHO KEHCKUX, YATAIAYKUX —
KOJU H3BECHO HEMajy MpHcTyna (GopMaaHUM cdepama JUTEepapHe KPUTHKE WIHM paje Ha
Kpeupamy He3aBUCHHX TuTaTGopMHu. Y3€BIIH y 003Up /1a HEKH 0O caapikaja npuda Acje bakuh
MOTY OMTH JTOKMBJHEHH Kao ,,eKCIUIMLIUTHU® WM OCETJBHBH, Mame (opMaiHe Imiathpopme
omoryhaBajy u Behy cnobomy koMeHTapa M M3pa)kaBama JHYHOT J10KMBJbaja. KoHauHo,
y3eBIIHU y 003up aa je Mapc Tokom 2019. rogune 00jaBibeH U 'y IPEBOAY HA €HIJIECKH jE3HK,

3aHUMJBUBO je Topeheme n3mely noxuBIbaja OaTKaHCKE U OCTalIe YUTAIAYKE ITyOITHKe.

danracTuka, xopop, New Weird?

CepcraBame cTBapanamrTBa Acje bakuh y oapelenu xaHpOBCKM MpeTHHAIl HA TIPBU
TIOTJIE]] TIPEJICTaBJba 3HaYajaH 10 KPUTHIAPCKE MPEOKYIalKje lheHnM aenoM. Hujancupame
u3Mel)y crekynaTuBHE IMpo3e, HayuyHe (aHTACTUKE C eJEMEHTHMa XOpopa MM MaruyHor
peanu3Ma He JONPHHOCH, Mel)yTuM, eUKacCHOM JIgjCTBY Ipolieca Koje HheHa Mpo3a HHUIHPA,
a 0 yemy he OuTH peun HemTO KacHUje y TekcTy. Kako Mamma ['paemuh npennaxe, motpedy
3a )KaHPOBCKHUM 0ojipel)emheM eBEeHTYaTHO MOJKE 3aI0BOJBHUTH Tpero3HaBame fena Acje bakuh
O] CTpaHe YuTajana y OJIpeIHUIH ,,HOBE OM3apHOCTU" WM ,,HOBOj 4ynHOj dpukimju’ (new
weird, Grdesi¢ 2021), koja je cama 1o ceOu TOBOJbHO IIMPOKA M HUMAJIO PECTPUKTUBHA, J1a CE
BEHOM ymoTpedoMm MHOro He ryou. Kako Bajucrok mojammaBa, mpaheme (acimHaHTHE
€THMOJIOTHj€ PeYr OJIBOJIM y BUIIIE MTPaBalia, KOju € YKPATKO Jajy OMUCATH Ka0 KEFKEBHOCT
HeoOMYHOr W (haHTACTUYHOT, HaTmpupomHor u HeouekuBanor (Weinstock 2016: 177).
[MoszuBajyhu ce wa MueBmia (China Miéville, jeman on HajucTakHyTHjUX ayTopa H
TeopUTHYapa KaHpa), BajHCTOK HaOMUKE J1a j&€ 0COOCHOCT ,,HOBE OM3apHOCTH y TOME IIITO
HE TIOKYyIlIaBa Ja ,,IPUIIUTOMH HEOOWYHO M Jia Ta JOBEJe y OKpPHJbe HOpMasHOCTH , Beh ra
MOCTaBJba y CPEIUINITE, ,,0€3 moTpede Aa cedbe mperno3naMmo y apyrome, Beh na ce :ocnoboanmo
eronentpusma’ (Weinstock 2016: 181).

Kana je y nutamy banka#n, rjae je ped ¢pemMuHN3aM joI yBEK HETaTUBHO KOHOTHPAHa,

3aHUMJBMBO j€ YeCTO OJICYCTBO WJIM CTHUIJBMBO HaBOhEHE OApPEIHUIIC ,,(eMUHUCTHA Mehy



nomahoM unTamaykoM MyOJIMKOM, Maja je ayTopka KOPUCTH Kao MpUMapHO oapeheme croje
cniucaresbeke nmosuiyje. CBakako, U OBaj ,,clIy4aj moTBphyje nHade mocTojehy TeHACHIN]Yy Aa
ce Mucame JKeHa HajIlpe CMECTH Y JIOMEH JKEHCKE KIbM)KEBHOCTH, a J1a My €€ 3aTUM, Y CKJIay
C JONYMITEHUM U 3aMHUCIHMBUM MIPOCTOPHMA, Jajy Onmxka skaHpoBcka oapehema. Kako Mara
I'pmemuh y tekcty ,,)KeHcka KBM)KEBHOCT, YHUBEP3ATHOCT M pa3jiMKa*™ HalmoMume: ,,Jedini
pisci koji nisu uvrsteni ni u jednu kategoriju obiljeZzenu nekim aspektom identiteta jesu muski
bijeli hetero cis pisci* (Grdesi¢ 2015). ITapadpasupajyhu [lyaur ®erepau, koja je o Tome
nucana jorr cenamaecetux roauHa 20. Beka, U 1aHAC KIbIKEBHU KaHOH MHCUCTUPA HA CBOjOj
YHHUBEP3THOCTH, JIOK Ty YHHUBEP3IHOCT AcPHUHHUIIE CHEMUPHUIHO MYIIKUM TEPMHHHMA,
nponucyjyhu »keHaMa peCTpUKTHBHE OKBHPE U KpHUTEpHUjyMe yuecTBoBama (Fetterley 1978).
Kako cama Acja bakuh o6jammasa: ,,Kaga mymkapuu kaxy “KEHCKO MUCMO' Xelle J1a MU
omysmy moh. Ctora, MopaM Ja TmmeM o keHama koje mumy“? (Bakuh y Winkler 2021).
Jlanexko ox Tora Jia je mporpaMcko (peMHUHHUCTUYKO IITUBO, CTBapanamTBo Acje bakuh Hyan
HeraTBopeHu (heMHHM3aM 0cJio0ol)eH TndepaTHIX HOPMHU.

daHTacTUKAa HA TeMeJbMMa MOHEKAJ PEaTHOT M MPENO3HATIHUBOT, IMOHEKA] CaCBUM
CIEKYJNAaTUBHOT U 3acTpamryjyher, 3a CBENpPHUCYTHE MOTHBE HMa CKOPO ONHILJBHBE
MaHudecTarje Mohu, ajau u OTIopa, yXac MpeIBUIUBOCTH JbYIACKE MIPUPOJIE U CIO00TY KOjY
JIOHOCH HEMPEIBUINBOCT, TpEy3UMame KOHTposie, ociobahame Kpo3 aecTaOMiIn3aiu]jy
,»37paBopa3syMckux " mpernocraBku. [Iperamama CTBAPHOCTH U (PUKTHBHUX OKOJHOCTH, YBEK
HETpPEeABUINBA, MPEIUITAKE MPENo3HaTbUBe U (haHTacTUUHE ,,cueHorpaduje’ — mpocropa
bankana u npenena Mapca, nejzaxa JlypmMuTopa v MOCTAaMOKATUNTHIHUX YpOAHUX CIIMKA —
JTOTIPUHOCH pa3zOujamy Marpuia ,,00por” nucama. Kako Bunkiep caxuma omuc mpuda u3

30upke Mapc y unrepsjyy ¢ bakuh:

[...] U3BpHYTH CcBeTOBH, yriilaBHOM aucTonujcke mpupojae. CreKyIaTUBHH CIICHApHUjH
0o0yxBaTajy HEOUEKHBAHO U HEM3BECHO, )KAHPOBCKU CTEPEOTHUIH U JAPYIITBEHE HOPME

ce mpeBphy, cBe je Hectadbminao (Winkler 2021).

HeonBojuBu on ¢anTacTU4HOT, 3a0aBHOT M CTPAITHOT, (PUTYPUPA]y MHCTOIH]jCKU
€JIEeMEHTH KOJH JaCHO MPOMCTHUYY M3 KPHUTHKE KalWTadu3Ma, M3 TepudepHe MO3UIIH]je
carjie[laBama cBeTa. [ 1aBHa IPOTarOHUCTKUBHa — YBEK OHA, U YBEK Y IIPBOM JIMIY — IIPUIIOBEAA
MUHUMATACTUYKAM CTHJIOM, W3 CpPEIUINTa pajibe; OHAa je CIHcATeJbUlld, KJIOH, aHAPOUI,
Hay4HHIIA, TTOKOJHUIIA, CEPHjCKH yOwuia, MuTCcKa (urypa, ma 4yak u 3oMOu. PasHommkoct

JUKOBa, je3WKa, MojaBa ymyhyje Ha crnenuduyuHy OTBOPEHOCT, MEPIENIH]y TPaHUIHOT



MHUIIJbEHA, CIIOCOOHOCT TMPOjeKInje y TTpocTope cehama, HCKYCTBa, JeTHAKO Ka0 U MUTA WU
3aMHUIIUbeHE cBeToBe OymyhHoctu. Acja bakmh oTBapa mpocTop 3a MPHUCTyMame HaIoj
CTBAapHOCTH 0€3 CTEPEOTHITHHMX >KAaHPOBCKUX 003Mpa WM yNoTpedy IUPEKTHHX OCBpTa Ha
PEaTHOCT Kao peTopuuKor cpeacTBa. OHa MpUdy OTBapa Kao MpoLEC, YBUJL Y OTBapambe mpema
IPOMEHH, U3a30B CEON/TIIaBHIM IPOTarOHUCTKUbaMa U YUTA0HMA.

OmmiTe MECTO KPUTHKE je OJJHOC MpeMa CEKCYaTHOCTH, EPOTHIN M HOPHOTPACKOM,
Ka0 MOTHBHMA KOjU C€ yKa3yjy Kao Hen30eXHU M JOMHHAHTHH, KA0 TEXKHILUTE JUYHOT CTaBa
aytopke. Heke o ananm3a rieiajy Ha oBaj eJIeMEHT Kao Ha 3Ha4yajaH y CBETIIy MOTpede 1a ce
YHTaNal WCIPOBOIMpPA WIM YaK CKaHIAIHM3Yje, y3HEMHUPH, a C€ HapyIld MaTpHjapXaiHo-
Oypskoacku Mup. OBUM ce aKIieHaT HEeMOTPEOHO CTaBJba HA MPOBOKAIIH]Y Ka0 MPUMApPHU 1TUJb
ayTopKe, Kao [a Cy y HeHoM (OKyCy MCKJbYUMBO TabyH ¢ KOjuMa e IIaHCKH pa3pauyHaBa.’
VY ucTOM mpaBily WAy M MPUKa3U KOjU Haja3e y TEKCTY MPOMOIHMjy mopHorpaduje Kao joul
JemHOT JIOMEHa 3a JEHCKO ocBajame. Kako jeman on uiaHaka Koju ce (okycupa Ha

nopHorpad)cko HaBOIH:

[Tutame JKEHCKE CEeKCYalHOCTM M MOTYhHOCTM eMaHIUManuje KeHe Yy
MYIIKOIIEHTPUYHOM H (haJIOIICHTPUYHOM CBETY MopHOTpaduje... Y 1yXy CIeKyIaTUBHE
npo3e [ayTopka] ocMuIJbaBa yNpaBO TakKBE, AITEPHATHBHE CIEHAPHjE CEKCyalHe
JOMUHAIIN]e, KPO3 MPHUCBajarbe MIEPBEP3Hj€ U CTBAPAHE KEHCKUX JIMKOBA KOJU MPKOCE

MACUBHOCTH, MATPHjapXaTHOM Hiealry MajunHcTBa u cyomucuBHocTH (Pokovic 2020).

[IpocTop cekcyamHOCTH TpeiCTaB/ba jOII caMmoO jeAaH HEOABOJUBU JIEO IMPOCTOpa
MCKYCTBa U MPOCTOpPa UMArHHAPHOT, KOJU Ka0 U OCTAJIM €JIEMEHTH IpHUIIOBeiama ynyhyje Ha
onHoce u nosunyje mohu. Ilpuye Acje bakuh He mocraBsbajy Hac mpen MHUTAEkE 3aIITO j€
CEKCYAITHOCT je/IaH OJ1 CTaJTHO MPUCYTHUX MOTHBA, Beh 3aITo ce MpeoKyIaiuja TEMOM ceKca
Ol CTpaHe ayTopKe (M HCHHX IPOTArOHWCTKHIbA) HE JIOKMBJbABA KA0 NPUPOIHA, Kao
HEOTYhHBH JIe0 KOMILJIEKCHOCTH JhYICKOT MCKycTBa (M mMmaruHaije). OBo mpooOieMaTtusyje
YHUTamka TEKCTa KOja y CPEAMIITE MOCTaBJbajy €POTUKY KAao HEyTeMeJbeHa. YIpaBo momohy
MPUPOJHOCTH U CIIOHTAHOCTH TOKa MPUTIOBEIaka KOjU MOApa3yMeBa M YMTAOIMMA Ha YBH]L
MIPOM3HOCH JIMKOBE Y IIpOIleCMa OTBapama, ociiodahama nim oTmopa (1 ako Cy Hepa3pelieHn),
a He ICKOHCTPYHMCAaHUM PYyNTypaMa Hapalyje, ayTopKa ocTBapyje AecTabuIn3alujy yrnopuiira
,»31paBOPa3yMCKOr" 3Hama U U3MEIITamhe XOPU30HTa OUeKUBamka ynTaona. [lopnorpaduja xao
L2AyIaHA MeauTarja oBAe oMoryhaBa MelOTBOpHHjE HM3MEIMITamhE KaKO IMaXHkE TaKo U

OYCKHBaAWA YnTaIala.



»@®HUKIHja K20 CTBAPHOCT, (PEMUHU3AM KA0 HCKYI/beHe*?

[TprucycTBO MM MCXOTUINTE Yy MHUTOJIOIIKOM j€ YIEeYaT/bUB JeTalb Yy HU3Y IpHya
(,,Mymku japak“, ,,Cmenmno®, ,Jlapue™), xao u y kimacuuHoj Oajuu, nparehu wm
nourpaBajyhu ce OCHOBHUM eJeMeHTUMa CTPYKType Oajke (,,1998%, ,,Crnenumno®, ,,3akomano
omaro®, ,,Mecoxnaep*). Ty cy u oaroBopu Ha KJIACHYHE MPHU30pEe HaydHEe (PaHTACTHKE WU
xopopa (,,I'peren”, ,,A6u*, ,,Acja 5.0%, ,,Tamyc rocnohe Jlumen®, ,,['ocT*), Ka0 1 KEHUKEBHE
pedepenue unn nHcnupanuja (,,Jopuma Kacrpa®, ,,Ilatme mnazne Jlore®, ,,Ctpactu’). Y Tom
MOTJIEly ayTOpKa yKa3yje Ha KOpeHe y TAKO3BAHOM E€BPOIICKOM KEbM)KEBHOM KaHOHY, alld HCTO
TaKO W Ha CBOJEBPCHO HACWUJbE YUUIHCHO HAMETamheM OBOT KaHOHA H  FhETOBE
,»YHUBEP3AJTHOCTH " 32 CBE IIPOCTOPE 3aMUIILJBEHOT EBPOIICKOT KYJITYpHOT Kpyra. Y oapeheHum
MOMEHTHMa eBouupame onpehenux ayropa 6uno ctunom (Kadka) uam JUPEeKTHUM WM
uHaupekTHuM pedepernama (e Cam) ykaszyje Ha Tpaauluje CyOBEpP3MBHOT JI€jCTBA
KIKEBHOCTH YHYTap IIOMEHYTE XereMOHe 1 XoMoreHn3yjyhe kynrype. buio na cy momenyre
pedepeHile ¥ acouMjalMje HArjalleHe WM HAroBeIITEHE U OTBOPEHE Yy JaJbeM
MHTEPTEKCTYaJTHOM YHTamy, nocrynak Acje bakuh ynyhyje Ha Heky BpcTy nanumIicecra, anu

0e3 Opucama, 0e3 MoKyIaja a ce MPETXOIHH CII0jEeBU MIPEUHCTE:

Cam uuH cTBapama mnanuMicecta je Beh 4MH MoOHOBHOTr Kopuinhema, meradopa,
TpaHcdepeHIia, TyTame noajore, noa-mojiore. OBa meradopa, umak He UCKIbYUIYje
METOHHUMH]CKH aCIeKT; HICTOBPEMEHO j€ 3aCHOBaHA Ha TpaHC(epeHIn caapikaja, aau U
CarnocTojamy, OJUCKOCTH HAaKHAIHO KOpUITheHHX cliojeBa. YuH MOHOBHOT KopulThema
je takohe ampomnpujaruja ayropctsa. [...] OBakBO Mucame je HaAUMH yaa/baBarmba O]
JOEET CJI0ja, O]l OHOTA IITO CE CMaTpa 3a TeMeJb WM TEMEJHHO. AJIM THCAmE MPEKO
JPYTOT MHCMa j€ UCTOBPEMEHO HA4YMH Mpou3Bohema Menuja, myT J1a ce KPo3 MUCMO
JAPYyror, Kpo3 IPYror, 3aXxBaTH OHO IITO je camo mo cebu HemoxBaT/puBO (Radulova

2002: 142).

Kako K®MKEBHOCT yBeK MMa MOJUTHYKH KapakTep, a WIy3Hja O YHUBEP3ajdHO] U
npeuyninheHoj UCTUHHM U J]aJbe OJI0JIeBa, Y€CTO CE€ 3aHeMapyje MPUCYCTBO HJICOJIOMIKOT WITH
Cy0jeKTHBHOT, Koje y (hopMu maTpujapxajHOTI CTaHAapAa U MU30TMHHX HOPMH HCTaBJba J1a
JeNyje Kpo3 JIMTEpapHy [eNIaTHOCT MpeICTaB/beHy kao HeyrpanHy (B. Fetterley 1978).
[TonuTuka KWUKEBHOCTH, Kako Derepnu Kaxe, Hamehe HEMOh Ja ce CONCTBEHO MCKYCTBO

apTUKyJIUIIE yciena (¢parMeHTalHje W Herupama COINCTBEHE JUYHOCTH (ayTOpKE WIIH



YUTaTeJbKE) M3a3BaHE HAMETAmEM ,,YHUBEp3aTHOCTH  Mymike mepreniuje. [lucame Acje
bakuh komyHunmpa mo3HaBame OBe MaHHU(ecTalHje XereMoHe Mohu W cTora HaMepHO
OJICYCTBO OBE BPCTE YHYTpAIIHET KOH(IIUKTA; OHA y3UMa 3a ce0e U CBOje MPOTAarOHUCTKUELE
NOTHYHY cioboxy ox Mymkor moriena (male gaze), mzOeraBajyhm na ymagHe y 3aMKy
€CEeHIMjaTn30BaHe poaHe penpesenrtanwje (,,I peren®, ,,Ctpactu®, ,,1998%).

be3 mpereH3wja Ha TMOJUTHUYKK aKTUBHM3aM, ald Yy HCTO BpeMe MOJUTHYKH
MPOBOKATUBHO (MM Tpe HHCIHUPATUBHO), HETAE Yy ,,JOHBHM CJOjeBUMA“ MPUIIOBEIAHmA
MPHUCYTHE cy pedepeHIie koje ce 0THOCE Ha JYTOCIOBEHCKY MPOILIOCT, Haclehe conujanusma,
bankan (,,Jlypmutop®, ,,1740%, ,, Jlomu cBujer). Y OBOM CiIy4ajy c€ HE pajH O HCIPa3HUM

jYTOHOCTANTHYHIM acolujarujama’

WIM TEHICHIIMJU Jia C€ COL-er30TUKOM 3arojuiia Mamira
yuTanayke myonuke (crpane win qoMahe, 6€3 HCKyCcTBa peamHor conyjanusMa). Hanporus, y
MUTAmY j€ JOlI je/IaH MO31B ayTOpKE Jla ce MPEeHcInTa TeHICHIIM]a OCIeIbHX ICHeHN]ja 1a ce
JYTOCTIOBEHCKO HacJjehe n30puiie Wi oCcyid Kao UCTOPH]CKO pa3ao0ibe Koje je oHeMOoTyhmiio
u ycropuito Hanpenak.® Moh koja ce ManHdecTyje Kpo3 AexyMaHH3yjyhy TeXHOIOTH]y Kao
opyhe M ocTBapeme HalpeTKa je CTaJHU MOTUB; (UTypUpa KAao aHTarOHUCTA, Y3POUHHUK U
MOKpeTay HeraTHMBHOT Toka porahaja (,,1740% ,,Ormuma®, ,I'peren‘, ,,Adu*, ,,Acja 5.0%
»wHomu ceujet™, ,,Jlopuma Kacrpa®). OBne ayropka ycrnocTtaB/ba KOHTUHYHPaHY Be3y usmehy
uneje mporpeca, obehama ,,pa3Boja“ M JyrocIOBEHCKE MPOILIOCTH/TIOCT]YTOCIOBEHCKE
camammpocty win OyayhHoctu. Taj cnoj u mpoayKeHO MPUCYCTBO JENTyjy Kao u3pas OTIopa,
WHXEPEHTHA KPUTHKA TIOCTjYTOCIOBEHCKE, WHIUBUIAYATHNCTUYKE W KOH3YMEPHCTHUKE,
ocHpoMaIeHe CTBAPHOCTH (HajBUAJbUBH]C Y ,,1740%).

Kao miro uctrae Cpernana Crnamnmak y KPUTHIIA TTOCT]yTOCIOBEHCKE UHTEIIEKTYyaTHEe
CIICHE, KOJIOHMjaJHH AMCKYpC C TodeTka 21. Beka je HOpMaliM30Bao pa3jIMYUTE BUIOBE
KOMOJIH(HKAIIHMje jYTOCIOBECHCKOT UCKYCTBa 3a moTpede camonpomonuje (Slapsak 2015: 51).
Heramuja jokalHUX HWCTOpHja M PETHOHAIHE WCTOPHjE€ HMHTEJICKTyaJlHe HE3aBHCHOCTH U
OTIIOpA MOCTAaJIa j€ HOpMa, Kao U apOUTpapHO TyMaueHe U 0Cy/1a MOHAIIamka ,,HAPOJHUX Maca™.
Y KynTypHO] W akageMmMckoj cdepu paT [AEBEIeCeTUX BpPEMEHOM TII0CTaje HW3BOPHINTE

KOJIOHHMjaJIHe eKCIUIoaTalllje MaTepujaja 3a

manipulativne strategije za umanjenje odgovornosti ili ¢ak proizvodnju novih
uspomena na prosli rat, za preokretanje minimalnih etickih polariteta, za zaranjanje u
kolonijalne karijerne blagodati, sredstvo da se postane dopadljiv, prihvatljiv i pogodan
za objavljivanje (SlapSak 2015: 52).



OncycTBO OBOTa BHUJ1a KoMo I (prKaiyje ,,0aIKaHCKOT  HICKYCTBa j€ jeIaH 0] 3HaYajHUX
KkBanuTeTa cTBapanamrTBa Acje bakuh. Mama I'paemuh narmamana: ,,Moj je yTucak 1a oHa He
’KEJIH J1a IprYa 0 KCTUM CTBapHMa O KOjiMa TOBOPUMO MOCICIHHX TPUICCET TOMUHA. [...] ann
Acja je BeoMa 3a0KyIUbeHa cBOjuM KopeHnMa Ha bankany (Grdesi¢ 2021). [Ipyrum peunma,
kao mro Acja bakuh xopucTtm cBOjy cmmcaresbcKy Moh 1a 3aapkd IpaBo jAa ,,CTOjU Ha
paMeHnMa“ CBUX OHHUX ayTopa W ayTOpKH, odabpaHuWX W HAMETHYTHUX, KOjU Cy (hopMHUpaIn
IEHY CIHCATEIHCKY JTMUYHOCT, HeH PaJl je CUTYHpaH y OaKaHCKOj MOJEPHOCTH 0€3 MOKYIaja
na oBO KoMoau¢ukyje uim ,mpenpaBu’. Ilurtama MOZEpHOCTH M KOJOHHJATHOCTH, Ka0 H
MOTYhHOCTH TIpUMEHE JEKOJOHHjaATHOT (DEMHHHCTHYKOT uyuTama Ha npude Acje baxuh,

pasMOTpeHa Cy y HapeTHOM OJIeJbKY.

O pucronuju U KOJOHHMjATHOCTH POAA

Jlucmonuja 3a mene Huje umacunapHo mecmo, el cmeapHocm.

(baxuh y Winkler 2021)

VY cBeTIy IOMEHYTUX CBOjCTaBa, MPUCYTHUX MOTHBA M MEPIMITUPAHE CUTYHPAHOCTH
JieNa, YuTamke U pa3Marpame npuda Acje bakuh npuMeHoM 1eKoI0HUjaTHOT (PEMUHUCTHYKOT
npucTyna  Jeiyje  Jalleko — IpuMepeHuje  Hero Ha npBu  morien.  Ilojam
MOJICPHOCTH/KOJIOHHJaTHOCTH  TOJpa3yMeBa HEOJBOJUBOCT MOJEPHOCTH, Kao TI0jaBe
YCIIOBJbEHE KOJIOHU3AIM]jOM M TTOpoOshaBambeM HajBeher gena raHere, o4 KOJOHH]aITHOCTH
Kao HEHOT Halnyja. PeTopruka MOIEPHOCTH UYHjU Cy CACTaBHHU €JIIEMEHTH Pa3Boj, MPOTPEC,
CYNEPUOPHOCT JBYJCKOT (3amajHOr) 3Hamba M TEXHOJIOTH)jE j€HOBPEMEHO CAAPXKU JIOTHKY
KOJIOHHjaJTHOCTH KOja IMo/ipa3yMeBa U3paldsbUBambe U eKCTPAKIM]y HA OCHOBY PACHUX, POJAHUX
u kmacaux xujepapxuja (Mignolo 2012). Komonujamna matpuiia Mohu ce MpHUTOM
MaHH(]ECTyje Kpo3 KOJOHHjATHOCT MOhH, pojia, 3Hamka U MOCTOjama, MpHu 4yeMy ce BehnHcka
nomnyJanyja CBeTa IO3UIMOHMPA Yy 30HY HE-TIOCTOjalba WM HENOTHYHE JbYACKOCTH
(Maldonado-Torres 2016: 13).” JlekonoHujanHa ONIyMja Kao TEOPUjCKU MPUCTYII T0KHUBIHABA
cBe Behy MomysIapHOCT KaKko y IPYIITBEHUM TaKO M Y XyMaHUCTHYKAM HayKama, a 3Ha4ajHo je
noxatu aa Boachu mpeacraBaunm oBe 1mkosie — Mumoso (Mignolo), Jiyronec, Mangonamo-
Topec (Maldonado-Torres) — xopene muciu Hanaze y demunusmy Tpeher crera, y pamy
Komb6axu pusep konektusa (Combahee River Collective) u, moce6no, I'mopuje Ancanuye.®

Jeman on KJbYyYHUX KOHIIETIaTa JCKOJOHHjaJTHE MHCIH, KOju MHBOJIO TIpey3uMa O]

I'nopuje Aucannye, jecre epanuuna mucao (border thinking), koja moapasymeBa npubderaBpame



€MUCTEMOJIONTKO] TMTO3UIINjU KOja C€ KPUTUIKU OJJHOCH TIpeMa arCTPaKTHUM ,,YHUBEP3THUM
Kareropujama 3Hama W TMpaBH HCKOPAaK IMpeMa MOTUCHYTHM — HHIUTEHHM, HApOIHUM,
TpaAMLIMOHAIHUM, IyXOBHHM — HexujepapxujckuM 3Hamuma (Tlostanova 2010: 26). V
NUTalky je, JaKjie, 3Hamke M3 MO3MIHje MCKJbYYEHOCTH M3 Mpolleca NMPOM3BOJIIE 3HAmA
MOJIEPHOCTH, KOje TMpHIana ,JAPYrocCTH , ajll HCTOBPEMEHO, H3JI0KEHO HEMPEKUHYTOM
CMHUCTEMOJIONIKOM HAaCHJbY, UMa YBHUJI Y XereMOHE CTPYKType Mohu u 3Hama (Mignolo 2012).

KoHIenT KoJIOHHjaTHOCTH poJia Moipa3yMeBa APYIITBEHE U POJHE OJHOCE HapyIlIeHe
YCIIOCTaBJbAaEM KOJIOHHUjaTHUX BPEIHOCHHUX XHjepapxuja, Mpu yemy cy oxapehena eBporcka
CXBaTama poja W T0JIa UCIPEIUIETeHa ¢ MPOoIleCHMa pacHjaiu3anuje ,,Jpyrux’ yrpahena y
J0ruKy Koouujanue pasauke (Lugones 2007: 193). KonkpeTHa mocieauna KOJTOHHjaTHOCTH
pona, Tj. ycHocTBajbamba BHUIIECTPYKE ,,PYrOCTH" JKE€Ha IOCTABJBEHHX Y HEEBPOIICKY

MO3MIIN]Y, TIojalImbena je y Tekery [mopuje Ancanaye (1987):

Caet HHje 0e30eHO MECTO 3a XHBOT. J[pXTHMO y 0o1BOjeHMM hennjama 3aTBOPEHUX
rpajioBa, MOBHjEHUX paMeHa, je/iBa ycrieBajyhu 1a 3aapKuo MaHUKY MCIIOJ OBPIIUHE
KO)Ke, CBAKOJHEBHO HMcnHUjajyhul MoK y3 jyrapmy Kady, y cTpaxy oj 0akjbu Koje Ou
MoTJIe Jia 3analie Hamie rpaleBuHe, o Hanaaa Ha yaunama. Mckipydyjemo ce. XKena ce
He oceha 6e30e1HO Kaia Cy BheHa poleHa KynTypa, ajii B Oejlauka KyJaTypa KpUTHIKA

HACTPOjeHe MpeMa 0j; Kajla oCTaHe IJIeH MyInkapaia ooe kynrype (Anzaldda 1987:
20).

Kena koja mpumama cBety ,u3Mehy” obOuTaBa Ha TpaHUIlaMa KYyJATypa M jE3WKa,
JOKMBJbaBa BUINECTPYKa HACUJba M3 00a MpaBla M, Ka0 KPajibd MCXOJ MapaIrCaHOCTH Y
npocTopy u3Mel)y cBeToBa, MpUMOpaHa je Ja ce HOCH C oTyhemeM (,,0TyheHa o Kynrype-
Majke, 'yibe3' y JIOMUHAHTHO] KYJITYpH, >KeHa ce He oceha 0e30emHO y COICTBEHOM
yHyTpammmeM kuBoty”; Anzaldla 1987: 20). OBo crame AHcanaya OMNKCYje Kao CTarbe
UHTUMHOT Tepopa. Y KOHTEKCTYy COINCTBeHE KyiaType Yumkano-Mekcukanana, AHcanaya
TOBOPH O KpEeUpamy KUBOTHUX PEIICHa KPO3 MPUXBATamhe aMOUTBUTETA KPO3 IPUIIOBEIAHE U
npeAame Koje MPUBHIHO HOBUM CHMOOJMMa MPHKPUBA CBOje JTYOOKEe Tpaauiuje. 3a KEeHY
,»,CKaMEHhEeHY" Y OKOJIHOCTHMA BHUIIIECTPYKHUX HACHJIbA, U3JIa3 j€ y OTIOPY KPO3 YCIOCTABIbAE
HOBOT WJICHTUTETa M HOBOT cMHcHa. JIyroHec wWcThYe Na je BpXYyHAll MHTUMHOT Tepopa
TPEHYTAaK Ka/1a je )KeHa Y MO3UIM]jH KPTBE Mo Ty)) oM KOHTPOJIOM, ,,y CTPaxy je Ja HeMa UMEHa,
Jla ’Ma MHOT'O MMEHa, Jla He 3Ha KO je, 1a aKo Mmocerne 3a cooom, Hehe nukora mahu* (Lugones

1992: 34). )Kena ce Oyau y CTame OTIIOpa Kao ,,CONCTBO n3Mel)y* 3aIounmbambeM HEITPEKHIHOT



mporieca CONCTBEHE TpaHcpopManuje Oe3 OCBpTama Ha KOHIENTyaJlHAa OTrpaHUYeHha M
KOHTPAJUKIIMj€, KPO3 KPEaTUBHO PacTaBJbamkbe JEAHOOOpA3HUX IMAPATUTMH M Tyain3ama, u
U3rpajiby HOBUX BpeaHocTH. [ImypanHocT HOBe muuHOCTH (NEW mestiza) o0yxBata HacneleHo,
CTEYEHO U HaMETHYTO, 3aJ[p>KaBa CBOjCTBO OTBOPEHOCTH M PALUBOCTHU NPEMa HETIO3HATOM U
LIPYroM*, a jeIMHU pacKuI paBu ¢ HaCKHIHUM Tpaauiujama (Lugones 1992: 35).

OBpne je moTpebaH M KpaTak OCBPT Ha paHHUje MOMEHYTH oaHoc npuya Acje bakuh
IpeMa eBpOIICKOj KibMKeBHOCTU. Kaza je y muramy eBouupame cuelnu(GpUuHuX KHBHKEBHUX
WHCIIUpalMja ¢ MopekioM y 3amanHoj EBpomnu, He pamu ce o ampompujanuju oapeheHux
cerMeHara nare kyatype. Kako je Beh moMeHyTo, Be3a ce ocTBapyje y IOMEHY OTIIOpa KOju
onabpaHe KIIKEBHE pedepeHiie nmpeacTaBibajy cBaka y CBOM HCTOPHjCKOM MOMEHTY, OMJIO
numeMepjy OypiKoacKor Mopaia WM JAeXyMaHu3aluju mnojenuHmna. Taxobe, kako je Beh
HAaroBeITEHO, HUje y MUTamby HACYMHUYHU OJa0Up KHIIDKEBHUX pedepeHir. OHO ITO je
3HAYajHO JeCTe KOJH j& JIe0 TOT €BPOIICKOT Haclieha y KOMyHUKAIM]U C HCKYCTBOM ayTOpPKE U
KyITypHUM M YMETHHYKAM TEKOBHHaMa Halller MOAHeOJba, carjielaH W3 KOHTHHYHPAHO
nepudepHe To3uIIHje.

Mapuja Jlyronec Harmamama Ja, Wako MpHKa3aH Kao WHAWBUAYAHH IIPOIIEC,
yHyTpalmba 60pda 1 HHTUMHHU TEPOP KOjU pe3yATHPajy TpaHCHOPMAIIHjOM, OTIIOPOM U HOBUM
MyTeM KPEaTHBHOCTU W TPEKUBJbaBarkha, CBAKH YWH OTIIOpA IMOCTaje A0 KOJIEKTUBA WIIH
3ajeqHMIle, KOpeH nyOsbe mpomeHe wim nmobOyne (1992: 37). [IpousBoama 3Hama MpuIaga
KOJIGKTHUBY KPO3 IPOIECE y3ajaMHOT Y4eHa Y3 IPUXBaTalke KPOC-TOJUHALIN]E, BULIETUYja U
npokuMama MHoinTBa miaeHtureta (Lugones 2007: 201). JlyroHec craBjba akiieHAT Ha

TYyTOTPajHY PEIEBAHTHOCT AHCAIyHHE TEOpH]je:

baBibeme moTnaueHUM CyOjeKTUBUTETOM ce (okycupa Ha cybjekar y TpPEHYTKY
yIrHeTaBamka v TO Kao Ha MoTiadeHor. Teopurja yrieTaBama MOXKE 32 HAMEepy UMaTH J1a
puKake edekTe yrmeraBama (0Tyheme, OKOITaBame, aporaruja, MCHXOJIONIKO
Hacwbe, UTA.) 0e3 ’kKeJbe a UCKIbYUYH OTIOp. AJIM YHYTap JIOTHYKOT OKBHpa TeopHje,
OTIIOp VYIHETaBaky C€ HE YKa3yje jacHO, jep My HEIOCTaje TeopHjcka OCHOBA.

AHcCanayHHO €10 Kperpa TeopHjcKu mpoctop 3a otmop (Lugones 1992: 31).

ITpuye Acje bakuh najy mpocrop 3a aHanM3y MHTUMHOI Tepopa: y oTyhemwy H
JIeXyMaHU3alMjH Kao MCXOJMMa TEXHOJIOIIKOI HAaIlpeTKa, y HaropelTajuMa OTIopa Hu
OTBapama HOBUX IpoIleca, KPO3 KOHTUHYHpPAHO peMeheme CTaOMITHOCTH TIO3WIIHjE 3Hamba

yuranana. CUTyHupaHOCT y KOHTEKCT bankana 6e3 TeHIeHI1je YMETHHUKOT eKCTPaKTUBU3MA U



MOKYyIIIaja TPOU3BOAKE HMACATM30BAaHUX WIIM €CEHIIMjaIM30BAaHUX CTBApPHOCTH, OoMoryhama
JIEKOJIOHH]jATHO (DEMHHHCTHYKO YWTamke KOje OTKpHUBA E€MAHIUIIATOPCKH TOTCHIHjal. Y

TeKCTy ,,He Mory cBu nucuu aa npuyite corncteny cooy™ (2019), bakuh kaxe:

Kanma mmmrere ca TEmIKOT MecTa, KELMKEBHOCT Tpe6a Ja IIOKaXXe€ rac UypH, rae Ccy
HaIpCIMHE Koje Tpeba MOMpaBUTH: TO j€ CHEX)KHU HAHOC Ha YPYIICHOM KPOBY U TOPKa
nuIysia Kojy Tpeba y3eTu Ja 6ucMO OTBOPHIIM OYM M BHJIENH J1a Maahamo npeBHCOKY

1eHy 1a 6ucmo nexanu y tyhem kouery (bakuh 2019).

Ogaj nurtar — kao u npuue Acje bakuh — oTBapa mpoctop 3a OpojHa TymMadewma. Y ayxy
Te3€ 0 JCKOJIOHHUjAIHO] (PeMUHUCTHYKO] TUTYPUBEP3IHOCTH, YMECTO TyMaueHha, IPUMEPEHa je
yrnorpeba 1MTaTa jom jenHe nexojoHWjaiaHe ayropke, Xypuje byrenhe (Houria Bouteldja):
,,BI1arocIoBeHu aa Cy OHH KOjU Cy Hampciu, jep onu he myctutu cBetio na yhe* (Bouteldja
2016: 13).

Karakanszma u HeosimbepaJiHu cy0jekT, Jjby0as u @pannycka

[Tpuya ,,1740 (36upka Cradocmpawhe, 2020) mpukasyje IUCTOMH]CKY CIUKY HE TaKO
naneke OynyhHOCTH y K0joj To0allHO 3arpeBame BUIIE HUjE OCIOPABAHH XUIMOTETUYKH
cuenapuo, Beh peamnoct (,,Covjek nije izumrla vrsta iz daleke proslosti, ali ugrozen je vlastitim
naporima da prezivi po svaku cijenu®, Baki¢ 2020: 139). Pagma je cMmemireHa y mej3ak
cacTaBJb€H O]l BOJICHOT MPOCTpaHCTBa M lyOpera, moruiaBama NpPENoOJOBIbEHE MPOCTOpPE
XpBarcke, a Hama je NpeACTaB/beHa Kpo3 BHl)CHe HEMMEHOBAaHE TIJIaBHE jyHAKHUIbE.
VYno3Hajemo je, mehyrum, Beh Ha modeTKy Kao mparmMaTuyHo Ouhe, OArojeHy y Iyxy
caMOMHTEpeca W pallMOHAJTHOT H300pa, MpPU YEeMY j€ HaIIallleH YTHI] POJUTEIbCKUX
Bpennocti (,,[...] moja mama je govorila da nema vremena za knjige jer ima pametnijeg posla.
Zbog toga ni ja nisam voljela Citati, ali sada imam sve vrijeme svijeta“, Baki¢ 2020: 139).
Hamopeno ce yBoau 1 MOTUB KEMXKEBHOCTH, YUTaMkHa, KA0 BPETHOCHOT KPUTEPHjyMa, HEKa1a
JMHH]jE pa3InKoBama u3Mel)y ,,030MbHUX" JbYIM U OHHX MambKaBuXx (,,Vazno je samo da nije
upisala humanistiku, rekla je mama rodbini*, Baki¢ 2020: 145), a y HOBOHacTaiom
KaTaKJIM3MUYHOM CTamy MpUCTyNayHa npeokynanuja. Kewura Jbybas u @panyysu yBoIu
MIpUYy Kao YTOYHINTE ¥ 3a00paBy U pOMaHCHUPaHOj mpotioctyd EBporie, mapaieaHo ¢ MOTUBOM
pakuje BUIIEBAYE Kao jeMHE MpeocTaie MOTHUBalHje jyHakumbe. O poauTesbuMa J001jaMo

¢bparmenTe cehama 0 MOPEKITY CXBaTama ,, TPAJUIIUNjCKUX BPeIHOCTH jyHakumbe (,,Pare su u



parama“, ,,Obitelj, novac i rakija“, Baki¢ 2020: 145). Mmak, u3 pacroioKHBOI CE€ MOKE
3aKJbYYUTH J1a POJUTEIbH TJIABHE TNPOTArOHUCTKHIGE TPUIANAJy TMPEIy3eTHUYKO] KIIACH
MIOCTjyrOCIOBEHCKE HeonnbepaHe epe, reHepalrju Koja ce OKOpUCTUIa HHGPACTPYKTypOM
KOjy j€ YCIIOCTaBMO COLMjaln3aM Kako OM y HME TNpPeXHUBJbaBamba MNpPEIy3elH aKiiuje
eKCIUToaTall]e MPEeOCTAINX pecypca, MPUPOIHHX U JbyAckuX. CTaB KOjU JyHaKUHa HCTHYEC KAO
HMHTEIUTEHTaH ¥ )KMBOTaH Bydue KOpPEeHe U3 BpeMeHa npe karakiausme (,,Nisam izumrla vrsta jer
lazem, a laganje mi pomaze da prezivim. Lazem cijeli svoj zivot®, Baki¢ 2020: 140).
OoOuTaBambe y OBOM MOPETKY BPEAHOCTH, M TOCTEIIEHO CBEIOYCHE JYHAKHEE O IPOLECY
HaMeTama MHIMBUAYATMCTHYKOT U PAlMOHATHOT CBETOHA30pa yiyhyje Ha HHTEPHAIN30BaHO
€MUCTEMUYKO HACUJBE U ,,0XOJIOCT HYIITE tauke".’

HoBonacrano crame karacTpode MpUTOM HHUje MPEACTAaBFEHO Ka0 HEOYCKUBAHO HU
HE3acNIy’)KeHO. EKCTpaKTUBUCTUYKU MEHTAIUTET KOjU MPATH JIOTHUKY WHAWBUIYaTHCTHYKOT
3a0KpeTa HeonmbOepaiaHe epe TpHKa3aH je y CBeTIy He(DUKTUBHHX jgorahaja OIHCKUX
cTaHOBHHMIIMMa bankaHa — moriaBa, HEMapa W pa3IMYUTHX BHOBA 3J10yMmoTpede — Koju
yKa3yjy Ha TOMEHYTO LPIUbEHE NPUPOJHMX M JPYIITBEHUX pecypca y3 3aHeMapUBambe

crcTeMa O/Ip>)KUBOCTU U 0€30€THOCTH KOj€ Cy YCIIOCTAaBJbEHH Y HEKAJaIllh0] IpiKaBH:

Prve su ozbiljne poplave pocele 2014. godine. Nasipi iz vremena Jugoslavije nisu
odrzavani, ljudi su ilegalno bagerima kopali i odvozili pijesak i devastirali obale iza
kojih su kuce ostajale izloZene rijeci Savi. Talijani su ilegalno ubijali zaSticene vrste
ptica iznajmljenim puskama i Svercali ih preko granice natrag u Italiju. Sjeca Sume se
intenzivirala. Zelene su se povrsine prekomjerno betonirale i voda nije imala kud
otjecati (Baki¢ 2020: 159).

Wnax, HOBM MOpeAak u pe3ynTupajyha cBeIeHOCT )KUBOTA HE 103BOJbaBajy MPOCTOp 32
CBECT O ONIITeM J00py WJIM KOPEKTHBHO JeJOoBame, jep cy mnpeosialyjyhe Bpemnoctu
CaMOJIOBOJHHOCT M YCMEPEHOCT Ha comncTBeHe noTpeode (,,Htjeli su zaraditi svoje place, oti¢i na
Jadransko more da se odmore. Nisu htjeli razmisljati o tome da bi im se to more moglo popeti
do ku¢nih vrata®, Baki¢ 2020: 159). IlomnaBe wu3a3BaHe TJOOATHUM 3arpeBambEM
TpaHchopMuUcale cy OKOJHOCTH CBAKOIHEBHOT )KMBOTA, OJf HECTaHKa JIEJI0OBAa KOITHA /IO HOBUX
obOnuka mpuBpehuBama U MpekuBibaBama. C jeqHe CTpaHe, MPEKHUBIbaBamke je OMOTYheHO
ariCOIyTHUM OCTBAapeH-eM KalTMTATMCTHYKE BllagaBuHe MOHOKyIType (,,Monokulturama koje
nas hrane ne trebaju trznice®, Baki¢ 2020: 142). ,,Covjek se vise nije mogao nigdje sakriti od

vlastitih greSaka“ (Baki¢ 2020: 145), na tako JIelieHHje HarOMHJIAHOT OTIIaja BOJia JIOHOCH JI0



Bpara mpeocranux Haceobuna. C mpyre ctpane, ,,imali smo problema s poplavama, ali s
tehnologijom smo doista daleko dogurali“ (Baki¢ 2020: 161). Mucou riaBHe
MPOTArOHUCTKUILE OTKPHUBAjy Ja OHA, MAKO YKOPEH-EHA Y 3alaJOlCHTPUUYHY Mapagurmy
HampeTKa, HUje HECBeCHa Be3e H3Mel)y mopeTka ekcluloaTandje KOMe je Mpuragaina u

€KOJIOIIKHX ITOCIIEANIIA.

Uvijek sam bila za ideju progresa. Nije mi bilo vazno kakav bi on bio. Uvijek sam Zelela
i¢1 naprijed....voljela sam pare jer je progres bio usko vezan za ideju novca. Svaka je
moja apstraktna ideja bila upregnuta u realnost novca. ...Kupovala sam nekretnine,
investirala u razli¢ite fondove i tvrtke. Taj novac nije imao nikakve veze sa znanoscu,
ali povisio je temperaturu zraka za stepen i po Celzijusa i unistio mi zivot (Baki¢ 2020:
147).

Kao n3na3 u3 6e3nalha HacTyma moHyAa HEKaIakbUX KoJiera mpeapoheHux Buimom,
HAYYHUIIOM ,,0€3Ha4ajHOr" TIOpeKJIa, ajli ¢ UAeaIrMa U KeJbOM Jia C€ YOBEYAHCTBO CIIACH.
[IpojexaT u3rpaame BpeMeEIioBa MOTHMBHCAH je BHUIIBMHOM BepoM Ja ce MOBPATKOM Y
JYTOCTIOBEHCKY MPOILIocT, Y 1964. ronuHy 1 TpEeHYTaK Mpe MPBOT UCKOpaka y HeonOepaTHu
KOMITPOMHUC, MOXX€ NpoMeHUTH OymyhHoct. HacympoT rnaBHO] jyHaKWEbH/aHTUXEPOWHH,
Bumma je y oOpucumMa 1aTa Kao jkeHa U3BaH Xujepapxuja Mohu, ,,cKaMemheHa" y OKOTHOCTUMA
BUIIECTPYKUX HAacWJba, KOja MpOHAaJa3u U3ja3 y OTHOpY M MOKYIIAjy Ja mnpoHalje craceme
MIPUMEHOM CTapUX M HOBHUX 3HaWa, ,,pEIUKINPAHUX " BpeTHOCTH (YKIbY49y]jyhHl JyrOCIIOBEHCKY
Mpe3peHy YMETHOCT) M BEPU Y YOBEYHOCT. Bulima Bepyje /1a penieme Moke mpoHahu KoJ
EnBapna Kapnaema, ,koMyHucTa Kao aBaHrapae", y monoxkajy Jyrocmasuje y Ilokpery
HECBPCTaHMUX Kao 3HA4YajHOM MCTOPHjCKOM YIIOPHUINTY jYTOCIOBEHCKOT HiaeHTuTeTa y Tpehem
CBETY M KpeuommuTeTy Jyrociasuje Tor Bpemera.

[To3uBame Ha MupocnaBa Kpiexy — wiv, Ha HEKM Ha4yWH, npusuBame Kpiexe —
MOBJIAYM BWINE AaCOLMjaTUBHUX HHUTU. Kprexka ce MOXKe CXBaTUTH Kao CHUMOOT
0ECKOMIIPOMUCHE YCMEPEHOCTH Ha JIPYIITBEHH, a HE MaTepHjalIHU Harpelak, HeIOrMaTCKy
KPUTHYKY MHCA0 YH]JH j& KIIKEBHOCT JI€0, & 3aTUM U HETOKOJEO/bUBU ONITUMU3aM HAYIITPO
UCKYCTBY W JIMYHOM JOKUBJbaJy JbyAcke mnpupone. Ilopen Tora, KpnexxuHo KpUTHUKO
MUIIJBEHE O €BPOIICKOM IMOMMamy Iporpeca, ,MBUIM3aIMjcke” Be3e u3Mel)y eBporckor
WHIYCTPHUJCKOT pa3Boja, KyATYpHUX JOCTUTHyha, eKOHOMCKe Omaromatu W pata ,,01
AIIMTMHCKUX TiIedepa 10 boMbajcke Mjeceunne’ moopo je mosznato (Krleza 1956: 21). Konauno,

3HaYajHa j€ U cama JIMYHOCT ayTopa, leTOBH €CEjH U MOJIEMHUYKH TEKCTOBU Kao u3pa3 moTpede



na ce n3berHe yjeHo nparMaTudHa u tuiemMepHa hytma, 6e3 cTpaxa oJ1 onTyxO0u 3a ,,epOTCKH
nederuszam™ u ,,iepBep3ny nacruBHOCcT (KrleZza 1988: 13).

Wnak, jyHakumba y jeIWHCTBEHOM IOKYIIajy MyTOBamba KPO3 BpeMe JOHOCH OJIIYKY
yTeMeJbeHY y ErOLUEHTPU3MYy M MOTpeOu 3a yTouumreM y 3a0opaBy M pakuju. YMeEcTo
MOBpaTKa y jYTOCIOBEHCKY ,,aBaHTapIHY " MPOILIOCT, BPEMEIUIOB HEHOM Ca0OTaXXOM — U
KpajiUM TpHjyM(OM CEOMYHOCTH U Mpe3upa MpemMa OIIITEM J00PY U YOBEYAHCTBY — JOCTICBA
y Iapusz 1740. rogune, ,najslade, najraskalaSnije doba francuskog kralja Luja XV*, y3
KOHCTaTanujy ,,[...] ¢eka nas slatko branje visanja“ (Baki¢ 2020: 164).

[MuTame oHOCa MOJCPHOCTH M KOJIOHUJATHOCTH, HETIOBPATHUX MCXOJa CTaBa ,,HYJTE
TayKe OXOJOCTH MpHCyTHO je u y nupuum ,Ilyr Ha 3amag™ (36upka Mapc, 2015).
[TocranokanunTuyau ypOaHW TpeAeo YyKazyje Ha HEMONpaB/bUBY INTETy HACTALy Yy
KaTaKJIM3MH HIMPOKHUX pazmepa. O y3poyHHIIMMA HE ca3HajeMO HHUIITA, OBaj CEIMEHT OCTaje
HEJIOpeUeH, alu TperusHuje oapeheme HHUje HM MOTpeOHO, jep ce Hamehe HU3 Moryhux
CIICHapHja: OMIITH KOJAIC Kao WCXOJ HYyKJeapHe JETOHAIWje WU KIMMATCKUX MPOMEHa,
pPETMOHATHUX WU Tpal)aHCKMX paToBa WM IMOCIeNUIa OCHpoMallemha pecypea. [Ipuda Ham
npubIMKaBa MOKyIIaj OEKCTBa MOPOAMIIE M3 ITYCTOIIM, Y3 T0jaBJbUBAI-E HU3A CallaTHHUKA,
canyTHUKa u momarada. /[ox EBpoma xpTByje cBoje ctape, ciiabe u pamuBe, CeHeraimu u
MapokaHiiy Cy KaHaj 3a XyMaHUTapHy oMoh u eBakyainjy, a Cpemo3eMibe je mpeuuiia 3a oer
EBporubana y 3anagny AQpuky Kao jeIuHO IPeocTalo YTOUMIITE.

VY cayuajy ,,Ilyra Ha 3anman® namehe ce nopeheme ¢ pomanom bepuapnun EBapucro
benu xopenu, xoju mipukasyje cBeT y Kkome cy yiore EBporsbana u AdprkaHaia 3aMemeHe
(Evaristo 2009). Pasnumke cy, mehyTum, 3HadajHe, MOCEOHO Yy JOMEHY PENPOIYKIIHje
IIPUPOIHOCTHU XUjepapXuja u cTpafama HeBuHUX. - [Ipuuy , ITyT Ha 3anan‘ He TpeOa cXBaTUTH
Kao TOKYIIaj NpUKa3a HU3BPHYTE CTBAPHOCTH — ,,U3BPHYTOCT" Kao METOJ| TMOHAaBhao OH
MaTpuIly KOJIOHHjATHOCTH TTocTojeher mopeTka, Harnamanajyhu KOHCTpyrucaHe HEOMHUPJHHBE
nonaputere Cesepa u Jyra. Kao u y ciyqajy npuue ,,1740“, mpeacraB/beH KaTaKIM3MAYHU
cuenapuo ,,I1yTa Ha 3amaa® cacBUM je 3aMHCIIHB y KOHTEKCTY KIMMAaTCKMX MPOMEeHa jaHac’?
win uzbernuuke kpuse on 2015. rogune. Ha nctu HauwH je mpucytHo ocehame MHXEpEHTHE
KPUBHIIC YCIIeJ BEKOBa aHTPOIMOIEHTPHUYHE EKCIUIOATAIlMje IUIAaHEeTe W TYyIIeHmha KYJITypa
cTapama y M€ MHAYCTPHJCKOT M TEXHOJOIIKOT HampeTka. ,,[IyT Ha 3aman™ ykiama exeMeHT
HEOIXOAHOCTH OCTBapea MONM Kpo3 MpaKce HaCHJba U IEXyMaHU3alllje U YOBEYAHCTBY Jaje
HEU3BECHOCT, anu u Haay. llpuua ,,1740%, mehyrtum, ykasyje Ha TO KO(ju) Cy IJIaBHHU

Y3pOUHHIIYM YHUIITCHA KAKO YOBCUYAHCTBA TaKO U HAZC.



3akspydak

Jlax je pehu na numeMo mIta roj XeImMo M Kaj Tof To kenuMo. [Iumemo oHO mTo
MOpamo J1a OM MpeXUBENIU. Y MOM CIIy4ajy TO IPEXKHBJbABALE CBE BUILE 3aXTEBa Ja
numeM (paHTacTUKY jep jé MecTo TAe NuieM mpe3acuheHo Heypo3ama JHEBHUX
0aHAJIHOCTH O KOjrMa HE MOT'Y J1a MHUIIIEM Ha je/THaKo OaHajlaH HauWH, a J1a HE TIOJTYIUM.

(Baki¢ 2019)

36upke npuua Acje bakuh, Mapc n Cradocmpauwihe, oTBapajy HOBE MPOCTOpPE OTHOPA
1 cJ1000/1e, HEYMOJBHUBO cIipoBoichu pemMuHn3aM y TuTepapHoj npakcu. Kareropusaruja nena
y OBOM CiIy4ajy He O Tpebaso aa mpeacTaBiba U3a30B, MPBEHCTBEHO 3aTO IITO jOj HHA He Tpeba
NpUCTyNaTH. AyTOpKa CBOjy Tpo3y 3acHMBAa Ha TeMeJbUMa IIOHEKaJ] pEaJTHOT U
MPENO3HATIHUBOT, TOHEKaJ (AHTACTHYHOT M CTPAIIHOT, YBEK carienaBajyhu cBeT wu3
MapruHaim3oBaHe mosunuje. JlekonmonwjanmHn QemMuHHM3aM ce u37Baja Kao IpUMEpPEeH
AQHAJTMTUYKU OKBHP 32 KOHTEKCTE BUILIECTPYKHUX U3JI0KEHOCTHU JEJIOBaYy XEreMOHOT yTHUIaja,
HAaCWJIHUX TOpeJaKa, UAe0JIoTHja, PasNuuuTUX (GOpMH HaTtpujapxaiHor aejctBa. EnemeHTH
pPETOpUKE MOJEPHOCTH Kao IITO Cy Pa3BOj, MPOTPEC, aHTPOMONEHTPHYHO W TEXHOIOIIKO
MUIIJbEHE Carjie/laHu Cy KpUTHYKH y ey Acje baknh kao mo3aguHa Hacuiba KOje OJpikaBa
pacHe, poJHE U KJIACHE XHjepapxuje.

KmunxeBHe pedepenue 3actynsbeHe y npuuama Acje bakuh He mpencraBibajy u3pas
TSXKIE 3a alpompHjalljoM €BPOINCKE KmWKEBHE OamrtuHe, Beh oTmopa numiemepjy
OyprKoackor mopana W JexymaHu3anuju. EBporicko Hacnehe, cariienaHo U3 eNMUCTEMHYKH
MPUBUJIETOBAHE ,,TPaHUYHE" TIO3MLIMjE, Y CTAIHO] jé KOMYHHKAIMjU C UCKYCTBOM ayTOpKE H
KyITypHUM TEKOBHHAaMa Hamer mnoaHeOsba. AyTopka ykasyje Ja je oOuTaBame Yy
HeoJMOepaTHOM MOPETKY BPEIHOCTH IMPOIEC HaMeTama WHIWBUAYATUCTHYKOT TIOTIIeAa Ha
CBET M yCBajama PallMOHATHOT U300pa, IITO 3a pe3yJITaT uMa ,,0X0JI0CT HyJTe Tauke", mpaheny
paznuuuTUM popmMama (camo)IeCTpyKIHje U HaCUIba.

Acja bakuh kpeupa nuTepapHe CBETOBE KOjU CY BHIIE HETO ,,0e30eqHH mpocTopu’
COTICTBEHOT YHYTpAIlIkher XUBOTA. J[eKOJIOHHjaTHO-(PEMHHUCTHYKUM YUTAHEM OTKPUBAMO
€MaHIIUIIAaTOPCKU TIOTEHIIN]aJI TIPUYa; ayTOpPKa U3MEIITAkEM, 1eCTa0UIN3allnjOM U XyMOPOM
oa0Mja 1a ce MPenycTH HAMETHYTO] ,,yHUBEP3aJTHOCTU  MYIIKE MEpLENiuje, Y UCTO BpeMe
npyxajyhu ormop ¢parMeHTanuMju JUYHOCTH M AEXyMaHHU3aIMjH COICTBEHE YHUTaJaukKe

myOJInKe.



'Goodreads crpamunme mocseheme Acju bakmh (omeHe uyMTamana Ha  €HIVIECKOM M
00CaHCKOM/XPBATCKOM/CPIICKOM), OJIOTOBU Kao hezumena ca komenmapom, noptan Radnicka komuna
LINKS u apyru (Buaum https://bezimenasakomentarom.wordpress.com/ [mpuctymbero 10. 10. 2022]).
2 YKOJIMKO HHj€ Apyrauuje Ha3HAYE€HO, CBU IPEBOJHU CY HALIU.

3 [Ipumepa paan, wianak ,,J{a ce K\Hre crabyjy, oBa 6u ropena” (K.S.D. 2020).

* Acja Bakuh, pasrosop ca Bunkiep (Winkler 2021).

® Tlojam JyroHocraiaruja jé HeraTHMBHO KOHOTHpaH, onrepeheH cpaMoM, Kako OM CIyKHO Kao
OJIpEJIHHIIA KOja 3a CBPXY HMMa JUCIUILIMHOBame cehama Ha COLMUjATUCTUYKH TEPUO]| HErOBUM
JeKJIapUCambeM Kao CMELIHO HCaTMCTUUKOT, HPalMOHAIHOT U ceHTuMenTanHor (Vicenti¢ 2020).

® ToTpeOHO je HANOMEHYTH JIa Ce HAIpeaaK MPUTOM Pa3IMUMTO AeQUHMILE y PasIMIUTHM 3€MIbaMa
OuBmie JyrocnaBuje, U TO MpeMa MOIUTHYKUM areHaama y oapeljeHoM TpeHyTKy, 0K ce CYIITHHA
pETOpUKE HAIIPETKa YIIaBHOM IpeKana.

" JKuBeTn y 30HH HemoTHyHe JbyackocTu (zone of non-being) 3maum ma je HopManHO Ja CBaKo,
yKJbydyjyhu M dYOBEKa caMOTl, MNPEUCIHTYje HEHY/HEroBy JbyackocT. OBO ce MOXKE Ha3BaTH
(dyHIaMEHTAITHO MU3aHTPOIICKUM CKEITUII3MOM, KOjH j& KapaKTepPUCTHUYaH 3a MPEUCTTUTUBAYKH CTaB
MOJICPHOCTH/KOJIOHHM]aJIHOCTH, TA€ je JbyACKOCT BeRMHCKOT Jefla YOBEYaHCTBA JIOBEJACHA y MUTAamE
(Maldonado-Torres 2016: 13).

8 IIpumeperocT ynorpe6e JEKONOHU]aTHOT OKBUPA Y OAIKaHCKOM HITM MCTOYHOEBPOIICKOM KOHTEKCTY
pa3MaTtpao je HU3 ayTOpKH, Ha TpuMep, morienatu pamoBe Manyene boarke (Boatca 2006) wmm
Manune Tnocranose (2020). Takole, cnenunjanno u3name Dversia: Decolonial Theory & Practice in
Southeast Europe mpubGmmkaBa ymorpedy OBOT TEOPHjCKOT OKBHPa Kao KOPHCHOT ,,y pasMarpamy
HUMIIEpHjalTHOT ¥ (KBa3H1)KOJIOHH]ATHOT Haclieha peruoHa, y aHalr31 caBpeMeHHX 00JIMKa JOMUHALH]E,
XHjepapxuje U OTHopa, u y uiaeHTu(UKanju oAroBapajyhux mpakcu kojabopauuje, kao u 0opoe,
MpOTeCTa M TpeoKpeTama Heoanbepanue tpajekropuje” (Manolova, Kusi¢ & Lottholz 2019: 8).

® EnmcreMudko Hacuibe KoloHHWjanHocTH Kactpo-T'omes mpenosnaje y crnenudu4noj (Gopmu
,»OXOJIOCTH HynTe Tauke" (zero-point hubris), kojom eBporcka Joruka ,,palMoHaIHOr cebe CTaBjba y
3aMUIIJbEHY HEYTPAIHY IO3WIHM]y aIlCOJyTHOT 3Hama, JIOK OCTAllM TpaauldjaMa MHIUbCHA U
KHBJbeha HaMehe MoTYnIbeHe MO3MIINj€ Y XHjepapXujcku ycTpojeroM mopetky (Mignolo 2010).

10 Mineje 0 ekOHOMCKO] 1 €KOJIOIIKO] OPYKUBOCTH CY, U TIOPE]] TERIeHIM]a 1a ce nocturayha [Tokpera
HECBPCTaHUX y CaBPEMEHOM JUCKypCy Mel)yHapogHHX OJHOCa MaprHHAIM3Y]y, UIAK MpeAcTaBibalie
3HavajHy npeokymnannjy necsperanux (Vuckovi¢ 1981).

Y Beaum xopenuma HenocTaje UCTOpPHjCKa MOBE3aHOCT rpahe M JIOrMYKa KOXEPEHTHOCT. PoMaH je
3aMUIIJbEH Ka0 CaTupa, Ma CTOTa M HUje HEONXOJaH BHUILIW CTENEH JOCIECAHOCTH Y OCMHUIILIbABAbY
XHUITOTETHYKUX CBETOBA M UCTOPH]CKHIX HCXOJIA.

12y TpenyTKy HacTaHKa 3aBpIIHE BEP3Hj€ OBOra paja, y TOKY je HajBehu TOIUIOTHHM Tauac y HCTOPHUjH
EBpore, xoju je oJHeo BuiIe o/ xuibany xuBota. Bumu Nicole Mortillaro, European heat wave isn't a
surprise — it's a warning of what inaction could mean for our future, CBC News, 19. 7. 2022.
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Towards a Decolonial Feminist Reading of the Stories by Asja Baki¢

The essay explores the possibilities of a decolonial feminist reading of two collections of short
stories by Asja Baki¢, titled Mars and Sladostrasée (Lust), with reference to the critical thought
developed by Gloria Anzaldla and Maria Lugones. The analysis of the positionality of the narrator and
the main motifs reveals facets of the features of ‘border thinking’, situated in the specific experiences
of marginality and the workings of the hegemonic structures. Decolonial feminism is identified as a
suitable analytical framework to engage the contexts of multiple exposures to violent ideologies and
patriarchal order. Elements of the rhetoric of modernity, such as development, progress, anthropocentric
and technological thinking as presented in the writing of Asja Bakic, are utilized to create the scenery
for the violence that is instrumental for the preservation of existing hierarchies. Simultaneously, Baki¢
also succeeds in avoiding the trap of the essentialized gender representation. Furthermore, frequent
references to European literary heritage used by the author are not attempts at cultural appropriation or
an expression of an aspiration towards ‘Europeanness’ but offer a means to express or reaffirm literary
forms of resistance to the hypocrisy of bourgeois morality and its inherent dehumanization of the
‘other’. Asja Baki¢’s stories resist genre classification. This appears to be a deliberate subversion, rather
than an incidental outcome of imaginative storytelling by the author. This move is made as an
articulation of the Self enmeshed with a reflection of particular social and historical circumstances.
Elements of fantasy and mythology are entangled with the memories of socialism and sexual imagery
with pornographic hints. The underlying themes of these stories involve power and resistance to power,
agency, seizing control, seeking out freedom and taking liberties. Asja Bakic creates literary worlds that
— through destabilization, displacement and humor — challenge the imposed ‘universality’ of the male
gaze, while at the same time refusing to participate in the fragmentation and dehumanization of her own
readership.
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Women'’s Drive for Power: Women and Cars in Selected Works of F. Scott

Fitzgerald

This paper examines the relation between female characters and cars in three F. Scott
Fitzgerald's novels: The Great Gatsby, Tender is the Night and The Beautiful and Damned. The
introduction offers a brief explanation of the role of stereotyping and generalisation, while the
analytical part of the paper examines a concrete stereotype that depicts women as bad drivers, and it
also draws a parallel between driving a car and handling power and authority. The main part of the
paper focuses on illuminating the characterisation of women through the lens of correlation between
their driving skills and gender. Female characters at the steering wheel are portrayed as a danger to
themselves and everyone else on the road. Their feminine qualities hinder their driving abilities, thus
making them incapable of controlling the power the car gives them and, by extension, any type of
power.

Key words: F. Scott Fitzgerald, feminist criticism, American literature, 20™-century literature,
women drivers

The evolution of humankind has to a great extent been propelled by humans’ need for
order. The desire to organise and structure the world around us has acted as a catalyst for
numerous changes and advancements throughout history. In line with this, our mind seeks to
categorise people around us with a view to facilitating the process of image creation, and
does so by assigning individuals to groups based on some shared characteristic. This
categorical, stereotypical thinking, therefore, serves “to simplify and streamline the person
perception process” (Macrae and Bodenhausen 2000: 96). This process, then, breaks down
the complexities of the world and aids our reasoning by helping us find logical patterns in the
world around us. However, categorising people based on one common feature is a double-
edged sword, as it can lead down a dangerous path of oversimplification if we are not careful
enough. People are not made on the assembly line and cannot be treated like products that
need to be labelled. Nonetheless, society has a proclivity for doing just that, and centuries of
putting individuals into specially designated boxes has had an enormous, mostly detrimental,
effect on our way of thinking.

One of the most influential divides in our society is the one conditioned by the

gendered dichotomy, as men and women have been perceived as opposite sides of the
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spectrum for so long (and still are, to a certain extent). Having been consigned to their
“proper sphere” for centuries, women have been denied access to everything labelled as male
prerogative, i.e. anything that conveys power, control and dominance. Depiction of women as
“excessively sentimental” and “unfit to take care of themselves” served as a pillar on which
patriarchal society built the system that rendered women dependent on men in their lives.
Thus, everything that can be perceived as a symbol of power is immediately described as the
opposite of feminine. Accordingly, numerous stereotypes surround situations in which
women engage in predominantly masculine-coded activities.

Driving a car is one such activity. Although women have never been officially barred
from earning a driver’s license in America, the early days of automobile industry rarely saw
women in the driver’s seat (Veevers 1982: 172). Perhaps one of the reasons behind ladies’
decision to let their husbands be at the wheel is the fact that women have always been
labelled as bad drivers. They are considered less capable and unable to maintain control. This
sentiment about female drivers is still ubiquitous, regardless of the fact that studies have
shown that “women have lower rates of involvement in both traffic accidents in general, and
in those traffic accidents which lead to fatalities” (VVeevers 1982: 174). How was, then, the
stereotype of women as bad drivers created? And why?

The appearance of cars provided women with an opportunity to break the bonds tying
them to the domestic sphere. Clarke notes that “[c]ars offer convenience, comfort, and, above
all, power” (2007: 1), but that these are chiefly offered to men. As mentioned before, women
have never been legally prevented from driving, but their skills have always been deemed
inferior to men’s. Women drivers were, especially in the 20" century, predominantly
considered inexperienced, as driving was an activity which required a fair amount of control
and stability on the agent’s part, qualities which were rarely attributed to women. Unlike
men, they were new to such kind of responsibility, as they had been denied opportunities to
exercise any type of power in the past.

With the change it brought and the importance of its role in the 20" century, it comes
as no surprise that the car was used as a symbol and a vehicle for describing the realities of
the period. Clarke argues that being “[bJoth material necessity and imaginative icon, the
automobile plays a critical role in defining American identity and serves as a crucial yet
remarkably overlooked element within twentieth-century American fiction” (2007: 1).

One of the best-known authors from that period, F. Scott Fitzgerald, relied heavily on
this symbolism of cars and used it to illustrate relationships and characters, as well as a

foreshadowing device. That being said, this paper places emphasis on female drivers and



their connection to cars and power in three Fitzgerald’s novels: The Great Gatsby, Tender is
the Night and The Beautiful and Damned.

Analysis

The beginning of the 20" century, when Fitzgerald lived and wrote, saw the
continuation of the revolutionary momentum created in the previous century. One of the
numerous nineteenth-century reform movements that still produced considerable ripples in
society during Fitzgerald’s time was the Women’s Rights Movement. The “New Woman”,
which was the ideal of womanhood that emerged at the very end of the nineteenth century,
advocated the idea of independent, career-driven women, women who “were interested in
gaining greater access to education, employment, and economic and civic rights, and in
changing expectations concerning personal behaviour” (Cruea 2005: 199). However,
society’s values and expectations regarding women’s roles and position were still unsettled
and often paradoxical, as they were presented with choices of assuming the role of a
traditional wife and adopting the values of a self-sufficient “New Woman” (Makowsky 2011:
29). New ideas are always slow to take root, so the centuries-old, preconceived notion of
women’s designated roles was still in full bloom. Fitzgerald himself was not very keen on
accepting modern attitudes of the youth as he seemingly still endorsed the idea of women’s
inferiority. In a 1923 interview with B. F. Wilson, titled “F. Scott Fitzgerald Says: ‘All

Women over Thirty-five Should Be Murdered’” he expressed his stance on women and their

fight for equality quite vociferously:

Much later, the suffragette type came into existence. You know how she clamored for
independence. She was a horrible person. A woman of thwarted desires endeavoring
to satisfy her restlessness by demanding from men that which they had refused to
surrender by persuasion. She couldn’t attract men; therefore she decided to fight them.
(Bruccoli and Baughman 2004: 56)

This quote goes in line with anti-suffragette posters which notoriously depicted women’s
rights advocates as physically unattractive with a view to dehumanising them and stripping
them of the only asset women were supposed to bring to the table — their appearance. This
particular interview furthermore provides a rather interesting account of Fitzgerald’s general

opinion on the opposite sex, as he went on to ask his interlocutor: “Don’t you think men are



much nicer than women? Don’t you find them more open and aboveboard, more truthful and
more sincere? Wouldn’t you a whole lot rather be with a bunch of men than with a group of
women?”, which was followed by his stating that talking to girls mostly requires drinking
alcohol on his part to keep him engaged or else he would “have to leave the room” (Bruccoli
and Baughman 2004: 58). He further confessed in one of his notebooks that his liking of men
was reflected in his wish to emulate them, while liking women manifested itself in his desire
to “own them, to dominate them, to have them admire me” (as cited in Bruccoli 1993: 38).

Luong notes that the “contradiction between the fictional character and the author led
Fitzgerald to constantly seek to maintain a balance between the new attitudes of the young
men and women of his era with the conservative nature of his [own] standards of manners
and conduct” (2010: 2). However, it seems that he was not able to fully curb his own
judgement when it came to women in the driver’s seat, as he “saw women and cars as a
deadly combination” (Clarke 2007: 57). Female characters in the three selected novels are
depicted as a danger on the road and unable to control and take proper care of their cars. The
automobile offers them a chance to hold power in their hands, but they prove incapable of
wielding such power time and time again.

The world of The Great Gatsby is inhabited by three notable female characters: Daisy
Buchanan, Jordan Baker and Myrtle Wilson. The former two, being of better social and
material standing, have access to cars, while the latter’s connection to the automobile is of a
more symbolic nature. The most dramatic representation of the possible consequences that
placing power and control in women’s hands can produce is seen in the example of Daisy.
Following a rather turbulent day in New York, Gatsby lets Daisy behind the wheel, although
she is visibly shaken by the events of the day. This, however, proves to be the wrong
decision, as it leads to a tragedy:

You see, when we left New York she was very nervous and she thought it would
steady her to drive — and this woman rushed out at us just as we were passing a car
coming the other way. [...] Well, first Daisy turned away from the woman towards the
other car, and then she lost her nerve and turned back. (Fitzgerald 2020: 143)

Daisy’s feminine, overly emotional nature proves fatal, as it is the primary culprit for the
catastrophic outcome. Furthermore, another womanly trait hinders her ability to successfully
manage the vehicle — her timorousness, which leads her to “[lose] her nerve” and swing back

towards the woman. The victim — Myrtle Wilson — is killed on the spot and Daisy panics and



speeds up in an attempt to get away. Gatsby later tells Nick: “Daisy stepped on it. | tried to
make her stop, but she couldn’t, so I pulled on the emergency brake. Then she fell over into
my lap and | drove on.” (Fitzgerald 2020: 143-144). Not only is she incapable of handling
the power the car has given her, but she also refuses to hold herself accountable for her
actions, tries to avoid the consequences and relinquishes the control of the car to Gatsby. This
situation seems to offer a slightly different, yet equally detrimental take on the stereotype of
“a damsel in distress”, a young woman in need of a male saviour, which is further
emphasised when Gatsby decides to take the blame for the accident. This may be a
manifestation of Fitzgerald’s own desire to “save” women around him, since “he always
wanted to educate or improve the women he knew”, as when he “provided detailed written
instructions on how to improve [his sister Annabel’s] image and make herself more popular
with the boys” (Bruccoli 1993: 73).

Jordan Baker’s connection to cars becomes obvious upon a closer inspection of her
name, as she was named after “two cars marketed to women, the Jordan Playboy and the
Baker Electric” (Clarke 2007: 57). Nick openly calls her “a rotten driver” (Fitzgerald 2020:
60) and advises she should either be more careful or stop driving altogether. Her carelessness
regarding cars is further emphasised by Nick’s recollection of a party in Warwick, when she
“left a borrowed car out in the rain with the top down, and then lied about it” (Fitzgerald
2020: 59). Like Daisy, she refuses to own to her mistake and is, therefore, unfit to wield the
power vested in her by the automobile, let alone something of a bigger consequence.
However, the reason behind her incompetence is different from the one that hinders Daisy. In
fact, she is at the opposite side of the spectrum. While Daisy’s excessively emotional
feminine side exerts adverse effects on her driving skills, Jordan’s problem is her lack of
emotion towards cars and people around her. She is careless and rests her hope on other
people being cautious instead of her, stating that they will “keep out of my way”, since “it
takes two to make an accident” (Fitzgerald 2020: 60). Additionally, Makowsky points out a
detail about a scene in which she almost hits some workmen, noting that her driving indicates
that “she is barely skirting disaster” (2011: 35).

The last female character from The Great Gatsby whose connection to cars will be
examined is Myrtle Wilson. She does not drive herself, but her life is certainly influenced by
cars, as she is married to a car mechanic and, ultimately, killed by a car. Her relationship with
her husband and the affair she has with Tom Buchanan may be indicative of her struggle to
gain some power and control over her life. George Wilson is a simple car mechanic who

earns his living taking care of other people’s cars. He is just a minor, negligible figure in the



power-dealing game — he just assists his superiors, ensuring that power tools are working
properly. Over the course of their marriage, Myrtle becomes dissatisfied with this status and
begins asserting control over her husband. Her dominance over George is a step towards
claiming power for herself, although she cannot drive, and is unlikely to learn due to her
inferior social status. She turns to having an affair with a married man, a man with his own
car, capable of establishing authority. However, Tom keeps Myrtle separated from his world:
he insists on meeting her in Manhattan, although everyone, apart from her husband, seems to
know about their illicit affair. Moreover, he does not go there by car (which is being fixed,
but not by Myrtle’s husband), but boards the same train as Myrtle, so the two of them and
Nick go to New York together, “or not quite together, for Mrs Wilson sat discreetly in
another car” (Fitzgerald 2020: 27), further emphasising the detachment. She is walking
against the wind, she has a sense of moving, but the wind is relentlessly pushing her back, so
her subjective feeling of progress is greater than the reality of it. Her effort to claim power is
abruptly stopped when she gets hit by a car — a car which is, in an ironic twist of fate, driven
by her lover’s wife. She is, in a sense, killed by the same thing she was running towards. She
was trying to climb above her “designated place” and, just like Icarus flying too close to the
Sun, met a tragic end. The instance of Daisy hitting Myrtle with a car — and killing her
instantly — therefore serves as a double proof of the danger that is inherent in women’s drive
for power — it is a menace to everyone.

Tender is the Night hosts one female character of importance for this paper — Nicole
Diver. Her marriage to Dick, shiny on the outside, is full of subterranean cracks which
gradually become apparent as the story unfolds. She was sexually abused by her father in her
youth and suffers from mental breakdowns as a result, which is how she ends up meeting
Dick, a young psychologist hired to help her. They fall in love and get married and Nicole’s
mental health benefits from having him close at all times. However, she is still affected by
hysterical fits from time to time, which is enough to paint a picture of her as a highly
dangerous and unstable person. Women are, in general, labelled as “too emotional”, but
Nicole’s predisposition to hysteric outbursts officially seals it. The beginning of one of her
manic episodes takes place at a fair. She has been troubled by doubts about Dick’s infidelity,
which propels her into a spiralling fit of jealousy. She rides in a Ferris wheel car, “laughing
hilariously” (Fitzgerald 2018a: 175), before moving her dangerous instability to a real car.
Nicole is in the passenger’s seat on the way home, but she tries to snatch the wheel and
almost Kills everyone in the car. Dick is, quite like Gatsby when Daisy is behind the wheel,

forced to try and salvage what he can.



He had turned up a hill that made a short cut to the clinic, and now as he stepped on
the accelerator for a short straightaway run parallel to the hillside the car swerved
violently left, swerved right, tipped on two wheels and, as Dick, with Nicole’s voice
screaming in his ear, crushed down the mad hand clutching the steering wheel, righted
itself, swerved once more and shot off the road; it tore through low underbush, tipped
again and settled slowly at an angle of ninety degrees against a tree. (Fitzgerald
2018a: 177)

This scene is a nearly perfect representation of her mental health and a depiction of her
breakdowns — she swerves left and right, comes dangerously close to flipping, quiets down
with a crash and needs Dick to facilitate the process. It also, once again, serves to support the
point about the threat that is a woman behind the wheel, with special emphasis placed on her
emotional instability and fragility.

Nicole’s hysteria, the main reason for which she is perceived as unstable and unable
to control her own conduct and anything placed in her hands by extension, was considered a
uniquely feminine disease for a long time. The understanding of the causes of hysteria has
come a long way, from “wandering womb” to suppressed trauma and inherently oppressive
nature of patriarchal society. Most explanations of these causes rest on gendered dynamics,
but there was a switch in perspective, propelled largely by feminist thinkers: one of the
earliest interpretations of hysteria listed getting married as the cure, because a husband would
be able to calm the “wandering womb” and “keep it in check” (Veith 1965: 11). However, as
women began finding their voices and managed to raise them enough to be heard, men’s role
in the story about hysteria went from a hero to a villain. As the perspective of the story
shifted from an unreliable male narrator to the first-person female point of view, it has been
argued that “hysteria is caused by women’s oppressive social roles rather than by their bodies
and psyches, and [women historians] have sought its sources in cultural myths of femininity
and in male domination” (Showalter 1993: 287). Likewise, Nicole’s hysteric outbursts stem
from traumatic experiences caused by a man. She is seen as too erratic to be allowed to
handle the power a car gives her, let alone anything of greater consequence, but the reason
behind her fickleness is the same group that enjoys wielding the said power — men. The group
labelling women as “unfit” to be in positions of authority is the same one holding the said
positions, thus forming a vicious circle that is hard to break and that keeps power out of

women’s reach.



The last novel that will be part of this analysis is The Beautiful and Damned. Its main
female character is introduced in a rather interesting way — through a dialogue between
Beauty and The Voice, an incorporeal entity that prepares Beauty for her next reincarnation.
It is stated that Beauty is reborn every one hundred years, and that this time it will grace the
earth as a “susciety girl”’* who is, as The Voice explains, “a sort of bogus aristocrat”
(Fitzgerald 2018b: 23). The Voice also describes Beauty’s next destination as a country

where “ugly women control strong men”, which horrifies Beauty:

THE VOICE: (very much depressed): Yes, it is truly a melancholy spectacle. Women
with receding chins and shapeless noses go about in broad daylight saying “Do this!”
and “Do that!” and all the men, even those of great wealth, obey implicitly their
women, to whom they refer sonorously either as “Mrs So-and-so” or as “the wife”.
BEAUTY: But this can’t be true! | can understand, of course, their obedience to
women of charm — but to fat women? To women with scrawny cheeks? (Fitzgerald
2018b: 23)

It becomes obvious as the story unfolds that this Beauty is none other than Gloria Gilbert
(later Patch), but this particular description is interesting because it mirrors the quote from the
already mentioned interview, “All Women over Thirty-five Should Be Murdered”, which
Fitzgerald gave a year after the book’s publication. The quote in question is his comment on
the statement which produced the headline for the interview. When his wife, Zelda, says that
he is “a crank on the subject of women” and believes “all women over thirty-five should be

murdered”, Fitzgerald responds:

I mean the women who, without any of the prerogatives of youth and beauty, demand
continual slavery from their men. [...] You know the type. There are thousands of
them. They sit back complacently and watch their husbands slave for them; and,
without furnishing any of the pleasantries of life for their husbands, they demand the
sort of continual attention that a charming fiancée might get. They make tame-cats of
them. They are harridans and shrews who continually nag and scold until the men are

driven idiotic. (Bruccoli and Baughman 2004: 58)

These two segments once again emphasise the notion that women are nothing but ornaments

in society and encapsulate the ubiquitous belief that, in case of women, beauty equals value.



Gloria Gilbert is a character who is well aware of the worth of her beauty and youth
and feels acutely the ephemeral nature of these assets as time goes by. Her physical
appearance is what makes her desirable and gives her a certain power over men. However,
this type of power is just a diluted simulacrum of the power men hold and makes her all the
more dangerous and unfit to be given control, which is reflected in her driving. When she
asks Anthony to let her behind the steering wheel, he looks at her suspiciously and makes her
swear she is a good driver. She assures him of her skills, but it soon transpires that their
definitions of a “good driver” differ. As soon as Gloria put the car in gear, it made “a horrible
grinding noise” and “[t]heir heads snapped back like marionettes on a single wire as the car
leapt ahead and curved retchingly about a standing milk wagon” (Fitzgerald 2018b: 133). She
proceeds to ignore Anthony’s advice and warning, which leads him to believe that “he made
a grave mistake in relinquishing control and that Gloria was a driver of many eccentricities
and infinite carelessness” (Fitzgerald 2018b: 134). Anthony then demands she let him drive,
which she reluctantly does, and they spend some time driving in silence. However, he soon
succumbs to the pressure of this silence and gives her control of the car again, only to witness
her losing her way after ducking down a side street in order to avoid crashing into a streetcar,
followed by her driving over a fire hydrant and ripping the transmission from the car.

Another detail worth observing is the fact that Gloria lets out a laugh “which seemed
to Anthony disquieting and in the worst possible taste” and proceeded to yell “Here we go!”
and “Whoo-oop!” as she was starting the car (Fitzgerald 2018b: 133). This is something that
connects her to other female characters from Fitzgerald’s works mentioned earlier. Her laugh
parallels that of Nicole Diver from Tender is the Night, who is “laughing hysterically” as she
is affected by one of her manic episodes right before she tries to snatch the wheel from her
husband and almost kills everyone in the car. Her exclamations and general carelessness
resemble that of Jordan Baker from The Great Gatsby, who, just like her, does not seem

overly concerned with her on-road behaviour and how it might affect others.

Conclusion

This brief overview and look into the connection between female characters and cars
in the selected works of F. Scott Fitzgerald sought to unearth the misogynistic beliefs
regarding women and power that are embedded in the fabric of the patriarchal society. The
invention of the car and the power and freedom it gave to its driver threatened the established

gender norms as it offered women *“a position from which to construct individual identity,



exercise individual agency, and chart a course as acknowledged individuals [...] [It] extends
and erases the boundaries of home, further obliterating what remained of the notion of
separate spheres” (Clarke 2007: 4). What started as a helpful invention meant to facilitate the
challenges of everyday life suddenly transformed into a weapon that could be used to
dismantle patriarchal values propelling society. Thus, it hardly comes as a surprise that
women were discouraged from driving, and the only connection between women and cars
that was emphasised was the comparison between female bodies and cars. After pointing out
this relation that connects women and cars, Clarke goes on to note the complexity of the
matter that lies in the fact that, in spite of its feminine qualities, “the car, as a powerful
machine, also remains to a degree masculine. It is masculine in its power yet feminine in
being a body that is ridden and mastered” (2007: 23). In any case, it remains being marketed
towards men, as “the best thing a girl can be in this world [is] a beautiful little fool”
(Fitzgerald 2020: 19), a statement that, unfortunately, retains the same level of veracity in

today’s society it enjoyed in Fitzgerald’s time.

! The meaning is “society”, but it is spelled like this in the original text.
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7KeHcko nuTame U KOHIenTyaausanuja opaka y Muoamapuy [lopu Eauor

Lopu Emmor (George Eliot) wecto je Ouma Ha MeTH (EMHHHUCTHYKE KPHUTHUKE 300T
KOHBEHLMOHAJIHE KapaKTepu3alyje >KeHCKUX JIMKoBa. L[Mib OBOT paja je yKa3uBame Ha YHIH-CHHILY 112
Cy TJICITUIITA OBE ayTOPKE Ha KEHCKO NMUTAmke M OpaK, HaKo yTeMeJbeHa y KOH3EePBAaTHBHO] UACOIOTHjH,
Owia opurMHajaHa U HeKOHBeHIMoHanHa. Kpo3 Muoimapu, no muoruma pemek-aeio [lopy Emnwmor,
MpOBejaBa UMIUTUKAIM]ja A2 )KeHE Y BUKTOPHjaHCKOM APYIITBY jeCy OTPaHUYEHE CBOjUM POAOM, ajH U
7la OHE MOCPEICTBOM YTHIIaja Ha MyIIKapIle CIy)ke Ka0 MOPAJHHU y30p U Y TOM cCMepy Tpeba J1a Texe
ocTBapemy CBOjUX acmupanmja. Mako Tpeba HanmoMeHyTH Ja jyHakuma pomana, Jloporeja Bpyk,
MOCTH)KE HEKY BPCTY JOrOBOpa C JAPYIITBOM, OHa TO YHMHH IOJI CONCTBEHHM YCJIOBHMA, a CMUJIOT
pOMaHa cyrepuiiie ja, Hako HeMO3HaTe, MHOTE JK€HE Ha CIIMYaH HAYKH NO3UTHUBHO YTUYY Ha JPYIITBEHU
porpec — Kpo3 WHANPEKTAH YTHUIIA] Y OTPAHUYCHOM KpPYyTry MO3HAHHWKA M TpujaTesba. Y TOM CMUCHY,
cynbuna Jlopoteje bpyk je penpeseHTaTHBHA U OHA BeJIW4a Majla [iejia OOMYHUX JbY U — JbYIH KOjU Cy
y dokycy kmmxeBHor crBapanamTsa [lopu Enuor. Kana je y nuramy koHnent Opaka, poMaH rOBOpU
Jla je MHCTUTYIMja Opaka y KpU3H jep je 3aCHOBaHa Ha IOrPEIIHUM BpeaHocTuMa. bpak He Ou Tpebaiio
CBOJIMTH Ha JAPYIITBEHH YTOBOP U y Iera He Tpebda cpibaTu, Beh ra Tpeda mocMaTpaTH Kao IPUINKY Aa
Kpo3 Onke yrno3HaBame ce0e U mapTHepa U3rpaanMo 106ap u oTBopeH ogHoc. CynpoTHO THIIHYHOM
BUKTOPHjaHCKOM POMaHy, OBJIe je Opak NMpuKaszaH He Kao KpajibH I1Jb, Beh Kao moveTak 3ajeHUIITBA
KOje ca co00M JIoHOCH OpOjHE M3a30Be U MPoOIeMe, KOjU ¢ jeIUHO 000CTPAHOM BOJHOM U TPYAOM MOTY
npeBasuhm.

KibyuHe peun: nyTka, yrunaj/moh, Jlopotreja Bpyk, Pozamonn Butcu, eronzam

Mepu En EBanc (Mary Ann Evans), BUKTOpHjaHCKa crucaTesbulla Koja je nucaa o/
nceynonumoM [lopyu Ennot (George Eliot), yecTo je Omima Ha MeTH (EMUHUCTHYKE KPUTHKE
300T KOHBEHIIMOHAJIHE KapaKTepH3allhje >KCHCKUX JUKOBa. (DEMHHHCTKHIE HCTHYY ja3
n3Mel)y HeKOHBEHIIMOHAIHOT )KMBOTA CIIMCATEJbULIE U PEIIPE3CHTALlH]je BbeHUX jyHaKumba. Kako
tBpau Ken byt (Ken Newton), 3a pa3nuky on [lopu Ennot, koja je kuBena oHaKo Kako je
xKenena, He o0asupyhm ce Ha MUIBEHE CBOjE OKOJIMHE, HeHE XCPOWHE YIJIaBHOM OWpajy
HHTErpaldjy y APYIITBO M 00y3aaBame TUYHUX amOuiija u mubeBa (Newton 1991: 551).
Bupyunuja Byng (Virginia Woolf), ¢ npyre crpane, HaBoau na je Enmot mpencrasibana
,,JIOHOC ¥ y30p CBOM IIOJIy™, aJld U Ja je OBa CIUCATEJbUIIA, 33 PA3IMKy OJf CBOJUX XEPOUHA,
ycIieBaja Jia peajnsyje cBoje IHJbEeBE y CBETY KOjuM Cy yrpasibaiau mymkapiu (Woolf 1953:

176). 3enma Octen (Zelda Austen) ue Kopak Aajbe U TBPAM Ja Cy KpUTHUAPKEe PeMUHCTHUKE
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opHjeHTaluje ¢ mpaBoM JbyTe Ha [lopyr Enmnot jep cBojum jyHakumama HUje T03BOJIHIIA J1a BOJIE
HCIYE-CH KHUBOT KakaB je oHa uMana (Austen 1976: 549).

ITpo3a [lopu Enuot je yremesbeHa y kon3epBatuBHOj uaeoioruju (Dolin 2005: 142).
Crora meHU CTaBOBU JCIMMUYHO OApaxkaBajy NOMHHAHTHY HACOJIOTH]Y €MoXe Yy KO0joj je
YKUBeEJa M MHcalia, YKIbY4dyjyhu B yBepeme Ja ce MYIIKapIy U keHe Mel)ycoOHO pasnukyjy.
Paznuke m3mehy mosioBa jecy pesynarar ,,JeIMHCTBEHOT TICHUXOJIOIIKOT pa3BOja CBaKe KEHE,
KOjU MMa 3a MOCIEeNUIly BEIUKY pa3iuKy Yy OAHOCY ocehama M MEHTaJHE aKlHuje KO
mymkapana u sxena” (Eliot 2005: 467).! Iona3Ho cTaHOBHINTE OBOT HCTPAKKUBAK-A jeCTE 1A je
npo3a [lopu Enumor, wnako wusriena KoH3epBaTHBHA, Y CTBapM MHOBAaTMBHA U
HEKOHBEHIIMOHANHA. theHa HEKOHBEHIIMOHIAHOCT CE€ CACTOJU y HaMEpH Jla MPHUKake HOBa U
Jipyraunja IJeuIITa Ha BaXKHE aCMEKTe ,,KEeHCKOr MUTama** (Woman’s question)? kao mro cy
KEHCKO oOpa3oBame W Opak, a Ja MPUTOM HE y3uMma ydemha y pacmiamcainoj Oopou
cupaxeTKUba 3a KEHCKa IMpaBa, 3acTynajyhu cTaB J1a je eMaHIHUIaNKja KeHa JeOo IINpe
JIPYIITBEHE EMaHIIHUIIAIIH]E.

Naxo je cpequrom XIX Beka modvena ia ce Oy CBECT KE€HA O BbUXOBOM IoApeeHoM
MoJI0XkKajy, ¥ Jajbe je Opak Ouo mpuopureT 3a BehuHy aeBojaka Ha Ty Benuke Bpurtanuje
(Fagence Cooper 2001: 18). IIpencTaBHuIIM 3BaHUYHE HACOIOTH]€ (POMAHOMKCIIH, HOBHHAPH,
YaK W caMa KpaJbHIla) YHHUIIK Cy CBE J1a 0Xpalpe JKeHE Jla MPUXBaTe CBOJy YJIOTY CYIpyra,
MajKku ¥ fomahuIia, a KOJIMKO Cy Y TOME YCIeBalld CBeJ0YH moaartak Aa je 1851. roqune camo
JBaJIeCeT JIEBET MpoIleHaTa KeHa W3HAJ JBajJieCceT TOAMHA OWII0O HEYyIaTo (Fagence Cooper
20012001: 18). CympoTHO cTaBy JOMHHaHTHE ujaeosoruje, omyc [lopu Emuor ompakasa
yBepeme J1a Opak HUje )KCHUHA je[InHa Kapujepa u IiuJb. J[pymTBo He Ou Tpebaso aa eTUKeTupa
KEHe Koje MMajy apyre acnupauuje u norpede. Ilopen tora, xonument Opaka O6uo je y
BUKTOPHJAHCKO] €pH TaKO yoOJIUYEH Ja je 3axTeBao peaedunucame. Kako npumehyje Hopman
ITeju (Norman Page), Enuot je kpuTrHkoBaia MHCTUTYITH]Y Opaka 1o K0joj ce Opak CBOJMO Ha
yroop u3melhy nse crpane (Page 1993: 10). Kako je pa3soa Opaka g0 1857. rogune Guio
moryhe nobutu camo omnykoMm IlapiaamenTa, Ouio je ckopo Hemoryhe, HAQpOUUTO 32 XKEHY,
n3zahu u3 Opaka xoju 6 300r mpomeHe y ocehamuMma WM HEKOT JAPYror pasjora Mmocrao
HETIOHOIIJBHB. >

Kaxko uctuue Ileju, Ennor je 6mna yBepeHa aa je HHCTUTYIHja Opaka 3amnaia y Kpusy
300r Tora mTo je Ouja 3aCHOBaHAa Ha MOTPEIIHUM BpenHoctuma. bpak je, TBpau Ileju, y
BUKTOPHJAHCKOM 00y YECTO CKJIalaH BOJHOM POJAUTEshA, MPH YEMY CE€ BOAMJIO padyyHa o
€KOHOMCKHMM HHTepecuMa Oynyhux cynpyskauka. [lopea Tora, HepeTko je Opak 010 TI01 MyKe

cekcyanne mpusitaudHoctu (Page 1993: 14), koja HHKAaKO HHje MpeacTaBjbalia aJCKBATHY



OCHOBY 3a MOYETaK 3ajeJHUIYKOT )KUBOTA. ENMOT, KOja je Bakuiia 3a 030MJbHY CIIHCATEIHUILY U
WHTENEKTYalKy, 3a3upajia je OJ CBera TPUBHjATHOT M TOBPIIHOT, A W OJf OBaKBE
KOHIleNTyanu3anuje Opaka. 3a my je Opak MpeacTaBba0 HEUITO MHOTO O30WJbHHUjE H
y3BUIIIEHHU]€ O] APYIITBEHOT yroBopa. 300T TOra je MHCHCTUpaja a y Opak He Tpeba cpibaTi
— UjeamHo, Opak MpejcTaBiba ,,3ajeIHUITY Koja ce opMupa y 3pesIoCTH MHUCIIA U ocehama, a

3aCHHUBA C€ jeIMHO Ha y3ajaMHOM yKJamnamy u oboctpanoj mpusiaunoctu’ (Eliot 2005: 11).

JKeHcKo mUTaALE

Kao mro je Beh momenyto, Enunor ce jecte 6aBuiia )KEHCKUM MUTAKHEM, AT CaMO Kao
IeJIoM omiiTe eposrynuje npymrea. OHa je BepoBaina 1a je Enriecka ,,cjajao qpymrso‘ (Dolin
2005: 113), anu 1a je ’eroBo HalpeI0Bakbe HEMUHOBHO M HEONIXOHO. Y MUTAamY j€, UTaK, IyT
u ciokeH nporuec. Crmcatespria ce caoceharna ¢ mpodiieMruMa KEHCKOT T10J1a, 3aiaraja ce Ja
KeHe T0OMjy jeTHaKO MpaBO Ha 00pa3oBamkE U 3aIOCICHE, Al j€ UCTO TaKo OWjia CBeCHa Ja
he BUX0Ba NpaBHa M TONUTHYKA HEBUBMBOCT jOLI YT OCTATH YHEeHMIa.* ¥V ckiamy ¢ TuM,
Emuot Huje BepoBana aa je peuiewme y moOyHH, Beh ga ce cBaka jkeHa TpeOa 3aJ0BOJBUTH
OTpaHWYCHUM YTHIIAjeM Ha JbYJE M3 CBOj€ OKOJMHE M HACTOJaTH Jla Ta UCKOPUCTH Haj00Ihe
IITO MOXE.

To mak He 3Ha4M Ja TMpo3a OBE CHHCATEIBHIIE HE CAIPKU HUMIUIMLUTHY KPUTHKY
HEHCIYEHGHOT ¥ MOHOTOHOT' XKMBOTa Ha KOjU Cy JKECHE NpHUMaIHUIIC CpeAme Kiace Ouie
ocyhene. Tpeba mmarn Ha ymy ga je paama pomana Muoimapu (Middlemarch, 1871)
cmemTeHa y 1832. roauHy, Kajga jKeHE joIl YBEK HUCY OWJie CBECHE CBOT HEMOBOJHHOT M
noapehenor nmonoxkaja. Kaxo tBpau Antuk (Altick), konmnent npedumenoctu (refinement),
KOjH je MpOMOBHCajla 3BaHUYHA UIC0JIOTH]ja, TT0Ipa3yMeBao je 1a MpUIaJHuIle Cpelbe Kiace
He Ou Tpebamo ga umajy miaheH mocao, ocuM y ciaydajy kpajie Hyxkae (1973: 51).
OO6pazoBame je y TOM Nepuoay OWiIo poIHO W KiIacHO obenexeHo. JKeHcko oOpazoBame
CBOJIMJIO CE Ha OBJIAIaBamb€ BEITHHAMA, a [IPABU IIMJb TAKBOT 00pa30Bama OO je MpUBIaYCHE
HEKe ,,JoOpe npuiuke™ y BUay 00rator u yrieaHor Hexeme. [lopes Tora, 1eBojke HUCY UMaiie
HapOUYHUTOT TOCa HU Y JoMahMHCTBY 3aTO IITO j€ CBaKa IMOPOJIMIIA KOja je cede cBpcTaBaja y
Cpeamy Kilacy MopaJia Jla uMa Makap jeqHy ClIymKkumy. [Ipema ToMe, )keHe cy Mopalie aa ce
3aJJ0BOJBbE )KMUBOTOM KOjH j€ TIOJJpa3zyMeBao Ja He paje, Aa UM Ce CEPBHPAjy MPBUIIC 3HAHA U
na ce He O0aBe kyhHuM nocnoBuMa. To je 3HaYMII0 J1a UM j€ KHUBOT OMO MPUIMYHO MOHOTOH H

HEUCITYHEH.



OBakBa CIIMKa WjealHe BUKTOPHjaHKe J0OUIa je U MpuroaH Ha3us — nytka (a doll).®
Nako ce 3aciyre 3a aemMoiMpame BUKTOPUjAaHCKE JYyTKE MPUIUCY]y Xapaujy, HACTojamke aa
YK€ Ha HEHUCHYHEHOCT M (PYCTPUPAHOCT BHUKTOPHjaHKHM CBAKaKoO j€ MPHUCYTHO U Yy
kikeBHOM onycy [lopu Exnot. loporeja Bpyk (Dorothea Brooke), jynakuma Mudimapua,
ne(UHUTHBHO TIPEACTaBIbA JIMK KOJU CE€ HE 33J]0BOJbaBa PYTHHOM jE/IHE JYTKE U Jaje CBE O]
ce0Oe J1a CBOM JKMBOTY A4 HEKH cMmucao. OHa CTATHO TOBOPU O CBOM HE3HAWY M HEHCKYCTRBY.
HecBecHa cBoje Jienore M Naxkme KOjy M3a3uBa, cMaTpa Aa je (pU3MYKM M3riieq HeOuTHa
kareropuja. Ctuue ce yrucak na JlopoTeja HUMOMITO HEe OW KeJena Ja je cMaTpajy Jerowm,
Bepyjyhu na 6u gokyc Ha BeH u3rien oappahao Jpbyae 01 OHOT MITO j€ UMajla Ja UM Kaxe.
Hbena xerpa je 1a Mymkapiu y \0j He BHJIE JIeNy JKeHy, Beh npujaTesbuIily Ha KOjy YBEK MOTY
71a ce OCJIOHE.

Kpo3 poman Muoamapy cBe Bpeme npoBejaBa Ja Cy K€HE OrpaHHYEHE CBOjUM TIOJIOM.
buTy jxeHa ¥ KeneTH J1a ypaulll HEIITO BEJIMKO U 3HAYajHO HHje HUMAJIO JaK0 y (PMKTUBHOM
ceery [opoteje bpyk. Mnak, To He 3Haum 1a je JlopoTeja OyHTOBHUIIA KOja ce Oopu 3a Beha

IpaBa KeHa.

[Tomto HE MOTY J1a ypaJAuM HHUILTA 100pO 3aTO IITO CaM KEeHa,

CrayHo TeXUM Heuemy 1To je ommke Tom (Eliot 2004: 7).

OBuM ctuxoBuMa u3 flegojauke mpazeouje noune Mudimapy. EIUOT oTnounmbe
MpUYy O )KEHH KOja yCIeBa JIa aKTyelIn3yje CBOje MOTEHIIHjalie Y CPEeIMHU KOja je CITyTaBa u
OrpaHHYaBa, a Ja IPUTOM HHJETHOI TPEHYTKAa HE IMOMMILbA Ja HAMYCTH Ty CPEAMHY.
OxonHoct y Kojuma ce Hanaszu Jloporeja bpyk, pernpesenratuBHa xepouna [lopu Emwmor,
HETMOBOJbHE CY MO jyHakumby. OHa Kenu Ja yYUHHM HEITO HM3y3€THO, HemTo wmTo he je
W3JIBOJUTHU U IITO he HampaBUTH Pa3IMKy Yy *KHUBOTMMAa MHOTMX JbYIH, &JIU J€ CBECHA J]a TaKO
HEIITO y yUMasioj 1 Majorpahanckoj cpeAHu KakBa je MuamMapyd H1je HUMAJIOo JeTHOCTaBHO.
Owno mTo je HajBulIe criyraBa 1 Hamehe joj Hajeha orpanuyema jecte mweH noi. Cpeauna y
KO0joj kuBH onTepehena je mpeapacyaamMa u CTEpeoTUIIMMA O )KeHaMa, IIITO 3HAYajHO OTeX,aBa
noctuzame JlopoTejUHUX LIUJbEBA.

Kana je y nutamy moh kojy JlopoTeja u Apyru ®KEHCKH JIMKOBU Y Muodamapuy mocenyjy,
Tpeba NpBO pasjacHUTH pa3nuky usMel)y mohm u yrunaja. [lyaut Jlaymep Bbyron (Judith
Lowder Newton) TBpau 11a ce y BUKTOPHjaHCKOM NIEpHOAY MOh MPHITUCYje MyIIKapIMa, JOK
KeHe ocTBapyjy yruiaj. To 3Haum na ce Moh Besyje 3a jaBHYy cdepy, kojoM cy y XIX Beky

HETIPUKOCHOBEHO BJIaJIal MYIIIKAPIIH, JOK j€ IMOJbe JIeJI0Bama keHa Ouia momaha, mpuBaTHa



chepa. CaMuM THM, yTHIIQ] KOjU Cy KEHE OCTBapHUBaJIe HAa MyIIKapie OWO je YBEK TajHH,
unaupekTan, Henpumetan (Lowder Newton 1981: 8). Ako mocMartpamo JIukoBe y Muoamapuy,
oxHoc u3mely Mohu u yTunaja y xopenamuju je ¢ ogHocoM o kojem mnuie Jlaynep bytn. ¥V
(buKTUBHOM CBeTY Muoimapua MyHIKapIy Cy TH KOjU JJOHOCE OJUTyKE U UMajy Moh, JIOK KeHe
JIeNTy]y TIOCPETHO, KPO3 YTHUIIA] KOJU OCTBApy]y Ha MyIkapiie. Taj yTuiiaj CBeCHO KOPUCTE KaKO
Oum octBapuie cBoje mmibeBe. Kpo3 amammsy omnoca Jloporeje m Kazo6ona/Buna
(Causabon/Will), Pozamonne Buncu (Rosamond Vincy) u Jluarejra (Lydgate), kao u Mepu
Iapr (Mary Garth) u ®pena Buncuja (Fred Vincy) namehe ce 3akipydak na je y CBUM THM
OJTHOCHMa >KE€Ha JOMHHAHTHA CTpaHa, CTpaHa Koja M3 IMOTaje yCMepaBa OITyKe MYIIKapIia.
Tako Enmun Punrmep (Ellin Ringler) mpumehyje na JlopoTeja, mako ce Hau3Iiaea MUPH C
KOHBEHIIMjaMa 1 ca CBOJUM MOJpel)eHNM I10JI03KajeM, OCTBapyje BEJIIMKU YTULA] HA MYIIIKapLe
C KOjUMa CTyNa y KOHTakKkT, T€ C€ y TUM OJHOCHUMAa YBEK HCII0JbaBa Kao CYINEPHOpPHHja U
MICUXOJIOMIKH jaya ctpana (1983: 58). Mako je mehy kputruapuma BpIIo 3aCTYIUBEH CTaB Ja je
Llopu Emmor Omna BuIE HaKJIOHmEHA MYIIKOM HETO COIICTBEHOM IOy, KapakTepu3aluja
MYIIKHX JTUKOBa Y Muoamapyy TakBy TBpY JOBOJIHU Y MUTame. Flako MyIIKU TUKOBU HMajy
MHOTO 00JbYy IMOYETHY TO3UIIH]Y OJ1 )KEHCKUX, OHU YCIIEBajy J1a OCTBApE CBOje aMOMIIHje caMo
Kaja ux 100pa jxkeHa ,,y3me o csoje” (Meyer Spacks 1972: 300). Tunuunu npumMepu cy Bui
Jlagucnas u ®pen Buncu. Kako npumehyje IMarpuma Jlopumep Jlynaoepr (Patricia Lorimer
Lundberg), To mto Bui mocTaje ocoda koja Ma M3BECTaH YCIEX y jaABHOM KHBOTY 3aCiIyra je
Hoporeje (1986: 278), xoja ycneBa na o0y3ia U yCMEpU HETOBY BEJIHMKY U HEKOHTPOJIUCAHY
eneprujy. ®pen Buncu ce takohe Bpaha Ha nmpaBu nyT 3axBasbyjyhu xxenu, Mepu [Mapt. Mako
je Mepu ckpomHujer mopekia o dpena, oHa je MOPATHO U UHTEICKTYAIHO Ha BUIIIEM HHUBOY
on mera. Mnak, Mepu ce o/urydyje 3a mbera 3aTo LITO Bepyje 1a O OH UMao BEJIHUKE KOPUCTU
ako Ou ra 1o0pa keHa yCMepuIia ¥ CaBeTOBajIa.

Nwmajyhu cBe oBo y By, HEe TpebOa na u3HeHahyje TBpama Jlopumep JIynndepr na je
[Jopu Enmor Oumna demunuctkuma. Kako TBpau oBa kputuuapka, Enmor ce Hamsrien
NPUKJIaka KOHBEHIIMOHAIHO] PEIPE3CHTAIIN] U )KEHCKHX JINKOBA, )M U3 HCHE IIPO3€ CBE BpeMe
IpOBEjaBa YBEpEHE Jia je IO0JIOKA] KEHa Yy BUKTOPHjaHCKOM IepHoay OHO HempaBeaaH
(Lorimer Lundberg 1986: 272). IlocToju HEKONIHMKO YHILCHHIIA KOj€ TOBOPE Y MPHIOT
MIPETIOCTABIM J1a c€ y poMany Muoamapu cycpehemo ca cyOBep3uBHUM TucameM. [IpBa je,
tBpau Jlopumep Jlynabepr, To mTo ynmajom 3a Buma JlagucnaBa J[loporeja umHU
HajcyOBep3uBHUjH MOTyhu akT y KoHTeKcTy kKoju nedunuiie [lopu Emnor (1986: 273). Ipyru
pasJior je Harjacak Ha JKEHCKO] CIIOCOOHOCTH, KOjH je, kako TBpau Jlayaep HbyTton, ommmka

cyoBep3uBHOT mucama (1981: 6). Haume, nako je mosbe Ae0Bama )KEHCKUX JTHUKOBA Y MPO3U



[Jopu Enmot orpannveno Ha gpomahy chepy, oHE y OTHOCHMA ¢ MYIIKapiuMa JOMUHUPA]y U
yCIeBajy Jia 0OCTBape CBoje musbeBe. JlopoTeja ycreBa /1a MO3UTUBHO JIeTyje Ha YIaHOBE CBOje
3ajeqHuLe, Po3amon ycrieBa 1a KoHTposiuie (4 ciryra) Jluarejta, Mepu yruue Ha @pena Tako
Ja OH mocTaje 00JbM M OAroBOpHHjH 4oBeK. Mehyrum, mako Jlaynep Hbyron uctuue na
OCTBapHBam-€ YKEHCKOT yTHIIaja Iopa3yMeBa ofycTajame o1 camoaedunucama (1981: 4), To
HUKAaKO HHje cy4aj Kaja je y nutamy Jloporeja bpyk. Mako je rmaBHU 1TUJb MPOTAarOHUCTKUHHE
Muonmapua na anHn 100po U Ja MOMaxke Jpyruma, oHa Ae(UHUTHBHO MOCeyje ayTOHOMH]Y.
Jlopoteja je HeKO KO ce He TUOM J1a yBEeK U TJIACHO U3HECE CBOje MUIIbEHE, He 00a3upyhu ce

Ha €BEHTYaJTHE MOCIIEIUIIE.

Kounuenr 6paka y Muoamapuy

VY okoJHOCTHMMA y KOjUMa Cy IIaHCe KOje ce MPYKajy keHaMma orpaHudene, Jlopoteja
yBuba 11a je Opak jeauHa mpuiiuKa ja ce oopasyje u J1a IpoIIuPH CBOj€ UCKYCTBO, alld M YTHIA]
Ha okoiuHy. Kako 3amaxka a cama He MOKE€ YUYMHUTH HUIITA 3HAYAjHO Yy 3ajeHUIHN Y KOjOj
CBE OIJIyKe JaoHoce Mymkapuu, Jloporeja 3akipydyje ma he omabupom onrosapajyher
CamyTHHKA TIOCPETHO OCTBAPHUTH CBOj€ IIUJbEBE — IPYKAKEM TOJIPIIKE CYNPYyTry moMohu he my
Ia 3a coOoM ocTtaBu BeiwKka Jnena. OBakBa jyHaKHEba CaCBUM OJroBapa CIHIHM HCATHE
Enrneckume kojy je, kako TBpau Jonun, EnnoT nokymasana na ctBopu. BbeH omyc ogpaxasa
HACTOjame J]a ce )KEHCKU JIMKOBU HE MPHUKA3yjy Kao HeKa BPCTa UCKYIIeHha 3a MyLIkapue, Beh
Ka0 BUXO0BU noMaraun u mopaiaau Boanun (Eliot 2005: 142).

Beh na camom moyetky pomana yBuhamo naa je Jloporeja mpunnyHo HeoOMUHa Mitana
xeHa. OHa 0 cBeMy MMa MUIIUBEHE, @ TO MUILIJBEHE CE YECTO Pa3IMKYyje OJ] CTABOBA CpPEIUHE.
Bbpak He mocMaTpa monyT BehnHe CBOjUX BpIIHaKWba, KOje Y 100poj yaaju BHIE HAYMH Ja
cebu 00e30ee curypHocT u Omaroctame. He, oHa »enu cynpyra 4dju Cy UJbEBU BUCOKU U
KoMe OM MOTJ1a J1a TOMOTHE y JIOCTU3aky THX IHJbeBa. HercKycHa M CKII0OHA /1a O/IITyKe IOHOCH
Ha ocHOBY ocehaja, oHa HauBHO Bepyje Aa je rauH Ka3o0oH uaeannu OpauyHu mapTHED 32 Y.

Kako ucruue Kapa Bebep (Cara Weber), poman Muoimapu npencraBiba UMILTHLIUTHY
KPUTHKY TIOMMamba Opaka Kao CTaTUYHOT KOHIIETITA Y KOjeM J0JIa3H IO TPEHYTHOT TIOCTH3akha
sajeqaumTia (Weber 2012: 501). ¥V tom cmuciy, Ennor npaBu uCKOpak y OJHOCY Ha CBOje
MPETXOAHUKE, KOJI KOJUX je Opak MpHKa3aH Kao KpajibH LUJb U KOjU 0OMYHO HACTyIla Ha Kpajy
pomana. Kpo3 nerasban mpuka3 m3azoBa 3ajeJHMUYKOT uBoTa Ennot cyrepuie na OpayHu
MapTHEPH C BPEMEHOM YIO3HAJy jedaH APYror, W3 4Yera Mpow3ja3d MMIUIMKAIMja Ja je y

MATaBkY OJTHOC KOjU Tpeba HETOBaTH U 3a YHJU YCIIEX j€ HEONXO0IaH TPY/I.



Bbpak ca Kazo6oHOM He JOHOCH OHY BPCTY UCITYEBEHOCTH KOjy je JlopoTeja oueknBana.
[TocTaBiba ce muTame — TA€ je OBa XepowHa HampaBmia rpemky? CBe BpeMe HHUXOBOT
3ajeIHUYKOT XKuBoTa JlopoTeja ce Tpyau aa ce mpuiiarogu Kazo00Hy U 1a CBOje aKTHBHOCTH
noapeau mweroBuM norpedbama. [Ipobiem je y Tome mTo y BUXOBOM ofHOCY camo Jloporeja
HCIIOJbaBa OHY BPCTY OTBOPEHOCTH M MPHJEMUYMBOCTH KOja j€ HEOMXOJHA 3a CTBapame
ommckoctH. JlopoTejuHa rpeiika ce cacToju y uaeainnzobamy KazoboHa, KojeM OHa IPHUITUCY]e
ocoOuHe Koje ra He kKpace. JIok ce oBa JMBHA MJIaJa K€Ha TPYIHU Ja CBOM CYINPYTy Ha CBAaKU
Moryhu HauumH Oyne Of KOpPHUCTH, OH jé HMMAJO HE yBakaBa M He yBUDa HCKPEHOCT H
MIJIEMEHUTOCT BeHUX ocehama, Beh ce 00ju Ja ra oBa MHTEIUTCHTHA )KeHA HE IIEHH JI0BOJHHO
1 J1a n3a ’eroBux Jieha oxpabpyje \eroBor pohaka aa joj ce yaBapa.

VY pomany je Harjacak Ha JBa Heycmena Opaka — 6pak Jlopoteje u Kazobona u Opax
Jlunrejra u Pozamonn. [lok ce npBu Opak 3aBpmiaBa cmphy rocnoauna Kazabona, npyru je
Jy’KeT BeKa, Majia je 1o ¢Boj mpwiniy Hecpehan. OHO MITO UM je 3ajeTHMYKO jecTe Aa je y o0a
cllydaja caMo jeJlaH MapTHEp OTBOPEH M CIIPpeMaH Jia Ce YXBaTH YKOIITAIl ¢ W3a30BHUMa U
npobiremuma koje 6pak Hocu. Jlok lopoteja u JInarejT cum60113yjy OTBOPEHOCT M CIIPEMHOCT
3a xomrpomuce, Pozamonn n Ka3o00H ce monamajy kao ga He KHBE Yy 3ajeHUIH, jep UX
OKYIIHPajy caMo JIMYHE KeJbe U CTPAaXOBU. Y TaKBHM OKOJIHOCTHUMA, /i€ je[laH MapTHEp He
JKEJTH JIa 3aMCTa CII03Ha JPYTOT | Jia C€ 3ajeTHUYKHN OOpY IIPOTHUB CBUX HEBOJba U HeAaha, Hema
ONMMCKOCTH M XapMOHW4YHE 3ajennune. Jlok Opak 3a Enmor mpexacraBsba ,,J1jaeKTOIOMIKY
pa3MeHy* W ,,TeXaK 3aJaTaK Clio3HaBama japyre ayme” (uut. y Myron 2021: 11), oBaka
pasMeHa je roToBo HeMoryha ako ce ,,Heddja CBECT CacTOjU YIJIaBHOM O] JIMYHUX JKeJba“
(2021: 11), urro jecte cinyyaj kKaja cy y nutamy Pozamonn Buncu u Kazob6on. Bbuxose xebe,
alli M CTPaxOBH, YECTO MPEACTaBIbajy MPENpPeKy J1a Makap MOKYIIajy J1a pa3ymejy Ipyre, Te
MOTPEIIHO TyMadue Tyle mocTymke, mMTo Npoayospyje OTy)eHOCT o1 mapTHepa.

JIu ExBapc (Lee Edwards) TBpau na je Muoamapy poMaH 0 *MarnHaTUBHO] CHEPTH]H,
0T KOjOM Toapa3yMeBa ,,MeHTaiHy Moh ma 3amuciaumo cebe u apymrrso (Edwards 1972:
223). OBy moh nmocenyjy Joporeja u JluarejT, ABa riiaBHa jquka y pomany. OHU Cy y CTamby Ja
npeBazul)y TMYHA OrpaHUueHa U MOKYIIAjy a CIIO3HA]y M pa3yMejy JbyJe U3 CBOje OKOJIMHE.
3a paznmuky on mwux, Pozamonn m Ka3zo0oHy Hemocraje ocehajHOCT, KOja TpeacTaBiba
MPEAYCIOB MMarvHamuje. Y KJbYYHHM WU KPU3HUM TpeHyluMa Opaka OHHM HE TOKazyjy
pa3yMeBame 32 MOTHBE U ITOCTYIIKE CBOjUX OpayHHX mapTHepa, 300r uera Opak 3amaja y Kpu3y.
U nopen cBux Hamopa na ynooJeu Kazo0ony, Jlopoteja yBuba na ,,0H HUKaa He 3Ha mITa [joj]

je Ha ymy u He OpuHe ce. OH xanu 1mTo ce oxenno [wom]* (Eliot 2004: 137).



Kputuka je mocra mucana o (HEmpaBeIHO) OINTPOj KapakTepusauuju PozamoHnme
Buncu. Wnak, tpeba HanomeHytu na je EnmoT BepoBasia &a je JOMHUHATHA HJICOJIOTHja
OJITOBOpHA 3a I0jaBy TaKBUX CEOMYHUX M MaHUNYJIATUBHUX >KeHa KakBa je Pozamon.
Pozamons je Ha ipBH moTJIex Ouiia CBE OHO IITO C€ Y BUKTOPHUjaHCKOM TIEPUOTY OYEKUBAIIO O]
KEHEe — JIeTla, CMepHa, KpOTKa, MPUKJIIa/IHa, HeynaybhuBa. MelyTium, To je caMo MpHUBHI H3a
KOjer ce KpHje TBpAOTIaBa KeHa OJTyYHa Ja CBE TIOJPEAH COTICTBEHUM IIUJbEBIUMA. YUeHa OJ1
MaJIX HOTY JIa C€ O KeHaMa CyJId Ha OCHOBY M3rjena u onxohemwa, Pozamons ce Tpyauna aa
710 JleTajba OIMOHAIIAa MOJET uieaiaHe skeHe. OHa cBe BpeMe IIyMH U TOM TJIyMOM ycCIeBa Ja

3aBapa MHOTE MYIIIKapIie, ykJjby4dyjyhu n nponutsusor Jluarejra.

Csaku HepB 1 mumuh 61 Po3aMoH]1 cBeCHO mpuiaroauia oK cy je raenanu. buna je
0 IPUPOJIH TIIYMHULIA U YIIOTE CY cpaciie ¢ lOM; TITyMIJIa j€ YaK U CBOj KapaKTep TaKo

n00po Te HHje 3Haa aa iu je TauHo mweH (Eliot 2004: 97).

Po3amonaunH KOHLIENT Opaka pe3yiTaT je UAEO0JIOTH]e )KEHCTBEHOCTH Y CKIIaTy C KOjOM
je Bacnmrana (Weber 2012: 503). Hbenu cTaBoBM Cy MaxoM OOJMKOBaHM POMAHTUYHOM
nutepatypom. Pozamonn 6upa JInarejta 3a myska He 3aTO IITO U3 OJHOCA C BHUM 3aKJbydyje 1a
Oou oH Omo mobGap myx, Beh 3aro mro ce Jluarejr ykiama y CIHMKY HII€aTHOT MYXKa W3
CEHTHMEHTAJTHUX pOMaHa. JeTHO O] HEroBUX TJaBHUX mMpeuMyhcTaBa je TO INTO HHjE W3
Munnmapua. Ilopen tora, Jluarejt moceayje manupe jenHor peHtiMeHa. Kako Pozamona
BEpYyje /1a OHa 3aciyXKyje Jla C€ BUHE Y BUCOKO JIPYIITBO, y JIUArejTy BUAM MyIIKapIia Koju he
joj To u omoryhutu. To mTo je mitaau qokTop Hehak jeqHor 6apoHa Kerosa je TJlaBHa BpiuHA
y ounma Pozamonn Buncu.

Bbpak Pozamong u Jluarejra je Hecpehan 3aro mro Po3aMoHa He enu ja CXBaTH IITa
Opak nonpaszymea. OHa on0Ouja 1a ca3pu, TBpAOIIaBo Bepyjyhu na Jluarejt Tpeda na ucryHu
HECHA OYCKMBamka M TIPYXKH jOj KUBOT KakaB 3aciyxyje. ok JluarejT cBe Bpeme pa3MuIisba y
MHOXHHH, OHa c€ TOKOM HecpehHHMX oKonHOcTH oceha mpeBapeHoM. [Ipen mpBUM BETHKUM
HCKYIICHEM OHA Ce MOBJIAaYH U orpal)yje oj CBOT Cynpyra, yMecTo Jia MOKyIla Jia ra pazyme u

MPYXHU MY IIPEKO NOTPEOHY MOAPIIKY.

Ox eronzma Ka MOpPAJIHOj 3PeJIOCTH

Muoamapu je, xkao u cBu octanu pomanu [lopu Ennot, poman o apymtBy. Enumor je,

Kao u Xapau, yBuhana cuhymnrHocT u Oe3Ha4ajHOCT MojeAuHIa Y apymTBy. MelhyTtum, oHa je



cMaTpalia Jja CBako Tpeba Ja mpy»Ku JIMYHUA JOTIPUHOC APYIITBEHO] eBoylrju. Camoco3Haja
je, HaBoam Yanmas, yHHBEP3adHO PEIICHE 3a OBY CIUCATEIJbUINY: CBAKH IOjeuHAaIl Tpeba 1a
OTKpHj€ KO je U IIITa JKeJH, a 3aTHM Jla ce MOTPYAHM Ja IocTane Hajoossa Moryha Bep3uja cebde
(1968: 292). Hajoosp1 HauMH Jja yTUYEMO Ha €BOJIYIH]Y IPYILITBA jeCTe Ja IPAaBUMO MOpAITHE
n36ope koju he Hac mpeTBapatH y 00Jbe JbyjIe, jep caMo aKo C€ CBaKM MOjeIMHAIl TOTPYIU Ja
MPYXH CBOj MAKCUMYM JIPYIITBO MOKE HAIIPEAOBATH.

Muonmapu TOBOpHU J1a CBH JI0JIA3UMO Ha CBET MOpaHo He3penu. Ty Hespenoct Enuor
Ha3WBa €rOM3MOM M TOJI BUM IOJpa3yMeBa HECHOCOOHOCT IMOjeluHIa Aa 3aMHciau Tyha
ocehama, MmoTuBe 1 Mucnu. TunuaaM MpuMEpH erorcta y pomany cy Pozamona n Kazo0oH,
KOjU HE MOTY Jla OTBOPE CBOj YM WM U3JUTHY CE€ M3HAJ COICTBEHOT MCKYCTBa. 3a Pa3JIMKy O]
Jlopoteje, koja BpeMeHOM 0OoJbe pazyme cede u Jbyne oko cebe, Kazo6on u Pozamony He
J0XKHBJbABA]Y MPOTPEC, KOJ HUX HE J0JIa3U JJO MOPAIIHOT ca3peBama. OKOpEIn eroucTH, OHU
ce yommTe He 6aBe OUTHUM, CYIITUHCKUM MPOOJIEeMUMA KOJU C€ TUYY HUXOBE UCITYHEHOCTH
u cpehe. U jenro u gpyro cy onrepeheHu ciimkoM cede y APYIITBY, IPH YEMY Ta CIIUKA TTOCTaje
BakHM]ja o1 cymtuHe. Tako Ka3zo0on He sxenu na npuxsat JJoporejuny nomoh, Bepyjyhu ga
6u To 610 3HaK cnaboctu. Onrepehen crpaxoBuMa U HecurypHoiihy, oH He yBuha 1a Jloporeja
XKy 3a 6nuckomrhy u orBopeHomhy. Mako je 0kemeH )KeHOM Koja OM CBe ypajuiia 3a mbera,
OH HE MUCIJIY 12 j€ yPaJno0 HEIITO HAPOUUTO THME IITO CE 0KEHHO — ,,CEM HEIITO HITO APYIITBO
0J100paBa 1 cMaTpa Jia je IpUIIMKa 3a BeHlle u OykeTe [...] octaBuhe 3a coOoM OHY CITUKY cebe,
KOjy Cy U3IJieia Tako HykHO Tpaxxuiu oj yoBeka™ (Eliot 2004: 225).

Mehyrtum, kako HaBoau Ilarpuma Mejep Crnakc (Patricia Meyer Spacks), erousam je y
M3BECHOj] MEPH MPUCYTaH U KOJ APYTUX JIMKOBA, a ¥ ko Jluarejra u Jloporeje. Y pomany ce
nomume 1a Pozamona HUKana 3anpaBo HHMje MUCIMIa 0 camoM Jluarejty, Beh jy je 3aHuMao
HCKJbYYUBO HETOB OHOC ITpeMa 10j. Mnak, Hu JIuarejT ce HUje Tpyaro Ja IPOHUKHE Y MUCIH
U TeXHe cBoje n3abpanuiie. OH y3uMa BEeHY TJIyMY 3/IpaBoO 3a TOTOBO, HE pa3MUIILIbajyhu o
TOME ITa ce ckpuBa ucnon Pozamonnune mpuBuaHe yrimahenoctu. Takohe, Jloporeja, nako
3aMCTa JKEIM J1a MO3WTHBHO yTHYe Ha CBE JbyJE C KOjUMa CTyla y KOHTAakT, y Opaky c
Kazabonom Buau MoryhHOCT J1a M cama Harmpenyje u nocrane yueHa u myapa (Meyer Spacks
2014: 69).

Nako [lopoteja ycrieBa aa mponahe cMrcao U UCITYEHEHOCT Y CPEIMHH KOja HACTOjH J1a
j€ orpaHu4M, KPUTHKA j€ YeCTO UCTHIIAJa J1a eIIJIOT POMaHa 3alpaBo CBEA0YM O TOME JIa OBa
JYHaKHIba HHjE ycllela Ja aKkTyellu3yje CBoje MoTeHuujane. To ce mpe cBera OAHOCH Ha
yumkeHUIy na JlopoTeja HUje u3alia U3 OKBUpa MpHUBaTHE cepe U 3aJ0BOJbUIIA CE YIOTOM

Majke u cynpyre. Mejep Cnakc Harjamasa Jia je y ToMm norieny cynouna Jloporeje cnmuyna



cynbunu npeyacuor ®epopanepa (Farebrother). ®epopanep je npuHyheH aa KUBH CKPOMHO
300r TOra IITO Ce CTapa O CTapHjOj CECTPH, MAJIM U TeTKH. Mako CkiIoH Koukamwy, depOpanep
je, xao u Jlopoteja, y cTamy Ja OCTaBH JMYHE HHTEPECE MO CTPAHU U YPaIH HEIITO MIIEMEHUTO
(Meyer Spaks 2014: 74). Yne4arspuB mpuMep je cHTyauuja kaga caBeryje ®pena Buncuja
Kako jJa mpuaobuje MepuHy HAKJIOHOCT, HaKO W caM raju ocehama mpeMa OBOj JEBOjIIH.
Hopoteja u @epOpanep yBuhajy 1a cy OHU TMOJEAUHIIM OKPYKEHU JAPYTUM JbyIUMa O KOjuMa
6u Tpebano BoaAUTH paduyHa. Poman HaM kasyje 1a Mel)yJbyICKH OJHOCH MPYXKa]y IPUIIHKY /1a
pacTeMo U pa3BHjaMo ce, aJIi J]a Hoce COOOM M BEeNUKY oaroBopHocT. Kako mpumehyje Mejep
Cmakc, cBeT y KOjeM >KHBUMO HH]€ CaBpIICH, ajld HaM Ipyka MOTyhHOCT J1a BOJJUMO U J1a C€
ycaBpiaBamo (2014: 74). Y tom cmuciy, noctymiu JJoporeje u depbpanepa He cBemoUe O

BIXOBOj MOTYHI-EHOCTH, Beh 0 IbMXOBOM ca3peBamy H y3nusamwy (2014: 74).

3akspydak

VY nepuony y xojeM je [lonpu Enuot nucana kinkeBHa KpUTHKa Onita je cypoBa mpema
cnicaresbuiiama. Y keJbH J1a Oyne o30mibHO cxBaheHa, amu U 300T YMECHUIIE J1a j€ IIHPO]
jaBHOCTH OWJIa IMO3HATa Kao BaHOpayHa MapTHEPKa 0KCHEHOT KEIbHMKEBHOT KpuTudapa, Mepu
En EBanc ce onnmyunna 3a Mymku nceynoHuM. Mako ce jaBHO 3aiaraja 3a TOKOpaBame KeHa
aKTYeJIHOM CTamy Y BHKTOpHjaHCKO] Bemmkoj bpuranuju, 3actynajyhm ctaB ga pasnuke
u3Mely MyIIkapaiia ¥ )eHa ocToje, 0Baj WwiaHak rnpobdiemarusyje TBpamy 1a je Llopu Ennor
Ouya CBeCHa HENPABEAHOT M IMOTYHEHCHOT TOJI0XKaja KEeHa Y BUKTOpUjaHCKOM npymTBy. OHa
je cMarpana ma Ou keHe Tpebajo ma ce MOMHUPE ca CBOjJOM 3aKOHCKOM M TOJUTHYKOM
HEBWJbUBOIINY, alk ce, ¢ Apyre CTpaHe, 3ajarajia 3a jeJHaKe IIaHce Kaja je y NMHUTamby
obpasoBame. EnnoT je BepoBana aa cy )keHe MOpaJIHUje O]l MyIIKapala 1 Ja MOy IOCpPETHO
YTUIIATH Ha €BOJYIH]y IPYIITBa KpO3 yTHIA] Ha Mymkapie. Mako je mo3uiuja xeHa y
Muonmapuy HETIOBOJBbHA, )KEHCKH JIMKOBH YCIIEBajy J1a KPO3 YTUIIAj Ha MYIIIKE JTUKOBE OCTBape
CBOje LuJbeBe. PoMaH je TMnHMuYaH mpUMeEp TaKO3BaHOT CYyOBEP3MBHOI MHCAba, KEHMXKEBHOT
JeNia KOje je Hau3Iie[ Yy CKJIaly ¢ KOHBEHIMjama, a 3alpaBO MX MOJpHUBA Ha AyOJbeM U
CKPMBEHOM HHBOY. MYIIKH JUKOBH Yy Muodamapuy ycCleBajy Ja aKTyelu3yjy COICTBEHE
MTOTEHITM]aJIe caMO aKO MX yCMepaBa 1 BoJu Ao0pa u myzpa xeHa. [lopen Tora, uMrmnkanmja
pOMaHa je Jia cy U MYIIKapIH 1 )KEeHE Ha IMOYETKY CBOT MOPAJIHOT Pa3Boja eroucTu. MopaiHo
ca3peBame MojipasyMeBa o0alMBambe erou3Ma U pa3BHjambe CBECTH O TOME J1a HUICMO CaMH,

Beh na )kMBUMO y 3ajeJHUIIM O KOjOj MOpaMoO BOAUTH padyyHa. TUIMMHMYHHA TIPUMEPH MOPATHUX



jynaka cy Jloporeja bpyk u npedacan ®@epOpazep, KOju Cy y CTamy Ja C€ M3TUTHY H3HAT
JMYHOT UCKYCTBA U TIPEy3MY OJrOBOPHOCT Ka0 YJIAHOBH 3aj¢/THUIIE.

Kana je y nuramy Opak, kpo3 Muoimapu nipoBejaBa yBepewe Ja Opak HHje Kpajiu
1IUJb, Beh MmoyeTak 3ajeIHUIITBA KOje ca cOOOM HOCH YUTaB HU3 M3a30Ba U pobdiema. Y cIoBU
3a ycIienan Opak Cy OTBOPEHOCT M CIIPEMHOCT 3a YIIO3HaBame ca nmaptaepom. bpak Jlopoteje
n Kazobona, anu u 6pak Tepuujyca Jlunrejta u Pozamonne Buncu, ocyhenu cy Ha Heycmex
jep y \bHMa He TIOCTOjU OHa] MUHIUMYM OTBOPEHOCTHU U CIIPEMHOCTH /12 CYNPY>KHHUK MOKYIIa 1a
caryieqia CUTyallMjy U3 yriia cBor maptaepa. Jloporeja bpyk unnu HajcyOBep3uBHHjU MOTryhn
akT ynajom 3a Bwma JlamucnaBa — TO je jenuHW 4WMH KOju He omoOpaBa HU Ka3zo00H HEM
JlopoTejuna HajOmmka okoiauHa. Mako ce Ha moueTky mUXOBOT ofHoca [lopoteja u Bum He
pa3zymejy HajOoJbe, 000je MOKa3yjy CIPEMHOCT Ja C€ OTBOpE IMpemMa IPYyroM U Ja Kpo3
3ajeJHUYKU Harop u3rpane nodap m 6mmszak ogHoc. To morBphyje xumoresy aa je opoteja
HEKOHBEHIIMOHAIHA JYHAKHHHa, YBEK CIIPEMHA JIa Ka)kKe CBOjE€ MUIIJBEHH-E U J1a CBOj€ 3aMHUCITH
cipoBene y neno. Ako je xepouna [lopy EnnoT omycrana on ernckor >kMBOTa ¥ HaCTaBUjIa Ja
KMBH Y TpaHHIlaMa NpuBaTHe cepe, yunHUIA je TO U3 IIIEMEHUTHX 1molyna, modyxaa koje he
YTHIIATH TO3UTUBHO HA HAIIpeoBame mbeHe 3ajenuunie. Cynouna [Joporeje, koja 3a jenan aeo
KPUTHKE TIPEACTaB/ba pazovyapeme, MpUMep je Aa U Jena oOWYHUX JbYAHM caapkKe y ceOu
MoryhHOCT 3a xepojcka aena. Y ToMm cMuciy cyaouna Jloporeje bpyk je penpe3eHTaTuBHa jep
BeJIMYa MaJia Jieia OOMYHUX JbYIH — JbYIU KOJU ¢y Y (POKYCY KEbMKEBHOT CcTBapanaiTsa [lopy

Eauor.

! Ceu HaBoaM HeMpeBeIeHe TUTEPATypeE JATH Cy y TIPEBOJY ayTOPKE paja.

2 JKeHCKO NHUTame y y/KEM CMHCIY C€ Y BUKTOPH]jaHCKO] €pU OJHOCHIIO Ha GopOy cU(pakeTKUmba 3a
MpaBo TJIaca ’eHa, a y ITUPEM CMHUCITY je TTOApa3yMeBajio jaBHY J1e0aTy 0 )KEHCKO] IPUPOIU U HEHOM
JPYIMTBEHOM TOJ0Xajy. Kako cy BelnWkH MpolieHaT YnTaliadyke MyOJMKe caunibaBalie KeHe, JKEHCKO
MUTamke je MOCTajo MpeAMeT OypHe paclpaBe W y APYIITBY M y KEHKEBHOCTH — JPYIITBEHH M
KIbKEBHU ()EHOMEH.

3Yak n xana je 3akon o 6paunum y3pouuma (Matrimonal Causes Act) crynmo Ha crary (1857), onpente
TOT 3aKOHa pedIiekToBalie Cy ABOCTPYKE apIIvHE Kaja Cy Y MUTaky MYIIKH U )KSHCKH 101, MyIikapiu
Cy MMaJIi TIPaBo Ja Ce pa3Bely ako OM yCHenu Ja JOKaXy IMpesbyOy, alli je jKeHa MOorJa Ja JA00uje
pa3BoOJI caMo ako je mpesbyda Onma yapykeHa ca HaCHJbeM, COJIOMH]jOM HITH HHIIeCTOM. MelhyTuM, Kako
je pa3Boj OMO CKyIl, U HAaKOH JOHOIIICHa 3aKOHA CTOIAa pa3Boja je Omiia Hucka, Te je usnocwia 0,2%
kpajem XIX Beka (Chapman 1968: 285).

* Yenama y Bpuranuju 3abpameHo je na riacajy 3akonuMa u3 1832. m 1835. rommne. bopba 3a
OCTBapHBamLC MIpaBa eHa Ha Tracame Ouna je myra u mydda. Y XIX BeKy cudpakeTKumbe Cy ycIene
Ja ce m30ope 3a MpaBo Iiaca Ha JIOKaTHUM n3bopuma. 1918. roguHe mpaBo riaca qobuie cy JKeHe
crapuje ox 30 romuHa, a OMIITE MPABO Tlaca ocTBapuie cy Tek 1928. roqune. 1lIto ce Thye 3akoHCKe
HeBUAJbMBOCTH jkeHa, [lon Ctjyapt Mun (John Stuart Mill) HaBoau mojaTak Ja Cy CKjanameM Opaka
MYJK U JKeHa I0CTajaliu ,,jeHa ocoda mpen 3akoHom™ (Mill 2017: 17), mTo je y npakcu 3HAYHIIO 1A je
CBa XCHMHAa WMOBHHA Ipela3wiia y pyKe HeHOr cymnpyra. Tek noHomemeM 3akoHa 1870. romuHe
(Married Women's Property Act) yaate sxeHe Cy cTeKlie IpaBo Ha COTCTBeHY UMOBHUHY. [lopen Tora,



oTarl je 610 3aKOHCKH cTaparelb Aere. [locie cMpTh omma Majka Ou ImocTana cTaparesb jeIUHO y CIydajy
713 je TO OTall OAPEIHO Y TECTAMEHTY.

% 3a pasnuky ox nosHatujer peHomena ,,anheo y kyhu“ (the Angel in the House), oBzie je ymorpe6sben
TepMHUH ,,JIyTKa*“ jep 00Jbe OIpa’kaBa MMOOWIHOCT M TACHBHOCT Kao KJbydHE OCOOWHE HCaITHE
BUKTOpHjaHKe. Kako HaBo/M AJITHK, JTyTKa je MPBH IMyT IOMEHYTa MHOTO paHHUje Hero KoJ XeHpUKa
No63ena — y /lukencoBom pomany Haw 3ajedonuuxu npujamesn (Our Mutual Friend). bena Poxemur je
IIpBa Koja u3jaBJbyje J1a JKeJIH Ja Oyae HEeIlTO BHIE o JyTKe y kyhuuu 3a nyTtke (1973: 54).
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The “Woman Question” and the Conceptualisation of Marriage in George
Eliot’s Middlemarch

George Eliot was often a target of feminist criticism due to her conventional representation of
female characters. The aim of this article is to point to the fact that, although grounded in conservative
ideology, her attitudes toward the “Woman Question” and marriage were original and unconventional.
Although George Eliot’s views were ahead of her time, she did not take part in the ongoing struggle of
the Suffragettes. Still, the implication of Middlemarch is that women were limited by their gender
during the Victorian era. To be a woman and to want to achieve something grand and important is
nothing but easy in the fictional world of Dorothea Brooke. The novel implies that opportunities for
women were limited, but that women still could realize their aspirations through moral influence.
Ideally, female characters in Eliot’s fiction function as moral guides exerting influence on men.
Moreover, influence is the means for achieving their own goals. Although Dorothea Brooke achieves
some kind of an agreement with society, she does so under her own terms, and the epilogue of the novel
suggests that, although unknown, a lot of women in a similar manner positively influence the progress
of society — by means of indirect influence in a narrow circle of friends and acquaintances. In this
respect, the destiny of Dorothea Brooke is representative and it glorifies the modest contributions of
ordinary people. When it comes to the concept of marriage, the implication of the novel is that the
institution of marriage undergoes a crisis because it is founded on wrong values. Marriage should not
be reduced to a social contract and it should not be rushed into, but it should rather be seen as an
opportunity to create a meaningful and open relationship through closer insight into yourself and your
partner. In Eliot’s opinion, a crucial requirement for a successful marriage is openness and maturity of
thoughts and feelings. Contrary to how marriage is presented in a typical Victorian novel, in
Middlemarch it is presented not as the final goal but as the beginning of a communion which brings
many challenges and problems, which might be overcome only bymutual goodwill and effort. Her first
marriage is unfruitful because there is no understanding between her and Mr. Casaubon. However,
Dorothea’s second marriage is characterized by openness and her second husband, Will Ladislaw, is a
man eager to be guided and helped. Their mutual openness and effort lead to mutual understanding and
to the development of a relationship all couples should aspire to.
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Axanemuja 3a HallMOHaNHY 6e30eaHOCT OpuruHanIHU HayYyHU 4YIaHaK
beorpang

Tpancdopmanuja kao nyt ka ,,/Ipyrom* y panujum pomanuma Eaud

Hlagax

CwMmatpajyhu 1a je jeAuHU 3a7aTak KiMKEBHOCTH Ja PYIIM I'paHHIE Haller CBETa CIO3Haje,
Emud adak, jeqna ox HajyCHEIIHA]UX TYPCKUX MOCTMOACPHUCTHUKHX CIIMCATEIbHIIA JaHAIIBUIIC, Y
CBOjUM pOMaHHMMa 0aBU c€ KPUTUUKHUM IPOMATPabeM U IPEUCIUTHBAKEM UCTOPH]€E, TPAAHULIIjE ’
WJCHTUTETA, OJHOCHO APYLITBA y KOJEM BJIaJlajy CTEPEOTHIIM O MamHHCKHUM IpylamMa Koje cy
oapehene repmunoM ,,Jpyru“. Y mwenux mect pomana ([{unxan, Oenedana epada, Maxpem, L{pno
muexo, Uemanbyncko konune u Jby6as), koju cy o0yxBaheHH OBUM PagoM, ayTOpKa Ce TOTHYE
BOXHHUX TE€Ma KpH3€ HICHTUTETa, OMHAPHHUX OMO3WIHUja U JPYIITBEHOI ACTCPMHHH3MA KOJH
orexxaBa MoryhHocT Tpanchopmanuje, anu yBojaehu u npeno3Hajyhu jby06aB Kao yHHBEP3aIHY
KaTeropHjy U MOKPETauKy CHUJTy KOja BOJIH Mpeodpaxajy, JUYHOM U KOJICKTUBHOM, Ka0 M eMIIaTHjH
U IpUXBaTamy CBUX BpcTa ,,Jlpyroctu’, kao ckyna ocoduHa Koju npunana ,,JIpyruma®.

KibyuHe peun: mocTMOIepHU3aM, TYPCKa KEBHIKEBHOCT, HIICHTUTET, J{pyroct, TpanchopMaiinja

Ko cam ja?

Hmam nu camo jez[aH HACHTUTCT — 3aCHOBAH HAa HAITMOHAJIHOCTH, CTHI’I‘-IKOj
MPUTIATHOCTH, BEPHU CTAJICXKY, IOy WM reorpadckom nopekiy? Mmu caMm CymTHHCKH
MEIIIaBHHA OPOJHUX MPUMATHOCTH, KyITyPHUX TPAIUIIN]ja U Pa3INIUTHX Hacieha,

MopekJa u myrena?

(Safak 2021: 39)

Kpaj 20. 1 mouerak 21. Beka, 00eJIe’)KE€H KPU30M HACHTUTETA, OJICYCTBOM UBPCTOT
BPEIHOCHOT CHCTE€Ma, WHIWBUIYaJU3MOM U IOMamKambeM KIACHUYHHUX ayTOpPUTETA,
JIOHOCH TIPOMEHE U Yy TYPCKOM JIPYIITBY M HbE€TOBOj KEbMIKEBHOCTH. J[€KOHCTpyKIIHja,
IIOHOBHO TMPOMUIIbAKE HUCTOPHjE, JIMKOBU C MapruHa APYHITBA M U3 Pa3IHUYUTHX
MambUHCKHUX IFpyNa, CBAKaKo /1a Cy C€ TYPCKUM MHUCIMMa TOT IIeprUo/ia YUHWIH MMOTOJHUMA
3a KIbMKEBHY oOpany. bynyhu na je Typcko apymTBo OWII0, U jOII YBEK jecTe, TyOOKO
MO/IEJhEHO Ha MPUCTAINIIEC TPATUIIMjE U MOJCPHOT, Ka0 U CBE IITO je TUMe o0yxBaheHo,
10jaBa HOBOT' Tajaca y KIMIKEBHOCTH Omiia je Ha MeTH OpOjHHUX KpHUTHYapa KOjU Cy

cMmaTpanu aa he TuMe OUTH yrpoKeHO CBe MITO je u3BopHO Typcko. Emmud [ladax je Tako,
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y3 JOIII HEKOJIMKO CaBPEMEHUX IMucalia, ouia Ha 4eiry OpojHUX TYpPCKHX IMOCTMOJICPHUCTA
KOjU C€ Yy CBOJUM JeluMa OKpehy IIOHOBHOM M KPUTHUYKOM TMpOMaTpamy H
MIPEUCIIUTUBAY UCTOPHjE, TPAIUIIH]e UJICHTUTETA, & Y OKBUPY TOTa U POAHUX U IPYTHX
KaTeropuja.

Jenna on HajmomyJIapHUjUX TYPCKHX crHcaresbuiia maHammuie, Enud [ladax
oApaciia je 1Mo/ yTUIajeM MOJIEPHUX U Tpo3aliagbadki OPHUjEHTUCAHUX POJAUTEIha, alu U
o, HEMy CYNpPOTCTaBJbEHMM YTHIajeM Oake Koja je Owmia JTyOOKO peluruo3Ha,
KOH3€pBaTUBHA M CyjeBepHa. Ta JAMXOTOMH]ja je KOJ OBE ayTOpKe JOJATHO I0javyaHa
KacHHje, HAaKOH IIITO je TodYesia J1a )kuBHW Ha penanuju Ucrtanbyn—Jlonaon (1 Amepuka).
Kaxko cBaku mucall muiie OHO IITO 3Ha M CBOjy UCTUHY, Tako ce ynHU U 1a Enud [ladax
y CBOJHMM JIeJIMMa, KOja MUIIE MOjeJHAKO Ha TYPCKOM U €HIJIECKOM, TIOHEKal IPUITHCY]e
COIICTBEHE KpH3€ MISHTUTETA CBOJUM JIMKOBUMA JIOK pa3MaTpa I0JI0Ka]j KEeHa, MUTpaHaTa,
aJM ¥ TIMTamka HaIIMOHATHOT HICHTUTETA U poaa. baBehu ce oBuM Temama, CBET mocmaTpa
Kao MMO30PHUILY H, KAaKO U caMa Ka)ke Ha MTOYEeTKY poMaHa Maxpem, CBE c€ Y FbeMy OJTHOCH
Ha eudemu (nocmampamu) u oumu euhen (nocmampan) (Shafak 2000:4). IpyuitBeHo u
MICUXOJIOIIKH MPOU3BEICHO IMOCMaTpame, MOCMaTpame KyJIType KOje HHje HEBUHO, Y
CaBpEMEHO] TEOpPHjH MO3HATO Kao ,,orjiaeA” (eHrs. gaze) u mpey3ero o ¢GpaHIlyCKOr
TeopeTnyapa ncuxoaHaim3e JKaka JlakaHa, moapasymeBa OaBJbCHE 3ajeTHUYKHM,
yobHnuajeHuM HaunHUMa nocmatpama. Emug [ladak je Tako npeysena JlakaHOB 1ucKypce
o ,mornexy” (Lacan 1986: 79), koju 3Ha4M TOBOPUTH O HAYMHMMA MIOCMATpama Kpo3 Koje
YOBEK Kao Cy0jeKT y oapeheHomM ApyImITBEHOM KOHTEKCTY IOcMaTpa M Ha KOjU Ta APYTH
rmocMarpajy.

Ogaj JlakaHOB TEOPETCKHU OKBUD Ipey3eiia je U TeopeTudapka ¢puiama Jlopa Mansu,
KOja je y CBOM ecejy ,,Bu3yenHo 3a10BOJbCTBO M HapaTUBHH (UIM™ pa3mMaTpaia ,,MyIIKHd
rorjien’ yrnepeH Ha »KeHy Ha (uiMy, KOHIICNIT MPUMEHUB Ha CBE HapaTtuBe. MajBH je
CKpeHyJIa MY J1a je Y CBETYy ypeheHOM XxeTepoceKkCcyaTHOM ITOJTHOM HEPaBHOTEIKOM,
3a/I0BOJHCTBO Y TJIe/Iaby OMIIO MOCTAaB/BEHO KA0 CyNPOTHOCT U3Mel)y akTHBHOT/MYIIKOT U
nacuBHOT/>keHCKor. Onpehyjyhu mymku mornen, mpema ManBH, NOpPOjeKTyje CBOjY
(danTazmjy Ha KEHCKy (Urypy Koja je CTHIM30BaHAa y CKJIaay C HEHUM, JXEHE Cy
HCTOBPEMEHO TJIelaHE W M3JIOKEHE M CBOJOM I10jaBOM KOHOTHPA]y 21e0aHoCm.
3axBaJbyjyhul akTUBHOM MOTJIEAY MYIIKOT MPOTaroHUCTE, OH KOHTpoiuIle gorabhaje, 10K
’KeHa He Tpeba J1a Ma KOHTPOILy, OJTHOCHO Tpebasio Ou na Oyae orpaHuyeHa, jep Ou leHo

aKTUBHO yuemrhe yrpo3uiio Mmymky nomuHarujy (Mulvey 1975).



baeehu ce gpymrTBenum ono3zunujama, Enud ladbak nm npuctyna kpo3 ,,acekT
Hpyror*, koju ce y aeimy MOCTKOJIOHUjaTHUX CTyJIHja pa3marpa kao ,,JIpyroct” u xoju ce
MOXe JeHUHHCAaTH Kao Ipollec KOjuM Heka BehmHcka rpyma neguHUIIE U KaTeropuiie
HEKY MamHUHCKY TPYIy TepMHHOM ,,apyru‘ . Y Typckoj ce TO NMHUTame MpPEeBACXOIHO
OJHOCH Ha OMHapHE OMO3UIIHje Ha penanjama EBporysaHnH—As3ujar, Mylikapamn—xKeHa,
mycauman—xpuithanus, Typuna—Kypa (Al-Sammarraie 2019: 2901). ¥V ToM KOHTEKCTY,
[[TacdakoBa cMaTpa 1a maHalIkba APYIITBA, Y TYpPCKO]j, allid ¥ IUPOM CBETA, TEKE Ja CTBOPE
KyJITYpHA reTa Ha OCHOBY CIIMYHOCTH, YHAME C€ Pa3BHjajy CTEPEOTHUIIH O MPUTIATHUIIIMA
npyrux rpyna. bynyhu nga mo pohemy KMBUMO Kao NPUIMAJHUIN Kpyra yCJIOBJHEHOT
pohemeM, BaXXKHO j€ TOKOM J>KMBOTA YCIIOCTAaBUTH BE3€ C OCTAIMM KpPyroBHUMa, jep
MPEeKUIalk-e TAKBUX Be3a MPEJICTaBIha OMACHOCT IO JIMYHU pa3Boj u XymaHocT. [lopenehn
KOMYHHKAIlyjy caMo Mel)y ujlaHOBMMa HMCTOT KpyTa, 3ypeHeM y CBOj JIMK Yy Orjiefany,
Emud Hladak »xenn na ykaxe Ha OacHOCT KOjy HOCH CHTYyallfja Kajla CMO YCMEPEHH CaMO
Ha ceOu cimyHe U 0e3 ciyxa 3a MPUITaJHUKE OCTaIuX Tpylia, OJHOCHO 3a ,,Apyre. Jeman
O/l HAUMHA 3a TPEBA3MIAKEHE KyATypHUX reTa WIM ,KyOTypHHX yaypa““l jecre Kpos3

yMEeTHOCT nipunoBenama (Shafak 2014).

Ha muoro nHaumna, 21. Bek ce He paznukyje oa 13. Bexka. O0a he Outm
3a0elie’)keHa y MCTOPHUJU Kao BpEMEHa BEpPCKUX CyKoOa M KyJITypadHUX
HepasyMeBama 0e3 nmpeceaaHa, Kao ¥ OMIITUM ocehajeM HECUTYPHOCTH U CTpaxoM

on ,,Jlpyror*. Y takBa BpemeHa, moTpebda 3a jby0aBspy je Beha Hero mkan (Safak
2009: 34).

He crmaxyhu ce ¢ Tennennujom na ce ,,puknuju noaenu GyHkumja, na tpeda aa
Oyne maHudecTamyja UICHTUTETA, ayTOpKa MHCUCTHPA Ha MHUCAkYy MpUYa KOje Cy camo
puYe W CTBapamy JUKOBa KOJH MOTY Jia J0o4apajy 4UTaolly jeaHy HOBY KYJITYpY,
HaBojehu ra Ha ynmo3HaBame jeHOT Apyraudujer ceeta. OHa Bepyje y nmpeodOpaxkajuny Mmoh
npuya j1a 30amxkaBajy Jbyae U ociobdahajy cTBapHH MOTEHIMjA 32 EMIIaTH]y U MYAPOCT
(Safak 2021: 80). Mpsxba npema ,,JIpyroM*™ kKojoj naHammu ceet ceeaoun, Exnd Iladak
cMmaTpa JIexyMaHHu3alujoM ,,J[pyror, crora mpumnoBeaame MOpa IOCTaTH JeTHO o1 opyha
otnopa Toj nexymanmsaumju (Safak 2020). OHO ITO yBOAM KA0 JAjTMOTHB M TIIaBHY
MOKpPETauKy CHary CBUX UCIOJbaBama, ajli v pUxBaTama J[pyrocry, jecre nojam jpyoaBu

Kao yHHUBEp3aJIHE KaTeropHje M OMIITET ycJioBa 3a TpaHchopmanujy. be3 Tora doBek He



MOXE J1a C€ OTBOPH 32 MHOT'OCTPYKE MPHUITAJTHOCTH U CBaKOjaKe MPUYE KOje CBET MMa 3a
Hac, Te he OCTaTH y IBOpaHHM Orliefana Koja ofpaskaBa HAac came M He Hyau u3na3 (Safak
2021: 81). IlpunoBenamwe Ham oMoryhaBa Ja carjieqaMo IEpCIIEKTHBE APYTUX JbY/IH,
CXBaTHUMO KOJIHMKA je KOMIUIEKCHOCT UICHTUTETA M OCI000MMO C€ CTpaxa O HETO3HATOT .
CTpax oJ1 HEMO3HATOT MOXE C€ MpeBa3uhu caMo yIo3HaBameM ,,J[pyrore, a yrmosHaBame
BOJIM Ka MO3UTUBHUM eMOIHjama.

Kaxko je, mpema ¢pemunusmy, pon koHcTpykiuja, llladakoBa y cBojum nenuma
MOCTaBJha MUTAE J1a JIU TO YKa3zyje M Ha oJpeheHu APYIITBEHH NETEPMHHH3AM KOjU
crpedaBa MoryhHocT Tpancdopmaiyje, Oyayhu aa je, mpeMa u3BECHUM CXBaTakbHUMa, PO/I
oapeheH y aHaTOMCKOM CMHCITY, OTHOCHO Kao OuoJjionika cyaouHa. Bumie ox Tora, a y
CKJIaay ca (UEEr TeOopHjoM IIpeMa K0joj ce OMHApHE OMO3UIM]jE OJTHOCE Ha MIUPOK CIIEKTap
JIPYLITBEHUX OWMHAPHOCTH M TPU YEMy jeJHAa CTpaHa HOCH KOHOTAIWjy HCIPAaBHOT,
MTO3UTHBHOT U TOOPOT, a lheH Mapmkhak, aKo He eKCIUTHIIUTHY MOTPEIIKY, OHJIa TPOCEYHOCT
u obmunoct (Simi¢ 2009: 183-192), nukosu y pomanuma Enud Iladak obenexenu cy
OpojuuM ono3unrjama (xepmadpoauT, )KeHa MajKa — )KeHa O]l KapHjepe, Majka Koja ocTaje
y 6paxy 300r ziere — caMoxpaHa Majka, OJHOC IIpeMa IPyTuM HapoAuMa, TPAIUIMOHATHO—
MOJIEpHO) Koje OwuBajy mpeBaszuheHe y3 momoh Jby0aBM KoOja JOHOCH IPHUXBaTamke
Hpyroctu u omoryhasa tpancdopmaryjy y ,,Jpyror.

Iunxan, npBu poman Enmud [ladak, 06jaBibeH je 1997. roguHe 1 TOBOPH O MIa0M
nepBuIly, xepMadpoauty, koju kpehe Ha myt camocmnosnaje. IluaxaH mocmeBa y
JICPBUIIIKY TEKH]jy, T1e yro3Haje Jlypu-6ady, cror Oyayher agyxoBHor Boly, ¢ kojum Beh
Ha MOYETKY 3acHMBa mocebaH omHoc. Jlypu-6aba mperno3Haje cnenudUIHOCT MIIA0T
[Inaxana u oxpabpyje ra J1la KpeHe y CBET W MOKyIa Ja yro3Ha camor cebe. [Iunxan
omnaszu y HcranOyi, rpax Koju M cdM MMa aMOMBAJICHTHE OCOOHMHE KakBe, 4yHMTajyhu
poMaH, CIo3HajeMo W KoJa Mianor aepsuma. CruieToM HeOOMYHUX OKOJHOCTH, MIIaJu
[luaxan ymo3Haje MymIKapiia y Kora ce 3ajby0Jbyjeé HaKOH IITO Ta Jyro IocMmarpa,
MIPUTPIMBIIH TAKO CBOjY )KEHCKY CTpaHy M IIPOHAIIABIIN KOHAYHO CBOj MTPAaBU UICHTUTET.
Poman noGuja cBOjy MUCTHYHY IUMEH3M]y Kaja ce JHUK y TPEHYTKY TpaHC(hOpMHIIE U3
JIepBUIIIa OOpHUjaHe TIaBe y )KeHy ayre upBeHe koce (Josuh 2014: 22).

[IpBO moriaBibe poMaHa YBOJIW YNTAOIA Y YHYTPAIIbHU CBET MIIAJIOT JIepBUIIA. Y
pOMaHy ce He IOMUIE KOje je UMe JIeTe HOCUJIO Ipe J0JIacka y TeKHjy, Beh ce Ha moueTky
TJIaBHU JIMK IOMUILE Kao ,,eTe Koje he mooutu nme [Muaxan®. iMme koje je aere moOuiio

on Jlypu-6abe cBakako IMOTKPENJbYje MHUIIJbEHE KOj€ ayTOpKa M3HOCH TOKOM pOMaHa:



,AMena cy marmuna. Hucy camo marmuna, umena u omabhujajy” (Safak 2000-a: 20).
3Havewke OBOI MMEHA Ha TYPCKOM — ,,3aTBOPEH, CKPUBEH'* HOCH BEJIMKY CUMOOJIHKY, jep
TJIaBHU JIMK U JECTE OMHUCaH Kao ycaMJbeHO, 30yHEHO, OTOPUCHO U y ce0e 3aTBOPEHO AETe,

CBECHO CBOj€ pa3lIMUUTOCTH, AT HeMOhHO J1a ce ca ’boM H300pH.

Jau u HOh,

CyHIie 1 Mecell pa3BOjeHH,

Mebhy muma amOuc

A oH, TyTanuna

Yac Tamo, gac oBJe,

YMupao je 1 BackpcaBao ¢ HajaMa
LIITUTHO je CBECHO CBOjYy TajHY,
JKuseo xpujyhu ce ox Tyhux norsena,
37100HUX je3uKa,

N rrammo ce xkao nyx

Caku myT KaJ npeckaue amOuc.

Cge 110 TOT 1aHa, JOK HE CPETE TO IJIABETHUIIO

(Safak 2000-a: 6)

Kao cum6ou npexua ¢ mpouuiomhy 1 ImyTa Ka caMOCTIO3HajU MOXKE C€ IIOCMAaTpPaTH
onuc [luaxana koju, ckumajyhm onehy ca cebe, ucrutyje pykama CBOje TEIO H
MaHMjaKaJlHO 4Yyma Jjlake, CBE JOK HE OCTaHe Kao ,,0rojbeHo apBo“. Huje Omo Hm
MyIIKapall HU jkeHa; OO je 1 MylIkapail ¥ >keHa. [IMHXaHOBO IyTOBambe Ka CaMOCIIO3HajH
TO’KMBJbAaBa MPEKPETHHUILY Y UCTaHOYIICKO] ,,IBOIIOJIHO] Maxalid, KOja je Kao U OH/a cam/a
“Majia Bojako uMme: ctapo Mymmko ume Axpen Apug (llkopriuja Apud) u HOBO KEHCKO
nme, Haxw-u Hueap (Jlena jpy6a). CyjeBepHHU, alli MyJIpU CTAHOBHHUIIN Maxalie, CMaTpaJIf
Cy Jia je HelpUXBaTame JIBOIOJIHOCTH MECTa y KOjeM >KHBE Y3pOoK OpojHuX Hecpeha koje
Cy HMX 3aJecuiie, Te Cy ce y3aanu ga he xepmadpomutr I[luHxaH ngoHETH cmac, a

CUMOOJINYKH, BbUXOB CITac j€ y MpUXBaTamy Hbera Kao Apyradujer.

Y Tebu je pemieme HamIMX MyKa. Jep, J0OIIao CM Ha OBaj CBET Kao
xepmagpoaut. U maxana je, 6ai kao u TH, 1BonoiHa. tbeno ume je u Axkpen Apud

n Hakmr-u Hurap. Ty cBakako HeMa HUKaKBOT 371a. MehyTtum, He nonasnajy ce jeaHo



npyromM. Mehy muMa nma 351e KpBu. lbruxoBa ce kaBra mporvpuia CBy1a. 3Hal Jin
mra ce taaa aemana? Kaga ce mocBahajy, CHTYpHO jeJlaH M3JIa3u Kao MOOSTHUK.
Jeman nperasu apyror. CBe cMpau Ha KpB U 6apyT. Hema yoBeky mupa. ETo, Tako

CC ACCHUJIO U HaMa.

AKO ce TBOja JABOIIOJIHOCT MOKa)Xe y OBOM XaMaMy, 3J71a KpB he ce y maxanu

cmuputH 1 3aycraButu cal)y. [ToBpatuhemo crapu mup. (Safak 2000-a: 110)

A m mra je pekao [ypu-6a6a? 3ap Huje pekao ,,Yhu y rpam cBor Tena,
nmocmartpaj ra”. Illta je roBopuo ypu-6a6a? 3ap Huje pekao ,,Mu HHUCMO 3a
Opucame cBor Tena, Beh 3a criozHajy”. [InHxaH je Taga cXBaTHO; OJABHO je JAOIILIO0
BpeMe Aa yhe y rpan cBor teina. [lomro npuya Koja HUje ucucaHa v KOjy j€ TOJIUKO
JIyTO TPaXXKHUO W JKeJeo Na je oxHece y Tekujy lypubabe, oHa HHUje y Ta/bUHU U
HEKOM JIpyroM CBeTy, Beh y meMy camMoM, Morao je na je mpoHahe y ayOuHUM

conctBene aymie (Safak 2000-a: 111).

Yunu ce na je, nuiryhu oBaj pomas, 3a koju je 1998. rogune narpahena Benmukom
Mesnannaom Harpanom, Emud ladak Ha ymy umana vyBeny mucao Cumon ne bosoap:
,»JKeHom ce He pabha, Hero nocraje” (Butler 1990: 8). imajyhu Ha ymy na ce aytopka 6aBu
mMpokoM obiamhy HCcTpakuBama Koja oOyxBara M CTyIWje poja, Kao U Ja ce HeHa
Marucrapcka teza 6aBmia peHoOMeHuMa pojia U CyhU3MOM, HE 9y A1 H300p TEME U TJIaBHOT
JINKa 3a IpBHU poMmaH. Kako ce kaTeropuja mosia y cTaHIapaHO] HHTEPIIPETALNjA OJHOCHIIA
Ha TIPUPOJHO CBOJCTBO JAaTO YOBEKY, a POJI HA JPYIITBEHO-KYJITYpPHE acCIIeKTe, MOjaBUIIO
ce NMUTamke NocMaTpama KaTeropvje poaa Kpo3 MeTapu3MUKo NuTame cymrtuHe. OBaj
pOMaH y U3BECHOM CMHUCITY MOYKEMO carjie/laTh Kao MOKYIIIaj ayTOpKe Ja OATOBOPHU Ha OBa
nuTama u 1a gokaxe na je Cumon ne bopoap 6uia y npaBy.

Takohe, Enmud [adak, nomyt [lyaut Batnep, nmocrasspa nurame Aa JIM MOCTOJU
,,OApeheHn* po1 Koju JbyAN uMajy WIH je TO CYIITHHCKUA aTpUOyT KOju 0ocoda mpeba oa
umMa; aKko je poJl KOHCTPYyKIMja, Ja JIM TO yKazyje W Ha oJapeheHu ApymTBEHU
IeTEpPMHUHU3aM KOjU cIipedaBa MoryhHoCT TpaHcdopmamuje; Kako je, mpeMa U3BECHUM
CXBaTamHMa, poj oJpeheH y aHaTOMCKOM CMHCIY, POJ IocTaje AedHuHHCAaH Kao
ouosomika cynoruna. Pasnor 36or uera ce Ha kpajy [Inaxan Tpanchopmuiiie y xxeHy ocTaje

MHCTEpH]ja, aJIi je MoTyhe 00jaCHUTH j€ YMH-CHUIIOM JIa [TUKJINYHA IPUPOIa KESHCKOT Tesa



00Jbe TIpEACTaB/ba CjeAUICIbE MOJOBAa yHyTap ¢opmaije poaHor uaenturera (Tuglu
2016). Ce mo moxacrpeka [ypu-6abe ma mponahe cede, [Tunxan HHje OHO HU MYIIKOT
HUTHU KEHCKOT T0J1a, 1a OM 3aTUM MPUTPIIMO 00a 1moja yrja je o0esnexja HOCHO U KOHAYHO
WX yjeOIuHHUO y OMOJIOIIKO TEJO EeHe, IITO je y AyXy craBa Jlyc Wpurapaj na skeHcka
CEKCYaJIHOCT YBEK OOyXxBaTa, y HajMamy pyky, ayamnoct (lrigaray: 1981: 28). ITunxau
MOoKa3yje yhuTaonuMa jaa je GopMHupame pojia y KOHTEKCTY HJICHTUTETA HEIITO IITO j&
TUHAMHUYHO, IITO CE€ pa3BHja U TpaHCHOPMHUIIE Yy CKIaAy C MHTUMHHUM TeXHama, a He
OumosomKuM npenoapehemem.

Haxkon Ilunxana, [lladakoBa ce u y apyrum poMmanuma no3zadbaBusia JJMKOBUMA KOJU
Tparajy 3a CBOjUM HJCHTHUTETOM, IITO YMHU HUXOB OJHOC Ca COINCTBEHOM JIMYHONINY U
OKOJIMHOM TNpOOJEeMaTUYHUM M IYHHUM YHYTpallme Oopbe. Y npyrum poMaHuma
[ITadakoBa TmpeuCHUTyje KOJMKO pohermeM CcTedeHa MPHUIATHOCT HAlUWjH, BEpU U
JIPYIITBEHOM MUJbEY cripeuaBa MoryhHocT TpaHchopmanuja u oapelyje Hairy OHoJIoKy
cynouny. Tako, 3a pasnuky o IlmHxaHa W Werose MmoyiHe TpaHcdopmaiuje, jelaH O]
TJIaBHHUX JTIUKOBa poMaHa Oenedana epada, Muren [lepeupa, mposas3u Kpo3 UCTH MIPOIEC Y
OJIHOCY Ha CBOjy BEpPCKYy M HallMOHAJIHY HpunagHocT. ,,Ilocmatpamem” Ilepenpunux
CHOBa ITyHUX CHMOOJIMKE, YWTaJIal] CIIO3Haje NMa je Kao JeBpejuH y CpelHOBEKOBHO]
[IImanuju 6Wo MOXXWBJbABaH, OJTHOCHO MOCMaTpaH Kao ,,/Ipyru”. Hakon ynmo3zopema koje
je'y cHy 1o0uo of cBor ,,raacHuKa’ Marunaa (mpumnoseaad, HapaTop), AyXa KOju ra orncena,
Muren, 6exxehu o1 MHKBU3HIIH]jE U3 cpeaboBekoBHe [Inanuje, oqnasu y ,,I'pag ornemama‘
— ocmaHcku McTtaHOyn, y KOjeM ce MUPH ca CBOjUM mopekyioMm u nocrtaje HMcaxk.

HasuBajyhu WcranOyn ,,rpagom ornenama®, IlladakoBa y nyxy JlakanoBor
TyMauemwa ,,CTaJujymMa orjefana‘, Koje mojpasyMmeBa mpeoOpaxkaj KOju ce 30uBa y
cy0jeKTy Kaja ycBaja CIIMKY, TOBOPH O yCBajamy CIIHMKE HEKaJ MMaruHapHOT IPYTorT,
OJIHOCHO O MpHUXBaTamy, MOUCTOBChMBaWmy M MHUPEHY ¢ mnpeobpakenum erom (Lacan
2005:3). Takohe, roBopehu O MO30pHINTY y CMHCIAYy y KOME Cy ra W crapu I piu
JO’KMBJbAaBAJIM, Kao orjenaty apyursa, [lladpakosa y nyxy Jlope ManBu 3akipyuyje na je
OHO mTO  IJ1agamMo  TO IITO KOHCTpYHIIIE  MATpPUIly  HWMardHapHOT,
MPEeTNO3HABaKka/TIOTPEITHOT TpPENo3HaBamka W HWJACHTUUKAIM]E, Ma CTora W TIpBE
apTukyiamyje ,,Ja*“ cyojekrusurera (Mulvey: 807), ogHOCHO Tleaonu jeHe IpeacTaBe
MMajy TpWIMKY Ja Makap Ha KpaTKO IOCTaHy JAeo ,,Te urpe yHyrap urapa“ (Safak

2011:189).



CBaka 1o30pHuIllHa CIIeHa j€ JeIHO BEJIMKO OrJieano, y KojeM cy yxBaheHun
IJIEaolH; ¥ CBAKO OIJIEAANO je jeIHa BEJIWKa TMO30pHIIHA CIICHA, TOCTABJhEHA Y
yTpoOu xuBoTa. Jbyau Koju nparumM KamMemeM 3aTBapajy pyre ocTaje OJf YMpeBa
MPOIIJIOCTH, KOJH TOMIIE3HUM 3BalbHMa KpIle CBOj€ JTaHAIIE PUTE, 3aCICIUEHUX
o4Mjy Kaja mienajy y oyayhHocT o K0joj camajy, BUE Orjefaia Ha MO30PHIITHO]

CIIEHH; a y orjieaanuma mosopuiine ciene (Safak 2011: 188).

Y pomany Maxpem (Ha cpruckom: HMumumno), wiu Iloenreo (The Gaze, kako je
HACJIOBJLEHO EHIJIECKO W3J1amke), NPEBACXOJHO C€ TOBOpH O TpaHchopmamuju
HenMeHoBaHe [lebene jkeHe, Koja u3 yjore objekTa rmocmarpama OuBa mpeoOpakeHa y
cybjekar, OJHOCHO MOCTaje KEeHa Koja ce y3auIyia M3HaJ yiore objekarta ocylyjyhmx
noryiena y MohHor mocmarpaya apyrux. Ocum Te, JleOena jkeHa mpomnuia je U Kpo3
CaMOHaMETHYTY TpaHC(opmalujy Kaaa je, Kao >XpTBa CEKCYaTHOT HacuJba 3a Koje Bepyje
na My je cBenoumiio uaaugepeHTHo ,,cBeBuiehe (Hebecko) oko®, omrydunna ga cBoje Teio
YYUHU 0100jHUM. AyTOpKa IOCPEICTBOM MOTHBA ,,cBeBUAcher oka“ ocBeTJhaBa CBE TajHE
JIMKOBa pOMaHa " Jiaje My (yHKIIMjy /1a YhTaole Hay4yH aa npuxsare [[pyroct. Mehytum,
ayTOpKa jeé UCTOBPEMEHO IMOMCTOBETHIIA Ta] TOTJIE] ¢ HeOa ¢ MYIIKUM MOTJIeA0M (E€HTI.
the male gaze) xao maTpujapxaJHUM HaATJEIambEM KEHCKUX Tema. Ha myTy ka cBojoj
TpaHncpopmanuju [lebena xeHa je y jeJHOM TPeHYTKY ycIelna ¢ mpo3opa Jia IocMaTpa CBET

THUM MYIIKHUM IOTJICAOM CBOT ITAPTHECPA:

Ha nny y30pauie... y TmeaeceTuM... MecHarta... Oyiena... TOCIHyIIHA...
KeHa... nomahuna. .. ranencka cnapahuna. ..

...MaKO je yBEeK Omia TakBa...yBeK JAPYIITBEHA...dW TUXa KAaO0 MHIILI...HUKO
HHj€ TIPAaBHO... TICIIUBO ca craHaheM Kao OHa...MOTJIa j€ Jia CJIOXKH JIEBET KHET!

Ha Kamuky... (Safak 2000: 9)

Mortus ,,ceeBuneher oka“ y pomany Hcmanbyncko konune 1lladakosa je moHOBO
HMCKOPHUCTHIIA 32 MIPUITOBEAR-E O MMPETPIUHEHOM OPOIUYHOM HACHUJBY, Pa3MaTpame yaore
JKeHa y TIaTpujapXajHO] TYPCKO] MOPOJHUIIM, Ka0 M 3a YBOhHEHE y paciuieT y KOjeM ce
HCIIOCTaBJba J1a CY JIBE ITOPOJIMIIE KOj€ MPUIIaIa]jy ,,HeIIPHjaTeJbCKUM * HApOAUMa, TYPCKOM

U JEpMEHCKOM, 3allpaBO y KPBHOM CpPOJCTBY. JIMKOBH Tako NOXHBJbaBajy MpeoOpaxkaj



KOJUM Ce JI0Ka3yje alcCypIHOCT MpPXKH-€ M Ipeapacyna, OBOT IyTa MO HAI[MOHAIHOM
OCHOBY.

Y ayrobuorpapckom pomaHy [[pno Maeko UUTAOIM CBEIOYE JIMYHO]
TpaHcpopManmju aytopke, Oyayhu na je ped o pomaHy KOjU TOBOPH O mocTrnopolhajHoj
JeTIpecHji M O TelIkohama »eHa Koje KeJjie Ja C€ OCTBape HCTOBPEMEHO Ha BHIIIE
¢ponToBa. CyouaBajyhm umTaoma ca cBOjoM mojcBemihy, ayTopka ykKasyje Ha
BHIIIECJIOJHOCT KEHCKOT Orha Kkoje Mopa na mpole kpo3 JHeBHE TpaHchopMalije Kako Ou
OrOBOPHJIA HA CBAaKH AaCIEKT CBOje JUYHOCTH MU YCKJIAJWIa UX ca yjorama Koje My
JOPYIITBO U OKOJIHOCTH Hamehy.

Hajnpamatuunuja mojaBa y pomany Jbhybas jecte Tpanchopmamuja Ene wuz
nomahuiie onceaHyTe KOHTPOJIOM HaJl CBOJUM KMBOTOM y 0COOYy KOja MPEMyIITa KUBOTY
71a je HOCH y HeTIO3HaTUM IIpaBLMMa, a JI0 Yera je JAocIelna npey3uMajyhu yiory nacuBHoOr
rmocMarpaya, HHIu(EpeHTHOr MomyT ,,cBeBuacher oka®. Kao mro u cdm Ha3uB pomaHa
yKazyje, MOHOBO je Jby0aB Ta koja omoryhaBa 4oBeky na mpoHahe cebe, 0OTHOCHO 11a ce
MpenycTu Npeodpaxkajy Koju 3Haunm npuxsarame (JoBuh 2014). Ena cBoj myT ka cebu
MPOHAJIA3! yclie]] JbyOaBu IpeMa A3u3y, YOBEKY KOjH j& M CAM JIOKHBEO TpaHCHOpMALIH]y
kama ce, kao Kper Puuapncon, ymozHao u 3aBoseo cypuszaM W IOE€3Hjy HyBEHOT

MEepCHjCKOT MUCTUYKOT necHHuKa ucnama [lenanynuna Pymuja:

Panwuje je cebe cmaTpasia IEHTPOM OBE TOpouIie, Bepyjyhu na he ce cBe pacnactu
YKOJIIKO HE JpPXKH CBE IIOJ KOHTPOJIOM M Ha oKymy. buna je JKena nemak.
[lenTpasiHa cHara Koja OpXH y PAaBHOTE)XXHM YUTaBy IMOPOAMIly M cBe y Kyhmu!
MebhyTtum, caga ce mpeTBOpWSIa y CTPIUBMBOI M MHUPHOI IOCMarpada KOjH je
oxycrao oA Tora. JlaHu cy mposa3uid, a OHa je HEMPUCTPACHO ITOCMaTpalia pa3Boj
norahaja. OTkako je mpecTaia Jia Tyryje 300T CTBapH KOj€ HE MOXE Jia POMEHH,

rmocTasa je apyrakeHa. JloctojancTBenuja, ocaMibeHuja u ocehajauja (Safak 2009:
223).

ITo peunma Illemca, jyHaka yHyTpamrmer poMaHa y pomany Jbhybas, cBaka npasa
Jby0aB je TpaHcdopmairja 1 HOBO poheme; YKOJIMKO c€ YOBEK HEe IPOMEHH 300T JbyOaBH,
3HA4YW Jla HHUje JTOBOJHHO 3aBoseo. Mcro Tako, mo Illemcy, riemame y HEMITO HITO CH
3aBOJIEO, aKO je Ta ocoba orjenano Tede, T0BOAU 10 UACHTU(]PHUKALIH]E C FOM, Ca CITUKOM

KOJy BUIOIMMO, U TaKO C€ arMeHTH (Hallle JUYHOCTH) crajaj LENUHY, Y KOMILUIETH
b



ciuky. Kpo3s TakBe Tpanchopmanuje nponud cy u cam Pymu u Ena, anmu u [luaxan u cBu

JINKOBH JIPYTUX poMaHa oO0yxBaheHUX OBUM paoM.

Mucnum na hemr )kuBeTH OHAKO KaKO CH U JI0 cajia. 3aTUM ce T10jaBU HEKO
cacBUM HeO4YeKHMBaHO. He nmuym HM Ha kora W3 TBOje OoKkoiuHe. [loummern na
rmocMmarpari cede y orjieiary Tor HOBOT 4oBeka. To je yapoOHO oryesano Koje He
MoKasyje OHO uera Koj Te0e uma, Beh oHo yera Hema. M Tv cxBaTami ga Cu TOJIUKO
TyTO XKUBEO ca ocehameM Mpa3sHUHE U YE3HYO 3a HEYUM Hermo3HaTtuM. VcrtuHa Te
nioraha y nurie kao mamap. Ta ocoba Koja rokasyje Ty Ipa3HUHY Y TeOU MOKe OUTH
TBOj IyXOBHHU BOla, y4uTesb, APYT, CAIlyTHHUK, CYNPYyT WA MMOHeKad u nere. OHO
LITO je BaXKHO jecte na npoHahem aymry koja he e ucnynuru. Mctu je caBet koju
Cy JlaJii CBU IpopoIu: mpoHalhu yoBeka Koju he Outu TBoje oryenano! A 3a meHe

to ornenaio je Illemc (Safak 2009: 240).

Pactyhy nonynapuoct Enug [ladak noxa3zyje, 0CUM YHMICHHILIE J1a CYy HEHU POMaHU
yobuuajero mel)y Hajuntanujum y Typckoj, 1 cBe Behu Opoj akazeMCcKuXx pazoBa Koju ce OaBe
HCHNM CTBapanamTBoM. [lojeanHu yrinequu TypeKH TeopeTHYapy KEMKEBHOCTH UCTAKIH CY
3HA4aj HEHUX JIeJIa TPEBACXO0JHO 300T NCTINTHBAKA PA3IMYNTHX UICHTUTETA U HACTOjamka J1a
MIPEMOCTH pa3JIMKe U TOJIApUTeTe KOjUuX je, moceOHo y Typckoj, Tonmuko MHOro. Mehyrum,
Mmelhy kputnyapuma y Typckoj HMa 1 OHHX KOjH jOj HUCY HAaKJIOHEHH, TIPEBACXOIHO 300T IEHE
XUTIEPIPOIYKTUBHOCTH, aTi ¥ 300T KPUTHKE KOH3EPBATUBHUX HJIeja U BIaaajyhux CTpyKTypa.

C npyre crpane, Emud Iladak je omaBHO 0cBOjuUiia €BPOIICKY U aMEPUUKY ITyOIIHKY,
KPUTHKY M aKaJIeMCKY 3aje/IHUILy, Ipe cBera 300r TemMaTuka Koje oopalyyje, ainu u yciea cBor
aKTHUBHU3Ma U cenu(uyHOr KibMkeBHOT cTuia. Kana je peu o Haioj 3emibH, Mel)yTum, yrmpkoc
TOME IITO j€ BhEeHUX 0CaM KIbUTa, KOJIMKO X j€ MPEeBeIeHO Ha CPIICKH je3uk of 2006. ronune,
nponpaheHo MO3UTUBHUM peakiinjama myOIrKe, ’eH OMyC JOII YBEK HU]je IPUBYKAO 3HAYAJHY
NaXby OBIALIBIX aKaJeMCKUX KPYToBa, T€ U30CTajy HAYUYHU PaZOBU HA TEMY HEHUX JIeNa y
pETHOHY.

Hacymnpot tome, peaknuje japHoctn y CpOuju cy OpojHE W TO3UTHUBHE, T€ Cy HEHU
pOMaHM yBEK Ha JIMCTaMa NPENOPYYEHHX KIbUTa Yy YacOlNMCHMa M HA CBUM HHTEPHET
nopTanumMa Koju ce 0aBe nmpukaszuma Kiwura. Bnagumup Matkosuh je 2020. rogune y KOJIyMHA
3a nuct ,,Jlamac® nHazBao llladakoBy 030MJBHOM ayTOpKOM Koja je ycmena ga mpoHahe

paBHOTEXY M3Mel)y aHTa)KOBaHE KHM)KEBHOCTH M KOMEPIIUjaJIHE UCTUIATUBOCTH M OJ1 KOje Ou



MHOTH AoMahy mucIyM MOTJM Ja Hayde Kako ce nwuiie. AJjiekcanapa Dypuuuh je y cBOM
MpUKa3y HajHOBH]e KmbuTe ,,OCcTpBO HecTasor Apeha® Hammucanom 3a ,,bykmapkep® jyna 2022.
roAuHe noxsanuia jgenoty npose Enug Hladak, koja ce ornena y Ba3aymacroj 1 yoe1jbUBOj
pEeUeHHIIM 1 JIMKOBUMA KOjU Cy M3BajaHH IpeMa XUBUM MojennMma. DypuunheBa npumehyje
Jla pOMaH TMopydvyje /1a Jby0aB M CTPILUBEHE MOXK/1a Hehe cmacuTH CBET, alii xohe mojeauHIIa.

Emnd [adax mume 3a OpojHE yriieqHE JIMCTOBE M YacOMHUCE W TO KOPUCTH Kao
MPUIMKY 32 U3pakaBambe CTABOBA O HAjPA3IMYUTHJUM aKTYEeIIHUM JIPYIITBEHUM TeMama. YnHu
ce Jla HajBUIIIE NaXXi-e MOKJIama Moja0Xkajy keHa y Typckoj u BaH me. CMelu CTaBOBH Koje
M3pakaBa y CBOJUM €CejuMa W WIaHIIMMa J0Ka3yjy HBEHO YBEpEHE /1a je jedaH O] 3a/Jaraka
TMcana aa pyuie KyaTtypHae 6apujepe u moaydanajy. Ctora, pagayje mro ce u myonuka y Cpouju
TokoM 202 1. ronuHe HanwIa y NpuiaIuiy aa oOyne ,,ioy4eHa* Kpo3 KibUry eceja ,,Kako cauyBaTtu
31IpaB pazyM y n06a noaena“, y kojoj llladakoBa kpo3 TMYHE UCTIOBECTH pa3MaTpa JpyIITBEHA
U MOJUTUYKA 30MBamka U YII030paBa Ha pa3IMuuTe aKTyelHe TpeH0Be Y TypcKoj U CBETY KOjU
y JbyIIMa W3a3MBajy THEB, CTPaXx, alaTHjy, pa304apaHocT U 30yHEHOCT.

I'oBopehu 0 KOJIEKTUBHO] HAPLIMCOUIHOCTH, OJTHOCHO O 3ajeHUYKO] WIY3UjHU Ja CMO
MU IIEHTap CBETa U Jla OCTOjH jacHa pazniuka usmely ,,Hac™ u ,,mbux‘, [llajgakoBa cmaTpa na
j€ y nmuTamy KOMIICH3alldja 3a Haile Ju4He PpycTpamuje, MmaHe u npomariaje. /la 6ucmo to
MIPEBA3HIILIA, MOPAMO CE€ OTBOPHTH ,,3a HEOpojeHe, OecKpajHe, MHOTOCTPYKE MPUITATHOCTH ™,
TIPENyCTHTH ce eMOLHjaMa i U3IyOUTH CTpax o cioxeHoctn naentutera (Safak 2021: 81),

jep Mo3UTHBHE eMolje Opuiry crpax on JpyrocTu.

3akspydak

300r cBor mopekia W KMBOTHOr HMckycTBa, Emud Hladax mma moceban cimyx 3a
Mpeno3HaBame KOHIENTa ,,JIpyroctu®, Koju ce kao riiodaiHu (eHOMEH OJJTHOCH Ha Pa3InunuTe
Tpyre Koje ce y JMaHalllkbuM APYITBHMA onpely]y Kao MamHHCKE Ha OCHOBY pojaa WU
HaIlMOHAJIHE W/WJIM BepcKe MNpHumagHocTH. Kao BenMka akTHBHCTKMIbA U TPOAYKTHBHA
cnucatesprna, [lladakoBa cBojuM poMaHMMa KeIH Jla yKaXke J1a je Jby0aB IMOKpeTayka Cuiia
KOja MMa JBOCTPYKY YJIOTY — y3 OMOh e MOXKEMO J1a MPUXBATUMO, 3aBOJIMMO M Pa3yMeMO
OHO IITO o/ipel)yje Halll COTICTBEHU UJICHTUTET, ajli U CBE pa3jIuKe Koje y ceOu HoCe ,,ApyrH’
sbynu. Crora, Jjby0aB ce MOXe IOCMaTpaTH Kao KJbyd Ka TpaHC(hOpMalMjH, JUYHO] U
KOJISKTHBHO], a CAM Ipeo0pakaj Kao MyT Ka eMIIaTHj! ¥ MPUXBaTamy ,,Jlpyroctu’, npu demy

MPUTIOBEAke MMa KpYyLUHjaiHy yiory Oyayhu na mpencraBjba MOWHO CpEACTBO Koje



JTOTIPUHOCH OTIIOPY YBPEKEHO] BJIAJaBUHU Tpeapacyla M crpaxa of ,,pyrore y may0oko
MOJIApU30BaHUM JIPYIITBUMA JAaHAIIBHIIE, jep MpeIcTaB/hba HAYMH Ja CE€ CBET caryiena u3

MIEPCIIEKTUBE JIpYyTe 0cooe.

! Vkonuko Huje npyraunje Ha3HAYEHO, CBH MPEBOJIM CY MOjH.
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Transformation as a Path toward Otherness in the Earlier Novels of Elif
Shafak

Believing that the only task of literature is to break the boundaries of our world of knowledge,
Elif Shafak, one of the most successful Turkish postmodernist women writers, critically observes and
re-examines history, tradition and identity, as well as the society ruled by stereotypes about minority
groups which are defined by the term *“Other” in her novels. In her six novels (Pinhan, City Mirrors,
The Gaze, Black Milk, Bastard of Istanbul and Forty Rules of Love), which are the topic of this work,
the author touches on important topics, such as identity crisis, binary oppositions and social determinism
that hinders the possibility of transformation, but also introduces and recognises love as a universal
category and driving force leading to transformation, both personal and collective, as well as empathy
and acceptance of all kind of “Otherness”. According to Shafak, today’s societies in Turkey, and
throughout the world, strive to create cultural ghettos based on similarities, which leads to the
development of stereotypes about members of other groups. Therefore, it is important to step outside
the circle conditioned by birth and establish connections with other circles, because breaking such links
represents danger to personal development and humanity. Comparing communication among members
of the same circle to staring at your own image in the mirror, Elif Shafak wants to point to the danger
of being solely in contact with similar people, without empathy for members of other groups, that is,
“Others”. Following the work of Judith Butler, especially in the novel Pinhan, Shafak questions whether
there is a “certain” gender that people have or if it is an essential attribute that a person should have;
and if gender is a construction, whether this indicates a certain social determinism that prevents the
possibility of transformation since, according to certain understandings, gender is defined in anatomical
terms and becomes defined as biological destiny. While she speaks of characters whose lives are
burdened with being members of a certain group, gender or nation in her novels, Shafak observes the
world as a stage on which everything, in the spirit of the theoretical framework of Jacques Lacan and
Laura Mulvey, is reduced to “gaze”, that is, to see (observe) and be seen (observed). What we observe
influences our matrix of recognition, makes us understand and love, and thus conditions our
transformation. To Shafak, today’s society shows collective narcissism and common illusion that we
are the centre of the world and that there is a clear difference between “us” and “them”, which represents
compensation for our personal frustration, flaws and failures. The only way to overcome that is to open
ourselves up to multiple belongings and lose the fear of the complexity of identity, because positive
emotions erase the fear of Otherness.

Keywords: postmodernism, Turkish literature, identity, Otherness, gender, gaze, determination,
transformation
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Emanuunamnuja sxena u npaso Ha adbopryc y CCCP-y Ha npumepy apame

byoane c nepugpepuje Aunpeja IlnaTtonoBa

OBaj pan pa3matpa omguoc comnmjanae nmoiautuke CCCP-a mpema ,,HOBOj COBJE€TCKOj JKCHH ',
Hau3riell YKJby4eHo] Y cBe cdepe IpYIITBEHOT KHBOTA, C MOCEOHUM OCBPTOM Ha MPaBO CI000AHOT
n30opa BemTaykor Tpekuna TpynHohe, Ha npumepy napame Amnapeja IlmatonoBa bydaze c¢
nepugepuje. TlozuBajyhu ce Ha pazninyuTe AeKpeTe U 3aKoHe, JoHeceHe 1920-ux u 1930-ux roauHa,
[lnatoHOB HacToju na Kpo3 JMK Mapje baiimakoBe MpHKake IMOCICAHIE ,,pellaBama’ HKEHCKOr
nuTama, pyniehn coBjeTCKM MUT O €MaHIIUIIAIU]Y J)KEHA W MMPOMEHU HHXOBOT JIPYIITBEHOT CTaTyca.
UnaHak mokasyje Jia COBjeTCKa )KeHa He caMo Jia Huje Ouia ociio0oljeHa TpajauiiMOHATHUX BPEIHOCTH,
Beh je Ouia I0JIaTHO YrpoXKeHa, IPUKPUBEHO o0ecTipaBibeHa U YCIIOBJbEHA OJJTyKaMa BJIacTH, KOje Cy
JI0BeJIe M/ejy KOMYHUCTUYKE HIEOJIOTHj€ O POJHOj PAaBHOIIPABHOCTH JI0 CBOj€ CYNMpPOTHOCTHU. [pama
npeacTaB/ba CBOJEBPCHY KPUTHKY COBjETCKE HJICOJIOTHj€, YWje Cy IOrpeIiHO TyMadewme |
HeaJlekBaTHAa NpuMeHa oMoryhwim jom Behy gerpamanujy mosiokaja skeHe y APYIITBY, 4uHehn je
KOJIaTepaIHOM IITETOM jeTHOT TOTAIUTAPHOT PEeKUMA.

Kibyune peum: abopryc, comujamHa mnonutuka CCCP-a, emaHmumanuja jxeHa, KoMHcCHja
OXMATMIJIAI-a

VY naHammUM  HCTpaXHBambHMa O YTUIAJy KOMYHHCTHMYKE W COLIMJaTUCTHUKE
uneoniorrje Ha ApymrTBeHH pa3Boj y CCCP-y yreMesheHO je MHILBEHE Ja je jeIaHa Off
TJIABHUX TO3WTHBHHUX TEKOBHHA YIPAaBO ONMMCMEHABAKE JKCHA U FHHXOBA CMAHIIMIIAIIN]A,
HApOUYUTO Yy TOTJeNy YKJbyuyHBama y CBE CEIMEHTE JAPYHITBEHOr kHBOTa. [la cy ikeHe,
nocedbHo 1920-ux m 1930-ux romuwHa, Oujie PaBHONMPABHO YKJbYYCHE Y TPOIEC U3TPATHE
npkaee, cBenoun npama Anzapeja IlmatonoBa (Auapeit [lmatoHoB) Bucoxu manou, y K0joj
TNIaBHA JyHaKWma, qpyrapuna KpamemuHa, mpey3uma yiaory TJIaBHOT HHKEHkEpa y MOTOHY U
CBOJUM 3HameM YxkHBa Behu yrien y OJHOCY Ha HGHE MYIIKE KoJere, KOju ce Cy ce
cMaTpalid  ocTtamuma  ,,0ypkoaswje” W ,3a0CTalUM’  TIpUMEpUMa  HEKaJaIlmher
npeapeBoaynroHapHor ypehema. TakBa jKeHa-ymapHUIIAa TpeacTaBbana je OyayhHOCT
CCCP-a u npBu KOpak ka GpopMupamy OECKIACHOT JAPYIITBA. ,,Y IMpOMaraHJIHOM JUCKYPCY €
kpaja 1920-ux u 1930-ux roguHa JUK npeodpaskeHe, CBECHE U TyXOBHO oOoraheHe pajgHwuIe
W/WIM pagHUIle-MajKe MpHUKa3aH je Kpo3 IUlaKare, CIWKe, CKYJINType, rnmecme, GuiMoBe

kimkeBHa gema” (Uepueimena 2017: 1082). OcuM y KEBHKCBHOCTH, OBaKBa TEXKHba €
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3ama)keHa M y TIaKaTHO] YMETHOCTH, U TO y pagoBuma Anoida Ctpaxosa (Anonsd CTpaxoB)
(,,Ocnobohena »xeHo — rpamu commjasm3am™), ['ycraBa Knynwmca (I'ycraB Kiryrmc)
(,,[Tommxyhn xkBanmdukanujy pagHuia, MOMaKEMO joj JAa TOCTaHe aKTUBAH M PaBHOIPaBaH
rpagutess HoBor skuBota“), Haramuje Ilunyc (Haramms Ilunyc) (,,Jlenerar, paanwmia,
ynapuauna“), Kazumupa MasseBuda (Kasumup Manesuu) (,,Pagauna®), kao u y pagoBuma
MHOTHUX JIPYTMX YMETHHUKA COBJETCKOT MEPHO/Ia.

Wznaxxeme u3 okBupa nomahuHcTBa je 1930-ux roguHa mpeacTaBibaio BUA OyHTa
MPOTUB TPATUIIMOHATHUX BPEIHOCTH W HEKAJAIIbEr JNEKaJeHTHOT cucTeMa, najyhu mpaBo
JKEHU J]a YYECTBYj€ y PEBOJYIIMOHAPHUM IOKpeTHMa U y 6opOu 3a cBeTiny OyayhHocT, anwu,
Ha BEJIMKY AJIOCT CBMX HOBOHACTAIMX JKEHCKHX IMOKPETa, CaMO y PETOPHUIM U HapaTUBY
Bianajyhe crpanke, Oyayhu na ce MOJIOKAj COBJETCKE >KEHE-MajKe MEHao y CKIaIy ¢
uneonomkum morpedama. Kako Onra MwunaeBa (Onbra MwuHaeBa) y CBOM WIAHKY
Lllyomuiuctiuka o emaHmunanuju skeHa 1920-ux um 1930-ux roawHa: wujeje, HUXOBE

peanu3zanuje u cyaonHa GEeMUHUCTKUbA™ TTUIIIE:

eMaHLUIalMja *KeHa je Ouiia jeHa o] HajBaKHUJUX COLHMjATHUX peOpPMHU COBjETCKOT
Mepuo/Ia, CrpoBeieHa 3axBasbyjyhu yuemhy apxase, HemocpeaHOM pykoBocTBY LK
BKII-a u u3y3eTHO Ba)XHOM CHCTEMY IIITaMII€ 3a KEHE, KOjU C€ Pa3BHO YIPaBO

nomenyTux roguna (Munaesa 2020: 84).1

MelytuMm, mouetak eMaHIUIIANN]E KEHA j€, KA0 U IPYTuX KPYIHjaTHUX APYIITBEHUX
pedopmu, BezaH 3a nepuo npe u HakoH Oxrodapcke peponynuje (1917), y k0joj Cy KeHe 1mo
IOpBH IMYT YYEeCTBOBaJE HA jaBHUM MMTUH3MMA, Jajyhu CBOj riac 3a HOBU JpXKaBHU H
colyjayiHu nopeaak. Moxnaa je To 6Mo jeaH o]l peTKUX HCTOPUjCKUX TpeHyTaka Kajaa cy
YKE€HE W MYIIKapIy OWIM jeJHONYIIIHKA Y CBOjO] HaMepu Jia mpomeHe cBeT. [1a tako, Beh 1914.
ronuHe je, ca ceaumreM y I[lapusy, KpakoBy u Ilerporpany, nznasumo gaconuc Paonuya, Ha
qyujeM yeny cy ce Hanaszuie Mueca Apmana (Muecca Apmann) u Jbyamuna Cram (Jlrogmuna
Cranb) — ayropke koje he kacHMje moctaTu KJbydyHa MMeHa y OopOM 3a jKeHCKa IpaBa,

paBHOIPaBHOCT M jeaHakocT. Kako Onra MunHaeBa 1ajbe HABOJH Y TEKCTY:

y nepuoay on 1917. no 1941. roqune mMorio ce n3dpojaT 4ak 97 dacomnrca U HOBUHA
3a )KeHe. Y MouYeTKy cy To BehuHCKu Ousie HOBHHE, ajli HAKOH 3aBpIleTKa rpahanckor

paTta, OCHOBHHM THII )KEHCKOT M3/1aBaiTBa nocraje yacomnuc (Munaera 2020: 85).



Heku on tux uvaconuca, Komynucmxurwa u Cemanka, OTBOPEHO U CMEJIO Cy C€ TOTHULIAIU
NMUTakba EMaHIWMaIyje, ToJjiokKaja keHa y Oymyhem npymTBy, ckumgama okoBa ¢ Jeha
,»,CeJbaHUMIA" U, IITO je YMHOTOME NPEACTaB/bal0 HajpaJuKaIHU]je MMUTAmE, MOKPETAIN CY
nuTame ciaoboaHe JsbyOaBu (,,kpumaror Epoca“, Anekcanapa Kosontaj [Anexcanapa
Komnonrait]),? npencrnutyjyhu TpaJuIMOHATHO MOMMame Opaka W OpayHe 3ajemHume. 3a
pPa3BoOj OBE TeME W TMOKpETame NMUTama Opaka, pahama U abopTyca TIaBHY YJIOTY je JTaKako
nmaina HajBeha coBjeTcka ¢pemuHucTKUBa Anekcanapa KonoHraj, koja je ocrana ynmamhena
Kao MpBa MUHUCTapKa W, HUIITA Mamke, Kao ayTopka OTPOMHOr Opoja WiiaHaka M KiHra
(Coyujanne ocnose dwcerncrkoe numarwa, ,,Kpatku ucropujcku ocBpT”, ,, JKEHCKH MOKpeT U
OJTHOC TIapTHje MpeMa ibeMy"), y KojuMa u3paxkaBa CBOjy BEPY Y TO Jia je KOHAYHO HACTYITHIIO
BpeMe YKuama xeHckor porcrsa. ['maBuu b Hanexxne Kpyncke (Hanexxnma Kpymckas),
Anekcanape Konontaj, Muece Apmana jecte OWio CTHIAmkE MOTIYHE (DUHAHCH]CKe
HE3aBUCHOCTH W 00e30ehuBame onor mro he Bupumuuja Bynd (Virginia Woolf) nassatu
,COIICTBEHa c00a“ y HMCTOMMEHOM ecejy, Kao u obe30echuBame mpaBa cioboae uzbopa,
yryheHor, mpe cBera OcTajor, Ha IMpaBO OJJIyYHMBama O COICTBEHOM Tely MU aboprycy.
Jlpyrum peuuma, ,,KJby4HO MECTO Yy pagoBuma KosoHTaj 3ay3uma peliaBame MOpOJUYHOT
npobiemMa, mpobiemMa MaTEpUHCTBA M €MaHIUIAIM]E KEHA, YUju OW Pe3ynTar JOBEO 10
1ojaBe Tako3BaHe Hoge dcene™ (LIBeTkoBa 2022: 112). HapaBHo, uennuke Biaaajyhe maptuje,
Kako he ce KacHHje UCIOCTaBUTH, HUKAKO HUCY MOTJIa MCTUHCKM HMHTEPECOBATH HKEHCKA
nuTama, Beh cy Kpo3 eMaHIUMNanujy »eHa BUAETH BajbaH HauuH fa npukaxy CCCP kao
Np>KaBy OTBOPEHOI JyXa, MPOTPECHBHY M pPa3BUjEHY, IITO HHUje HMMall0 HUKAaKBE Be3e C
Opurom o ,,HOBOj coBjeTckoj xkeHu". Ctora, kaja roBopuMo o emaHiumnanuju xeHa y CCCP-
y, Tpebamo Ou y3etn y oO3Mp W UMICHMIY Ja je CAM NpoleC eMaHUUWMNaluje Be3aH 3a
NpUKYIUbamke MTO Beher Opoja MOJMTHUKUX MCTOMUIIBEHUKA, Y TOM CMHCIY U JK€Ha, a Ja
HUKAaKO HE CBEJOYHU O IMOAM3amky CBECTH PYCKOT, JOII YBEK MaTpHjapxayHor, npymrTsa. He
MOXeMO 3a00Mhy HU TIPETIOCTABKY Ja CE€ M3a TEXKIE 32 EMAHIIMIAIM]OM JKeHa CKpUBaja 1
KeJba 3a JUCTAHLIMPAmEM OJI pelITHje M IPKBE, KOje Cy CTajajie Ha IYyTYy COBjETCKOT
mporpeca U pa3BuTka, Oyayhu na je cBaka maTpujapxajiHa pycka HOpOJHIIA Ha OBaj WK OHAj
HA4YMH HEroBaJia KYJT IPKBE U BOJAWJIA C€ TPAAUIMOHATHUM, KAHOHCKMM HAaYHHOM JKHUBOTA, Y
CKJIQJly C KOJHM j€ yJIora »eHa Owia HCKJbYYHBO Be3aHa 32 OKBUPE TOMahWHCTBA.

[Tonuzame cBECTH O 3HAYa]y KEHCKOT MUTama y Oyayhoj npkaBu je, ¢ Ipyre cTpase,
JIOBEJIO JI0 OTPOMHUX JAPYIITBEHUX Tpodiema, mocedHo Mel)y cympykHHUIIMA, jep ,,CBE TO,
OJIHOCHO, CaMOCTaJIHH T0CAa0 M CaMOCTallHA IJlaTa HUje MOTJIO Jla C€ HE 0/Ipa3u Ha OJHOCE

n3mehy MmyxeBa u xeHa. JKeHa mpecraje ma Oyae poO MyXy W MMOCTaje paBHONPABHU HWiaH



nopoaunie” (MunaeBa 2020: 87). Jlo BenMKuX mpomMeHa je IONUI0 Yy OKBUPY OpavyHUX
3ajeIHMIIA, KOje Cy Ce CKJIamaje W pacKuaajie MOTIyHO OTBOPEHO M CJI000HO, HEeKaaa u 0e3
npucyctsa apyror cynpyxkHuka.® Taksa MoryhHoCT je y ToguHama mpe peBojyluje Ouia
rOTOBO He3aMHUCIuBa, Oyayhu na je mel)y pyckMM CTaHOBHMIITBOM jOII YBEK, HAPOUUTO Y
MIPOBUHITM]CKUM T'paloBUMa, OWJia MPUCyTHA MTpaKkca YyroBopeHux Opakosa. MI3MeHe y 3aKoHy
Cy Hajmpe 3axuBeie y HajBehuMm pyckum rpagoBuma — MockBu u JlemuHTpangy, aim cy
Texuie 1a Oyny crpoBesieHe U y MpOBUHIMjH PycHje, y K0joj Cy ce JKeHe joIl yBeK CKpHUBaje
ucnoJ Mapama, rutamiehu ce ga mucie u pagehu camo oHo mTO Haj6oJbe 3HAjY — pahajyhu.
[Topen cnmobGomHoOr ckimamama U packuja Opaka, HU MOTyhHOCT OecIjIaTHOT M CaMOBOJHHOT
abopTyca HHje OWia 3aMHUCIIMBA y MPEAPEBOIYIIMOHAPHOM TEPUOIY: ,,CTBAPAE YCIIOBA 3a
OecrutatHu abopTyc je oMoryhuso fa skeHe came KOHTpoJiMIny pahame nere, 0K je TakBa
moryhHoct y Pyckoj umnepuju npema Kpusuanom 3axony u3 1903. rogunae Omiia KaXKmuBa
KaKo 3a )eHy, Tako 3a juile koje ra omoryhasa® (IToremuna 2019: 9). Mehyrum, kako he ce
KaCHH]j€ UCIIOCTAaBUTH, MMPUBHIHA KOHTpoa pahama nere y CCCP-y 6mia je caMo yciioBHA U
uMmana je cBojy meny. Juna AmamxkanoBa ([JIuna AmamxkanoBa) y pany , M3 ucropuje

xeHckor nutama y CCCP-y: o Tpanumyje 10 MoaepHu3aluje” 3amnaxa aa je

cama (eMHHHU3alMja MOoJpa3ymMeBalla IPETBapame JKEHe, C jeIHe CTpaHe, Y
HETOCPEHY pajHy CHary, MPHUCYTHY y NPAKTUYHO CBUM cdepama IpOH3BOIILE,
He3aBUCHO o1 (pu3nosomkux nmokaszaresba. C apyre craHe, jKeHa je mocraia o0jexkar
COIMjaJTHE TOJUTUKE C IMJbEM HCHOT MpeTBapama y 3HaudajaH (akTop rpahaHckor
KUBOTA TyTEM Pa3IUYUTOCTH, OJHOCHO CTBApamEeM YHCTO JKEHCKUX, APYIITBEHUX
opranu3zanuja. Heperko cy ympaBo jxeHe mpejcTaBibalie BaJjbaHe IPUMEPE COBjETCKOT
pasyma, IUCIHHMIUIMHE W OATOBOPHOCTH. MelhyTum, HUINTA OX TOra WX HHjE
ocnobahano myxHOCTH KeHe, Majke, nomahuiie kyhe — npymrBeHa uHGpPacTpyKTypa

(Bptuhu, yciyxHa cdepa) Ouna je y pyaJuMeHTapHOM cTamkby (Amanxanosa 2017: 31—
32).

Ha mpobnem cTtBapama HOBe MOpOIUIIE M MPOcBeheHe COBjETCKE JKEHE OCBPHYO Ce
Awngpej IlnatonoB y apamu byodane ¢ nepugepuje, Hanucanoj 1928. ronuue, aam U Kpo3
MHOTOOpOjHE WIaHKe W3 JBajeceTux roauHa (,[IpeoOpaxkaj”, ,,Bacriurame komyHHcTa®,
»PeBonynuja nyxa“ u nap.). [Ipemna ce [ImaToHOBI/REBA MOETHKA J0CA] HUJE TyMadmiia Kpo3
npu3My (EMHHHCTHYKHX TEOpHja, MOCIEIIBUX TOJMHA C€ jaBjba BEIMKH Opoj paxoBa

nocBehenux [11aToHOBIHEBO] KPUTHUILIM OAHOCA BIACTH MPEMa HOBOM COBJETCKOM YOBEKY, Y



TOM CMHCIy M TpeMa Majiu-pagHuuy. * 360r cBOje CIHOCOOHOCTHM 1a YKake Ha CBE
HETPAaBUITHOCTH BJIACTHU U TOTPEITHO TyMayekhe KOMYHUCTHYKE U MapKCUCTHUYKE UACOJIOTH]E,
[TnatoHoBIbEBa /ea OWia Cy WM LIEH3YpUCaHa UIIH 3a0pambeHa, 0 YeMy CBEJIOYH YHHbEHUIIA
7la je oBa JpaMa y 1enoctu objaBibeHa Tek 2006. rogune 3axBasbyjyhu Hanopuma Haranmje
Kopnujenko (Haranbst Kopauenko). Annpej [lnaTtoHoB je, 6€3 cBake CyMme, OMO OTMYHO
ymosHat ¢ pagoM Komucuje 3a 3amruty majkn u gene (OXMATMIIAJD),® ca 3akoHnMa 0
eMaHLUMNAlMjH JKeHa, Ka0 U O HAaUMHUMa KOHTPOJHCama adopTyca, INTO je, 0 MHUIBECHY
ayTopa, JOBEJIO 10 OmIuTe KaTtactpode M ,nujagne” aTtmocdepe y JAPYLITBY, Kako Yy
MIPECTOHMITM Tako W y mpoBuHIMju. O 3Hayajy crBapama kommcuje OXMATMIIA/l-a y
Cosjerckoj Pycwju u KOHTpOJHHM YycCjoBa BacmuTama Oyayhmx rpahana cBegounm HU3
NPUHIUIA, HA Koje je yka3aHo Beh 1918. roaumHe y mucMmy ajipecoBaHOM CBUM JIE€MyTaTHMa
Cosjercke penyomuke: 1. Bacnutame Majke-rpahaHke jecte Ayr aprxkase; 2. nena, kao Oyayhu
rpahanu, o1 MpBUX JaHa MPECTaBIbajy MPeAMET OpUre MposieTepcKe apkaBe U Tpeda Ja ce
BACMHTABA]y Y YCJIOBUMA KOjU Jajy IIHPOKE MOTYNHOCTH 3a pa3BOj] BUXOBUX (PUBHUKHX U
IyXOBHUX cHara; 3. poheme merera je conujanHa GyHKIMja MajKe U Ty’KHOCT JIp’KaBe je Ja
MIOCTaBU MajKy-paJHMIlYy Yy YCJIOBe Koju he joj onakmaTh obaBibame oBe (yHKuuje uta. Ha
OCHOBY OBaKBHX NpuWHIMIA, BehuHCkM moHeTnx y ckimamy ¢ nenom Dpungpuxa Enrenca
(Friedrich Engels) ITopexno nopoouye, nuune ceéojune u Opowcase, TONOKA] KEHE Y HOBOM
APYIITBY C€ YMHOTOME MeHao Harope, Oynyhu na cy mweHa npaBa Omiia orpaHd4eHa y A0Taj
HE3aMHUCIUBOM OOJMKY, JUPEKTHO W HAMEHCKHM yrpoxkaBajyhu yCBOjJEHH CTaB O MOTIIYHO]
PaBHOMPABHOCTH, KOja je, KaKo Ce MCIIOCTaBJba, MPECTaBIbala CaMO MPUBU YTOMMHMCTUYKOT
APYIITBA.

OTyx He mpeaCcTaBJba HUKAKBO Uy0 TO MITO [11aTOHOB 3a TaBHE jyHAaKe CBOje JApame
Oupa TpPOBUHIMjCKY MOpoaully bammakoBux (peMHHHCIEHIIMja Ha [OrosbeBor jyHaka
HUKAKO HHUje Ciy4yajHa), Kao MPHUMEp IMOTIyHE JAETpajaluje CBUX BPEAHOCTU U CIYIITAHE
KEHe-MajKe 0 HHUBoa ,,Tpudapuje”. Y nmuky Mapje bammakoBe, ceJbaHKe Koja je mocrajia
CBECHa CBOjHUX IpaBa, alld KOja MCTOBPEMEHO IOCTaje CBECHA M CBOje 00ecmpaBJhEHOCTH,
KpHje ce olTpa KPUTHUKA BIACTHU U CBUX ,,HACUJIHO® U ,,BEIITAYKH"* HACTAIUX KOMHCH]ja, KOje
Cy, YMecTO J1a 00e30el)yjy 3allTUTy )KEHCKUX TpaBa, MO3BaHEe Ja y UME Ap>KaBe KOHTPOJIUIITY
CTAaHOBHUIIITBO WJIM, KaKO j€ TO CIIy4aj Y OBOj IpaMHu, KOHTPOJIUIY abopTyc U pahame y CBUM
nenosuma CCCP-a, ¢ moceOHUM aKIIEHTOM Ha PYCKY MPOBUHIIH]Y.

Nako je Cosjerckm CaBe3 Ha CBETCKO] IMOJUTUYKO] CIEHU YKHBAO YJIOTY
MIPOTPECUBHE 3eMJbe 3axBasbyjyhwm neramusanuju abopryca 1920. roguHe W OCHHBAWKY

Komucuje OXMATMITIA/I-a, unja je ocHOBHA yiora Ouja 3aIllTUTa MajKH, KeHa, CeKCyaaHa



eAyKalja W TpyXame MoMohM >KeHama KoOje KeJe Ja Ce OCTBape Yy YJIO3M MajKe WIIH
BEIITAYKU MPEKUHY TPYAHONY, Y TIpaKcu TakBa ciao0oaa HE camMo J1a HUje 3a)xuBena, Beh je
yrpo3uja JOBOJHHO JIOII TI0JI0XKa] JKEHe, MOCeOHO Yy MPOBHHLMUJU. 3BAaHUYHO U CaMO
¢dopmanno, 1923. romune ,,HAPKOM3JIPAB ocuuBa llenTpanHy HaydyHy KOMHUCH]y 3a
poyJyaBame MeTo/la KoHTpanenmnuje y okBupy komucuje OXMATMIIA/L. Pesonynwmja
HAPKOM3/IPABA je kao OCHOBHM NHJb MMalla €AyKalljy W oOpa3oBame KeHa KpPo3
koHcynTanuje ¢ runexonorom™ ® (IToremmua 2019: 26), anu je cama CBpXa MOCTOjama
KOMHCHj€ OCMHUIIUbEHA Kao CKPMBEHM HAUMH KOHTpOJIMCama JKeHe, mopohaja u Oymyher
CTAaHOBHUINTBA. Benmuku Opoj jkeHa je YUCTUHY MCKOPUCTHO TPABO HAa BEIITAYKH TMPEKH]I
TpynHOhe U Tako ce Opoj TOMUITHBUX a00OpTyca Ha HUBOY IEIOKYITHOT CTAHOBHHUIITBA TOTOBO
yrpocTpyuno. TakBe okoaHOCTH ce HUCY ykianaie y noiautuky CCCP-a, xoja je Texuna aa
odopmu apujy MOCIYIIHUX MJIAIUX KOMYHHCTa, Te je ynora OXMATMIIA/I-a He3BaHUYHO
MPEOCMUIIUBEHA M TIPETBOPEHA y KOMHUCH]Y 3a KOHTPOIY abopTyca, IITO j€ ayTOMAaTCKH
3HAYMJIO TIOYeTaK HacuiIHOT MarepuHcTBa. [lodeTkom 1925. romumue mpaBo Ha abopTyc cy
uMalie KeHe M3 MOpOoJuIla Koje Cy MOTJe Ja JOKaXy CBOjy JIOUIy MaTepHjajHy CUTYaIHjy
WIM Jla TPUJIOkKE TOTBPAY O MEAHWIIMHCKH OMpaBIaHoOM mnpekuay TpyaHohe. Kacuuje he
OBAaKBE OKOJIHOCTH JIOBECTH JO MOTIyHE 3a0pane abopTyca 1936. roguHe v moBpaTka Ha CTaB

Koju je y gaconucy Pao uckazao Apon Cosbir (ApoH Coublr):

Hawma cy notpeOnu Jbyau. AGOpTYCH KOjU YHUIITABA]y )KMBOT HEMOTPEOHU Cy HAIlIO]
npxkaBu. CoBjeTCKa JKEHA jeHaKa je IO MpaBUMa C MYIIKapIeM, ajd je TO He
ocio6aha o1 BETUKOT M YacHOT Jyra, KOjU jOj j€ MpUpoaa JoAeTuiIa: OHA je MajKa U

naje *uBOT. U To HUje ciydaj MuuHe npupoe, Beh muTame 01 APYIITBEHOT 3HaYaja. ’

Crora, coBjeTcka ,,0ciio0oleHa »xeHa" BHUIlE HUje MMaJla caMO AYyT MpeMa JP)KaBU, KOjU je
otrutahuBana pazoM, Beh je uMana u Iyr npemMa IpUupoir, MTOo jy je IpuMopaBajo aa paha u
y CHUTyallMju KaJa Ha TO HUje OWia crpeMHa, NomTyjyhn HaMeTHyTH cTaB Ja je pahame
MATake HE O] JIMYHOT, Beh O] MCKJbyunBO ommTer 3Hayaja. Mako je IlmaronoB Hammcao
npamy 1928. rogune, a 10 3BaHWYHE 3a0paHe abopTyca je aouwio 1936. ronuue, jacHo je aa
ayTop yKaszyje Ha Moryhe mocienuiie MaHUIyaayje 3akoHoM u3 1920-ux roamHa, mMTO MY
7aje ¥ IpoOpouYKM Kapakrep. JlomajMo ToMe M YMICHHUIly J1a jeé HAaBOAHA PENpOJYyKTHBHA
cnobo/a XKeHa MpOoy3pOKOoBajia MHOTOOpojHE neMorpadcke mpobieMe W THUME ypyllaBajia

CIIMKY YTONUCTHYKOT ApymTBa. [1a Tako,



3a0paHa BEMITAYKOr TMPEKUJa TPyAHOhe, JOHETa Ha OCHOBY MOJIOE pajHUKa, HUje
MocTaia M3BOp HOBE MpaKce y penpoAykKiuju, Beh je, mo ceemy cynehu, nompunena
na ce kyimypa abopmyca (tepmuH Anekcanjape [lomose), kako y JeraaTHoM, Tako U Y
WIETATHOM OOJHMKY, MPETOBOPHU Y TJaBHH HMHCTPYMEHT 3a peryiucame pahama

(Mupomrangenko 2012: 43).

VYnpaBo o Tome u roBopu [ImaroHoBibeBa Apama, noaBnauehy YMHEHUITY J1a je jeIuHa KPTBa
Kako CTapor Tako0 M HOBOI JpYIITBEHOT ypehewa Ta HCTa €MaHIMIIOBaHA >KEHA,
npeAcTaB/beHa Kpo3 auk Mapje bammakose. Ilopen HaBenenor, byoane ¢ nepucghepuje

JTUPEKTHO yKa3yjy Ha YHCHUILY Ja je

MacoOBHO TPUCTYName >KEHA y APYIITBEHY MPOU3BOJAKY, HHXOBO IMOCTaB/bamkhe Ha
BHINIC TIO3UIIMj€, OTPAaHUYABaKkE COIMjaTHUX MOTYNHOCTH Ce€JbaHKH, OCHHBAbE
MaCOBHUX KCHCKHX IMOKpETa W JKEHCKUX JAPYIITBCHHWX OpraHM3allfja 3arpaBO CaMo
TeXMba 33 YHHPHUKAIM]OM pOJHOT MoJena, Koja je yjenHo omoryhaBana

YCIIOCTaBJbakEe TOTAIUTAPHOT pexuma (MupouHndenko 2012: 22).

Y npamu byoane ¢ nepugepuje buxktuBHa kKomucuja OXMATMIIA/l-a monazu y
kyhy BammakoBux xako 0u pazmorpuia 3axTeB MBana bammakoBa o aboptycy, Oyayhu na
OH ,,HE MOJXKe Ja poau™ U jep je ,,ACIIYHHO CBOjy HOpMY", y cKiaay ¢ Hemaukum zwei Kinder
cuctemoMm: ,,He >xemum na ponum. Beh cam poano cBojy HopMmy. A 6€3 KOMHUCH]E CE HE MOXKE
CIIPOBECTH abOpTyC, Ha OCHOBY obOaBesyjyher ykaza“® (ITmatomos 2011: 21). Jlakue, y
[TnaToHOBIBEBO] JpaMu HUje arCypAHO caMo nocTojame komucuje OXMATMIIA/L, Beh u To
na mymkapuu pahajy, mrto MBan bammakoB objammasa Ha cieaehu naumn: ,,To ce camo
TaKo Kaxke Jia >keHe pahajy, a gaHac cy, MaKo je aKIeHaT Ha )KeHaMa, CBU PAacXOAH CBaJbEHU
Ha mymkapre” (Ilmaronos 2011: 21). Ilopen MBana bammMakoBa, TakaB cTaB jAelie CBH
MYIIKH JINKOBHU y ApaMH, TOK YUTajall y IpPBOM YMHY cXBara ja cyaouna Mapje bammakose,
ceJhbaHKe Koja je Jo0mna GUKTUBHA IpaBa, 3aBUCH HE CaMO O] OJITTyKe HEHOT MYXkKa, Beh u o1

onnyke komucuje OXMATMIIA/T-a.

bes 063upa Ha To mTO cy aboprycu 1920-ux roauHa OMIM JO3BOJHEHH, Y KOMEIH)U CE
KOMHCH]ja MeIlla y TUYHU KUBOT MTOPOAMIIC HA OCHOBY HEKAKBOT JIOKATHOT yKa3a, KOju

je Hayarao ga ce abopTtyc 0e3 103BOJie KOMHCHje HE MOXke ompapaath. Komucuja



Haja3| Ja je HEONXOJHO U KOPHCHO Ja C€ POJIH, MOCeOHO Kajia je ped O OusHuM u

nynaukum mMajkama kKao mro je Mapja bamvakosa (Uepnsimrea 2017: 1078).

[TnaToHOB ckpehe maxkwy Ha YMBCHUIYY Aa WwiaHoBH komucuje OXMATMIIA/I-a
MPOIICHY]y 3aXxTeB M JIOHOCE OMIYKYy O 3a0paHu abopTyca Ha OCHOBY (DU3UUYKUX
KapakTepUCTUKAa MajKke M MaTepHjalHUX MOTYRHOCTH NOpOJMIE, OJHOCHO Ha OCHOBY
rogummbux npuxoaa Meana bammvakosa. [1a Tako, Beh y npBoM 4yMHY KOMHCHja TPOLEHY]e
MarepujaaHo cTame lBana bammakoBa kao 3amoBoskaBajyhe, He y3umajyhu y o003up
HBanoBo, a jomr mame MapjuHo Munubewme: ,,[lumm. Bugenn cMo u mpoIeHuIM MOBOJEHO
MatepHjanHo crame rpahannna bammakosa® (Ilmaronos 2011: 21). Hamomenumo u t0o 1a
Mapja bammakoBa y TpeHYTKYy JOHOILICHA OIIYKE CTOjU y NPUKpajKy, HE ydecTByjyhu y
pasroBopy, Oynyhu 1a je mutame pahama OWIO MUTamEe O APYIITBEHOT 3HAYaja, Koje Cy, 1Mo
npaBuiy, pemaBanu Mmymkapiu. Mako he I'me6 MBanoBuu, kommmja ¥ JbyOaBHUK Mapje
bammakoBe, koju ce Hamao y Kyhu y TpeHyTKy J0Jlacka KOMHCH]e, TIOACETUTH Ha 00aBe3y
KOMHCHje Ja y3Me y o003up Munubeme Mapje bammakoBe, mTo je u y ckiaay c
»ipocBehenom enmoxom”, Ban bammakoB Ha TO oarosapa: ,,Hema oHa mita ja ce Ty mwura,
npyxe npeaceaanye. [louehe ga mpasu ckangan’ (Ilmaronos 2011: 22). I1a Tako, Ha OCHOBY
MaTepHjaHe MpoIeHe M (PU3NYKUX KapaKTepUCTHKA MajKe, KOMUCHja jaoyazu 1o ciueaeher

3aKJbyyKa:

Ja cam TakBOT MHIJBEHA J]a c€ 00aBE3HO MOPA POAMTH Y KOPUCT HAPOIHOT >KHUBJHA.
Mu cmo OXMATMIJIAJl u 3agyxunu cy Hac Ja (PakTHUYKKM YyBamo CyIOMHY
MOKOJbEHha M Ha Ta] HAYMH IOKaXEMO IpUMEp HEOArOBOpPHUM TrpahaHuMma u 1a
opranusyjemMo Oyayhnoct. I'pahann HuCy moTpeOHM camMoO JaHac, HETO ce Mopa

Opunytu u o 0ynyhoj npunpemu rpahana (ILtaronos 2011: 22).

W3 nocneame peuenune je jacHo na [lnaronoB kopuctu peun Anexcanapa Crtosbua o
TOME Ja ,,M TakBa, Hau3rjeld, UHTHMHA MUTamka Kao IITO je mopojauua, pahame neue, on
JUYHUX TIpesia3e y apymrTBeHa nutama’” (Mupomnndenko 2012: 44), moHaB/baHe KaKo Kao
maHTpa wMehy unanoBuma kako komucuje OXMATMIIA/l-a, Tako u Yy penoBHMa
MHOTOOPOJHHX APYTUX KOMHCH]a TUX TOANHA. Ha OCHOBY OBOT IIUTaTa c€ MOXKE 3aKJbY4IUTH U
na komucuja OXMATMIIA]] npey3uma yiory cBeBuacher oka u ommrer oma, KOju JOHOCH
omnyky ma Mapja bammakoBa Mopa poauTH, Oyayhu na He MOCTOjM ONpaBlIaH pasiior 3a

abopryc. IlputoM, KOMHCH]a HU y jeJHOM TPEHYTKY HHje y3ena y o03up MHIUbeHe Mapje



bammkoBe, koja he ce MHAMPEKTHO YCHPOTHBUTH peunma: ,[y1aBa me Oomu o Bammx
pasroBopa. Otunuia OWx o7 Bac y pa300jHUKE: CBY CHAry TPOIIWUTE Ha HEKY payyHHILY, a
MeHu camo ocrtajy kyhuu mociou (IlmaronoB 2011: 12), anu oHe Hehe WMaTH HHUKAKBO
JIJCTBO Ha MPEJCTABHUKE OpraHa BIACTH, IITO MOXKE MOCITYKUTH Ka0 CBEJIOYaHCTBO TOTA Y
K0JO] MEpH je TI0JI0Ka] HOBE COBJETCKE KEHE ,,[T000JbIIaH" ¥ Ha KOJU HAYWH j€ yJora ,,MyXa-
My4HTeJha" IPETBOPEHA Y YIIOTY ,,Jip)KaBe-MyunTesbke™. Jlakie, u3 0BOT MpuMepa BUIUMO Ja
j€ )KUBOT HOBE MOPOAMLIE MOTITYHO MOApel)eH opraHuMa BIIACTH, KOJU JOHOCE OJJIIYKE y UMe
,ommTer nobpa“, o0e30ehyjyhu Tako HOBe KaJpoBe KOMYHHCTa Koju he kacHUje OUTH

CIOCOOHU J1a BAaCIIUTaBajy CBOj€ ,,3a0CTajie poauTeshe:

[Ipomiec BacnuTama je OMO Be3aH 3a 3a7aTak J1a ce Op30 JOCTUTHY 3amaJHOEBPOIICKE
Ip’kaBe TO MHTamy MpocBehmBama Maca. 3a pasiuKy O/ Cebaukux npeopacyod,
KOMYHUCmuyko oeme OW Tpebaslo Aa BaCIMTaBa KOJCKTHB, Y UCKYCHUM TIOPOIUIIAMA,
Ha Hoeum OajkamMa W nposemepckum YyCIaBaHKaMa W TOCTaHE BacIUTad CBOjJUM

KOH3epBAaTUBHUM 3aocmanum ponutessuma (Kopaujenko 2006: 688)

W3 oBora npowusnasu 3akjbyyak Ja MoJioaj )KeHe HUje MoO0JbIIaH y HOBOM JPYIITBY,
HETO je W yJiora Majke rocrajia crnopeana, Oyayhu fa gere npeacraBiba IpyIITBEHY CBOjUHY
0 YHjeM J>KHBOTY OJyIy4dyje KoJIeKTUB. O TO] YMICHHIIM, ad U O OJHOCY BJIACTH TIpema
eyrenunn, roopu u npama Cepreja TpetjakoBa (Cepreii TperbsikoB) Xofiy deme, Hanucana
UCTE TOAMHE Kajia u bydane ¢ nepughepuje, y K0joj TTIaBHA jyHaKUba MuUja sKenu 1a poau
nere, udju OW oTam OWO cama JApaBa: ,JpKaBa HajOOJbMM paaHUIlaMa Jaje HajOoosbe
criepmaro3ounie. J{p>kaBa moacTHye TakBy cenekiujy. Ty Aemy oHa y3uma ToJ] CBOje OKPHIbE
U mojnpkaBa y3roj HoBux Jeynu‘ (Xodwman, Juuex 2018: 82—83). OBakBu NpuUMEpH ULy Y
OPUJIOT CTaBy Ja jé KOMYHHCTHYKA MICOJOTHja cMaTpajia >KeHy-MajKy MaIIMHOM 3a
MIPOU3BO/IKbY HOBUX JbYIH, IITO j€ HAjaB/BHBAJIO PAllMOHAIM3ALIM]y CBHUX CTpaHa JKUBOTA M
MPOTOH HMpalroHATHUX (HOPMU TMOHAIIaka, YCIOBBEHUX emolrjama u ocehammuma. [lakie,
IIEJIOKYTaH MpojeKaT cTBapama HOBOT kuBoTa 1920-ux u 1930-ux roauHa je 6Mo ycMepeH Ha
MAaIIMHU3AIH]Y YOBEKA, Y TOM IOTJIETY U JKEHa.

[TnaToHOB y CB0jOj JpaMH OTKpHBAa MapaJOKCATHOCT COBJETCKMX 3aKOHA: COBjETCKa
KEHa KOoja je W3jeHadYeHa 1Mo MpaBuMa ¢ MYIIKapIeM UMa MpaBo Ha abOpTyC y3 carjacHOCT
komucrje OXMATMIJIA/L, umnja je ymora aa MoOApKH TpaBa >KEHEe, ajld y MPaKCH HE BPIIH

CBOjy ynory, Beh cacBuUM CympoTHO — KOHTpoiuiie pahame Ha OCHOBY Jemorpadcke



CUTyalHje y JAp>KaBHU. YKOJIMKO je CTAaTUCTHUKA Ouia 3amoBoJbaBajyha, 3abenexeH je Behu

Opoj 103BOJbEHUX abOPTYyCa, JOK Cy C€ Y CYIIPOTHOM OpOjKe CHUIKABAJIE.

PyxoBonctBo CCCP-a je Texmnio ka MaKCUMaITHO BUCOKOM TEMITY pacTa MoIysaiuje,
aN| je, 3ajeJHO C TUM, CTaJbUHUCTHUYKA COIMjaTHO-€KOHOMCKA CTpaTeruja, moceOHo
Kypc 3a yOp3aH pa3Boj TEIIKe MHAYCTPHje U HACWIHY KOJICKTUBHU3AILH]y, 00JEKTHBHO
JONIPUHOCHIIA CHIDKaBaby MHTEH3UTeTa pahama. [[pkaBa je Ouiia 3aMHTEpecoBaHa 3a
MaKCHMaJTHO HCKOpHIIhaBame JKEHCKOT paja, IITO je MOApa3yMeBajio OrpaHUYCHE
pabhama, ayii ce HUje 0aBUIIO MUTAakMMa KOHTpanennuje. Ha taj HaunH, oHa je CBOojoM
MTOJIUTHKOM MPUMOpaBasia )KeHe Ha adopTyC M MCTOBPEMEHO 3a0pamHuBajia abopTyc,

nponarupajyhu nopoanyne Bpennoctu (Mupomnuuenko 2012: 45).

Melytum, 1 paBHOIIPABHOCT Y TIOTJIEAY paja U 3amociieha je Ouia 1moJi 3HaKOM MUTamba.

Y ckmamy ca 3akpyunuma  Jymuje MoposoBe (FOmmst MoposoBa), poaHa
JTUCKPUMIHAIIMjA KEHA Ha PaJJHOM MECTY ce HacTaBjpasa. M3melyy ocranor, ayropka
W3/Baja TpoOeM NIBOCTPYKHX CTaHAApJa: C jeAHE CTpaHe Ce HWCTHUIajga HYXHOCT
YKJbYUHBaWba *KeHa Y MPOU3BOAY, C APYre CTpaHe, y MPAaKCH ce )KeHaMma JOIMYIITao

caMo TeXak paj, Koju He 3axTeBa BUcoke kBanupukanuje (Iloremuna 2019: 23).

be3 003upa Ha ynmeHuIly mTo je ,,Pycuja Ouna mehy nuuepuma y pemraBamy poIHUX
nutama” (leaucos 2014: 21), [ImatoHOB/EEBA ApaMa MOKa3yje /1a je HOBA MOJUTHKA BIACTH
HE caMO MaHUMyJIHMcala MpaBoM Ha abopryc, Beh je AoAaTHO yrpoxapajia IOJIOXKa] KEHE
npuMopaBajyhu je na paau u paha, 6e3 mpaBa Ha muaheHo OonoBame (wiau miuaheHo
OoJoBame caMoO J0 MIeCT Hemesba). To ce HajO0osbe BUAM HA TNPUMEPY TOJHUIAJKE W3
[InaToHOB/BEBE aApaMe, Koja A0ju JeTe Yy TOKYy mporeca cyhema wusmehy kommcuje
OXMATMIJIA/l-a u Bana bammakoBa: ,,ionunajka ce okpehe, packomnyaBa MyHAUp U J0jU
nere snehuma okpenyta rinegaony” (Ilmatonos 2011: 32). V3 HaBeneHOT ce jacCHO BUAM Aa CY
KeHe, TOCEOHO TOKOM TepHoJia MPBE METOJETKEe, BOAWIC OPUTY O TOME J1a Ciyk0a ap’KaBu
HU Ha KOJU HAa4MH He OyAe yrpojkeHa WJIM JIOBEJEHA Yy MHUTame 300T MajunHCKUX 00aBe3a.
HapaBHo, TakBa TeXmba O ce Moria 00jaCHUTH M CTPaxoM O] TyOHTKa MOCia Wi, IITO je Y
NEpUOJly M3Tpalibe JpXKaBe OUJIO jOII rope, CTpaxoM OJ Ha3zazoBama. [Ipumopasajyhu sxeHy
na paau, He ociobahajyhu je obaBese cympyre u Majke, COBjeTCKa BiacT je obOezbehuBana

CTaTyc MPOTPECUBHE JpKaBe Koja je o0jaBmiia packuj ¢ TpaauiujoMm, Oyayhu nma je cee 1o



1917. rogune >xeHa-pagHHIa OMIa HECBaKUIAIIkHa T0jaBa. ,, Y KOJIMKO je KeHa paauia, To je,
[0 MpaBHIIy, CBEAOYHMIO O OTPOMHOM CHpoOMamTBy mopoauiie bomorosa“ (2018: 61).
Mebhytum, y ,,COBjeTCKO] YTONHMjU“ jKE€HAa KoOja HHUje paguiia MoIja je TO ONpaBlaTu
UCKJbYYMBO MEIHMIIMHCKOM TIIOTBPJIOM O CIPEYEHOCTH 3a pal, JOK JPYyro CTame HHje
MPEJCTaBIbali0 JIOBOJbAH pa3lior 3a MPEeKUJ pPagHor oaHoca wWin oacycTBo. OmHoc
KOMYHHUCTHYKE HJICOJIOTH]€ U Blagajyhe cTrpanke mpema KeHU HUje 0Mo OMTHO Apyrauuju of
TPaaUIIMOHAIIHOT, a JeMHY Pa3JIMKY je MpeicTaBiballa YMHEHUIA Ja je HeKaJallbha )KeHa U3
yiore Majke ,,yHarnpehena“ y ynory majke-pagHuiie, 0 4ijoj je CyAOWHHU caja OJTyduBaoO He
TpaIUIIMOHAIHU KaHOH Beh KOJEKTHB.

Panmwa byoana c nepugepuje Huje ciiydajHO ycMepeHa Ha MPOBUHIH]Y, Oyayhu na je
HOBA JIp)KaBHA IOJIMTHUKA HAWJIa3Wja Ha MOTPElIHa TyMadela y HEJIOBOJHHO Pa3BHjECHUM
cpeAMHaMa, yJajbeHHuX o]l MaTulle. TakBa morpemHa TymMayema cy JoBeja J0 OMIITEeT Xaoca
y IpymTBYy, y KoM Mapja bammMakoBa, 3Hajyhu cBoja mpaBa, »Keiau Ja MOCTaHe HadyeTHUIA
nonunuje, cmarpajyhu nma je 1o ®meH nayr mnpema apxasu (,,Ca 3a0BOJBCTBOM OUX
NPUCTYIUIIA TTOJIMIUjH, UIIUIA OMX y Yu3Mama U 'y MyHaupy. [Iuna 6ux y uMme cBUX mujaHara

U JbyOaBHUKE OMX Oupaia 1Mo corncTBeHOM Haxolemwy, Koju 0u mu ce fgonanu...” [IImaroHoB
2011: 12]), ucroBpemeno ocehajyhu cBojy o0ecnpaB/beHOCT U CHOPEIHY YJOTY Y MPOIECY
OJUTyYMBama O XHBOTY HbEHOT JIeTeTa. YIPaBO HAa TaKBUM MapaJioKCMMa C€ W 3aCHUBAJA
coBjeTcka uaeonoruja. Jla ctBap Oyae jour ropa, HaKOH polema nerera, Koje je JOILI0 Ha
cBeT Ha ocHOBY m3BemTaja komucuje OXMATMIIA/L, UBan bammakoB y cymy mokpehe
MUTakbe OYMHCTBA, CMaTpajyhw dWiIaHOBE KOMHCHjE OJTOBOPHHM OYEBHMA, JY)KHUM Ja
mnahajy anumentarnujy. [lmaToHoB y moMeHyToj apamu, mo cBemy cynehu, mokpehe u
NUTalkbe OYMHCTBA, jep MUTAmke Olla HHUje OWIO O] CYIITUHCKOT 3Hadaja 3a IOJIUTHKY
abopryca 1920-ux u 1930-ux roamua, anu, 3auyhyjyhe, HU THUTamke MaTEPUHCTBA: jEAMHU
MyHOTNIpaBHU oTal] Oynyher KOJeKTUBHCTE je Ouia apkaBa. Bemuku Opoj meme poheHe THUX
roJIMHa YOIIITE HHUje 3HA0 KO WM je oTai, INTo je JoBeno a0 mnobehama Opoja mgere
Oecrpu30pHOT MOHAIIaka, ¢ unMe je [ImaToHoB 6uo moapodbHo yno3Hat. O TOME CBEIOYU U

ompasname VBana bammaxosa: ,,Hukako He mory nma poaum. He sxenum ma mosehaBam

ocHOBHe KkaapoBe Oecripuzopuuka” (Ilmatonos 2011: 21).

[ToTpe6HO je 3aceOHO Pa3MOTPUTH MOJUTHKY JpiKaBe y 00pOH ¢ JeroM Gecripu3opHOT
nonamama 1920-ux rogmna XX Beka. becmpmsopnoct ° y Pycuju je nocruria
OTPOMHE pa3Mepe Kao mocieauna [IpBor cBeTckor para, peBoiyiuje u rpahaHckor

pata, koju je ycimeamo. bpoj Oecnpuzopne nerne je 1921. romune wm3zHOcHo 4,5



MUJIIMOHA, a 1922. ronune Beh 7 munmona. TakBa TeHIIEHIIM]a je Tporyiacuiia mpooaemM
c Oecpu30pHOM JICIOM j€AHUM OJi HajBAXKHHUJUX COIMjATHO-TIOJIMTUYKHUX 3a/JaTaKa

(IToremuna 2019: 13).

ITa Tako, kako cazHajemMo U3 Apame, oTall AeTeTa Mapje bammakoBe Moke OUTH jenaH
on Moryha tpu kanaumara (MBan bammaxos, I'ne6 MBanoBuy wim Bacwmmj CrenanoBud,
jeman on umanoBa komucuje OXMATMIIA/l-a), mTo je Ouna mocienuiia MOTPEIIHOT
Tymauewa Beh momenyrte uzaeje o ,,cn000aHO] JbyOaBu“ Anekcanape Komontaj. Mapja
bammvakoBa, wu3ryOsbeHa y MHOTOOpOJjHUM JIeKpeTHMa M 3aKOHUMA, KOjU IITHTE |
HMCTOBPEMEHO HapyllaBajy HhEHA IpaBa, KOPUCTH CJIO0OMY JbyOaBHM TakO INTO MEHba
JbyOaBHUKE, cMaTpajyhu TakBy OJUTYKY HCIpaBHOM. MelyyTuM, y TpEeHYTKY Kaja jeTHOM OJ
YJlaHOBAa KOMHCH]j€ CAOIIIITaBa Jia je JIeTe CUTYPHO HeroBo (,,Backa, aparu moj, aere Mopa
outu TBoje” [[Lmaronor 2011: 24]), na mra no6uja oarosop: ,,Kanx je komucuja Beh omnyunia,
TH pahaj. JKuBu ¢ Mmy»eM, Kao IITO CH U KMBEJa, a KOMHCHja Te Hehe ocTaBuTH 0€3 Haa30pa.
Ona Huje yoBek, Beh opranmzammja“ (IlmaronoB 2011: 25), cxBara 0e3n3ma3HOCT CBOT
MoJIoKaja, 00y3uMa je jorn Behe MOHUKEHE OJf OHOT KOje je JOXKHBJhaBala y MEPUOAY IMpe
peBOIYIHMje, MITO je HAaBOAW jaa Kaxe: ,,CBH BH MYIIKapIy CcTe Hojyiand. Bama pamgocTt u
Biact, a Hama — nocneaune!” (ITnatonos 2011: 25). OBum uckazom, IlmaroHos, nmpemaa
MpUCTANIUIA UJeje O KOJEKTHUBHOM JKMBOTY U PaBHOIPABHOCTH, yKa3yje Ha TO Jia je yIpaBo
’KEHa Ta KOja CHOCH MOCJeIUIle MOTPEHIHOT (opMyIHcama, TyMadyelma M IpUMEHe HOBE
nonutrke Biactu CCCP-a, y kK0joj je COBjeTCKa jKeHa €MaHIIMIIOBaHa caMo y TIOTJIeAy MpaBa
Ha paj, 0K Cy ocTajia mpasa (ImpaBo Ha abOpTyc, MpaBoO Ha jeaHako riaheH paj, mpaBo Ha
wiaheHo OoNoOBame WTI.) yrpo’keHa [0 HajBumIer crerneHa. JKeHa M3 TMPOBUHIMjE, MO
[TnatoHOBY, HUje y CTamy Ja ClIO3HA CBOja Ipasa, Beh je mpuHyheHa aa cienu HaMEeTHYyTe
3aKOHE W JIEKpEeTe opraHa BJIACTH, KOjU 00aBJhajy (QYHKIHM]y Cyauje, orpaHuvaBajyhu um
MpaBo M300pa TaKo BEIIITO J1a TOTAa HUjeIHA CTpaHa He Oyjie CBecHa.

Crora, HMje HUKAaKBO YyJO IITO CE pajma 3aBpliaBa cMphy jgerera Kao cUMOOIOM
Kpaxa jeqHe ernoxe. JenuHe KpTBe IEIOKYITHOT CUCTEMa Cy yIpaBo Majka u aere. [ImatoHoB
3aBpmiaBa  japamy  ciaeaehom  cmenom:  ,,Pyhun w  momummajka  rpime  Mapjy
Npanosny* (Ilmatonor 2011: 56), cxBaTajyhu BenuunHy KpTBE ,,HOBE COBJE€TCKE XKeHE", KOja
BUIIIE HE HOCU caMo Bepure gomahuHCTBa, Beh je okoBaHa JEeKpeTUMa U 3aKOHHUMA, JTaKHUM
KOMHCHjaMa, KOjU JOBOJE y NHTAmkE HEHO MPaBO Kako Ha cinoboay u30opa, Tako M Ha
cnobony kao takBy, npemaa ce Cosjerckn CaBe3 yUCTHHY Ha MOYETKY (popMupama JApiKaBe

MOTao MOXBAJIUTH MIPOTPECUBHUM OJTyKama, Koje cy uMalie TeHACHLIN]Y Aa Oy1y npuMemneHe



W y TIPAKCH, ajii Cy C€ Halule y pykama rnorpemnnx jpyau. Ha mpumepy Mapje bammvaxkoge,
Amnnpej [TnatonoB Bpaha cBojy ,,yia3HHITY 3a paj”, YKOJIHMKO j€ OHA YCJIOBJhEHA )KpTBaMa Ma 1
jenHe »keHe, pymehu mpeacTtaBy o COBjEeTCKO] MOJUTHIM, KOja je€ MPUBHIHO TOTPHHENA
eMaHLUUMNAIMjU U pellaBamby >KEHCKOr nHuTama. Kako ce KacHHje MCIIOCTAaBWIIO, CyI0HMHA
Mapje bammakoBe HHUje mociyxmia kao npumep Oynyhaoctu, e Beh ox 1930-ux roagmna
3aMounme arutanuoHo-nponarafaa nomutuka CCCP-a, koja je mporoBenana XKHUBOT Y
OKBHpUMa TPAJUIMOHATHUX BPEIHOCTH, Bpahamke Ha HEKAJAlIkhe CXBaTambe )KEHE Ka0 MajKe
u gomahurie, a caM 3aKOHH Cy MPETPIENIN OTPOMHE MpoMeHe. Y jeTHOM oJf 3akoHa u3 1930-

HMX TOAMHA HaWJIa3UuMO Ha ciaeaehu TEKCT:

Hu y jemHoj npkaBu cBeTa JKe€Ha C€ JKEHAa HE KOPUCTH TaKBOM MOTIIYHOM
paBHONpaBHOIINY y CBUM 00JacTUMa MOJTUTUYKO-APYIITBEHOT KHBOTA M MIOPOAUYHO]
cBakonHeBuIy kao y CCCP-y. Hu y jenHoj aprkaBu cBeTa jKeHa Kao Majka u rpahaHka,
KOja MMa BEJIHMKY OJIFOBOPHOCT Tpema pahamy u Bacnuramy rpahaHa, Hema TakBoO

MOIITOBamkE U 3alITUTY 3akoHa kao y CCCP-y (IToremuna 2019: 14).

OBakaB cTaB MOX€e TOCITY)KHTH Kao JI0Ka3 Ja je COBJETCKa BJIACT UCKOPUCTHUIIA HJIE]Y O
nmpocBeheHoj KEeHU Kao JOII jellaH MHCTPYMEHT 3a yIpaBJbamke Macama, Oyayhu ma cy cBa
CTe4YeHa IpaBa Oujia UCKJbYUMBO YCIIOBHE MTPHUPOJIE U, KA0 ITO cMO ce yBepwin 1936. rogune,
caMo TpeHyTHa y ckiiaay ¢ morpebama Biagajyher pexuma. Ha mpumepy jyHakume Mapje
BbammMakoBe ocnukaH je mesoKymnaH mpoiec (UKTHBHE eMaHIUIAIMje CBUX CJI0jeBa JKEHa, Y
KOM, TI0 KO 3Ha KOJH IYT, JeAWHY XPTBY INpeACcTaBiba ympaBo oHa. JKenehm nma ykaxe Ha
HAaCWJIHY U BpPJIO YECTO CEJIEKTUBHY NPHUMEHY HOBUX 3aKOHa U Jekpera, [11aToHOB cBOjy
JYHaKHIbY CTaBJba Y OKBHpE MPOBUHIIM]CKE CPEINHE, YjeIHO HAacTOjehn Aa JOKaKe YHHCHULLY
Ja ce TIOYeTaK CBaKe PEBONYIMje, Y TOM CMHUCIY H PEBOJYyIHje y TOTJIEAY J>KECHCKE
eMaHIIUIaNKje, KpHje Yy TMPOMEHH CBECTH, a HUKAKO Yy CHpoOBOheHmYy HOBHX 3akoHa Mehy
HEMMCMEHUM, HeU()OPMUCAHUM U TMPOBUHIM]CKUM JbyauMa. JKUBOT HOBE COBjETCKE JKEHE U3
[TnatoHOBJEBE MEpCHEKTHBE H3rjena mnomyr OydoHame y Ko0joj HpeaMeT OUBJbEHA U
MpeAMET ToACMeXa MPEACTaB/ba jelaH T€ MCTH CyOjekaT — jkeHa. 300T cBera HaBEICHOT
byoane ¢ nepughepuje npencrapibajy jeIHy peaiHy CIUKY OJHOCA MpPeMa COBJETCKO] KEHH,
KOja je ycieq pa3IuyuTHX IpoMallaja ,, JbyACKOr MHTENEKTa" TOJaTHO Jerpajiupana, na u y

norjeay nmpaBa Ha COIICTBCHO JICTC.

! OBaj ¥ cBU NasbM NPEBOIU C PYCKOT CY MOjH.



2 TepMuH ce NOMHE€ y wiaHKy ,Hampen xpwimatu Epoce! (IlucMo pamHuMukoj oMiIagun#)“:
https://www.marxists.org/russkij/kollontai/winged_eros.htm (npuctynsseno 21. 8. 2022)

% O tome moxkaa Haj6osbe cBenoun GuaMm Jlesojka ¢ xopnom pexucepa bopuca Bapuera (Bopuc
bapuer), y KOM ITaBHa jyHaKWmba CKiama Opak ¢ MyIIKapieM Kora je WCTOTr JlaHa W yIo3Haia, 0e3
CBeIOKa U Ayradke Mmpoueaype.

* Hapemhemo opge cneaehe panose u unanke: ,,Ilozopuinre kao cyauuna y aeny A. I1. ITnaronosa
byoane ¢ nepugepuje” 3o0je I'mazaueBe (30s [mazauesa); ,.,bydare ¢ nepugepuje w3 Beka y
Bek” Jekatepune Jlumome (Exarepuna [IpimMoBa), ,,[lmaroHoB Ha nepudepuju‘* Haramuje Jlackune
(Haranbs Jlackuna).

® Komucuja OXMATMJIAJL (Komucuja 3a 3aIITHTY MajKu | gele) je popmupana Beh npBux roauHa
HakoH OkToOapcke peBoJIylirje ¢ IUbeM yHampehema ycioBa paljama U oarajama Jee U 'y ’bHXOBOM
JajbeM pa3Bojy he ¢ rogrHamMa UMaTH CBE 3HAYajHH]Y YJIOTY.

® AGpesujarypa HAPKOMS3JIPAB 3naum Haponanu komecapujaT 3apaBiba. YIOTpeOa OBaKBHX
abpeBHjaTypa jecTe OIJIMKa BpEeMEHa y KOM je ApaMa W HamucaHa. J[yradku Ha3WBH Pa3IHYATHX
yCTaHOBa, MHCTUTYLHM]ja, APYLITaBa U KOMHCHja HICY OWIM MPAKTUYHU Yy CBAaKOAHEBHOM jE3UKY, T€ j€
kopumtheme ckpahenula nocrana ycrajbena npakca y CCCP-y.

" TIpeysero ca: https://www.novochag.ru/obshchestvo/people-stories/aborty-v-sssr-edinstvennyy-
sposob-kontracepcii-kotoryy-znali-nashi-mamy/ (npucrymseno: 20. 8. 2022)

8 OBne u name nut. no: Ilnaronos, Aunpeit. Jypaxu na nepugpepuu. Ilvecvl u cyenapuu. Mockpa:
Bpewms, 2011. C. 11-56.

® Hakon OxTobapcke peBONyLHMje BEIMKH OpoOj JELE j€ OCTa0 Ha YIMIH YyCIel JIOmE €KOHOMCKE
cUTyauuje y IpXaBH, HacTojehin Ja Ha pasnuuuTe HauyuMHe A0hy A0 M3BOpa mpuxona. Buinewrane
nopoJuLe HUCY Omiie y MOryhHOCTH ja M3IpKaBajy U MpysKe aleKBaTHy OpUry o MHOroOpojHOj Aely,
300r yera ce BeNMKH Opoj BHUX pa3dosieo (YriIaBHOM OX TyOepKyjo3e) HIH je€ I0CTao JIOINOB,
pa30ojHuk, ma yak W yoOuma. Hajsehe Opojke permcrpoBaHe M yxBaheHe Jele y pasIdduTHM
WIeraqHUM MocjoBuMa narupa u3 1920. roauHe, Te HHje HUKAKO CIy4ajHO IITO ApkaBa Beh 1921.
rojHe OocHUBa Jle4jy KOMHCHjy C IWJbeM pelllaBara MUTama HEe30pUHYTEe M JIEIUKBEHTHE JIElie.
YpaBo 0BO MHUTamkE MOCTAje jeIHO OJ1 KIJbYUHUX IPyKaBHUX MUTama ¢ oderka 1920-ux rogauHa.
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The Emancipation of Women and Right to Abortion in USSR on the
Example of Andrei Platonov’s Play Fools on the Periphery

This paper discusses the influence of the Soviet government on creating the “new Soviet
woman,” who is meant to respond to the ideological needs of the new social arrangement, and the
government’s subsequent attitude towards her, on the example of Andrei Platonov’s play Fools on the
Periphery. The emancipation of women, their inclusion in all spheres of life, as well as their right to
abortion are, as it turns out, only the government’s mechanisms, created to establish an absolutist
regime and have no contact with the aspiration of socialism to improve the lives of women both in the
province and in the capital. The new emancipated Soviet woman in the 1920s and 1930s gained
fictitious rights that led to social catastrophe. Looking for their place in socialism, women were torn
between hard work and domestic responsibilities, which further threatened their former position. By
all accounts, socialist women are equal to men in terms of the right to work, while in other spheres,
they are further humiliated (maternity, salary, type of work place etc.). All described phenomena can
be noticed on the example of Platonov’s drama, in the character of the former housewife Marya
Basmakova, who loses her own identity in the process of the so-called Soviet emancipation. Even
though Marya Basmakova herself is not aware of her rights and ways of enforcing them, it becomes
obvious to her that all the new changes do not represent a path to women’s liberation, but lead to
complete control over women’s bodies, pregnancy and abortion. The death of her child symbolises the
collapse of a false project of women’s emancipation in which her character represents the dead
foundation on which the image of a progressive Soviet government was built.

Keywords: abortion, social policy of the USSR, women’s emancipation, OHMATMLAD
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IIpuuya o Auhu IlerpoBuh

Amnbha ITerposuh (1889-1914) Ouna je hepka Mure Iletpouha u polena cecrpa Hanexne u
Pactka IlerpoBmha, ka0 W BHOTMHUCTKHIbEG W cimkapke Jbyourie Jlykouh, Te mecHukuma pare
[lerpouh u Mwmune Mummkouh. Ocrana je 3amamhena mo cBOjoj 4yBeHO] mpemuciy ¢ JlaBom
Toncrojem Ha Temy aycTpoyrapcke anekcuje bocue m Xepuerosune. Y Toj mpenuciu, Anbha ce
MOKa3aza Kao BEJIMKa POJ0JbYIIKA, KOja je BepoBaiia j1a ce ¢1000/1a MOXKEe OCBOJUTH CaMO PaToM, U TO
y3 nmomoh BeJIMKUX ¥ MONHMX CcaBe3HHKa Kakpa je Pycuja. [Ipema ToMme, npeysena je Ha cebOe yiory u
IUIJIOMAaTKHUIbE, HE O3BONMBIIK 112 je TosctojeB manudusaM u uneannsaM HaBely Ha pe3UrHALH]y.
Naxo ce pycku mucall OriIylio Ha leHe MOJIOe 3a LIMPEHhE CBECTH O HENMpPaBIH Koja ce YMHMIIA HaJ
CPIICKMM HapoJIoM, HETTOOUTaH je Tpar KOj! je OCcTaBWIIa Ha Hhera HaBEBIIH Ia JIa HAIHIIEe TPAKTAT Ha
TEMY CPIICKOT MuTama. 3a coOOM je ocTaBuia jeaaH 00jaBJbeH U HEKOJIIMKO HE00jaBJbEHUX PYKOIIUCA,
KOjU cy Tema OBOr paaa. PamoBu cy joj ecejckor, UCTOpPHUOTpad)CKOT M KEHKEBHOT KapakTepa.
OcHoBHa TeMaTHKa Kojy oOpal)yje jecy jkeHe y CPIICKOj UCTOPHjH, T€ CE TaKO 3a IVIaBHY I[PTY HEHUX
Jenia MOTY y3eTH natpuotu3am u pemunmzaMm. On MOpPOAMYHHX W JbyOaBHHX adepa y HOPOAHIA
kHe3a Mmioma OOpenoBuha, ¢ ¢okycoM Ha ogHoC KHerume JbyOume M KHeXeBHX JbyOaBHMLA
[etpuje n JeneHke, mpeko jaBHUX TOBOpa M €ceja HA TeMy KEM)KEBHOCTH U JKCHCKE eMaHIIUMAIIHje,
70 TIpUYe O HOCTAITHjH 32 3aBHYajeM, AHHWHO CTBapajamTBO je, MaKO MaplyjalH0 OYYBaHO H
HEJIOBPIICHO, y CBOjOj CYIITHHH TEMAaTCKH M CTHJCKHM HMHTerpaiHo. O gennma Koja HHCY cadyBaHa
Moryhe je cazHatn u3 ManoOpOjHUX HOBHHCKHX TEKCTOBa MOCBeheHWX oBOj ayrtopku. Llmib pama je
aHanM3a HCHOT KIIKEBHOT CTBapalalliTBa Kao W UCTPAKUBAEKE HHTEPTEKCTYaTHOCTH Y HHEMY.
3axBaspyjyhu leHUM Oelelkama ¢ IpeaaBama 3 yopeIHe KibIKEBHOCTH, MOTY C€ PEKOHCTPYHCATH
YTHUIIaju Ha BeHOo jaeno. HapounTy naxmy je nmocBehnBana anamusu Lllexcrimpose npame Aumonuje u
Kneonampa, Te je moryhe youutn Be3y y AuljuHoj oOpaau jvka KHeruibse Jbyouire.

Kmbyune peun: Anba [lerposuh, ucropuorpaduja, kmkeBHocT, Tomncroj, [llekcmmp

KmmwxkeBnuna Anha Ilerposuh (1889-1914) cmabo je mo3Hara jaBHocTH. O BHOj ce
HCKJbYYHBO THIIIE KA0 O CPIICKO] MATPHOTKUELM U 00pa30BaHOj, CMENIO] MJIAJI0j KEHHU, U TO
MaxoM, y TEKCTOBMMa O MPOMHUHEHTHUJUM (urypama u3 mHEHOT OJIMCKOT OKpYyKema. Te
HaIMuce KapakTepuIle Beaap U OJaroHakJIOH TOH KOJHM C€ MCTHUIA0 HeH MIIAJAIauKy 3aHOC U
HEUCKBapeHocT. Harnacak ce yriiaBHOM cTaBJba Ha aHETJO0TE, TE C€ CTUYE YTHUCAK JIa je Ouia
JbyTiKa ¥ oOpa3zoBana beorpalanka koja je ocTaBsbasia HEM30PHUCHB YTHCAK HA CBE C KOjUMa je
nonasmwina y gonup. Heperko ce mcTHmana W JieroTa HBEHOT JIMKa, 3aXBabyjyhu uemy je
ocTasia CilMKa jeqHe Oe3asnieHe miane ocode, UMjoj je KPXKOCTH M HeMOhW JONpUHOCHIA U
mpuyYa O JIOHMIEM 3APaBCTBEHOM CTalky M paHO] cMpTH. IbeHO Jeno je Tako HEMHHOBHO

JOCTICBAJIO Y JPYTH IUIaH T€ je YMTaial Morao cTehw yTHcak Ja Cy TMOKYIIaju Ja IHIIe
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KIMKEBHOCT OWJIM 3aHEMapJbUBU a FCH TaJIEHAT CKPOMaH. YTPKOC KPAaTKOM JKHUBOTY U
ManobpojauM nenuma, Auha IlerpoBuh je mokaszana Benuko ymehe, koje he yjenno u outu

npeaMeT OBOI" paja.

Kusort Anlje IlerpoBuh

JlocTynmHO je Hekonauko wu3Bopa o kuBoTy Amhe Ilerposuh.! Hbemy kpatky
poMaHcupaHy Ouorpadujy Hamucana je cectpa Jbyouna Jlykosuh 1952. rogune u oHa je
octasia JenMMUYHO HecpeheHa u 70 cama Huje oOjaBibeHa. M3 me cazHajemo ma je Anha
[TerpoBuh pohena kao neBero nere, a mecra khu JJumutpuja Mure IletpoBuha u Munese
3opuh, 1889. rogune y Beorpany.? Hbene crapuje cectpe u Opaha Gumm cy ciukapka
Hanexna, nechukumwe Mununa u [lpara, Bmaaumup, 3opa, Jena, BHOJMHHUCTKUIbA U
cnukapka Jbyouira, a miahu Opat nucar Pactko IlerpoBuh.

Orarr joj je 6MO CHH MO3HATOT TProBlla M Xoao4acHuKa Xapu Makcuma Ilerpouha u
Mapre YanmanueToBe, u To Hajmmahu ox mectopo aeue.’ Mako pohen um oapactao y
beorpany, Muta IlerpoBuh je pagno kao HaCTaBHHUK IpTamba y YayaHCKO) TUMHA3HjH, T je
HajBEpOBaTHH]E€ YIO3HAO CBOjy cympyry MmiueBy 3opuh, ¢ kojom ce mocie, 1884. roaune
npecenno y beorpan, y Patapcky 32,% rie je Anha IlerpoBuh nposena cBoj xuBoT. OcTao je
ynamheH Kao mucal UCTOPUjCKUX Aena nonyt Quuancuja u ycmanosa obnosmwene Cpouje u
Pamnux 6enescaxa. O06jaBpuBa0 je y dacomucuma kKao mrto cy Jasop m Cmpadcunoso,
m3mely ocranux. Apxus CpOuje yyBa 30MpKY HETOBHX JOKyMEHATa.

VY Tekcry ,,3Hamenuta beorpahanka Hanexna IletpoBuh kao HanmoHanHa pagHuma‘
Mapuje Unuh Aranose® moryhe je npountaty u na je AnhuHa Majka, yauTesbHIa POJOM U3
Yayka, Omna Hehaka ciaBHOr Oopua 3a HalMOHajTHA mpaBa y Xa030ypIIKOj MOHapXUju
Ceero3apa Muneruha, unju je cnomeHuk y HoBom Cany HampaBHO MOPOIUYHH MPHjaTEIb
MBan MemTtposuh.® Ha ocHOBY Tora ce Moxke 3aKJby4HTH a ceé MHIEBHH IyX OOIHKOBAO y
OKpYKEeHhY MPOKETHM HAallMOHATHUM HajaxHyheM, 300r dera je ympaBo oHa Ouja Ta Koja je
nojactunana Muty IlerpoBuha Ha npUKyIUbame HCTOPHUJCKHX CIHMCA OJf HAlMOHATHE
BaskHocTH.! CBM NPUKYTJbeHH TOKYMEHTH KacHHje cy mocmyxkunn Murtu Ilerposuhy kao
M3BOD 3a MUCame, a ucrocraBuhe ce 1a je To 0o TJIaBHM MOKPETay 1 3a CTBapayiamTBo AHbe
[Tetposuh.

Amnba IlerpoBuh je 1895. roguue kpenyna y npBu paspen Ilamumynacke OCHOBHE

mKoye, Kojy je 3aBpmmia 1899. rommme.® IIpermoctaBiba ce 1a je MOTOM HacTaBHIa



mkosoBamke Ha Buimioj skenckoj mkonu (boxxosuh 2020: 198, 222). OnmaneHa je Heropajia

Jby0aB mpemMa UCTOPHUjH, O UeMy cazHajeMo u3 ouorpaduje mene cectpe Jbyoure:

A HajBoIena je ucropuje, ona je y kyhu Beh ymena ga qpxu mana UCTOpHUjcKa
npenaBama. Kako je mmanma co4yaH TJac, JUBHO [JHjaJIeKTUYKO H3pakaBambe,
MPEIU3HO, jacHO. buiio je MurMHa cymaTty Kaa Be3yje porahaje 3a Bpeme OpaHirycke
peBonymyje. [1a xako je 3Hana 3a yac 1a ce npedauu Ha KpoHBena, pycko-TypcKH par,
Jla CMO pajivje Jald HhOj J1a OHa yrmo3Ha MpBO cebe C TUM Ja OM HaM yIiTenena Tpya
YUTAKEM Y JTYTMM 3UMCKHM BeuepuMa MOKpaj Toruie nehu mcrmpuva. A kaga Ou TO
3aBpIIAiia Kao Ja xohe cede 1a cadyBa y THM YTUCIIMMA, JIaTujia Ou ce cBora vena u
3acBupana omuibeHor joj Illomena wumm YajkoBckor. Hukome Huje manano na

UCTpaXyje y Bb0j BEH CBET U Ja je MpeKuaa y TUM camapujama (Jlykosuh 1952).

Amnba [TerpoBuh je ogpacrana y BACOKOKYJITYPHO] CPEIMHH CBOT POJIUTEIHCKOT JIOMA,
a Ol MaluxX HOTY je pa3BHjaja CKJIOHOCT HE CaMO IIpeMa MCTOpHjH, Beh U mpema
KIbWKEBHOCTH, Quino3opuju n mysunu. On ¢unoszoda je HajBuile Bojienaa Aa yuTa JAeia
Opunpuxa Hwuuea (Friedrich Nietzsche). Cpupana je kimaBUp M BHOJOHYENIO, a O]
KoMro3uTopa je Hajumie u3Boamia Dpenepuka @pancoy Illomena (Frédéric Frangois
Chopin) u [lerpa Usbnua Yajkosckor (I1érp Wnbuu YaiikoBckuit). Anba Ilerposuh je, ocum
Tora, Bosena W Aa myrtyje. IIpema peunma meHe cectpe JbyOure, mpomyroBana je 1eo
bankan: 6una je y Coduju 3a BpeMe npBe JyrOCIOBEHCKE CIMKapcke n3noxoe 1904. roqune,
y Ckommpy ca cectpoMm Jenmom Ha matypu, y Benemuju ¢ Hagexnmom, rae je oOumaszuia
rajepuje u myseje, y Ilpary ca cectpom Jbyburiom, rae je ctyaupana BuosoHueno. buna je y
Hemauxkoj, y Jlpe3neny, rae ce onaylieBjbaBaja yyBeHOM TrajepujoM L{Bunrep. Y omepu je
ciymana ,,Manam barepdnaj* bakoma Ilyunnuja (Giacomo Puccini), o k0joj je mucana u
cBoje yrucke. Y beuy je, ocum Ttora, cimymana Bunxenma Puxapnma Barmepa (Wilhelm
Richard Wagner) u meroBo nemo , Tpucran m M3onma“, a yxuBaia je W jAa riena y
no3opumty nena Xenpuka Joxana M63ena (Henrik Johan Ibsen) (JIykosuh 1952).

On Pagmune bynymesail, koja je Hanucana KpaTtky Auhuny 6uorpadujy o0jaBbeHy
y [loaumuyu non nHacimoBoMm ,Ko je Omma jemHa cpricka skeHa? (OcaMHaeCTOTOIUIIbA
beorpahanka moxacrakia ocamieceToroguimer ToJcToja a Hamuiie jeJHO OJf CBOJUX
nocnenmux aena®,’ casHajeMo na je, 3axBa/byjyhu TMM MyTOBamMMa, HAYYMIAa HEKOJIUKO
CBETCKHMX j€3UKa, U TO HEMadyKku, (paHIlyCKH, UTAIH]JaHCKU, PYCKH U YeIIKU. buia je yjeaHo

BaHpe/IHA CTYACHTKUba yHopeaHe KibkeBHOCTH Ha Dunozodekom ¢akynrery y beorpany,



rjae joj je nmpeaaBao Josan Ckepnuh, a cauyBaHe Cy U HBeHE OCJICIIKe C MpeaaBama 3a MPBU
cemectap 1909. rogune. Ha ocHOBY BHX ce MOXKe 3aKJbyuuTH Aa ce AHbha OaBmiIa CprICKUM
eMCKUM IlecMaMa U CPIICKOM MEepPHOAMKOM TOkoM 18. u 19. Beka, HapOUUTO (UIIOIOMIKUM
nebatama Byka Credanosuha Kapayumha u meroBux npoTuBHHUKAa y Cpnckum HO8UHAMA

(ITerpoBuh 1909a).
Anba je mpeMHHYIa y ABajieceT METOj TOMWHM KUBOTA, jaHyapa 1914. rommme.l”

Bena cectpa JbyOuia yrne4yarsbuBo je onrcalia TpeHyTaK lbeHe CMPTH:

N onmmax ce ymyhyje cBoMe croumhy moj TMO3HO jecemy, yBEIy TaMapuHAy, Beh
OXKyTeNy CTapy OaITy ca MOoMmajiM CYBUM JIUCjeM T10 TyTamH, o crounhy... CeTHO je
noryiesana oko cede M MOXKIa ce ceTwia bpaHKOBUX peuu: 3eJieHOora MOXKAa BHIET
Hehy... Y rpyauMa je mpucTuHy Texak 0oJ, U3 ycrTa joj MoKyJba, AHha je omeT KpB
O0pyHyna. Bparuna ce O6p3o y kyhy. M Hukama oHa BuIle HUje BHENa OBO JIHC]€, HHA

3€JICHO, HU )KyTO HH jeceH HU nposehe (Jlykosuh 1952).

Jenna onx cecrapa Anbhe IlerpoBuh, Hanmexna, mucama je o HEHO] CMPTH y CBOM

nucmy Puxapay Jakonmmay (Rihard Jakopic) peunma:

Ja cam Oumna HecpehHa TEIIKMM yJapoM KOjU M€ je y TOJIOBMHHU jaHyapa
3a/Iecuo, U3ryomIa caM Mojy Jiemny, 100py u nametHy Anhy — cectpy. OHy Hajnenury
u HajMwjy mehy mojum cectpama... OHa je mMmana jak OPOHXHUTHC 3UMYC OKO
Bboxuha, 7. janyapa y noane mpoOspyBajia je kpB — Blutsturz, a 12. y 4 caxara mo
nojHe npenaia je bory cBojy muiny HamydeHy nymy. buna cam BaH cebe, Mucnuia
caMm aa hy ympeTn, 1a BuIie He MOTY MIPEXKHUBETH OBaj Y)Kac M U3HEHAJHY CMPT HCHY.
[...] T 1 TBOja KeHa 3HATE KOJHMKO ja By JbyOJbax, Oejamre Mu Me3uMuIia kyhHa, Moj
CaBETHUK, MOja €CTeTHMYKa Tayka y Kyhu W mopoauuu, a JaHac je Buile Hema Beh

yetupu Mecena (AmOposuh rurupa I[lerposuh: 1978: 382).

Hanexna IlerpoBuh je Hamucaiia HEKOJWMKO MHcCamMa CBOJUM TpHjaTe/buMa O CMPTH
CBOj€ CecTpe M CHaOXHOM YTHCKY KOjH jeé TO MMAJ0 Ha HEHO CTame, crpedaBajyhu je na
y4ecTByje y JPYIITBEHOM KUBOTY U JIa paju Ha cBOjuM aeauma. 't

Amnba IlerpoBuh, mehytum, HUje ocTaBUia HEU3OPHUCHB Tpar caMO Ha OHE Koje je
MO3HaBaJIa y JWYHOM >XkMBOTY. HecymmuBo ce o Auhu IlerpoBuh HajBumie roBopuio u

nucaino kao o Cpnkumu Koja ce gonucubaia ¢ Jlabom Hukonajesuuem Toncrojem. Tome na



BECT O HHMXOBO] MpENUCIM OyKHE y jaBHOCTH y J00a y KOM j€ JKMBENa JONMpHHENa je
HCTOPH]CKA W TIOJINTHYKA CHUTYallMja Y KOjOj CE CPIICKM HApO]l HAIla0 HaKOH ayCTPOyrapcke
anekcuje bocue u Xepuerosune 1908. roqune. Y norahajuma y Kojuma cy CyI0UHY CPIICKOM
Hapony y bocuu m Xeprerosunu kpojune 3ananne cuie, Anha IlerpoBuh je cmatpana
CBOjOM MATPUOTCKOM Jy>KHOIIThy fa ce oOpatu 3a momoh HajBehoj ciioBeHckoj cun Pycuju.
Paznor 360r kojer je 3a To omaOpana ynpaBo Jlaa Hukonajesnua Toncrtoja, Anbha

[erposuh je o6pasnoxuna y nppom'? o Tpu'® mucma xoja My je ymyruna:

Bama peu je 3a pycko jaBHO MHIUBCHE TJIaC arocToNia. 3aTO HW3TOBOPUTE TY
CIIACOHOCHY pe4, CMEKIIajTe CpIle CBOT HapoJa MpemMa MalloM OaJKaHCKOM HapoIy

KOjH ce Hajla3u y pornctBy otumaya (AmOposuh 1978: 260).

N3 peaknuje BeTUKOT MUCIIa cazHajeMo Ja je 0uo u3HeHaheH u aupHyT peunma Anbhe
[Terpouh (Bn. 1910: 12). Umnak, ToncrojeB oarosop je npumibeH y Cpobuju ¢ oapehenom
J030M pa3odapama: YMECTO JHUIJIOMATCKOT, IIOJIMTUYKOT aHTaKOBama, 1O0JICTOj ce
ornpeaenuo 3a Gpuio30(CcKu TOK Mpenucke peunma: ,,OHla KaJ BaM H3TJIeAa CBE U3TYOJbEHO,
TEK Taja nmovyumbe npasu xuBot (B 1910: 12).

N3 gpyror mucma Anhe IlerpoBuh moryhe je casHaTH W HEIITO BHIIE O KOHTEKCTY
oBor nurata. [lo ceemy cyaehu, JlaB ToscToj je TOBOPHO ca KeJbOM J1a € MO CBaKy ICHY
Halle MUPOBHO pelIeHmke 3a CPICKU mpobiieMm, ycpencpehyjyhu ce Ha uzaejy ,,0 mpenopoay
YOBEYAHCTBA, Kaja he cBu Outm mpaBenuu™ (Bn. 1910: 12). Mako 3axBanHa Ha pedynma
oxpabpema u yrexe, Auha [lerpoBuh je Ouna 10BOJbHO cMena 1a yKake Ha packopak usmehy
ToncrojeBor mieMEeHUTOr Haealiu3Ma U TOPKE CTBAPHOCTH Y KOjOj C€ HEeH HapOJl HaIa3uo:
,,Ha 7KaJI0CT, MaJIOM HapoJly TEIIKO je Y OBOj CTBApH Ja UCHPEAHadyH jep Ha YMjoj je CTpaHu
cuna, Taj je u y nmpapy" (Bm. 1910: 12).

JacHo je ma je oHa jeIMHO pelIeHke BUJIeTa Y pary, 3a IIITa jeé cMaTpajia HeOIX0IHOM
nomoh Pycuje, mako ce ay0OKO TOHOCHIA XpaOpuUM TOAYXBaTUMa M XEPOjCKUM
CIOCOOHOCTHMA CPIICKOT Hapo/a.

Hpyro mucmo Anhe IletpoBuh om m3y3eTHOr je 3Ha4aja 3a carjielaBamke HEHOT HE
caMo MaTPUOTCKOT HETO M eMaHIIMITIaTOPCKOT 3aHoca. HecymmuBo je, Beh 1 Ha OCHOBY MpBOT

MUCMa, J1a je BepoBajia y TO Jia je CpIICKa KeHa TeMeJb CPIICKOT Hapo/a.

Yak 1 ako MHJIOCT CBEBHIIEHET HAIMYCTH CPIICKY BOJCKY Ha OOJHINTY, HENMpHjaTesb

Hehe ycretn y CpOuju 1a Jlako TIpeKopadd Ipar AOMOBa HaIIUX; jOII HEHCIUTaHE



CHUJIE CPIICKUX X€Ha MCIoJbuhe ce y OCBETH 3a CMPT oueBa u Opahe (AMOpo3uh 1978:

262).

Nnak, apyro mucmo ce y mMHoro Behoj Mepu ycpencpelyje Ha ylory cpIricke *KeHe
TOKOM TICTOBEKOBHE TYpCKE THpaHHje€ M CPIICKOT JaHKa y KpBU. JacHo je ma je Amnbha
[TerpoBuh >xenena jour jeTHOM Ja UCTAaKHE Ja cl1000a CPIICKOT Hapoja Hukaaa Hehe outu
nuTamke mperoBapama. OcMM TOra, y OBOM IHCMY j€ jacCHO H3Hena cBOjy ¢unozodujy
NaHclIaBU3Ma, jJeIMHOT IyTa 3a KYJITYpHH Pa3BHTaK CIIOBEHCKMX Hapoaa (AmOposuh 1978:
262-263).

Tpehe mmcmo, mehyrum, mnoTBphyje UBpCTHHY poaosbyOMBHX YyBepewma Amnbhe
[TerpoBuh. He yckpahyjyhu mnomroBame CaroBOpHHKY M 3axBajbyjyhnm My Ha yKazaHoj
NaXIU, JOII jeIHOM je onxdaumia meroBy ¢uio3odujy amcoiayTHe XpuirhaHcke
nomupeHoct (AmOpo3uh 1978: 263).

Toncroj je nBe Henmesbe mpe AnhuHor Tpeher mucma 00jaBHO TpakTaT y JIBaHAECT
noriasjba Moj HazuBoM ,,OaroBop Cpnkumu®, omgHocHo ,,O npucajenumemy bocHe u
Xepreropune AycTpoyrapckoj“ y Mockoéckom enacnuxy.’* TekcT HHUje OATOBOPUO
OUYEKMBamkUMa CPIICKOT Hapoja, Mazaa je Anha [lerpoBuh Buaena meroB 3Havaj mpe cBera y
CKpETamy eBPOIICKE MaXKHkhe Ha CPIICKO MUTAE.

VY ckiagy ca CBOjOM aHApXHMCTUYKOM W MAM(PHUCTHYKOM MpupogoM, Toncroj je
roBopro o Oyayhem npymTBy 0e€3 Hapoda W Tpagulldja, YUME CE€ OHA, MAKO Yy MIIAIUM

roJIvHaMa, HUje Jlaja 3aHeTH, IITO Ce BUIU Y peunMa:

Barmr ogrosop npoOyauo je y MeHHU TUIEMEHUTA MalllTamka O MPaBIu U JbyOaBH, ajlH Ja
Oux ycBojuia muiaocphe M TIIEMEHHUTOCT BEIUKOr YUWTesha, ja OMX Mopana Jaa
3abopaBuM 1a cam Cprikumba, 1a 3a00paBuM Hecpehe cpelt KOjux >KHUBU CPIICKH HAPO/I.
A CTBapHOCT 3axTeBa CTaJIHy, peajHy OpUTy O MO0jOj OTaliOMHHM M PEUICHE KpHU3e,

mocie Koje Mopa fa 6yzae caznan 6ap npuspeMer mup (Amoposuh 1978: 263).

CHara WEHOT IyXa HCIYHCHOT HAIMOHATHUM HJejama ciio0one orienama ce y
JOCIIETHOCTH CBOJUM HI€AJIIMAa U y HapeJAHUM TOJMHAaMa JKUBOTA, CBE 10 cMpTU. CBaKy HeH
TEKCT j€ MPOXKET AMBIbEHEM, JbyO0aB/by HJIM TYyroM 3a OTailoMHOM, a ocehaj m cBecT 3a
HCTOPH]jY HEOJIBOJUBH CYy OJ1 FbeHOT JIMKA.

OcumMm Tora, mo3Hato je na je Anhuna cectpa Hanexna IlerpoBuh Hacnukana HU3

MopTpeTa CBOje CecTpe, mpeMa Kojoj je ocehasa HapouumTy HakJIoOHOCT. Mehy cnukama Ha



KojuMa ce Hajla3u AHhUH JUK Cy yJba Ha KapToHy ,,Anha u Pactko* u3 1906. ronusne, ,,Anha*
u3 1906. u ,,Anha*“ u3 1907. ronune, u y/be Ha TIaTHY ,,AHha“ u3 1909. romune (AmOpo3uh
1978: 480, 1, 6). Iloptper pahen omoBkom u Tymem u3 1909. mznoxen je y Mysejy

caBpeMeHe yMeTHOCTH Y beorpany.

HAJEXA ITETPOBU'h
Moja cecmpa Anha, 19009.
OnoBka u Tyu Ha nanupy, 250x190 mm
Jlerat Munana Jlenuana u Pagmune bynymesan-/lennnarg
My3ej caBpeMeHe yMeTHOCTH, beorpan
(y3 nozBoiry MCVYb-a)

Anba HHMje camo cBOjoj cecTpu Ouiia yMeTHHYKaA MHCnupanyja. MiBan Memrposuh je
OBEKOBEUHO HHCHY JICTIOTY y BUAY OpoH3aHe OuCTe, a MO3HATO je W Ja Cy KapwjaTuiae Ha
meroBoM CrnomeHuky HesnaHoMm jyHaky Ha ABanM W3BajaHe Ha OCHOBY AHhMHOr JHKa.
Haxanocr, MemTpoBuheBa Oucra je yHUIITEeHa Yy OomOapioBamy mopoandHe Kyhe
[TerpoBuha (Xapucujamuc 1965).

Bbpojuu cy HaroBemraju o MemrpoBuheBoj MIaTOHCKO] Jby0aBu mpema Anhu. ¥V
nucmy Jbyounu IlerpoBuh, y kojeM mckaszyje yact mrto he Outu ayrop crarye mocehene
cBojoj mpujatesbunin Hanexxnu I[lerpoBuh m pacnutyje ce o cmptu Pactka IlerpoBuha, o
Anbu toBopu cneaehum peumma: ,,Uecto ce cjeham rocTompuMmMcTBa KOJ TBOT OIla Yy
Parapckoj 32, TBoje moOpe majke M CBHjy Bac a TOHAjBHUIIE TBOje 3jaTHe cecTtpe Anhe

(Memrposuh 2012: 30).



O oBoj JpyOaBu ToBOpHUIIA je U cama JbyOuia y cBojuM MeMoapuma Koje je 3amucao
HoBuHap Kocra JlumutpujeBuh. Ha ocHOoBy mux ce casHaje na je Anha IlerpoBuh onbuina
MemrposuheBo yzaBapame. [lopex Tora, y mMemoapuma ce HauWja3d M Ha TOJATaK Jaa je
MO3HATH Bajap MCKa3a0 *keJby Jia HAaKOH HEeHE CMPTH H3Paad MOCMPTHY MAacKy Ha OCHOBY
WmeHor nuka, mrto je Hanexma IlerpoBuh onbuna y3 W3roBop Ja HE KeJNMM J1a CKpPHABH

cectpuno guie (Jumutpujesuh 1979: 53-54).

Hdeno Aunhe IlerpoBuh

[To3naro je na je Anba onmanena mnpucyctBoBaina HanexxnuHUM TroBopuMa o
jyrocinoBenctBy (JumutpujeBuh 2002: 55-56). Hapouuto cy uBpcTe Omiie Bese Koje je
OCTBapHJia ca YCIIKUM KeHaMma, KOje je TTo3MBaJia Jja ce MPEHY U3 CBOjE€ YUMAJIOCTH U Ja Ce
yriieqiajy Ha CpICKe j>KeHe, MOKyInaBajyhu na uMm ynuje O0pOEHOCT MPOTHB OKYIMAaTOPCKE
Aycrpoyrapcke. [Ipema Tekcty npoHalleHOM y MPUBATHO] apXHBH, Ha KOM je 3a0elexeHo aa
je objaBibeH y Beueprum nosocmuma, Anha ce 3anarana u 3a ahupmanujy KeHa U lbUXOBY
PaBHOIPABHOCT Y APYINTBEHOM knBoTy (Jedepmuh).t®

Kanma je y nmutamy BEHO NMHCAaHO CTBapajamTBo, Mehy pykomucuma Koju Cy OCTaau
HeoOjaBsbeHu 3a Anhom Ilerposuh, mena cectpa Jbybuna nHabpaja npuuy ,,JenHa mosect™,
ynanke u3 npesopa Enen Kej (Ellen Key), crynuje u3 ymopeaHe KmHXEBHOCTH, Kao H
He3aBpIeH ecej ,,Cpricka xeHa y 100a ocinobohema‘. Jlo manac cy cayyBaHU camo ,,JeqHa
nmoBect™ u ,,Cpricka jxeHa y go00a ocimobohema®“. O0jaB/beH je caMoO jeTaH HEH TEKCT, MO
Ha3uBOM ,,Kmeruma Jbybuna u Muneruna OyHa“.

[Tpuya ,,Jenna moBecT* HOCH MOIHACIOB ,,O OHMMA KOjU Cy OCTaBHJIU CBOj 3aBHYaj* U
Harucana je 1910. romgune y Ilpary. IlpumoBemay y mpBOM JMIly j€ CTapu CTaHOBHHK
[lIymaBe, koju omnucyje jenan aorahaj oa mpe aBajeceT ToAuHa KoM je 0mo cBenok. Hamme,
crapu lllymaBan je mo3HaBao jenHor Jly)xndaHuHa Koju je 300r mocia Jomiao y ceio ca
’KEHOM U HOBopoleHuM nereroM. MemTaHnuMma je 6uso jacHo Aa je JlyKudaHuH maTvo 3a
CBOJUM POJIHUM MECTOM, jep j€ M3 HEroBOI TOTJela YBEK IpoBejaBaia Heka cera. OH je
yMpO, a BErOBOM hepkoMm, Koja ceé Ha HEKO BpeMe Owiia oJiceiia ¢ MajKkOM, HaKOH JYyror
HU3a TOJIMHA 0KEHUO Ce Ta3zia JeHUK, KOjH jy je 3ajelHO ca CBaTOBMMa 0J1B€0 y Kyhy meHor
olla y KOjOoj HUKO HHje *HuBeo. ['0CTMMa ce TOM NPWIMKOM YYHHHIIO Ja BUJAE NpPUKa3zy ca
JlykMuaHWHOBUM JIMKOM, T€ TaKO HCKpcaBa MOTHB HApOJHOT CyjeBepja M eJIEeMEHT
(aHTacTUUHOT. JEHWKOBA JKEHA j€ HAKOH JI0JacKa y cejo M Tor norahaja HempecTtaHo Ouia

hyT/puBa M 4yecto cy je BubhanmM Kako ceQu Ha MpOIUIaHKy mopen odeBe kyhe riemajyhm y



nasbuHy. Bpio 6p30 je Hectama 6e3 Tpara W riiaca, a raszna JeHHMK je 300T TOora TYyroBao y
tumHA. CBU cy mpehyTHO OMiM CBECHHM Tora Jia je YOBEKY HajTeke Ja MoJHece TYry 3a
3aBHYajEM.

Kao TekcT ymcro KmMKEeBHE Mpupoje, Hajoosbu je mpumep Anhunor cruna. OH je
HETIOCPEe/IaH M jJeIHOCTaBaH, a TOH KOJH TpOBejaBa M3 mera je caocehajan. Mcrandanoct
Mpo3e je youwbMBa HAa OHUM MECTHMA TJI¢ ayTOpKa OJUIydyje Ja jyHalW WIH TPUIIOBEIaY
npehyte cBoje peun, 3Hajyhu 1a CyreCTUBHOCT M3pa3a HEPETKO OCTaBJhba CHAXKHUJU YTUCAK HA
guTaona oa meroBe ucupnHoctd. Crenehu omiomak, y KOM MpuUIIOBeAad U razna JeHUK
MPOBOJIC 3ajeTHO BpeME y CBOM ceily, HajO0ojbe ociuKaBa JienoTy u ymehe Anhunor

MIPUTIOBEAbA.

He nmpwmuun ce yoBeky ma Tyryje 3a om0eryioM >keHoM kao mama. M HeHamHo
3arnoyex:

— ,,Pam JaHuue, oTMCHH Tyry ca cpua Kao YOBEK U y3MH KakKBYy CKPOMHY
nomahuity u Marep 3a CBOje MOTOMCTBO.

Ha moje peun Jenuk ce He oba3zpe. TummHa OKO HAaC yYWHHU MH C€ TJIyXa,
cTpamHa U hyrame mpBy nyT Kao haBoJICKHM je3uK. RyTuMo, ja HE TieaaMm y mera,
HUTHU OH y MeHe. [la HajeAHOM Kao J1a ce MOKPEHY OHAj CTapH TOYaK MOTOYape TaKo
3alBUJIC 3alIKPHUIIE YKPa] MEHEe, a JeHWK Cce HACIOHWO TJIaBOM Ha PyKy, OTyhuo je
3arakeHy Jyiay o1 cebe u cy3a My cy3y cTike. [lnakao je kao mere npBu IyT O Kaj
ra ta O6ena cHahe. [lmaue, hytu n0K ce He moauKe W YyTOHY ca HOhHMM ceHkama y
MpauHy KIHUCYPY.

Hu roguny naHa ce He cacTaBw, MOTOYapa OMycTe, paJieHUIU ce pasuhorre. Ja
celMM IO YMTaBe JaHe caM, YeKaM Ha Hera y omycrenoj norouapu. Ex, riae Hecrazae

oHaj crapu rasna Jeauk! (Ilerposuh 1910)

OcuMm kmmxeBHOT ymeha, oBa Mpuya OCJIMKaBa U ayTOPKUHO AYOOKO pa3yMeBame W
caocehame ca CONCTBEHUM HapOJIOM M OTaOMHOM, ocehaj HallMOHATHE TIPUITATHOCTH KOJH je
TOJIMKO OMO yTKaH Yy HEeHY JIMYHOCT.

AytopkuHa cectpa, Mununa Ilerposuh, ynata Mumkosuh, nucana je ponosbyouBy
noe3njy, kojy je 1910. rogune cecrpa Hanexna IlerpoBuh mrammana kao poheHmaHCKH
MOKJIOH. JemHa onx mecamMa Hocu HacioB ,llpHoropckoj Kaerumumu Jenenu, y kojoj ce

oOpaljyje UCTH MOTHB: Tyra 3a 3aBH4ajeM. Y HbOj YUTaMO CTHXOBE:



U nmopen 6paune u cBake cpehe
Jlohm he omer kaTkazga vac,
Kana he tu mymia 3a pog moxener’,

YesHyTu 3a 10M, 4E3HYT 3a Hac.

Jep To je 3akoH, ApyruHnje HHJE,
3aKOHY TOME IOJUIEKY CBU:
CBakome XHBOM, KaJl je Ha CTpaHH,

3a poagom cBojuM KpB xernrhe Bpu! (Mumkosuh 1910: 6)

O moryhem Mel)ycoOHOM yTHIIajy Ha CTBapaalliTBO JBEjy CECTapa MOXKE Ce CBAKaKO
nHaraharu. OHO mTO je HemoOuTHO u koJ AHhe u xon Munune, na u kox Haxexnae [lerposuh,
jecte ma cy ayO0oko y ceOu Heromaje pojojbyOJbe W HapoAHW TOHOC. [Ipmmepa panu,
Hanexna I[lerpoBuh je Hammcama ponosbyouBy npamy Bojeoda Muyko Ilopeuanun, Koja je
OIMCaHa Kao POMaHTHYapCKa, HapoaHOOCI000AMIauKa U aHTuTypcka npuya (Meanuh 2005:
56). He Tpeba cMeTHYTH C yMa YHI-EHUILY J1a je 100a y KojeM cy xuBene cectpe [lerposuh
om0 mpokero 6opbama 3a HAIMOHATHO OCJIOOOheme, Te je MaTpuoTH3aM M 3aHUMambe 3a
CPIICKy HCTOpH]Y HAJU3PAKCHHUJH CIEMEHT FHXOBOT KHIMJKEBHOT  CTBapasalliTBa.
CrenuduuHOCT K0ja ce jaBjba Ko AHle mak jecTe YMmHEHUIIA J1a ce Jby0aB IpemMa UCTOPHjH U
otayOuHu nperuinhe ¢ Taga cBE jauuM HJijaMa O eMaHIIUITALUjH JKeHa.

On TexkcToBa ¢ MCTOPUJCKOM TEMAaTHKOM KOJH Cy OCTaJIM 3a HOM, HajoOOMMHHU]jE je
neno ,,Cpricka xeHa y 1o6a ocinobohema“. Haume, kako je Anha IlerpoBuh momarana ceom
oy J0K je mucao Qunancuje u ycmanose o6Hoémene C(CpbOuje, pa3BUiia je HAPOUUTY
HAKJIOHOCT TpeMa TeMama U3 HallmoHanHe ucropuje. OBa HaKJIOHOCT je KoJ AHle Haumuia Ha
BeH ocehaj U MPUBPIKEHOCT EMAaHIIUITATOPCKUM HJI€jama, T€ j€ TaKO HacTalla OCHOBA 3a HEHO
TJIAaBHO J1eJ10. YTIPKOC TOME IITO je HheHa cectpa Jbyouna [lerpoBuh nmokymmana na ra moBpIim
W Ja ra CIOpeMH 3a IITaMIly, camMa ayTOpKa HHKaJ HHjEe yCrela Ja Ta MpPUBEAE Kpajy.
[rasuie, ox JbyOure caznajemMo 11a je ynpaBo paJl Ha OBOM Jely MPEeKuHYIa HEOYeKHBaHa
CMPT MIIaie ayTopke. MelyTum, 4ak U y OHOJ MepH y K0joj je Anbha ycrena ja ra Hanuiie, oH

je uzysetHo 3HavajaH. Jbyouna I[lerpouh moBogom Tora HaBoau ciexache:

Anba u nonceha: cse he To OUTH 01 KanUTaIHE BPEIHOCTH 3a CBAaKor oHor CpOuHa u

Cprikumpy KOJH JKeJIe J1a YIO3Hajy TO MOKJla HajUHTEPECaHTHHjE€ pa3io0Jhe CpIICKe



ucropuje, cprckor Hapoja y 18. m 19. Beky, BpemMe HmeHOr ocioOohema, HmEeHOT

npenopona (JIykosuh 1952).

I'pahy 3a oBo neno Aunba IlerpoBuh je mobuina ox cBor oma, a OHa C€ CacTOjU O
JIOKyMEHaTa KOjU C€ OJIHOCE Ha MCTOPH]Y CpIIcKuX keHa. O mpecyaHe BaxXHOCTH Mel)y TUM
JTOKyMEHTUMa 4YiHHO je Behu geo mpemnucke m3mel)y kHerume Jbyoure u Jenenke — mane
rocrnohe, munocuuiie Kuesa Mumnoma.

Ocum kHerume JbyOuiie u Jenenke, BaxHy yiory y AHhUHOM Jieny urpa u JIMYHOCT
[Terpuje, mpBe munocuHuiie Kueza Mumoma. HbuxoBu mehycoOHM ogHOCH, CMEMITEHH Y
ucropujcko Bpeme IIpBor m [Ipyror cprckor ycraHka, yuHE TeMy OBOr AHhHWHOr aena.
baBehu ce mpuBaTHHM MpenucKama, CBAaKOJHEBHOM C(EpoM KMBOTA, ca CBUM HHTPUTAMA,
cTpacTMMa W HamerocTuMa, AHha HaMm mpukasyje ApPYro JHIle HCTOpHje, HWUTZE paHHuje
3a0enekeHo.

Cynehu mo pykonucy, AnhuHa 3amucao je O6uiia ja Jej0 y CBOM KOHAYHOM OOJIMKY
uMma cieneha nornaspa: ,,Kmbaruma Jbyouna 1788-1843, ®uBOT U BeHO ydenihe y HAPOJIHO]
cprickoj peBonyuuju 1815. roqune*; ,,Xagu-IIpoganosa Oyna 1814. rogqune*; ,,Kmwa3z Mumormn
1780-1860 u Hpyru ycranak*; ,Ilerpuja: xkuBoT 3ajequudku Kmarume Jbyoune n Kmaza
Munoma OO6penoBuha®; ,,Cmpt Kmarume JbyOume; Jemenka®; ,Mwunetnna OyHa“;
,2Aonukanuja Kmaza Muromia u fgona3ak Ha npecto Muiiana, cuHa mweroBa. Cmpt MunaHa.
Jlonazak Ha mnpecro Muxauna. AOaukauuja Muxamna“; ,,Anexcannap Kapahophesuh®;
,»Kmba3 Muion moHOBO Ha CPIICKOM MPECTONY U Herosa cMpT*; ,,Kmaz Muxauno noHoBo Ha
CprickoM mpectony u OomOapmoBame beorpama: mpemaja kipydeBa beorpama Kmaszy
Muxauny. CMpT Kwa3za Muxauna®.

Anba IlerpoBuh je, mehyrum, jensa ycmena Ja HamMILE IOTJaB/ba O KHETMIbU
JbyOunm 1 ;eHoM oJTHOCY ¢ JenmeHnkoM, moriaBibe o [leTpuju u mojearHa IMoriiaBjba Koja Ccy
YUCTO MCTOPH]JCKOT KapakTepa u THay ce Xayu-IIpomanose OyHe u [[pyror cprckor ycTaHka.
Henocraje unraB Hu3 nornasiba ox Ilerpuje no cmptu Kuesa Munoma. Tako Huje moryhe
ca3HaTH HUILITA BUIIE O TOME INTA je JKeJesa Ja Muile o JeNeHKH U KaCHUjUM UCTOPUjCKUM
JeniaBamuMa Koja cy ycieamna. AyropkuHa cectpa Jbyouma IlerpoBuh je mokymama ga
cacTaBM HEKa OJ] THUX IOTJIaBJba MpelTaMmnaBajyhu mucMa koja 6u Anha HajBepoBaTHH]E
KOPUCTHJIa Ka0 M3BOp, M Cy MOINIaBJba y TOM OOJUKY HEymoTpeOspbuBa, MOCEOHO aKko ce
y3Me y 003up JIa Heka cajipske U aHaXpOHM3Me, OJHOCHO jorahaje HakoH Anhune cmpru.l®

OcumMm Tora, AnhuHa BemTHHA THCamka IMOJjEeHAKO je€ BaKHA Kao M cama rpaha u3 koje je



1prena mojaTke, ako He M BaKHH]ja, C 003MPOM Ha TO Ja JIEJI0 HEMa camMoO MCTOPHjCKy Beh u
KIbIDKEBHY BPETHOCT.

O cBoM paay Ha oBoM ey obOaBectuia je u JlaBa ToncTtoja y ipyrom nucMy kKoje My
je mocnana. Y meMy ca3HajeMO MOHEUITO U O HEHOM CTaBY M LUJbY KOJU j€ NMUCAHEM TOT

JIeNa yKeJiena 1a MOCTUTHE:

Jleo Koju ce OJIHOCH Ha MCTOPHjy ’K€Ha M HBUXOBO yuemihe y Halloj HOBOj HCTOPHUjU
19. croneha — nucma moBe3aHa ca MOJUTHYKUM U APYIITBEHUM kuBoTOM Cpbuje, ja
oOpahyjem Beh Hekoquko Mecenu M Kama To Oyxae mrammaHo, O6why cpehna ma
nomaskeM Barmoj [Ipey3pumenoctu. Pazyme ce, cemaMHaecTOrouIIma IeBOjKa HUje
KaJpa Ja CTBOpH OecMpTHa Jiesla MoA00Ha TaKBOM 4OBeKy kao mmro je JlaB Tomncroj,
anu Ouhy 3a70BOJbHA aKo ypaauM Oap HEIITO 3a CPICKH Hapoi, OKUBJbaBajyhu
cehame Ha Hallle TUBHE MajKe, KOje Cy HE JeTaHITyT KPTBOBajie ceOe y UMe CBOj€ Bepe

u cBor Hapoaa (AmOpo3uh 1978: 263).

3a BpeMe cBor Kparkor >xuBora, Aubha IlerpoBuh je crurma ma objaBu u ecej y
yaconucy JKerna, 1911. rogune, moa HazuBoM ,,Kieruma Jbyouiia u Muniernna 6yHa“.17 Oun
Ce cacToju O]l yBOJa Yy HMCTOPHJCKY CHTyanujy y kojoj ce CpOuja Hamasmiia 3a Bpeme
HapoJHOT ociobolema, Kao U mucaMa Koja CBelIove O 3Hauajy KHerume JbyOurle 3a cpricky
UCTOpHjy. AyTOpKa ce Hajupe I0Takjia KHETHMEBMHUX IOCTyNaka 3a Koje cMaTpa jaa y
Haj00JbEM CBETIIY MPHUKA3yjy HEHY JUYHOCT: TMOJCTHIA] CPICKHX MOOyHmEHUKA Ha OopOy
npotuB Typaka Ha Jbyouhy 1815. rogune u meHo yonucTBo kHexxeBe JbydaBuuie [lerpuje, na
OU ce y OCTaTKy TEeKCTa MOCBETWIIA HeHOj YJIO03U y ramemy Munerune 6yne 1835. ronune.
Toxom onBujama MuetuHe OyHe, y MHCMHUMa Koja je ciaja KHe3y Muionry, KHErnmba
Jbybuma je u3paszuia cBOjy KeJby Ja ce oBa OyHa, Koja je Ouia yrepeHa MPOTHB KHEKEBHUX
OJUTyKa TIO 3aBPIIETKY yCTaHaka MpoTuB Typaka, pa3peni MUPHUM U JUIIOMATCKUM ITYTEM.
Kao nmoxa3 3a To Ja je KHerHIbUHO 3ajlarame OMII0 O MPecyiHe BXKHOCTH 32 KOHA4YaH MCXO/,
Amnba IlerpoBuh je HaBena um mucMa KHe3a Muiomia U CPIICKUX YMHOBHHKA, y KOjUMa jOj
3axBajbyjy Ha CABETUMA U MPEIy3UMambIMA.

AyTopkuHa wuueja Owia je Ja TpPEencTaBH KHETHHY Kao BEIHMKY POJOJBYIKY,
MHUPOTBOPKY, XpaOpy >KeHy Koja je OpaHWia CBOjy 4acT M 4acT cBor Hapoaa. OBaj TEKCT,
nopen eceja o ,,Cprickoj xeHu y 1o0a ocinodbohema™ y KoM 3a TIaBHY JIUYHOCT y3UMa yIIPaBo

KHeruwy JbyOuiry, cBe1ouu o ToMe Ja je Ouia HapoYUTO HAJaXHYTa IlEHUM JIMKOM U JIEJIOM.



VY ceHmm cBOjuX MO3HATHjuUX o1a, Opahe m cecrapa, Auha IlerpoBuh je crBapana
HCTOPH]CKE €ceje, KIbIKEBHE TEKCTOBE, alld U €Ceje U3 HayKe O KEIKEBHOCTH. 3aXBasbyjyhu
cBOoM (uronomkoM oOpazoBamy U Oenemkama u3 cryauja Bussema Illexcnimpa (William
Shakespeare), moryhe je 605b€ CXBaTUTH HEH MPUCTYI MHUCARKY: HAJBUIIE IPOCTOPA Y IbEHOM
HOTecy 3ay3ena je aHanuza lllexcriupoBe apame Aumonuje u Kneonampa. On HapoduTOr
3Havaja 3a oOpamy Mehylbyackux omHoca kako crapor IllymaBia, ra3ge JeHuka u mHerone
KEHe, TaKo W oJHOoca KHerumwe Jbyouna, kuesa Muoma u [lerpuje, 6o je ynpaBo ogHOC
Kneonarpe npema AHTOHH]y U HBeroBoj cynpy3u OkraBuju. M3 ayTOpkuHE aHalnM3e OBOT

[IIexcupoBOr KOMaaa YUTaMoO:

Cuena y xojoj Kieonarpa oz rmacHuka ca3Haje 1a je AHTOHHje oxkemeH OKTaBHjoM,
cectpoM Lle3apa: u3HeHalena, oHa MpBO HCTEPYje INIACHHUKA, alld C€ IPUTOM OCBECTH
Y ca )KCHCKMM MHCTHHKTOM Cy30Hja pazodyapeme U UCIUTYje KakBa je OKTaBUjaHa, 1a
Ou J03HaJIa J1a JIM je ’Hhoj cynapHuiia omacHa. Hapelyje my, kan ce Bpatu y Pum, 1a He
3abopasu Buaetn OKTaBUjaHy U J1a TAYHO 3allaMTH: HeHY 00jy Koce U 0uHjy, YKYC U
Hapas. Y ToM MoHoJIOTY, Lllekcrup je HeonakeHo ajaH jJaCHO OLPTA0 KEHCKY OCOOMHY
caBnahuBama, a TPU TOM JyX CIpemMaH 3a OopOy na He mocycTaHe MpU TIPBO]

nenpuui| (Ilerpouh 1909a).

AnhuHO pa3ymeBame IICUXOJIOTHj€ TIOMOTJIO jOj je JJa yOOJIUYM CBOj€ JyHAaKe U J1a UM
ylaxHe XUBOT. tbeHa omuIbeHa jyHaKWma, KHerumba JbyOuia, mocenyje 100po yKIOMIbEeHE
ocobuHe: oHa je mpubpaHa, ucTpajHa, Xxpadpa, 4eCTUTa YaK U Yy TPEHYIMMa KaJia joj je TOHOC
noBpehen. Ocehama koja Anbha HajOoJbe OCIMKaBa y CBOJUM JenuMa jecy 0oia ycuen
yCaMJBEHOCTH U 0OJ yClien u3/iaje 0J1 CTpaHe BOJbeHE 0co0e, IITO j& BUAJBUBO KaKo Y 00paau
YKEHCKHX JIMKOBA Yy ,,CpIICKO] *KeHHU y 106a ocinobohena’ tako u y ,,JeaHoj moBecTr®.

[TpuTOoM, HEMUHOBHO j€ J1a j¢ y ayTOPKUHUM KEMKEBHHM TEKCTOBUMA BUIAH yTHUIIA]
[lekcimpoBe Tpareauje. tbeHo 3aHMMame 3a JbyOaBHE OJHOCE, Kako OpayHe Tako H
npesbyOHMYKE, a HapOUYUTO HHUXOB YTHIA) HA UCTOpUjCKe norahaje, TOMUHAHTHA je Tema
kako y IlllekcnmupoBOM Tako W y HEHOM Jely. YIpaBO CIOj JIATEHTHE, KEHCKE HCTOpH]e,
HBEHOT YHYTPAIIkhEr CBETa, U MYIIKOT, BHIJHUBOT U JOKYMEHTOBAHOT CBETa MCTOPH)CKUX
yubeHuIa, ynHe aeno Anbe [letpoBuh cyOBep3UBHUM U PEBOITYILIHOHAPHUM.

Jlerennapna jpy6aBHa npuda Antonuja u Kieonarpe Anbhu Ilerposuh je mocmyxwuna
Kao MHCIHpalrja 3a 00JMKOBamke OJHOCA KHErumbe JbyOuiie n kHe3a Mujoma 1 Jby0aBHUX

TPOYIJIOBA MPOUCTEKINX M3 OJHOCcA KHe3a Musoma u Jenenke u [lerpuje, anu u 3a oOpany



MOTHBA O HEMOJIEJLEHOCTH Ha JiBe cdepe: MpUBaTHY U jaBHY. Hamepa joj je Ouna ma ucrakHe
Ja ce OHE MPOXXKKMMajy ¥ MehycoOHO yTtudy jemHa Ha apyry. Ocum Tora, ayTopka je Ouia
NPUBPKEHA JaKUM M HCTAaKHYTHM >KEHCKUM HCTOPHUJCKMM (QHrypama, Koje Ccy TeXusie aa
3ay3my 1eHTap HapaTtuBa. [loctoje u jacHe mapanene usmelhy Kneonatpe u Jbybuue: obe cy
JTOMHMHAHTHE Yy JbyOaBHHM OJHOCHMA, T€ KaJl MM HEUITO HHUje 10 BOJbH, HAKO CTPIJBHBE, HE
MamKa UM OCBeTOJbyOMBOCTH. Ha Bectn 0 Tome na je OkTaBHja mocraja HOBa AHTOHH]jEBa
cynpyra, Kneonatpa y Hanery Oeca mpeTu IiJacHUKY Aa he ra MyduTH W MOTYOUTH, Te Ta

dbu3nuKH Hamazaa.

KJIEOITATPA: Kyra Hag kyrom cturia te, 1adorma!
(o6opu ra ynapuem)

I''TACHUK: Crpmbema, 1o6pa rocmoho.
KIJIEOITATPA: IlITa Benum?

(omet ra Tyd4e)

Hamnosse, rpo3na xyJseo, uiu hy

Jla mopam TBOje O4YH Kao JIONTE;
[Touynahy Ti KOCy CBY ca riaBe:

(Byde ra rope-moJie)

[Tpemnaruhe Te xurom, Ouhemnt kyBaHn

VY cnanoj Boau, TyxHuLA he jbyTa

ITehu v koxy HareHane. (Illekcriup 1963: 53-54)

Kneonarpuna Hapas, npema ToMme, Cpydnia ce Ha TJIaCHUKA KOJHU jOj je JIOHEO BECTHU O
AnToHHujeBoM Opaky ¢ OxraBujoM y nanekom Pumy. Kana je kHeruma JbyOuna y nutamy,
¢usmuka 6ym3uHa ¢ [leTpujom moBena je A0 TparM4HOT MCXOJA: MY>KEBJheBa JbyOaBHHUIIA j€
youjeHa mumTosbeM y mopoauuyHoj kyhu. Anbha IlerpoBuh omucyje Ty creny cienehum

pednmMa:

Ilerpuja y cobu HamemTa MOCTeJbY 3a Tocmojapa, pasroBapajyhu ce ca
rocrioha KpyHnowm, koja cehamre y coou riemajyhu kpo3 npozop y Bohe. K ;muma npema
yhe y coby rocmoha Jbybuma, Oejame Omema kao kpmna. [Ipumasmum MumomieBoj
MOCTEJbH, JOXBATH C€ KJIMHA MHINTOJhA KOJU OOMYHO BHCH 4YEJIO TJIaBe KHEKEBE U

HarepuBIy ra Ha [letpujy peue:



— IMumrom jec MwunomeB anu je pyka JbyOwuwmHa, ma Buawm Xxohe
CIIaraTH...

[Tumross myye... [lerpuja o6nuBeHa KpBiby maje Ha noj. KpyHa BpucHy...

Momak Apca TamMaH HaTerao Kpuar Jja ce Haluje BoJe, KaJl IyIIKa My4ye OH ce
TpKe, Kpuar HCIYCTH T€ Tajie, BOJIa ce MPENH 13 pa30oujeHor Kpyara.

Byne u Ilepa ckameHnume ce, KHe3 BUKHY W TOJeTe y co0y, cBa ce Kyha
y30yHu, a JbyOuna mehyTum mIMYTHY y Mpak, Ia Ipeko MOToka y decty. I'yctum
ayrom mpozape y3 Ocjake MunucaBy Kpymikonomy koju je CKIOHM Ha TaBaH, Mehy

cyBy koHotuby (ITerpoBuh 1909).

OcBeTosbYOHBOCT, HEYCTPAIIUBOCT M OKPYTHOCT KHernmbe Jbyduiie Mory na mapupajy
na u ga npesasub)y jaumHy ocehama jenne Kneomatpe. He camo y oOpauyHaBamy u
HETIPHjaTeJbCKOM OJHOCY ca cymapHuilama, Beh m y paTy, o0e Biagapke Cy IMOKa3uBaje
HEOYeKHBaHy cMmelocT. Hucy camo peumma mojpskaBajie CBOje€ BOJbEHE MYMIKapIe y pary,

Beh cy u ¢pusnukn y memy y3umane yuentha. Anha Ilerposuh onucyje knerumwy Jbyouiy:

3a mojacoM HOcWJa je JBa MHINTOJba M omrap HoK. Cama cmiasmia ca
Pynnuka y okonmHy, y cena oKoJIHa mpes MusioinieBe riacHuKe.

Ce MuronieBe onoMeHe Jja ce IprUyyBa 0J] TYpPCKUX yX0/1a, TP TUM CMEIUM
U HCHAXJbUBUM NYTOBAKbHMA, IO CCOCKHMM 3rapuliTumMa, HC 3acCTpalin OBY CMCITY
IIyMaJMHKY — OHa C€ HajMame Oojasia CMPTH, TOTOBAa Jla CBOj JKMBOT JXPTBYje

(ITerpoBuh 1909a).

Bpino cnmuyno mocryma u Kieomatpa, mpunpyxyjyhu ce AHTOHH]y y paTy H

npey3uMajyhu Ha cebe akKTUBHY YJIOTY paTHHIIC:

KJIEOITATPA: Cyps’o ce Pum y nposaiy, na 6or na!
VY1BpJbao ce je3uK OHUMa

[lITo Buuy npotus Hac! I1a nmpunana

W nama y ToM pary uuH, Te xohy,

Kao mormnaBap cBora KpasbeBCTBa,

Onamo J1a ce I0jaBUM M cama

VY yno3u mymikapia. Jla Mmu Hucu

[IpoTuBy TOra pekao HU pey;



Ja nehy na nzocranem. (Lllexcriup 1963: 88)

Jacno je na ce Auba IlerpoBuh nuBHM jakuM U Tpeoy3UMIBMBUM JKEHama Koje ce
OyNUpY TPAAULMOHATIHUM yiiorama koje uM ce Hamehy. Hakon OypHuX U onacHuX gorahaja
y KojMa cy y3ene ydemrha, u Kineonarpa u kHeruma JbyOuiia Ha mpBO MECTO CTaBJbajy IMaK
cBojy neny: Kneomarpa ce Haga na he Lle3ap onmpocTuTH HEHOM CHHY JKMBOT W Ja he My
JI03BOJIUTH J1a YIpaBjba HEHOM TEPUTOPH)OM, a KHeruma JbyOuma ce m3oiyje, moBiauu ¢
JIe1IOM HaKOH MHIMeHTa ca [lerpujom. MajunHCTBO je, mpeMa ToMe, BpXOBHA BPEIHOCT KOja
Ce JIOBOJM y Be3y ca po0Jby0sheM U varhy.

Jom jeman wW3paskeH HapaTHBHM MOTHB KOjU C€ IOXyJapa y OBa JBa Jela, Mopesn
MOTHBA U3J1aje U OCBETE, jecTe MOTUB cyMibe. Hanme, n kHe3 Musonr 1 AHTOHH]jE ONTYXY]Y
kHeruwy JbyOuny, onnocno Kneonarpy, 3a m3najy monutuuke mnpupone. Ilpumepa paaw,
OHJa KaJa TyOW, AHTOHHjE€ ONTYXYje CBOJy BOJbEHY JIa je TNpeHea CTpaTelIKe TUIAaHOBE

MPOTUBHUKY.

AHTOHMIE: Cge je uzrybJpeHo.
N3nana me je moayia Mucupka;

Bbponosibe mMoje, kame Tamo, €HO,
banajy, nujy 3ajenHo y 31paBibe,

K’o0 mpujaressu pacraBibenu nasHo. (Lexcrup 1963: 127)

C npyre ctpane, Anha [lerposuh je y neny ,,Kneruma JbyOuna u Munernna Oyna“

OIIIMPHO OIKCAJIa OKOJIHOCTHU CIIMYHE CUTYyallrje u3Mel)y CBOjUX mpoTaroHucra:

CycpeT kmerumuH ca 3aBepeHuimMa y kyhu Cumuha n3aszBaio je onmTy Cymmby, Aa
je OHa cTajaja y Be3W ca HEe3a/J0BOJPHHMIMMA. Y MOYETKY HApOJHOI IMOKpEeTa KHeE3
Mutom je ¥ caM TMOBEpPOBao y TO; 3Hajyhu na ce oHa HHMKaJa HUje yCTpydyaBasa Ja
JaBHO HCKa3yje CBOjeé MHUIIUBEHE U HE3aJ0BOJHCTBO O OBOM HIIM OHOM HETOBOM

noctynky (ITerposuh, 1911: 498).

IIpema Tome, mako ce Amnha IlerpoBuh HeCcyMBHBO [pkana HCTOPUJCKUX H
MOY3JaHUX HU3BOPA KaJ je Mmucaja CBOjy pOMaHCHUpPaHy UcTopuorpadujy, OpojHe cy noaupHe

Tayke C HCTOPHJCKOM MpHUYOM KOjy je oOecmptuo Illexkcrmp. Mnak, aupekTaH yTHIA]



[Ilexcnupa ornena ce y oOpaau TIaBHUX KEHCKHUX JIMKOBA, KOje Cy o0a ayTopa ycrena aa
Y3[UTHY Ha HUBO MUTA.

Ouurnenno je u na Anba IlerpoBuh, nueehu ce y cBojum Oenemkama Kieonarpw,
IEHOj JIMYHOCTH M TOCTYMNIMMA, HE Taju IMpeapacyne rnpemMa BaHOpauyHUM MpesbyOHUUKHM
Jby0OaBHMM OJTHOCMMa CB€ JIOK je Ta JbyOaB HCKpeHa. Mmama je pasymeBama U 3a
MPUBPKEHOCT KHe3a Mmiomia CBOjuUM JbyOaBHHIIAMa, ajld HMX j€ YBEK MpeAcTaBjbaia y
HEraTUBHOM CBETIy. 3a pa3NuKy O] KHe3a Mmuola Koju je UMao JBe JbyOaBHUIIE, a KOje Cy
ce cMeHuse cMmphy jemHe on wmuxX, Mapko AHTOHHjE je MMao ABE CYIpyre, Koje Ccy ce
cMeHuJe Ha ucTth HayuH. WMmak, ocobunHe koje mMmajy kHeruma Jbyouna um Kieomarpa
W3/IBajajy UX Kao ocoOe BpeaHe JbyOaBH, NMBJbEHA U MOIITOBAaka O CTpaHe KHe3a Mutora
u Mapka AHTOHH]a.

Kana je oOpana cnopenHuX >KEHCKHX JIMKOBa y NMHTamy, OHE Cy MOHOBO KoJ 00a
ayTopa mpeJcTaB/beHe Kao 3700He, monyT Jenenke u DynBuje, WIM Kao XKeHE ciabe BOJbE,
mnanubuBe U mnokopHe, nmonyT OxrtaBuje u Ilerpuje. Jlok ce dynBUjuHA UCXUTPEHOCT U
37I0KOOHOCT YIJIeAajy Y YMICHUIM Ja je U3 YUCTa MUpa OTIOYeNia paT M JOHeNa MPOIacT
COIICTBEHOM Hapo[y, JelIeHKa je omnucaHa Kao HaMeTJbuBa U Oeckpymnyio3Ha. Tako o JeneHku

YUTaMO:

I'ocnogapehu y KparyjeBaukom KoHaKy, OHa ce HUje 0ojana Jia je MOCTUTHE TparuuHa
cynoa Ilerpuje — Ge3 3a30pa HWCMymaBana je CBOje HaMepe, - Ja je HUKO HE MOXKe
YKJIOHHTH a jOIII Mamke CMETaTH. YIIpaBJbalia jé KHEXKEBOM KacOM HCTO Kao M CPLEM,
TPOIIWIIA je TPU IyT BHIIE HO Iefla KHeXeBcka nopoauia y [loxkapeBmy — Ha cBoja

myToBama U nmokyioHe cpoguuiuma (Ilerposuh 1909a).

[Terpuja, ¢ apyre cTpaHe, ONMKUCaHA je Kao KeHa KOjy Kpace TPaAUI[MOHAIHO MOXKeJbHE

JKEHCKe OCOOHMHE: IMMOCIYHIHOCT, BEAPHUHA U JICTIOTA.

[...] OHa Gemre necHa pyka y mociny Kibaruibu Jbyourm. Y3 To Oerie u HapaBu Becele,
YBEK HacMejaHa | I1aJbuBa, Ma HEKaKO Pa3roBOpH U HacMeje OBy KHakeBy kyhy. Cam
KHe3 Mwom HapaBW YOBEK HEOOMYHO JKYCTpe, y paay M MpeTpraH MOCIOBHMA
Moraiue y apymrty rae je Ilerpuja, ocratu nyxe u HacMejaTH ce cialje HO urje Ha

apyro mecto (ITerposuh 1909).



O OxTaBHjuHO] HapaBH, C APYyre CTpaHe, MAKO j€ CKpajHyTa y apamu kKao u Dynswuja,
MOXEMO 3aKJbyUYHUTH Ha OCHOBY HbEHHX PEUYH O TO3UIMjU HEMOhU U HEOUTYYHOCTH y K0jOj Ce

HalllIa KaJ| Cy 3apaTiiiu mbeH Opat Llezap u myx AHTOHH]eE.

OKTABUJA: XBana,
Moj rocriogapy. Hex’ 6u cBemohuu
Jynurep nao MeHu crnabamrHoj,

Cnabamnoj Menu na Bac uamupum. (Lexcrup 1963: 80)

Nako ce lllekciup y cBoM Kiacuky 6aBuo yHHBEp3aiaHoM JiereHaoMm, Anha [lerposuh
je Owia Be3aHa 3a CBOj HapoX, 3a OHO IUTO joj je Omio Ommcko, Te je LlexcnupoBy

YHHUBEP3AIHOCT yCIIeNa Ja MPEeTOYr Y MPUIy O CPICKUM JIMYHOCTHMA U3 CKOpHUje UCTOpH]e.

3akspydak

O Ttpary kxoju je Amnba IlerpoBuh ocTtaBuia Ha CpIICKY HCTOPHjYy, KYITYpY,
KIM)KEBHOCT M €MaHLIMIIAIM]y TOBOPUIIO CE€ M MHUCAJIO CIIOPATUYHO y TeK MOHEKUM YIAHLIMMA
1 BCH JIMK J€ HEPETKO 0CTajao y CEHIIM HheHUX Mo3HaTHjux Opahe u cecrapa. Umak, 3a Bpeme
CBOI' KPaTKOT KMBOTa, yCIIeJa je Ja CTBOPHM MHOTO M Jla OCTaBH CHaXXKaH yTHUCAK Ha JbYJAE C
KOjUMa je JI0J1a3ujia y KOHTaKT. MHOre MOJUTHYKE HETIPHIIUKE, KaKBO je Ouio 6ombaprioBame
WBeHe opoaudHe kyhe y JIpyroM CBETCKOM paTy, YHUIITHIIC Cy BEJMKH Opoj TOKyMeHaTa U
Jiena Ha KojuMa je BpeaHo panuia. Jlo maHac cy mpexuBesna TeK JBa BeHa HeoOjaBJheHa U
jenan o0jaBJbeH TEKCT, a MHcMa Koja je cinana ToNCTojy AaHac ce 4yBajy y HEroBoj
3a0CTaBIITUHUA Y MOCKBH.

[Mumyhn n 6aBehu ce ucraknyrum Cprnkumama M cama je MocTana jelHa Of HHX.
Hako je y jaBHOCTH OcTaja 3anmamMheHa Kao 0CaMHaeCTOTOIUIIhaKibha KOja ce JIOMUCHBAIIA C
JlaBom ToucTojeM, HCITyHEHA HCTOPH)CKUM H ITOJTUTHYKUAM 3aHOCOM, OHA je MOHYANUIa MHOTO
BUIIIE: TIPBE KOpake 3a CTBapame XKEeHCKe ucropuorpaduje. Humra mame BaxkHa je H
JAPOBHUTOCT KOJYy j€ TIOKa3aJia Ha M0JbY KEbMIKEBHOT CTBapama.

3axBasbyjyhu ymo3HaBamy c mWeHOM Oworpadujom u Oenemkama, Moryhe je
PEKOHCTPYHCAaTH TParoBe MHTEPTEKCTYAIHUX yTHUI@ja: C jeJAHE CTpaHEe, OYEBO M MajunHO
0aBJbEHHE CPIICKOM HCTOPUJOM U CTapHM PYKOMHMCHMA OTBOPHJIO jOj j€é TEMaTCKO IMOJbE 32
CTBapame Kao IITO je Jby0aB MmpemMa OTallOMHU U yJIoTa KEeHEe Y UCTOPHJH jeAHOT Hapoa, a C

Ipyre CTpaHe, 4YWTalke CBETCKUX Kiacuka mnonyT Illekcrnupa ymnoTmyHWIO je HEHO



pasyMeBame IICHXOJIOTHje M JbyOaBHUX omHOca. OKpyXkeme y KOM je ojapacraiga u
00JIMKOBaJIa c€ MOr0I0BAJIO j€ ’hbeHOM MHTEIICKTYalTHOM pajay, aju leH 00pOeHH KapakTep je
010 Mo/jeTHaKO BakKaH 3a TOK KOjH j€ HeH KHUBOT MPEY3€0.

[Tojam koju je Anbha IleTpoBuh HeroBama o 3Hadajy HCTOPUJCKOT M KyITypHOT
Hacjieha cprckor Hapoja 3a HapoJHO ocioOoheme, meHa HeyToJbHBa Jkel) 3a casHameM U
0opOoM 3a cimoboay, OMIM Cy Y YCKO] BE3H € HJIEjOM KOJy j€ MMaia O MECTY U yJIO3H KEHE Y
jeaHom npymTBy. Merunana je 3Hadaj jkeHe-MajKe 3a Hallfjy, Kao U 3Hayaj JKeHe-paTHUKA U
KeHe-nuruiomare. thena jyHakuma, kHeruma JbyOuia, jkeHa je CHa)KHE BOJbE, BEJIMKE
MYAPOCTH W XpaOpocTH, KOjUMa HaaMallyje Mymkapie. MyIkda jyHaiu, ¢ Apyre CTpaHe,
MpUKa3aHW Cy Kao HENMPOMHIILBEHH, MOXOTHH U 0e3003UpHU, CEOMYHM W TBPAOIJIABH,
3acnerybeHn O6ecom. Knes Mutom, mpumMepa pajau, OTEIOTBOPEHE je 0BUX ocobuHa. Mmak,
KaJa ce CKpeHe MOIJIe] Ha HeHy npudy ,JenHa moBecT™, I/ y CpEAMLITY HapaTuBa HUjE
6opba 3a ciobo1y HapoJa, MYIITKH U KEHCKH JINKOBU Cy CKpXaHU TYrOM 3a POJHUM KpajeM
WM, y ciy4dajy rasne JeHuka, jby0aBHMM Oojiom. Ty aujajor He 3ay3uMa TOJHMKO Ba)KHO
MECTO Ka0 Y HCTOPHUJCKOj KHIMIKEBHOCTH, TJI€ CE KOPHCTU Kao CPEACTBO 3a OXHBJHABAE
MUHYJIE IPOIIJIOCTH U UCTOPUJCKUX jYHAKA.

Ha ocHoBy momaraka w3 TEKCTOBa KOju Cy mo3HaTH, a O0aBe ce Anhom Ilerposuh,
MOJKE C€ 3aKJbYYMTH Jia TIOCTOje HaMa HETO3HATH PAalOBH U €CEjH OBE MJIaJle KEbMIKEBHUIIC.
OcuMm Tora, Benmuka je MOryhHOCT Jla je y JpkaBama y KoOje je MyToBaja ca cecTpama u
Jp Kajia TOBOPE HEHO MPUCYCTBO OCTANO 3a0€NIeKEHO Y TaMOILI0] MEPUOANIIM, TaKO J1a Ou
najbe UCTpakuBame Kaja je Anha IlerpoBuh y mutamy MOrio OMTH JETabHO M UCIPITHO
oubmmorpadcko UCTpaKUBaAKHE KOJUM OM C€ MOTJIM OTKPHUTH jOII HEKH HEHU TEKCTOBHU WIIH

MaK TeKCTOBH O H0j.

! Nlparana Boxosuh y cBojoj MoHOrpaduju HaBoau aa je Anhuno npaBo ume Anrenuna (2020: 179),
JIOK Ce y yacomrcruMa MoTIMCHBaja U Kao AHKa.

2 [Ipema HaBoguma Anhune cectpe Jbyoune, Anba je pohena 1889. roaune, 10K y ApyruM H3BOpUMa
ocToje TBp/me aa je pohiena 1891. rogune (AmOposuh 1978: 15), a Herne ce HABOAW M MPEIU3aH
naTyMm BeHOT pohema kao 1. 11. 1888. rogune (boxxosuh 2020: 179).

% TlocToju ¥ mojaTak j1a je GMo APyro JeTe o/ YeTUpH cuHa u aBe hepke (AMOposuh 1978: 13).

4 Vauna je Memana ume y Yiumy kpabuie Mapwuje, kacHuje u y Yiuumy 27. mapra, a Kyha je
usropena y bombapaosamwy 1941. roqune (Mnuh Aranosa 1938: 96; AmOposuh 1978: 15).

® B. Mnuh Aranosa 1938: 95-99.

® Mean MemTpoBuh je HanmpaBUO M CIIOMEHMK CBOje Onucke mpujaresbune Hanmexne Ilerposuh y
Yauxy.

" W3 oBor jparorneHor Tekcta mMoryhe je casHaTH M jelHy aHErJOTy O TeMEJby NPHBATHOT apXMBa
UCTOpUjCKUX AoKyMmeHaTa nopoauue [lerpoBuh: cup koju je Mura IlerpoBuh kynno Ha nujany je 6uo
3aMOTaH y XapTHjy Ha K0joj je Omo HanucaHo nmucMo camor Kapahopha. M3 mpyror Anhunor mucma
Toncrojy, o kome he OMTH BHIIE peun y HACTaBKY, Ca3HAjeMO W MpEUHU3HHjE JIeTajbe O BPEAHOCTH



WUCTOPHUjCKUX TOKyMEHaTa M3 MOPOAMYHE KoJeKIuje: ,,Moj oTall je roguHama CKYyIJbao HUCTOPHUjCKE
JTOKYMEHTe, U caja ce KOJl Hhera HaKyIWIO OKO jelaHaecT XWjbaja AParoleHuX M BaKHUX XapTHja U
nucama, Mel)y KojuMa ce Hajlasze M PyKOM MHCaHH MCANTHPH OJ IMpe HEKOJHKO BekoBa“™ (AMOpo3uh
1978: 262-263).

8 On 1931. romune Hocu HasuB OcHOBHA mKona ,,Byk Kapayuh®.

® Tekcr nponalieH y npuBaTHO] apxuBM Hopoxune Komapxk; HaBeneHO 1a je 00jaBJbEH y JIUCTY
THonumuka, anv je ToAMHA HEUNTKA.

0 Yinu neanmecer tpehoj, y 3aBHCHOCTH J1a JIU ce 3a TOAUHY pohema y3uma 1889. wam 1891. roguna
v mak 1888.

11 Opa nucma Takohe nurupa Karapuna AM6posuh y cBojoj MoHorpadwuju.

12 TIpema naBoguma Karapune Am6posuh, npeo Auhuno nucmo ToncTojy je natupano Ha 7. OKTo6ap
1908, a cacBUM je M3BECHO Ja je MHCAHO Ha CPIICKOM je3uKy: AHha ce y ’beMy U U3BHIbaBa IITO HE
nuie Ha pyckom. [pyro mucmo je matupano Ha 19. HoBemOap 1908. roaune, a Tpehe u nocnenme Ha
20. neuembap 1908.

13 TIucma cy o6jaBibena y neny Karapune Am6posuh, Hadexcoa Ilemposuli: 1873-1915, n3 1978.
rorHe, Ha cTpaHuIiaMa ox 260. 1o 263, a opuruHaMM ce 9yBajy y ToJICTOjeBOj 3a0CTaBIITHHH.

4 TIpesenen Henesby nana kacuuje, 14. menemOpa 1908. romvHe Ha CPICKM je3uK O CTpaHe J.
Maxkcumoruha, a mramnan y Hapoonum nosunama (Illumosan, 1998: 29). O0jaBibeH je U Y BHIY
MoHorpaduje, KcTe TouHe, Y u3amy Kibmkape Ceetrciana B. Ipujanosuhia.

15 Tekcr u3 npuBatHe apxuse nopoauie Komapsk; HaBeIeHO je 1a je 00jaBibeH y JucTy Beueprme
HOBOCTH, aJii HUje Ha3HAUCHA TO/IMHA U3amba.

1V nuramy je HOBO mM3mame nmcMa Byka Credanosmha Kapanmha ynyheno Kuesy Muomry,
o0jaBJbeHO 10 apyru myT 1923. roauHe, AeBeT ronMHa HaKOH AHhHUHE CMPTH.

7 Hac10B je morpeIHo mraMman y 4aconucy kao ,,Kmeruma Munna 1 Musetuna Oyna“.
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The Story about Anda Petrovié

Anda Petrovi¢ (1889-1914) was the daughter of Mita Petrovi¢ and the sister of NadeZda and
Rastko Petrovi¢, as well as violinist and painter Ljubica Lukovi¢ and poets Draga Petrovi¢ and Milica
Miskovi¢. Anda Petrovi¢ is remembered for her famous correspondence with Leo Tolstoy on the topic
of the Austro-Hungarian annexation of Bosnia and Herzegovina. In this correspondence, Anda
revealed herself as a great patriot who believed that freedom could be won only through war and with
the aid of great and powerful allies, such as Russia. For this reason, she also took upon herself the role
of a diplomat, not allowing Tolstoy’s pacifism and idealism to turn her into a resigned person.
Although the Russian writer turned a deaf ear to her pleadings for spreading awareness of the
injustices inflicted upon the Serbian people, she did, undeniably, leave an impression on him in the
sense that it was because of her that he wrote a treatise on the Serbian question. She left behind one
published and several unpublished manuscripts, which are the topic of this paper. Her works are
essayistic, historiographic, and literary in character. The essential topic they deal with is that of
women in Serbian history, hence patriotism and feminism may be viewed as the main traits of her
works. From familial and love affairs in the family of Prince Milo§ Obrenovi¢, with a focus on the
relationship between Princess Ljubica and the Prince’s mistresses Petrija and Jelenka, to public
speeches and essays on literature and women’s emancipation, and the story of her own nostalgia for
her native region, Anda’s opus, albeit partially preserved and incomplete, is essentially integral in
terms of both theme and style. When it comes to the works that have not been preserved, it is possible
to learn about them from the few available newspaper texts dedicated to this author. The goal of this
paper is to analyze her literary oeuvre and to conduct research into the intertextuality that can be found
in it. Owing to her lecture notes from her comparative literature lessons, it is possible to reconstruct
the influences on her body of work. She paid special attention to the analysis of Shakespeare’s play
Antony and Cleopatra, so it is possible to find a link with this play in Anda’s portrayal of Princess
Ljubica’s character.
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Jlerenga 0 MuynHOj: NPUJIOT HUCTOPUjH CPIICKUX KYBAPCKUX NPUPYYHUKA

Benuxu cpncxu kysap Katapune Ilonosuh MunuHe, ca cBojux mect u3gama ox 1876. no
Jlpyror cBeTCcKoOr paTta, NMpejcTaBiba He3aoOWJa3HH H3BOP HHpOpMalHja Kaja Cy y HUTamby
npexpamOeHe HaBUKe rpajaHcKuX cpenrHa y Apyroj moinoBuHH 19. m mouerkoMm 20. Bexa. OBa
KyBapCcKa KIbHra HIIAK HE OIHUCYje CPICKY TPaIWIMOHAIHY KyXHBbYy, Beh cprckoj myOnunun
MpYKasyje u300p jesia U3 pa3BHjeHE EBPOIICKE, IIPE CBEra OCUKe, KyXHibe. Y TOM CBETIy, 0Baj KyBap
Mpe/ICTaB/ba HACTOjarbe Ja CE Ha CPIICKOM jJe3UKY MMEHYJY M OIUIIY HaMHPHHIIE U jeja Koja 10
TajJa HUCY OMJIa JIEO CPIICKHUX NMPEXpaMOCHUX Tpaaullvja, Ia CTora 1 HUCY Onjia nMeHoBaHa. YecTo
HUTUPAHO IIPEeMa pa3INuuTUM U3JIalkbUMa, OBO JIEJIO0 UIIaK HHje OWJI0 peIMeT MoApoOHUX aHaIn3a.
ITocebOno, u3mehy Tpeher u yeTBpTOr HM3Jama MOCTOje 030MIbHE Pa3NIMKe KOje Ce AYryjy TPYAy
Munese Cumuh, ymja je ayTopcka yiora ocraja cacBUM cKkpuBeHa. Kako Ou Omita ucnurana meHa
yiora y npeoOiuKoBamwy Benukoe cpnckoe Kyeapd, CacTaBJbeH je JUTUTAIHU KOPIYC KOjH ce
cactoju o1 Tekcta Tpeher (y koMe je caapikaHo HEMPOMEHECHO IPYTo U3/Iakh¢) U YSTBPTOT U3/amba.
OBakaB Kopryc WiIycTpyje je3uk Munuse (qpyro u3iame), aHOHUMHUX OHOBPEMEHUX KOPUCHUIIA
kure (qonauu tpehem m3pamy) U Munese Cumuh (uetBpro u3name). Ilonazehu on pesynrara
o0Opane Kopmyca, Mpero3Haje ce HacTojambe 00¢ ayTOpKe Ja pa3BHjy MOTpeOdaH TEPMHUHOJIOMIKU
amapat y CpPIICKOM je3HKY 3a OMHCHBakE KYJIUHAPCKUX TIOCTYIIaKa U MPOU3BO/Ia, KOje ce oriieaa y
KOHCTPYKIIH]JH ,,BEIITAYKAX H3pa3a‘, kako uxX HazuBa MunuHa. OBH U3pa3u (3a HAMUPHUIIC WU
jena) jecy mocpOuIle 3a HHOCTpaHe, MPBEHCTBEHO HEMavke, KylnHapcke Tepmuue. Kako kopryc
MoKa3yje, OBaKO CKOBAaHW TEPMHHHU HUCY YBEK MMAaJIM jaCHO 3HAYCH-E M MPElH3aH OJHOC IpemMa
WHOCTPAHOM C€KBHBAJICHTY, a HUCY OWIM y ckiaay HU ¢ Beh mpuxBaheHUM mo3ajMibeHHUIIAMA, O
4yeMy CBEJ0YH, MPe CBEra, KOpIyc KibHKEBHUX Jena u3 ucror nooa. [Monasehu on uaeje Munune,
Munesa Cumuh je nmpunaroauia TEKCT pelenara OHIAIBEeM YKYCY KOPHCHUKA M30CTaBJbajyhu
HeyoOuJajeHe cactojke. Takohe, TEpMUHOJIOIIKA je pa3iBOjujia OpOjHE KyJIHMHAPCKE KOHIICIITE
Koje MunnHa Hije pa3nukoBaia. Y pajy je mpruKa3aHa eBoNyIHja TeKCTa OBUX KYBapCKHUX KEbUTa
Y aHaJIM3UPaHU Cy MPUMEPH KOjU MOKa3yjy HHUXOBE pa3iuKe y UMEHOBAKY CacTOjaka | jena, Kao
W OJHOC Tpema KacHHje mpuxBaheHUM TEPMHHOJOWIKMM pellemhuMma, mpe cBera, y llaTuHom

KyBapy.

Kibyune peun: Karapuna [lomoBumh Mupmua, MuneBa Cumuh, CpIiCKH KyBap, CPIICKH jE3HK,
ayToMaTcka 00pajia CpIICKOT je3HKa

OBaj TEKCT je HAacTao Kao JIe0 MHMPET UCTPAKUBAKA YUjH j€ IIMJb 1a OCBETIIN MPOMEHE
CpIICKE KyJHMHAPCKE JIEKCUKE TI0YeB 011 cpeanHe 19. Beka u, MOCpeaHo, MPOMEeHy yKyca Kao
KOMIIOHEHTE KoJiekTuBHOT uaentutera (Montanari: 2006). OcTBapeme OBOT IIuJba Ce OcCarmba
Ha EJEKTPOHCKH KOPIYC XETEPOreHHMX IMHCAHUX H3BOpa (KYIMHAPCKHUX, ETHOTPadCKux,
JUTEpapHHUX) KOjU TIpy’Ka TMOTBpJAE O I0jaBaMa HOBUX KOHIIETIATa y TPUIIPEMH XpaHE Y

CPIICKOM J€3MKYy U Ha4MHY HHUXOBOT HMEHOBama. MeTose Koje ce KOPUCTE Y aHAJIU3U OBHUX
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TEKCTOBa jeCcy OHE KOje ce JaHac NMPUMEHY]y y aHAIM3U EJIEKTPOHCKHX Kopiyca. Y TOM
noayxsary, KyBapu Karapuae Mwunune u MuneBe Cumuh He3aoOuiia3zHa Cy WIIyCTpaiuja
npoMeHa y rpaljaHckoj KyXHbU TOKOM cKopo 70 roanHa HBUXOBE JOMHHAHTHE ynorpede y
CPIICKOM I'pal)aHCKOM APYIITBY.

Benuxu cpncku kyeap* ,npusHare nomahwuie u gyBeHe KyBapke“? Karapune ITornosnh-
Munune, npsu nyt o0jaBibeH 1878. romune y HoBom Cany, rocmomapuo je rpahanHckom
KyXumoM cBe 10 1939, kana ra je cacBuM noTucHyo KyBap Cnacenuje MapkoBuh, mo3Har Kao
,Ilatun kyBap® (MapkoBuh: 1956). TokoMm 1miecT feneHuja, ¢ meT MOHOBJFEHUX H3J1aha, OBa
KyBapcKa KibHTa je, 0 CBOj MPUJIKIIH, IPECYTHO YTHIlAJIa Ha KYITHBAIM]y CpIicKe rpahancke
KyXHumbe JoHocehu, mopes pelenara WHOCTpaHE KyXHHe, U HU3 MpErnopyka O TOME Kako
KyXuma Tpeba J1a u3riesa, KakBo rnocyhe tpeda KOpUCTHTH, Kako Tpeba MOCTaBUTU CTO 3a
rocTe, KOjUM pellocieIoM U3HOCHUTH jena i Tako nasbe (Koctuh: 2006).

Hcre roqune kana ce mojaBmiio npBo usname Kysapa Muyune y [TanueBy je 00jaBibeH
KyBap KOjH je cacTaBHIa ayTopKa ITOTIHcaHa caMo uammjammma Xp. JI. (Xp. JI: 1878).2 Ogaj
KyBap, CIMYHOT CaJprKaja, ajli IPYKIHje OpraHu30BaH, HUje T0’)KUBEO cllaBy MUIIMHE U Y OHO
BpEMe je UMao camo jou jenHo usname, 1880. rogune.

Kysap Munise je, kKako cazHajeMo U3 MOCIEIET TPEAPaTHOT H3/Jamka, OMO IITaMITaH
y Buie of 30 Xxuspaga mpuMepaKa, mTo TOBOPH O BETOBOj OHAIIO] MOIyIapHoCcTH. [lanac
j€ OH BakaH U3BOP KOjU ce€ KOHCYIITYje Kaja je ped o ucxpanu y 19. u nouerkom 20. Bexa, mpe
cBera, y rpahanckum cpeaunama (Paxynosauku: 1996, Maprusos: 2004, Colak-Antié: 2004,
Koctuh: 2006, ITonosuh: 2011, Zirojevié: 2018). Paznmuunra u3mama 0BOr KyBapa HHCY IMaK
MpOCTa MPOUINpEea MPBOT W3/lakba HOBUM pelenTtuMa. IbixoB oHOC U IpOMEHE y calipkajy
(kako MO MUTamy perneproapa MOHyhEeHUX jera Tako M y NMpoMEeHaMma JIEKCHYKOr (hOH[A)
M3MaKao je NaKibU HErOBUX KOPHCHUKA.

Jlyro 3abopaBibeH, Kysap MuimHe y CKOpHje BpeMe J0KHBEO |€ joIr Tpu (pOTOTUIICKA
m3nama (rmovemu ox 1990. ronune). Hu nmpupehuBaun oBUX MOHOBJHEHUX H3/arka, BoheHU
HOCTAJITHjOM KaKBY JaHAC HaJa3uMO y OJIOroBUMa ¢ Ha3HaKaMa ,,0aKuHe TajHe", HUCY BOJWIH
padyHa o CJI0)KEHOM OJITHOCY KOjU TIocToju u3Mel)y mojenunux u3nama Kysapa.

[{nsp oBora pajga je Aa OCBETIM CIOXKEHY eBonynujy Kysapa. Pazmorpuhemo pemom
3HaYCHE TMPHUIEBA CPNCKU Y HACIOBY, 3aTUM hemo mpukazaTd (GOpMalHU OAHOC H3Mehy
Pa3NUYUTHX M3/amka OBOT KyBapa M ONKCaTH y HajkpahuMm 1prama KOpImyc KOju je TOCITYKUO
Ka0 OCHOBA 32 aHAJIU3Y Pa3TUUUTHX U3/1amba Kao U MOCTYIaK merose oopasae. Ha kpajy he Outu

MpUKa3aHe TEPMHUHOJIOUIKE TPOMEHE Y Pa3INuYUTUM U3JambuMa KyBapa. AHaIu3a je nokasaina



na je OMJI0 HeOMXOIHO HANpaBUTH M peBU3H]y mojaaraka o Karapuam MuynnHoj] u Musesu

Cuwmuh y 6a3u ogataxa Krusicencmeo y Be3s ¢ ayTOpPCTBOM YETBPTOT H3/aka OBOT KyBapa.”

Cpncku kyBap?

[MpuneB cpncku y HACIOBMMA OBHX KEbMTa MOTA0 OWM Ja HAroBellTaBa Ja je ped o
VIYTCTBUMA 3a TPHUIPEMYy TPATUIIMOHATHUX CPICKHUX jella Ha KakBa JaHAC MPETCHIY]Y
npupyununn nonyt CrojanuheBor (Crojanuh: 2004). IlpuneB cpncku y HacioBy KyBapa
Munune, melyytum, HUje Ty 3aTO IITO OMHUCYje jella THUIHWYHA 3a TPAJAMIIMOHAIHY CPIICKY
Kyxuwy. OH UMa Jpyro 3Ha4YeHe: yKa3yje Ha TO Ja je ped 0 KyBapy HalMcaHOM, TIpe CBera, Ha
CPIICKOM j€3HMKY WJIH, JOII MPEeLUr3HU]je, O KyBapy KOjU Ha CPIICKOM j€3MKY HACTOjH J1a TOBOPHU
0 TOCTYIIIMMa MPUIPEMEe XpaHe Y OHOBPEMEHO] €BPOIICKO], MOCEOHO OeUKoj, KyXumH. Tek
MOHEKW perent he OWTH W3 perneproapa KOjU C€ JaHAac cMarpa TMpPaBUM CPIICKUM
CHEIUjaTUTETOM, jep Ko MuuuHe, 6ap y NpBUM H3JakbMMa, HEMa HU TIPoje, HU KauaMaka, H|
rubaHuIle, HA POIITHIBA....

Céwm nipuzes cpncku 'y Tekery Kysapa MunmHe, 0cUM y HacllOBY M TIPEATOBOPY, jaBJba
Ce CaCBUM PETKO, U TO y3 PElENTe 33 YeCHuyy 1 acuiuyy Uy ONUcy HaunHa pacropelhuBama

TOCTH]y OKO TpIe3e:°

3a 0BaKOM TPIIE30M Cey F'OCTH IO CPIICKOM 00MYajy y poYesby, 10 CTapEUIMHCTBY, a
nomahu y 3adespy; mo TyhHHCKOM TakK, MecTo je JoMahuniu u moMahuHy Ha cpenu riae
je ykpac, 1o nomahuiie ca o6e crpane nocal)yjy ce 3a Tprie3y HajoJIMYHUJU TOCTH, a 10

nomahuna romrhe. (Munmaa 1904 13)

W npunes cpoujarncku he ce mojaBuTH camo jeTHOM, U TO Y PEIENTY 3a neyeHe uiege y 2roe30y
00 ypHa NyKa TAE Ce Haja3W IMpernopyka: ,[...] u3depu [...] Benukux riaBuia mpHa Jyka,
HajoosBH je cpOujaHcku Oemu mpH aykar [...]“ (Muuuna 1904: 149).

O MHTEpHAIIMOHAIHOM KapakTepy jena koja MunmHa omucyje cBenoue W OpojHH
NpUACBU H3BEACHU W3 MPHICBA HHOCTPAHMX TOIOHMMA Yy HA3WBUMA jeja Kao MTO Cy
(bpaHIlyCKH, PYCKH, IITIAHCKH, XOJIAHICKH, TYPCKH, YEIIKH, TOJbCKU, TallMjaHCKH, Mahapcku
unu Oedku, OpHCKH, OCpJIMHCKH, KapJIOBOBAPCKH, TPCTAHCKH, JIMHIICKH, COJHOTPAICKA —
CAIIIOYPIIKHU UT]I.

OBOM KyBapCKOM MPUPYYHHKY je IPETXOAMO KyBap jepMoHaxa Jeporeja JIparanoBuha

([dparanosuh: 1855), mpeu myt o6jaBssen 1855. y HoBom Cany Ha npenBykoBckoj hupumuiy.



Kako clm ayrop HaBoAM y HAcJIOBY CBOje KIbHIE, peY je O aJanTaldju perernara u3
OHOBPEMEHHMX HEMauKHX KyBapa. Tum myrem he kpeHyTn M MUIMHA y cacTaBibamky CBOjE
kmure. Cpricku KapakTep JeporejeBor KyBapa, 3a pa3nuky on Kysapa Munmse, oriena ce y
jacHOM pa3lBajalby MPCHHUX M MOcHUX penenata. Kox MunmsHe ce ped nocm y TpBUM

W3/IakbMa jaBJba JEIHOM, U TO 32 YopOy 00 nacy/msa y mpumMepy:

OBaxo ce UCTO TOTOBU 4op0Oa OJ1 TpallIka UM COUMBA; a aKO KEJUII 1 TOTOBUIII TaKBY
4opOy y3 [1OCT, @ TH y MECTO IITa OM METHYJIA y 3alpUTy MacTH WJI CllaTKa Macia, MEeTHU

yiba — 3¢jtuHa (Muyuna 1904: 30).

[TpuneB nocman je yenhu, jaBiba ce yKYIHO JEBET MyTa y MET Pa3IMuUTHX pelenara,
YIJIaBHOM 3a TECTa, a TOJIMKO KOJI Hhe MMa U pelienara 3a BereTapujaHiie.

Pasnor na mpupenu cBoj KyBap Jepotej u3iiaxe y mpearoBopy, riae Kaxe:

OBa € KHbra KOJHKO 3a 37ApaBih Thia cnacutrenHa U HEOOXOAMMO HYXKIIHA, TOJUKO U
3a JIOMb HAlllb €KOHOMidecKa, KOs he MHOTO MacTd 3amTenuTd u 3apaBirb Thia

noakpenuty. ([paranosuh 1855: 4)

Ose pasnore he npeyseTu 1 MunmHa y peiroBopy NpBoM u3amy® cBora Kysapa:

PanoBahy ce, ako cam cBOjUM cecTpama Jana CpPIICKY KIUTY, Koja he HCTUCHYTH W3
Hamux Kyha Tyhe Kmbure, Koje cy HaM 4ecTO IIKOAMIIC U 31paBJby U yBaJbHUBaJIe HAC Y

m3nuiHe Tpoukose. (Muyuna 1877: 1)

Mana je TemKko 3aMHUCIIUTH KaKo jeé KyBapCcKa KIbHra Ha CTPAHOM jE€3MKY MOTJIa OUTH
IIKOJIJbMBA, a M KaKO j& MOTJIa MOJICTHIIATH Ha PACUITHOCT, Pa3JIor Ce MOXKE HACITYTHTH Y CAMUM
perientuMa Koje onucyje Muyuna. Kao mro hemo Bunetn, Munusa je Ha OpojHUM MecTHMA
HABOJMJIa OHOBPEMEHE Ha3MBE CacTOjaKa, a YeCTO M Ha3MBa jelia, ¥ Ha CPIICKOM M Ha HEMaYKOM
Je3WKy. AJIM 4aK M y3 TaKBO MPELU3UPabe, KaKo MOjeTUHI HEMAuKi TEPMUHH ITOHEKa1a HUCY
MMaJi CTaOWIIaH CPIICKHA €KBUBAJICHT WJIH j€ FBUXOBO 3HAYCHE¢ OMJI0 HEJIOBOJHHO MTO3HATO, JIAKO
je mormo nohu o 3abyHe 300r Kora OM pe3ynTaT KyBama OO HEjeCTHB. Y MPHIOT OBAaKBOM
TyMayewy je YMEHHIA Ja Ou U JaHac OpojHU peuentd MUIMHE MOTJIH OUTH HOTPEIIHO
MpOTyMadeHu ¢ 003UPOM Ha TEPMHUHOJIONIKE pa3IMKe W OpojHE HejacHOhe y MMEHOBamy

cactojaka. O HecTaOUITHO] KYJTMHAPCKO] TEPMUHOJIOTH]U TOBOPH U Topeheme jesnka Munmne



C Je3UKOM KOju je KopucTmwia Xp. JI., jep ucra jema wiM KyJWHApCKH TMOCTYMIM HMajy
pa3nynTe Ha3uBeE.
O pazno3uma 3a WTeAbUBOCT, MUIIMHA Y IPBOM U3awy Kyeapa y IpBOM IOTJIaBIbY,

HacJIOBJbEHOM ,,0 xpaHe}Ly“,7 HaBoU cieneche:

Myxy, nomahuny, je mo3uB aa 3apalyje y Kyhu CBe IITO je HY)KHO 3a OJp’KaBarbe
WBerose nopoauie. Mely ocranum OpuraMa Koje cnajaajy Ha gomahuily jenHa je u To
MOHAjBaXXHM]a, KaKo he OHMM CpelICTBMMAa KOja jeé MYXX 3apajJuo HajylyTHHjE U O
HajMameM TPOIIKY, CBAKUM JaHOM HaxXPaHWTH IEIy MOPOIHUIlYy W CBOJTY y Kyhwu.

(Muyuna 1877: 1)

OBo morniassbe cagpKu U OpojHE AMjETETCKE caBeTe, Kao y cieneheM npumepy:

U BapuBa cy Hy)XHa XpaHa, jep OHA HaC CHTE a Tamke HaM COKoBe. BapuBa yHoce y Teo
Hallle MUHEpaJHa TBOPUBA: COJIM, 'BoXklhe, Kped, hocop U T. A. Koja cy HYXKHa 3a

pa3BuTak tena. (Muyuna 1877: 8)

VY JeporejeBom Kysapy cy HaOpojanu perienTH, yKymHo 302, 6e3 10/1aTHUX HallOMEHa
O TIPUIPEMHUM pajhamMa, CEPBUPay WU KOMIIOHOBAKY jEIOBHUKA. 3a pa3uKy o1 Jeporeja,
MuyuHa je, mopen perernara, onucaisa OCHOBHE OIIITE MOCTYIKE U MpUOOp moTpedaH 3a
KyBame, a MaKKBY je TTOCBETUIIa B Peociiey KOoju Tpeda MOIMITOBATH MPHWIMKOM H3HOIICHA
jena Ha Tpre3y, ykbyuyjyhu HaumH cepBupama. O ,HameMm" pegocieny jena, MuunHa naje

cnenehe ymyrerso:®

Kojum ce pegom jena Ha Tprie3y JOHOCE, TO 3aBUCH 0] 00MYaja M0jeIMHUX HAPOTHOCTH.
VY Hac je yoOu4ajeHo, Ja ce jena JOHOce OBUM penoM: 1, qopba, 2, Assiet — acjeT. —
npen-jeno, 3, pube, 4, roBehuna ca ymoknuma, 5, BapuBa u moBpha — Gemuse,
Zuspeisen — mymmajzoBu, — 6, yuuHuu — Eingemachts — ajaremaxrec, — 7,
reyerma ca cajarama, 8, Tecta, 9, koHpekTn — nocnacruie, — 10, Boha, 11, cuposw,

12, upua kada. (Munmna 1904: 14)



OBo je pemocien jena Ha ro30ama Kajga Cy NPUCYTHH OpOJHH TOCTH, a OKO
MOCTYXHMBama ce crapa mnociyra. M3 HaroMmeHe je jacHO Aa je ped O TOCIOACKHM obenuma y
cBeuaHMM mpunnkama. O NpuUmpeMHu CBaKOJHEBHHX OOpoOKa, Kojuma he ce ,,HaXpaHUTH
MOPOJIUIIA U CBOjTA*, HEMa MHOTO TroBopa. Tek y Tpehem u3aamy 1mojaBjbyje ce HalloMeHa Ja

KIbUTa HHj€ HAMEHhEHA CaMO CBEYaHUM, TOCIIOJICKUM To30ama:

A Hyje To caBeTHHK [T]. KyBap Muuyune, npum. ayropa] camo 3a oTMeHHje qomahuiie,
Beh u cBaka gqomahwuiia rpahanckor moMa MoXKe ce ca HBHUME TOCIYKHUTH, Jep Y leMy
HUCY caMo jena 3a ¢uHe ro30e, Beh cy y \bemMy | jesa 3a CBaKUJAlIky yImoTpedy y

cBakoj rpahanckoj kyjuu. (Mununa 1904: 368)

Jlok je JepotejeB Kysap ocTao HEIIPOMEHEH Yy IOHOBJLEHUM H3IAmbIMa, Beauku cpneku

Kyeap MUIIMHE je eBOIyUpao ca CBAKUM HOBUM IPEIPATHUM H3/1aHEM.



Bp. 13. Juer aymana
(mpepma erpana)

bp. 28, Jenvap,

Ep. 21. Kuunescka aemesa.

Paznuunra auua Benukoz cpnckoz Kysapa

IIpBo hemo pa3smoTpuTu (hopMaJHU OJHOC TOjeAMHUX H3/Aama. lIpBa Tpu H3mama
objaBuna je Cprcka kmimkapa Opahe M. Ilomouha, umju cy BracHunu, cyaehu mpema
HariomeHama Mupjane CtedanoBuh y moroBopy ¢poToTUIICKOM H3aamy u3 1990. ronune, Oumu
y OIMCKUM TIOpOAOYHUM Be3ama ¢ MunmHoM. 3a xuBota Munune (1928-1902) nojaBuna cy
ce mpBa nBa u3nama (1878. u 1891). Tpehe uzname He capku MOAATAK O TOIUHU U3ABAbA,
anu ce y nu3Bopuma 3a Peunuk CAHY, rze je oBaj KyBap yKJbydeH y pedHHUKY rpal)y, HaBoau
na nmotuue u3 1904. rogune. [1o cBoj mpwmnm, MuynHa je Ouia ayTopka mpBa JBa H3/amba.
Tpehe nzname ce cactoju U3 11Ba Aena, Kako ce HaBoau y Jlomatky (ctp. 367) Koju je mpupeano
usnasayd. [IpBu geo (mo ctpane 366) ucToBETaH je ¢ ApyruMm uzaameM u3 1891. rogune, a 3a

TCKCT I[Ol[aTKa, n3gaBad HaBOAU:

Ho na 6u oBa kmwura mro BUIlle OAroBapajia U JaHAIIHBUM MOJCPHUJUM ToTpedama,
J07a]T CMO OBOM HariieM Beh mo3naToM ,,Benukom cprickom KyBapy* oBaj ,,Jlomarak®,
KOjU je MCTO Tako OpWXJbUMBO cacTaB/beH M H3paheH of mpuro3Hatux goMahuia
BEUITHX y KyBamYy, T€ Cy Ta YIYyTCTBa Y lbeMy Takole onpoOaHa U UCTO TAaKO CUTypHa.
Kao u ona y mpBomMe neny oBe KIHUIE, TaKO J1a C€ MOTY HMCTa 0e3 MKakBe JBOjOe
YIOTPEOUTH, aKO C€ TA4YHO pajau 1o ymyTrcTBy. OcuM Tora UMa Ha Kpajy U TadyaH OIUC
O BEIITAaYKOM MOJICPHOM CaBHjaky YyOpyca (canBera), ca MHOTUM MNPUAOJATHM
CIMKaMa, Te ce MOXke JoMahuila U THMe TTOCITY)KHTH, aKO MMa TTOTpede 3a TO U aKo joj

OKOJHOCTH TO Aomnymitajy. (Muyuna 1904 367)

Cawm rekct Jlonartka ce cacToju U3 JiBa Jiefia: y IPBOM CY PELETITH, HE CACBUM JIOCIICTHO,

TpymnucaHu y menune (mosBphe u BapuBo, pude U MeCO, KyBaHa U Te€YeHa TEeCTa...), 0K Cy Y



Ipyrom, Koju Hocu HacioB [lomamm, mopehanu 6e3 Hapouutor pema. [lpuctyn penentuma y
nomanuma omoryhasa angabeTcku HHACKC Ha Kpajy KibHUTe. Je3uk qo/aaraka ce pa3iaukyje, Kao
mro hemo BUIETH, 011 je3UKa KOjH je KopucTHia MulMHA, Ta je BpJIo BEPOBATHO Ja OHA HUjE
YUECTBOBaJa y lbUXOBOM CacTaBJbalby U J1a j€ ped o rpahu Kojy je mpuKymuia Ouio oHa cama,
Owio wW37aBad O] KOpHCHHIA KmHre. Jlogatak o caBHWjamky cajBeTa Ha Kpajy KBHHTE
MpeACTaB/ba JIOCIOBAaH MPEBOJ, YKJbYydyjyhnm W ClMKe, NMpUpPyYHHUKA KOJU je oOjaBuia
u3naBauka kyha Bunep Mox (Wiener Mode) na camom kpajy 19. Bexa (Wiener Mode 1900).
YerBpTo M3Iame je 00jaBJbEHO KOJ HOBOT HM3JaBadya, YUHUTEIHCKOT JIEOHHYAPCKOT
npymrea ,,Haromesnh®,® koju je, Kako ce kKaxe y IPeIroBopy, OTKYITHO ,,3a CBAra H3/1aBadK0
MPaBO T€ KILUTE O] 3aKOHUTUX Haciennuka mok. Karapune [lonosuh-Munymne, kako 01 MOTIIH
CaMOCTaJIHO YPEIUTH Ty KOpUCHY JoMahy KEHTY M JaTH jOj IpaBall KOjer ce JaHac JApKe
Hanpeane aomahune” (Muyuna 1911). M3naBau je moBepuo mocao oko cpehupama rpalhe
,»,CPTICKO] KibMkeBHUIIM rocnohuiin MuneBu CumuheBoj, yMHp. YUUTEIBUIIA CPIICKE BHUIIIE

neBojauke mkone y Hoom Cany (Muymna 1911).1°

[Ipema mogaruma ca CTpaHuIle Koja joj
je mocBehena y 6a3u monataka Kruoicencmeo, Ha MuneBy Cumuh (1859-1945) yrumana je,
nopen apyrux, u Jlapuna Hatomesuh, cynpyra Bopha Haromesuha u MuneBuna Tetka ¢
Majunne crpane. ! Kao n xoq MunyHe, 1 0BJie HaWIa3uMO Ha CUTYaIH]y 1a je n3mel)y ayTopke
KyBapa ¥ W3/1aBaya 1m0 CBOj MPHJIUIIM MTOCTOjasIa MOPOIUYHA WIIH OJIMCKa MTpHjaTe/bcka Be3a. Y

npearopopy CumuheBe 0BOM M3Jamby HaroBelliTaBa ce MpHUpoJa MpoMeHa koje he yHeTH y

OJIHOCY Ha MPETXO0/IHA U3/1ambha:

OBa KmuUra JOKHUBJbYj€ €BO Beh 4EeTBPTO M31amke; a TO je HajOOJbH JT0Ka3, Aa je 100po
MOCITYKUJIa CBPCH, K0jOj je HaMemeHa. Ho kako je maHac MoJIepHOCT 00yjMuiIa CBaKko
MOJbE KEHCKUX BEIITHHA, Ma U KyXame, MPeyACIIeHa jeé W OBa KIUTa OBHUM CBOJUM
HaJHOBHJUM U3JIalbeM TaKO, Kako Ou jomahuiie Hamuie y WOj HE caMO NMPaKTHYHY
MOMaravuily, Hero ¥ €CTeTCKM MOJIEpHY caBeTHHILy. [lomymeHa je qakiie MHOTHM KakKo
CKPOMHO, IITEJJBMBO Y/ACUICHUM jeJIMMa, TaKO U OHMMa Koja cy cpeleHa u 3aunmeHa
pa3HUM PACKOIIHUM JoJaluMa, He OW JIM MOTJIa KPaCUTH W HAjTOCTOLKH]Y TPHE3Y

(Munnnra 1911).12

Orpoman mocao koju je ob6aBmwia MwuneBa Cumuh npumnpemajyhu 4eTBpTO H3Iame
0CTao je He3amaKeH, MpeM/a je cacTaBujla CaCBUM HOB KyBap, KOjHU C MPETXOJHUM HU3JambUMa
¥Ma MaJlo I0AUPHHX Tadyaka. Huje mpomMemeH caMo peneproap peuenara 1 pasMepe cacrojaka,

Beh cy momare u OpojHe omacke W OMMCH HAYMHA CePBUpama MOjeAMHUX jeria. TepMHUHOIOmKa



KoH(]y3Hja 1 HejacHOhe, KOJUX UMa Yy 00MJbY Y OPUTHHAIHO] Bep3uju Munmunae (Ha mpumep, y
MMEHOBaWky KOMaJia Meca WM MIICYHHUX [IPOU3BO/Ia), OBJE CYy HEYNOPEAUBO Mambe MPUCYTHHU.
KonauHo, npuneBu cpncku U cpbujancku jaBibajy ce derrhe Hero ko Muumse, ¥ TO Kao
HANOMEHE y3 TojelMHe peuente (HIp. cpncku Hauux [npunpeme], cpbujancko jeno), a Beha
Opura je mocBeheHa 1 MpUKa3y MOCHHX jeJia U jela Koja Cy Be3aHa 3a HapoJIHEe 00nvaje.

[Tpumernmo oBgie n1a je hoToTUncKo u3aame u3 1990. roguHe HanpaBibeHO mojazehu
OJ1 YETBPTOT M3Jama, ajau ra ypeanuna Mupjana Credanouh npunucyje Munmnoj (1990:
672), naBonehu na je TO ,,IpBM Halml KyBap, MUCAaH HAPOJHUM jE3UKOM U TO JICIIHM,
KibkeBHUM . MmiieBa Cumuh ce y3rpeHo MOMHE-E€ caMO Kao ypeaHuIla, ajdd He U Kao
ayTopka yeTBpTor m3aama (1990: 678). Y npenrosopy pororurnckom uzaamy u3 2003. roaune,
cacTaBJbEHOM Ha OCHOBY YETBPTOT M3/ama, MuneBa Cumuh ce u He nomumse. lltaBuie, HU y
y3ajaMHOM OnOiHoTeukoM Karanory Cobiss Hema meHoT UMEHa y IoJbUMa Opyeu aymopu Ailn
Hanomene.

[Totoma mpenpaTHa wW3gama MpaTe OpraHU3aIM]y KyBapa Kojy je yBema MwuieBa
Cumuh, y3 U3BecHe paBoNMCHE U TEPMUHOJIOUIKE KOpeKlrje, yaocehu u nonatae perenre. Y

npearosopy 6. u3namy, y kome ce gonpunoc Musese Cumuh uiie He nomuse,  kaxe ce:

[TonpaBibeH OBlIE-OHJIE Y jE3UKY M CTHITY, @ 3HATHO MPOIIUPEH 3aT0, IITO CE BEIITHHA
KyBama, Ka0 U CBaKa Jpyra BEUITHHA, CTAIIHO pa3BHja, CTBapajyhu HOBa jena M HOBE
HauMHE 3rOTOBJbABAMA CTAPUX jella, TE CE€ U OBaj HAjCTAPHjH M HAJOTICEHH]H CPIICKH
KyBap MOpPao y IPHJINYHO BEIMKO] MEPH IOIYHUTH HOBUM PELIENTHMA, J1a OU KaKko yBEK
J0caga Tako M O/CaJa CTATHO MOTAao OMTH M OCTAaTH CBECTPaH, MOJIEPaH M CaBpeMeH

CaBETHUK M NIOY3/1aH 1omarad cBakoj fomahuiy y kyBapckoj Bemtuau (Mununa 1930:

4).

JlonajMo 1 1a Cy y IecTo M3Jlake¢ YHETa JIBa HOBA IOIJIaBJha — JEIHO O KaJopHjama
(,,KOJIMKO y KOjeM jely MMa XpaHJbUBUX JIeJI0Ba‘“), a IPYyro 0 BUTAaMUHUMA (,,KOJIUKO y KOjeM
jelny uMa JIGKOBUTHX CacTOjaka, KOPUCHHX y OOpOM opraHu3Ma Haller MpOTHUB H3BECHUX

omacHuX OoyiecTu’).



O kopmycy

Kako Oucmo mpoy4miay mTa ce JemaBalio C je3WKOM Y HOBUM H3JIamuMa Benukoe
CpncKoe Kyeapa, CaCTaBWIM CMO MaJIM JUTHTAIHU KOPIYC KOjU C€ CacTOju U3 TPU JieNa — 0OJ1
TEKCTa JIPYror U3/ama Koje WiIycTpyje jesuk Muyune, tekcra JlonmyHa y Tpehem nsnamy, rae
Jj€ je3WK HEeTMo3HaTHUX ayTOpPKHU ¢ Kpaja 19. Beka, U TeKCcTa YETBPTOT M3J/laka, KOje MpUKa3yje
jesnk Munee Cumuh. TekcToBe cMo 06paauan ocnamajyhn ce Ha cuctem Unitex** (Paumier:
2012) u cucreMm eNeKTPOHCKHX peuHuKa 3a cprcku jesuk (Vitas, Krstev: 2012), (Kpcres,
Yrteuh u np.: 2015). He ynazehu oBne y nerasbe mpupehuBama u ayromaTcke oOpajie OBUX
TEKCTOBA, HAIIOMEHWMO CaMO Ja Cy y TpeTpaKhBamy KOpIyca KOpHITheHH CEMaHTHYKH
Mapkepu Koju omoryhaBajy Ja ce ayTOMaTCKM HW3/IBOje TpuMepu u3 oapeheHux kiaca
KynuHapcke Tepmunonoruje (Vitas: 2022). Ha npumep, mapkep Bot he u3aBojutu one obmuke
yIOTpeOJbEHUX peud KOju TMOTEHLHUjaIHO O3HauyaBajy OuspHE cacTtojke, a mapkep Course
Ha3uBe jema. OBakBO W3/Bajalbe je ampoOKCHUMATHBHO 300r xomorpaduja (HOp. 1Yk Y
pPa3IMYUTUM 3HAYCHHMMa) WM 300T PEeTKHX M3pa3za KOju ce HE Hajlaze y peyHuIuMa (HIp.
O0JIUK opace 3a Opax WU puHe1oma 3a MUUbUBY PUH2TOR).

)15

Y nomoj Tabenmu cy nmare auMmeHsuje (W3pakeHe OpojeM peum) aHaIu3upaHuX

TEKCTOBA.



Honarak Tpehem YerBpTO
Hpyro nsnate U313y U3/ame
1 VYKyInHO peun 127.783 23.831 203.769
2 | Paznmuuurtux peun 9.653 3.828 12.700
3 Hemnpenosnarux 1.165 318 1.257
4 JlaTuHMYHUX 147 71 427

VY npBoj BpCTH je aat yKymnaH Opoj peud, a y Apyroj Opoj pa3auuuTHx peun (00auKa) y
CBaKOM O]l TpH TeKcTa. Y Tpehoj BpCTH je yKymnaH Opoj Henperno3HaTHX pedyn (OHUX peyH Koje
HUCY Y €JIEKTPOHCKUM PEUHUIIMA), & Y YETBPTO] KOJIOHH je OpPOj HETPEIO3HATUX PA3THUUTUX
peun 3alMcaHnX JATHHWYHHM ITHCMOM (Koje unHe Hajsehmm nenmom repmanmsmn).'® Jeman
pUMEp HEMPENo3HATUX pedr u3 Tpehe M YeTBpTe BpcTe HAJla3MMO Yy HACIOBY TOTJIABJha Y
tpehem u3namy: O npedjenuma — Acujem — AsSietten — Xopoesp — Hors d' oeuvres
(Munwuna 1904: 38), rie cy cBe pedn OCUM PevH o npedjenuma HeTperno3HaTe.

Tekcr ueTBpTOr HM3Aama je 3a ckopo 40% ayxu oa Apyror, a 6poj pasIuIUTHX PEeUr
Behu 3a 25%. To mak He 3HauUW Ja je peYHUK YETBPTOT U3/amha HaJCKYI PEYHHUKA MPETXOAHUX
u3nama, Beh 1a pasnuka 1Ba peyHuka (y CKylmioBHOM CMHCITY) OMTUCYj€ pa3liuKe je3nka Murmne

u Mwiese Cumuh.

Je3uk y pasamuuTum uzgamwuma Benuxoz cpnckoe Kysapa

Ocnamajyhu ce Ha moaTKe U3 KOPIyca, MOKEMO HCIUTATH KaKaB je je3UK KOPUCTHIIA
cama MuyuHa (y ApyroM u3Jamy) M 10 KaKBUX j€ MPOMEHA Yy JE€3UKYy JOILIO Y KaCHHUjUM
m3nawuma Kyeapa.

MunguHa o mpobieMy je3uka KOjUM ce TOBOPH Yy KyXHE-H ToBopu Beh y mpBoM

MIOTJIaBJbY APYTOT U3/amka CBOje Kure, ,,O KyuHH", KOje 3aBpIllaBa peunma:

A cam ma peKkHeMO KOjy W O ,,BEIITAYKMM H3pa3uma‘’ OJJHOCHO O CTpaHUM
peunma, KojuMa Mopamo MO HYX/IU J1a C€ MOCITY>KUMO y OBOj HAIlIO] KEbH3H.

ITouem cmo mu CpOu o mpemaka HaIMX HNPUMHIIM BPJIO Majo jeCTHBA U
MOCJIACTHUIIA, TO HaM Hehe HUKO HU 3aMEpPUTH HH 3a 3710 MPUMUTH aKO yIOTPeOuMO
HauMEHOBaWba HEMauka, (hpaHIlycKa U y OMILTE CTpaHa, al 3aApkaheMo 1 OHa UMeHa,

TO Cy OCTaJIa O MpCaaKa HAlllUX HCOKPHCHA.



Jlanamm ¥ HapaiiTaj, HaydeH Ha W300UJbe U Ha JIYKCYC, Tepa OBaj M Y jelruMa.
Mwma Ha xwspajie HOBHX jella, 3a KOja MM HEMaMO WMeEHa, IPH CBEM TOM IITO CMO Y
JUTEpaTypu AOCTa JalleKO IOTepaid, aj Wmak (anu Ham a00ap U oOmiar CprcKu
KYBapCKU PEYHUK, U3 KOra OM TaHOM MPUIHMKOM LPITUTH MOTJIH.

VY 0B0j k®u3H nucahemMo cTpaHe peun U U3pas3e JATHHUIIOM, U TO OHAKO, KaKo
Ce MHUIIY Y CTPAHOM ]€3UKY, a U3TOBOP BHUXOB nucahemo hupumuiiom H mp. Sauce —

coc, blanchiren — 6nanmuparu, Bordeaux — bopo u 1. 1. (Muyuna 1904: 11)

Jlakiie, Ha caMOM TIOYETKY CBOT HM3Jiarama, MUIIMHA je Mpero3Hana TemKohy Ja ce
JE€3UKOM KOju je HacieheH oj Mpeaaka TOBOPH O CacTOjIIMMa W jerMa KOjH OJ HUX HHCY
Hacnehenu. JlenuMudHu yBHI y je3uK Ipenaka, 0ap Kaaa je y ImUTamy H300p OCHOBHHUX
HaAMUPHHIIA, MOK/IA je Moryhe U 1aHac JeMMUYHO carlieJlaTH Kpo3 paHe eTHorpad)cke cruce
(Butac: 2017), aiu HOBH cacTOjIIM U jeJia Cy 3aXTEeBaJId HOBA UMEHA WJIM 0ap Mperno3HaBamke y
mUMa HacleheHux KoHIenara. TakaB TOIyXBaT — KOBame ,BEIITAYKUX wH3paza” —
MPEJCTaBIbAO j€ 3aUeTaK CPIICKE KyJTUHAPCKE TEPMHUHOJIOTH]E.

Yopoe, aau He U cyne. Peu cyna xopuctuna ce npe nojase Kysapa Munuse kao y
npumepuma:t’ | Jlohe u cyma Ha acran, 6amuM HoBuHe, ma pydam™ (J. Urmarosuh, Munan
Hapanyuh: 148, npo m3name 1863) nmm ,,Kox crape rocnohe 6mo je pydak Beh cnipeman, cyma
roroBa [...]“ (b. Jakumh, Yuua Tuma: 313, npBo uzname 1876).

Naxo je peu cyna Ouna y ynorpebu, koJ MuyuHe ce jaBjba caMo jeHOM, U TO Kao
TpaHCKpUOOBaHU HEMAuKH HA3WB 3a MpKy uopoy. Braune Suppe — opayne cyne. Hactojehu na
nzabepe cpricku TepMuH, MunmHa, kacauje 1 Munesa Cumuh, a ipe wux Jepotej Iparanosuh,
onpeneIbyjy ce 3a ynorpedy peun uopba.'® Cyna je umnak y oo 106a, Kako cBenoUe Ba FOPHa
npuMepa, Beh yBennko Ouja MpUCYTHA y TOBOPY Mame je3WYKH MCTaH4YaHUX Aomahuna (u
BUXOBUX TOCTH]Y), To he motBpauT Jlogatak y Tpehem n3namy, rjie HarmiasuMo Ha OpojHe
puMepe yrotpede oBe ped, a MoceOHO y MoTIaBiby ,, Tecta 3a cymy®. Y KaCHHjUM KyBapCKUM
NpUpYYHULIUMA, cyna he OUTH Mperno3HaTa Kao 3ace0aH KyJIMHAPCKU KOHIIETIT — jeJI0 CKYBaHO
OJl TOBEJMHE, a W3Yy3eTHO OJ JXUBHUHCKOT Meca. Tako y IlarmHom KyBapy Hamazumo 24
paznIuuuTe Cyre, Kao ITO Cy CyIle OX I[BeKJe, Tpu3a, MUpUHYA WM Tapanaj3a (kKoja ce
pasnukyje ox 4opOe of mapajajza), a Behnna ux ce nmpasu nosnaszehu on Beh ckyBane rosehe
cyme.

Jlynrenoparen niaum oudrexk. Myky kojy MunmnHa uma ¢ ,,BeIITaYKUM H3pa3uma‘
WIyCTpyje Tpey3uMame W3 aycTphjckor Hemadkor peun Lungenbraten,'® kojoj mamac y

CPIICKOM j€3WKYy OJroBapa JieKcema Ougmek. Anu Kako kKo MHUIMHE Tako W KOJ JIPYTHX



KyBapa M3 OHOT' BpEMEHa, HHje JaCHO IITa CE IMOJ OBOM HEMauykKOM pedjy Mojpa3yMmeBa. 3a
Jepoteja je nyneenbpamen roBeha meueHWna, anu kox MUUWHE je TEUYCHHIIA WU COYHA
neuenuya — Saftfleisch wiu couna neuenuya (Saftbraten — cagpmopamen), a 3a ryneenopamen
je yBeneH HeosioruzaM jempenuya. Ilonazehu ox oBe moTBpe, ped je 3adenexena y Peunuky
CAHY xao apyro 3Haueme peunm jempenuya. 2. 6. Oy6pesxcrax (la)’®° — Hajcnahe je
Jjempenuya — nyneebpamen.’t Y Jlomatky u3 Tpeher m3mama he ce Hahm W CHHOHMM 3a
jempenuyy — ypua neuenuya. ,Pammpana jerpenuna (Faschirtes Lungenbraten). Ounctu
n06po 2 kuiie jerpenurie (1pue neuenuiie)” (Munmna 1904: 441).

VY uerBpTOM M3Aamy he ce KOHaUYHO YCIOCTaBUTH Be3a m3Mely JyHreHOpaTteHa u

oudreka, rae Cuvuhesa naje cnenehe ymyrerso: 22

budcrek (Beefsteak),

budcrek ce roroBU 01 TyTryJbacTor, HOTIIYHO KPTOT Jeiia roBeler meca, KOju ce u3Baau
u3 nojnehune, ,qyarenoparena™ (Lungenbraten), a koju ce (dpaHIycKku 30Be (uie
(Filet). Taj komaa Meca MOTHYHO CTPOTO C€ OYHMCTH O] CBaKE M HAJMAambe KOXKUIE U
KWINIIE, UCeYe Ce Ha MOoJjeHaKe, ca 1o0pa aBa mMpcTa, WM TayHuje 4 M. nebdene
komaznie. Konmnko komazna ce mobuje on jenHora ¢usie-a, 3aBUCH 01 FeTOBE BEJIMYHHE;

HO o (huste-a cpemhe BEeIMUMHE 100Mja ce OOMYHO MIECT JeNMuX KoMasa uiv oudcerexa.

(Muywuna 1911: 259)

Hu xon Cumuhese, MeljyruM, HHje jacHO IITa CBE MOXKe Aa Oyme ,,ondcerex™. ITopen
b b
nena u3BaheHor u3 noanehune, 3a ,,0ncTek Ha rPUKM HAUYKMH' TOTpedaH je ,,cadTdmajur®, anu

3a ,,6uderek no Hlarobpujany* kaxe ce:

OBaj Oudcrex ToTOBH ce€ O] OHOT Jeja KpTor roBeher meca koje ce u3BydYe W3
nomiehune (,,0ajpuna“) (Beireid) anmu u ox ropmer nena Oeje MEYCHUIIE KOJU C€ Y

MecCapHHUIIU Jo0Huja o UMEeHOM ,,iBaHnen (Schwantzel) (Munmaa 1911: 261).

MunrHa mperno3Haje caMo TpU HeMadke CIIOKeHHuIe ca -braten: mopem cagm- u
JyHeeH-, Ty je jour u 6yopesxcroaua (Niernbraten, nupnopamen). Kog Munese Cumuh he ce
M0jaBUTH jour u powmusaua (Rostbraten) u 6era newenuya (6ajcopamen, \Weisbraten). Ose
HejacHOhe y MMEHOBamwYy MOjeAMHUX KOMaja rOBEJUHE KOJ Pa3NUYUTHX ayTopa JoJiase, Mo
CBOj IPWJIMIIN, U O] Pa3JIMUYUTHX HaYMHA Ha KOjU Cy OHOBPEMEHH Mecapy TPaHKUpPaJu rosehe

Meco, a MOXKJa U Kao pe3yiTar npodumabama KyJIUHAPCKUX 3HAKA.



VY nuTepapHOM KOpITYyCy KOJjU CMO KOPHUCTWJIM, Haja3uMO M Ha Oughmex W Ha
nyHeenopamen:. ,,Cpehom Hac gouena Oypi, [...] ma Hac yByde y Tparne3apujy, 3rpadu ¢ jeHora
CTOJIa TpH JIyHreHOpaTeHa, METy IMpeJa CBakora jeJaH U CTaJe jeCTH Jia je CBEe M3a YLIHjy
nynano® (B. Bophesuh: I'mynoenoencko jezepo, 1863: 13) u ,,Onne ce pasroBapajy, OHJE
nujy kady, ouge oudrek jeny” (J. Hewamosuh: Munan Hapanuuh: 215, npBo uzname 1863),
JIOK C€ neueHuya jaBjba 4ak 37 myTa, aju ce OOHOCH Ha npacehy, kpmehy, 6oxcuhny neyenuyy,
a HUjeIHOM Ha Oughmex — 1yHeeHOpamen.

IloBnaka, Mujiaepam, KajMak.. TepMUHU KOjU O3HA4YaBajy MIJIEYHE NPOH3BOJIE
HEOITXOHE Y KyBambhy MEHajy c€ KPO3 pa3inunTa u3/iama. Y Apyrom uznamwy Kysapa Munmne,
KHCela MaBjiaka ce Hajuenthe HaBOU Kao Iap n061aKa — Muiepam, ajad v Kao Kuceiu KajmMax
— Milchrahm, munepam. Crnatka mnapiaka ce HaBOJU Kao CKOPYN, CKOpyn (06pcm) WK CKOpyn
— cramka nosiaka — obpcm, NOK je nuuiar newa oo ckopyna (Oberstschaum, obepcmwuaym).
TepMuH Kucena nogiaxa ce oBlie HE jaBJba.

VY Jonatky y TpeheM u3namy, nogiaxa, muiepam u peTko kajmax (munepam) KOpUcTe
ce Kao CHHOHHMMH 3a KHCeIly MaBJaKy y3 ckopyn. Konokauuje y3 peu ckopyn — cradax, Kuceo,
Hakucenu, ymyhenu — TOBOpe 1a je OBJIe CKOpyn CHHOHUM cC naBiaka. CraTka naBJiaka je ooepc,
a IuIar — nena obepcosa Wi ymyhenu ckopyn.

VY uyerBpTOM HM3mamy, Koje je mpupemamwia MwuneBa Cumuh, noseraxa ce BuUlle HE
1ojaBJbyje, a MaBjaka je cajga ckopyn, KOju Moxe OUTH Kxuceo uiu craoax. Ilopen Tora ce
jaBibajy u kucenu kajmax (murepam, Milchrahm), u ciadax ckopyn (kajmax). 1llnar je nenacmu
ckopyn (Oberschaum). Mneunu 2ycmuoic wnu 2ycmudic 00 maexa (obepc, Obers) Cumuhepa
OMHCYyj€ Kao ,,caB MacTaH TOPHHU CJI0] [HEMPOKYBAHOT | MJIeKa, KOJH Kao JIAKIIH OJCKOYH HE
MOBPIIMHY, MTOJIAKO [ce] KalIMKOM MOCKH/a U cacrie y 3aceban cyn” (Mupuna 1911: 489), 3a
pa3NuKy Off CKOpyIma, Koju ce Jobuja oa mpokyBaHor mieka. Tek he ce y IlatuHoM KyBapy
MOjaBUTH KAao JIOMUHAHTHU TEPMHHHU CIAmMKa W Kuceld Naeiaxkd, a cacBUM peTrko he ce
MOMEHYTH Muiepam, ¥ TO caMo Kao map xucena naeiaxa (munepam). Ckopyn ce TaMoO jaBlba
caMo TpH IyTa (HIp. Kao ceedc kajmak [ckopyn]). U ped wwiae ce xox [lare jaBiba peTko, u TO
Kao ciamka nasnaka (wnae-oopcem), TOK KajMak MMa yrilaBHOM CBOjE JIaHAIIHE 3HAYCHE, 11

ra rnpate NpUuAEeBH M1a0, YHCUUKU, PACHONHEHU. .



Bp. 3. Korapumua.

bubHe HamupHuUe. Y pa3IHUUTHM H3AamuMa Benukoz cpnckoe Kysapa OWIbHU
CacTOjIIH CY Pa3INYUTO UMEHOBAHH, a U C pa3InuuTUM GpekBeHIjama. Hajuenrthe momumanu
cacTojak y Apyrom u3aamy je aumyH — 596 myra, a 3aTuM dadem, cradax uiu eopak, 302 myra.
JIyk ce momume 367 myTa, aly Cy 0] OBOM OJPEIHHIIOM OKYIIJbEHE Pa3HE BPCTE JTyKa — YpHU,
benu, npasunyx, e1amay, 1yK 00cjeoay, waioma, WHUMIUH2 — CBaka ca (ppeKBEHIIN]OM MambOM
0J1 OHE KOjy UMajy umyn 1 6adem.?® ITanpuxe ce Hanase Tek Ha 18. MecTy ca 67 MojaBIbUBamba
(¥ TO YIIIaBHOM Kao ymyueHa ypeeHa nanpuxa). Y 4eTBPTOM H3/1alby CE OBa CIIMKA MEHa: YK
(pa3He BpcTe y pasHUM oOJMIMMa) Hajuemhe je MMEHOBaH OMJbHU cacTojak U jaBiba ce 407
myTa, a 3aTUM Jojasu kpmoaa (kpomnup) (291), nanpuxe (u 6abype) (232, u 10, MOpea cumme
(ypsene) nanpuke, joNI U ypeere, 3eiene, xcyme, babypacme...), ma Tex oHaa aumyr (211).
baoem je Tex Ha 16. MecTy ca 75 mojaBJbHBamA.

[Tpumehyjemo ma pemociien OMIBHUX HAMUPHHIIA HUjE€ UCTU — OHE KOje Cy YecTe y
JIPYTOM H37army PETKO CE jaBJbajy y YETBPTOM M 00paTHO. M3BOp OBHX pa3ivka MOXe OUTH
paznuuuT: Moryhe je ma je MunumHa, BepHO NpeHocehn pernente M3 MHOCTPAHUX KyBapa,
MpeHeNa U 3Ha4aj KOju je MpuaBaH MOjeIMHOM CaCTOJKy Y IpYyK4Hjoj Kyxumu. Moryhe je u
7la je JOIUIo 10 IpoMeHe ,,Mo1e™ (0 K0joj Ha BuIle MecTa roBopu CumuheBa), a MOXaa Cy Yy
MATaBkY JIMYHE TIpedepeHIle ayTOpKH Y 1300py HAMUPHUIIA.

Paznuka y ynmorpebspeHUM OMIBHUM CacTOjIIMMa Ce OrJie/ia M Kpo3 ynotpely 3aunHa. Y
JIPyTroM H3amy ce 3HauajHO Yelthe KOPUCTH pa3IndUTO 3a4MHCKO Ousbe Hero y JlomaTky wiu
y derBpTOoM M3namy. Konm MunuHe ce jaBibajy neputyn, oubdep, yumem, 8aHuid, MyuKamuu
opax, nasop(uxe), Hajeesupy, kapaugunuh, mupohuja, majopan, pysmaput, OHaj3, KpOuLybuyad
— Kerbel, 00 3y6a mpasa — Estragon, copuay, opaconyo — Kresse, — 6edpuya, japuuja mpasa
— Pinpernette, wagpan, majuuna oywuya, majopar, 60cumax, xeaipuja, Kum, memeuya —

bapcka Hawa... Y 4YETBPTOM HW3/Ialkby HAWIA3UMO CaMO Ha Oubep, nepuiyH, GaHui(uj)y,



mupohujy, raeopos aucm, yumem, wagpan, myckam (Ha 6px Hodxca myckama ,,mywrkamia "
[Muskatnuss]) u anuc (ymecto onajza), anu v Ha HaIOMEHY: ,,i1agpaH ¥ MyCKaT ce y HOBHjE
no6a He ynoTpebJbyje jep je WKOIJBHMB®, UM ,,BAaHHIH]y YUM C€ UCKyBa Tpeba MOBAIHUTH;
uHaue OyJie MKoAJbUBa™.

Jlok ¢y ypHnu m Oenu qyxk Ha3WBHU HacieheHn ox mpemaka, 3a ocTayie BpCTe JyKa HHje
JacHo mITa ce mojpa3zymeBa 1o cprickum HazuBoM. IllTta je Ouo sraway, a mra npasunyx, u
KaKaB je OJTHOC C HEMa4YKUM ,,[IHUTJIIMHIOM | ,,IIIATIOTOM He MOXE C€ YTBPAUTHU. [Ipazunyk
ce jaBjba Kog Munune 12 myTa, ¥ TO Kao npaca, Ha3uB KOjU KOpucTH u Jeportej. Braway ce
jaBiba 25 myTa, M TO Ka0 JIVK 61auiay, i HAYWH yIoTpeOe TOBOPH J1a HUjE Ped O MCTOj OMIBITH
KOJy JaHac 3HaMmo IOJi THM MUMEHOM: ,,y3MH |[...] JIyKa BJallla Jiana oJjpbymrTeHa” MunuHa
1904: 269), ,,HeKoJIMKO IIaBuIla Jyka Biamia“ (ucro: 139), ,,lipHHU WK BJIAIIALL JIYK UCEIH Ha
BpJIo cuTHE Korkwuiie...” (ucro: 71). Ha Hemaukowm je Biamary Schnittlauch, Schnittling, xoje
MunrHa IOMHEE CaMo Kao JIyK oocjeday (WK ucjeday), y3 TpaHCKpUOOBAHO WHUMIUHS WK
wHumaayx. Y Jlonatky ce moMumy eraway ,, winumaune - (Schnitling), eraway ayx (wanoma)
U caMo wHumaune, 1ok ce ko Munese Cumuh cenam myra HaABOAU MPAZULYK ,, WHUMAUHS "
Schnitling, a Ha mect Mecta éraway ,, wnumaune “ (Schnitling). Jlyk odcjeoay ce Ty Buiie He
0jaBJbyje.

W npyru GusbHH cacTojIu, KOju HUCY OMIIH co Haclieh)eHuX nMeHa OMJbHOT MHBEHTApA,
MOMUBY C€ TIOJT pa3nuuuTuM umMeHnma. Kong Munuse je kxpomnup npedepeHTHH TEPMHH, Kao
u 'y Jlonatky, rjie ce jaBibajy joI 1 Kpymnup U kpmona, anu petko.>* Kox Cumuhese je kxpmona
npedepeHTHU TEPMUH, JIOK j€ Kpomnup ToapeheHn TepMUH U jaBba C€ UCKJbYYHBO Y OOJIHKY
kpmona (kpomnup). Ilacys je kox Muumne 6eo, scym, 3eien Wik maukaut, wehepay, wnapein-
nacysn... Kon CumuheBe ce moMume caMo Oeo, ocym U 3elien nacysb, anu 'y Jlonatky ce jorr
jaBiba M Oypanuja (3enenu nacysn [mayne — Oypanuje]). 1 xonq Muyune u kox Cumuhere
namaupan j€ i ypeeHu Ui moopu, anu ce 'y Jlogatky jaBba u napaoajz. Kog Muymne ce
JjaBJba wnapena 22 myTa, a y3 by NOHEKa wnapaeia, sururna memaa — Spargel. Kog Cumuhese
ce KOPUCTH gunune memauye (wnapene), 1ok ce y Jlonatky jaBjba camo wnapeid.

[Totpara 3a HazuBMMa HaclieheHHM O]l TpeJaKa MpeHena ce U Ha HOBE OWIbKE Yy
KyBapckoM JIoHITy. Jlok Mununa kopuctu ume yesexia ([]eexne, Rothe Ruben), Cumuhesa je
MIOMHUILE TT0J1 UMEHOM Onumea (ysexna) nnn ypsena pena (ysexna). 3a Muuuny je mpksa bena
U jaBJba CE CaMo jeJHOM, a LIaprapera ce OMHIbE Kao ocyma pena — wapaapend, 10K ce KOJ
Cumuhese jaBiba camo wmpkea (wapeapena), K0joj MOHEKaaa MPETX0U npuaeB sxcyma. Kon
Munune je kaynun — Blumenkohl, kapghuon, a xon Cumuhese kaynus (kapgujon). 3a Muguny

je xenepaba xopaba, a kon Cumuhese 6pockea (kenepaba)...



HaBenenn mpumepu ykasyjy Ha Tpya Koju ¢y 1 Mununa u Munesa Cumuh ynoxuie
na Hal)y Ha3uBe HOBUX OWJbaka, ajiv U J1a j€ Taj TPYJ MaxoM OO y3allyAaH — JaHac mpeoninal)yjy

YIIpaBO OHU U3Pa3M KOjU CY y CPIICKU jE€3UK CTHUIJIM U3 APYTUX je3uKa.

AjBap W Ipyrd TPaAWIHOHAJIHHM CHENHjaJUTEeTH. AjBap ce aHac cmarpa
TPaAUIIMOHAITHUM CPIICKUM CIICIIU]aTUTETOM, I1a OM C€ MOTJIO OUYeKHBaTH J1a he ce perent
3a BErOBY MpUIIpeMy Hahu y cTapuM KyBapuma. Ay koa MUIMHE Ce ajsap jaBiba y IeiIy
0 mpeJjesiuMa, a pelenT KOju HOCU HaclioB ajeap — Caviar npatu Tekct: ,,Hajoosbu je
ajBap OJ Keuure, Iociie o1 MOpyHe a Hajiomuju of jecerpe” (Muuuna 1904: 58).

Csa ocTana rojaB/bUBamka OBE pevu ce ojiHoce Ha kaBujap. M kon Cumuhese ajsap
MMa MCTO 3HAYCHE U YECT je cacTojak y zakyckama (acjemama, Assiette). Anu ko we he
ce y3 ajeap Hahu M pelenT 3a CpncKu ajeéap y CaBPEMEHOM 3Hauewy. Perent mounme

peunmMa:



Tpu moBeha Mopa MaTaUIaHa METHY C€ Ha jaKy JKepaBHILy Ja ce neky. Ha cBaku
narmmpaln y3my ce 4 0abype mampwke M HCIEKy Ha IUIOYHM O]l OTHHHUINTA
(,,mmmapxepay‘‘). Kag oboje Oyay medeHu, METHY ce Mamnpuke y XJaJIHy BOIY, a
MaTJIWIaH ce OJbYITH (Haj0o/be MajoM CpeOpHOM KamukoMm)... (Muywmna 1911:

158)

OBo npBOOUTHO 3HAUCH-E peuH ajeéap onpxahe ce n 'y [latunom kyBapy, anu he ona
Mpey3eTH pelenT 3a cpncku ajeap on CumuheBe W joI TOJATH U ajéap KOJU Ce TOTOBU
caMo OJI TTaTJIhIIaHa Kako ra mpase [ piu.

Kox Cumuhese he ce mo pBu Iy T nojaBUTH U hiyrbacmuje, pasicrouhu v hesanuuhu
Kao cpOMjaHCKa jerna, JOK ce APYTH CIEHHjaTuTeTH C POLITHIba HE IIOMHIbY. 32 KaBypMYy
ce Ty Kaxe: ,,Kaypma je crapo, 3aHeMapeHO Ccpricko jeio (mpucBojeHo oa Typaka) koje ce
JaHac peTko rae mo kyhama rorosu,” (Mununaa 1911: 336) nok he ce noosapax nahu kao
5. onacka y3 peuent 3a npocenu kuceo kynyc (Muyuna 1911: 211), rae ce moMumbe Kao
MakKko38anu N008apax oo Kynycd. Y IITUIILU ce TOMUBY y3TpeaHO Y OAeJbKY ,,byxaBuue*
(kpanghne) xao byxasuye cpncke, yuwmunyu, aau ce PEUEIT 3HAYajHO Pa3IMKyje O OHOTa
o he 6utn ynyTcTBo 3a yirunke ko (Mujatosuh 1908: 41).

Buanmo u3 oBHX mpuMepa Ja Cy ce pedyH Koje OIHUCY]y jena, a Koje Cy Moxia
cayyBaHe O]l Ipe/iaKa, jaBjbajie Kao HOBUHA WJIM Ca JIPYTHM 3HAUYEHEM y OJHOCY Ha OHO
KOj€ Cy UM JTaJTH TIPEIIH.

IMoTpara 3a peunma. [loTpara 3a ,,BemTaykuM u3pazumMa’ Kojy je 3anouena MuyuHa,
a HactaBuiaa MwieBa Cumuh, mpukasyje temkohy na ce oapeheHOM KOHIENTY — JaHac y
HajBehoj Mepu jacHo oapeheHoM — nonenu uMe. M31BOjuii cCMO HEKOJIMKO TaKBUX HAa3MBa KAo
WIIYCTpaIlH]jy OBOT TIOIyXBara.

Tloxosare u winuyna. Melhy mojMoBrUMa KOjH JOIII HUCY HAIILTHA CBOj JICKCUYIKU U3Pa3 je

U noxosearbe (I/I naHupafbe). MHHHHa Y pa3sHUM peUuCUTUMA IMOHABJba UCTY CCKBCHILY KOpPaKa:

yMOYH CBaKM KOMaJl y pa3myheHa jaja, yBajbaj y MpBE OJ 36MHYaKa U TPKUA Y BPEJIO]
MacTy WM YMOYH y pazMyheHa jaja, a mocjie y MpBe O] 3eMHUaKa TTOMEIIIaHe ca MaJio

(uHa OpalrHa 1 UCTIPXKU HX Y 31[paBo Bpeioj macTu (Munymna 1904: 39-54).

Ko CumuheBe ce Ha BuIlle MecTa npeay3umajy cienehu Kopam: ,,3aMo4u y OpariHo,

3aTuM y pasmyheHa jaja, ma oHja y mpocejaHe MpBHIIE O/ 36MHUYaKa M MP>KH Ha BPEJIoj MacTH,"



(Muguna 1911: 39) mTo oxaroBapa JaHalI®k0j MPEACTaBH O caapxkajy oBor mnojMa. Mmak,
MpUMEHa OBOT MOCTYIIKa ce€ KOJ 00e ayTopKe Ha3uBa npoicerve. Ko Munmae ce, Ha mpumep,
TOpHU MOCTYNAK NMPUMEbYje y PEeLENTUMA 3a npowceHe menehe Hocuye WINA npocere nuauke.
Kox CumwuheBe, mopex momeHyTHx peuenara MuyMHe, MOCTYNAK c€ KOPUCTH y OpojHUM
perenTuMa, Kao IITO Cy PEIENTH 3a NPAHCeHy COMCKY puby win kayaun (,,kaphujon) npowcen,
a oceOHO y perenTuMa 3a npoicene menehe komaouhe ,, 6euxe winuyne (Wienner Schnitzel)
u npocere menehe komneme (Panierte Kalbs-Kotelett) koju ce He jaBibajy kon Muyune. Hu y
MOCIIEAHEM, MPEAPATHOM, IIECTOM H3Jamy oIl HeMa NIOMEHA HH TMOXOBalkYy HU MaHUPAkY
(Mama ce Hemauka ped Panierte rope nnak mojasuna). Kox ITate ce jaBibajy 06a Ha3uBa 3a 0Baj
MIOCTYIIAK — U HOX08are U nanuparse. JIoK je IOpeKIIo peun nanuparse jaCHO, 38 HOX08Ae Ce
MOJKE CaMO HACIIyTUTH JIa CE PaJK O CTapOCIOBEHCKOM riaroiy hovati ca 3HaueweMm cakpumu
(Byuxosuh: 2017).

[TojaBa 6euxe wnuyne xonq CumuheBe mokazahe m Kako Cy ayTOpKe MOKYyIIaBaje Ja
n3berny yrnorpedy Hemauke peun Schnitzel. Kox Munyune ce ped wnuyia jaBjba caMo jeTHOM,
U TO y HacloBY peuenta menehe npaconsuye (Kalberne Schnitzel, menehe winuyne). Mumo oBor
M0jaBJbUBaKa, OHA KOPUCTH U3PA3E NPIAHCOIUYA T NPIAHCObUYA 38 KOMATIE Meca Koje he mpxuTH,
aJIM KOjU HUCY HY>KHO IHUIYIE. Tako nporwcosuye Mory OUTH U KapboHadie, Komaemu, peopa
u pebapya — Cotellete. ITpumep koju oKazyje aa nparcoauya UMa MUPE 3HAYCHE O] IITHUITE
je: ,,Y3MHU jeTpeHHIly, 3ryJid jOj TAHKY KOXKHILY U MCEIU O] e TaHKe mprxkosbuiie” (MuynHa
1904: 126). Y oBoM mpumepy je mpowcoiruya, Kao Imrto cMo Buuenu, oudptek. Cumuhesa
npuxBaTa Ja ce IMHHWIPIa Beh yrHe3muna y CpIICKH je3WK, ald je YBEK IOMUIbE IO
HABOJHUIIMMA, Ka0 €KBUBAICHT PEUU KOMaouh Kao y MpUMepy perernTa 3a ,,0euke IHUIe
»[.--] y3uma ce [...] reneher meca o1 0yTa, [...] ucede Ha moIjeAHaKe KoMaauhe ,,IITHUAIYIE  TAKO,
Jla cBaku Oyjie ¢ mpcra ae0eo a Kao )KeHCKHU JjiaH BeuK [...]" (Munmna 1911: 298).

HNako cy Ty ckopo cBa IojaB/bUBama peun wiHuyaa noapeheHa komaoukhy, y HeKUM
KOHTEKCTHUMAa HUje Omito Moryhe ocTtaTtu JI0CieIaH, Kao y MpUMEpUMa COYHA 208ehuna ,, wa-
wruyne* (Schal-Schnitzel) wnu newenu menehu xomaouhu (hamyp-wnuyne, Naturschnitzel).
Ymecro komaouha, y KyBapy Xp. JI. ce kopuctu peu xpuwika, 1ok ce y Ilatunom xyBapy
wHUYIa jaBjba y HA3UBUMA Yak 56 perienara, 1a ce jaBjbajy, MOope OCTAINX, HAmyp-uHuyd,
napucKka, MulaHcKa, MaKkeOOHCKa, allu beyke wiHuyle ce TIOMHAbY CaMO y OKBHPY peIlernTa 3a
noXo6amy 3euemuHy Wi Kao beuxu menehu komaem.

Je3nuke nocerke Cumuhese. Cienehu je3anuko Haueno koje je nocraBuiaa MunmHa o
,,BCIITAaYKMM M3pa3uMa‘, a CyoueHa ca ,,XusbaaMa HoBHX jera’ (Munmua 1904: 11), moctymnaka

U crpaBa 3a KyBame, MuieBa Cumuh je mokymraia na npoHahe cpricka peiiema 3a CTpaHu



TEPMUH | J]a JOJEJIM KM€ OHOM WITO j€ 70 TaJa Y CPIICKOM je3UKy OHMIJI0O HEMMEHOBAHO, WJIH J1a
MO3HATO] peur AOJIeIN HOBO 3Hauewe. Mehy oBakBuM ornenuma koje je CummuheBa yHena y
TEKCT UMa peuyd Koje HUCY 3alenexeHe y 00jaB/beHUM PEUHHUIMMA CPIICKOT je3uKa. JemHo
TakBo cpehHo pememwe je peu pasnonuje. Bby CummheBa kopucTH fa omuile MeIIaBUHE
cacrojaka Koje ce KOPUCTE 3a 3aKyCKy, ma je carama o0 oumnux pasnoauja (Mixed Pickles)
MelaHa Typija, > xraona pasnonuja (Kalter Aufschnitt) memanu xnagau Hapesak,?® pasna
cuTHa Tecta (Kao eubanyuhu, cymhepuuhu, pasnoauje 00 monkoe mecma, Oyxasguye
[kpangruye] 00 nupunua, utn.). JaBba ce u peuent 3a pasnoauje wim ,,xoy-noy “ (Hot-Pot)
KOjH Ce KOPUCTH J]a OW ce TIOTpOIIlIa MpeocTana KyBaHa TOBEMHA Y3 JPYTe MPEocTaje cacTojKe
nocie rosoe.

CnuyHa peniewma cy oporomxa 3a Hemadko NUSSKnacker wim naHammy xpyxaiuyy,
030pasabay 3a pekoHeanecyenma Uil wmpyaee oyxasuye 3a mIpui-kpodue. Mame ycnenu
MOKYIIIaju Cy MPEBOJU dceHCcKo joeyHemeo 3a Damen-Kaprice wiu opywmeene 6yxasuye 3a
Gesellschafts Krapfen.

Nnax, CumuheBoj je Ha MaxoBe MMOHeCTajano HaJaxHyha 3a UMEHOBamb-€ HOBOT Iproopa
KOjU Ce KOpPHUCTH y KyxumH. Y yBoay he pehu na ce ,,[...] ciyxe nomahuiie npu KyBamwy u
pPa3HUM clipaBaMa Kojux JgaHac uma Bpiio MHoro* (Muywuna 1911: 11), anu Hemajy cBe nme.
bux he mMeHoBaTtH ONMMCHO TMpemMa M3TIeny Wik (QYHKIHJH Kao y TMpUMEpuMa: ,A3Melia
JIPOTOM WCIUIETEHOM CIPaBOM, KOJOM ce€ MpaBu TMeHa" (IaHac MyTHIWIA); ,Ha CIpPaBd

,»HOXEBHMa™) Koja je 3a To oapeheHa, Ha moxyke pe3aHie ucede”; ,,Ha CIpaBu Koja je 3a TO
onpehena uceue (,,u3puoda‘“)” (penue); ,,Ha CpaBu KOjOM C€ CEKy KpacTaBIU' (MaHIOJIMHA);
,»MaJIMM CIIpaBUIlaMa O] TMMa KOjuMa ce rpaBe pa3Ha tecta” (momane); ,,[jabyke] ce ... ospymire
CIPaBUIIOM KOja je HaYMIbEeHA 3a Ty CBPXY" (JbYIUTHIIMIA); ,,[TOIIMPOKA U30yIlIeHa KallnYHIa
ca KpaTkuM aprmkoM” (cepBep); ,,AyOoka Kaiimka, KOojoM ce yopOa Baau“ (KyTiaua); ,,y3
YUHU]Y, TJE j€ CMEIITEeH cliaoiies, Mmehe ce 3a Bal)eme 3a Ty CBpXY HaUMEh-CHA KallluKa Y BULY
Majie Jiornartuiie (BeJMYrHa joj je Kao y OOMYHE KaIlluKe) U 3a Ty CBPXY HAaYUIEH HOX (KOjH je
mupH a Kpahu HO 0OMUYaH HOX)".

OBH mpuMepH TOKa3yjy KOJIMKO je OWJIO CIOKEHO HMCKa3aTH IOCTYNKE KOjU ce
MIPUMEY]Y Y TOTOBJBEHY jelia OHIalTbUM JIGKCHIKAM (POHIOM CPIICKOT je3uka. Mnak, BehuHa
pelema Koje cy nonyauie Muyuna u CumuheBa HUCY HaDKUBENE BbUXOBE KyBape — CPIICKH

J€3UK je paauje ancopOoBao ajanTUpaHe PeyH U3 JPYTrux je3uKa.



3ak/byuak

Benuxu cpncxu kyseap Karapune [lonoBuh MunmHe je ycroctaBuo OKBUpe rpahaHcke
KyXHbe, TIpe cBera ko yrapckux Cpba, anu je, Kako je To onucaHo y Tekcty bopha Kocrtuha
(Koctuh 2006: 396), yruiao je u Ha HA4YWH IpUIIpeMarba XpaHe jyxHo ox Case u JlyHasa, u
TO HE caMO y pemneproapy jena, Beh u yKkJbydnBamkbeM HaAMHUPHHIA YHje UME HHUjE OCTAJIO O]
npenaka. Mely ocranum KyBapuma Tor 100a, HoceOHO JepoTejeBor, OHOT KOjH je MOoTHHcaIa
Xp. JI, a 3atum u Hemro kacHuje KyBapa Coduje Mupkosuh (Mupkosuh: 1922), kmura
Muyusae je BepoBaTHO 3axBajbyjyhu JeTaJbHOM OIKCY TIOCTYIKa MPHUIIpEME, HadyuHa
CepBHpama, i U JIPYTuX KOPHCHHUX CaBeTa, Biajaia rpal)aHCKOM KyXHEOM CBE JI0 Tpen
Hpyru ceetrcku part. IlojaBa [laTuHOTr KyBapa, KOjU jeé OKOHYA0 JOMUHAIM]y MulIMHE, AyTYje

ce BepoBaTHO [laTuHOM je3uKy, yckiaal)eHUM ¢ KyJIMHApCKUM JE3MKOM HajIIMpHX rpahaHcKux



cinojeBa. Jesnmuku excrniepuMeHTH MunuHe, a 3aTuM U CumuheBe, Ma KOJUKO JaHAC OWIIH
3aHMMJBMBH Kao TIOKYyIlQj Jla Ce TMpeHece Yy CPICKU JEe3UK €eBpOICcKa KyJIMHApCKa
TEPMHUHOJIOTHja, Ka0 IITO CMO BHJETH W3 MPETXOJHHUX MpPUMEpa, cyaapanu cy ce ¢ Beh
npuxBaheHUM TepMUHUMA U3 CTPAHUX je3UKa.

C npyre cTpaHe, U3J10KEHU IPUMEPH JI0BOJIE Y IUTAKE YECTO XBaJbEHO HAUEs0 KOje Cy
Mununa, a 3atum 1 CumuheBa, MpokjgaMoBajie O YyBamy 3/paBjba M ITEAJBUBOCTH. AKO
KyBap(HIla) He pa3yMme IITa ce MoApa3yMeBa MOJ CPIICKUM €KBUBAJIICHTOM 34 JIYHSeHOpameH,
gnawiay WM WHUmMIUHe, PU3HK J1a HallpaBH CBAKy BPCTY ILTETE j€ BEIUKH.

Jom jenan acmekT, nmpucyrad ko MunuHe, anu npeTepano uctakHyt koj Cumuhese,
OJIHOCH CE€ Ha Ha4yMH cepBHUpama jena. CumuheBa, y 3aBUCHOCTH O] jena, KOPUCTH YMHH]|E
dyeauke y3ane, naumke, oKpyaie, Kumrbacme niumke, oyzymsacme nodyo.ve, 4emeopoxyme...
WIM CEepBHUCE 3a pydaBame KOJU M JaHac mpeBasuiase MoryhHoctu rpabhancrsa. Ilpumep
cepBupama Ou@TEeKka TOBOPHM O MpeTepaHuM 3axTeBuMma Koje CumwmheBa mocraBiba Tpen

nomahwuiry.

ITo HajHOBHMjeM Ha4YMHY, yaecHu ce Ou(CTeK 3a cBaKy 0co0y y 3ace0HOj YMHH]IH, KOja
j€ HaunmeHa 3a Ty cBpXYy. Mcra je okpyrna. CpenrHa UCTe YMHH]E j€ Majlo U3UTHYTa
a HauYMIbCHA OTIPUIIMKE Kao MajylrHu 1yook Tamupuh (,,piccolo’); a uctu je omacan
ynyospeHuM okpyroMm. Ha y3Bumeny cpeamny mehe ce komaamh Oudcereka, a mo
ynyosseHoM okpyry pebajy ce ykpacu. [...] Kako ce Oudcrexk obuyHO jeme ca
¢dpaniyckom ciauntoM (Senf), cuma ce ucra y Maily 3a Ty CBPXY HAUUCHY MOJBHUITY
0e3 apiika Wil OOMYHY Maily IIKOJBKY; [...] @ MeTHe ce 3rogHo m3Mmely ykpaca aa

yBpcTO cTOjU. (MuynHa 1911: 44)

Vxpacu cy oBne 3amena 3a peu eaprupyre. Kao rpaha 3a Peunuk CAHY ekcrniepnimpano
je camo tpehe uzname Benuxoe cpnckoe kysapa. Y 00jaBJbeHE TOMOBE PEUHHUKA YKIJbYUYECHO je
npeko 300 mpumepa U3 OBOr m3nama. Haxamocrt, 4eTBPTO u3lame, Koje oOuiyje HOBHM
peunma u3 peunnka Munese Cumuh, Huje ykibydeHo y rpalyy. OTyzaa, BenTuKu, HEMO3HATH U

HETIPU3HATH 1mocao Koja je CumuheBa o6aBuiia ocTaje CKPUBEH U Ha OBaj HAYHH.

! Bubnmorpadcku mogany o pazmuauTUM m3namuMa Kyeapa Katapuna Ilonosuh-Muyunee HaBeneHn
cy y Jlonatky Ha Kpajy oBora paja.

2 HanomeHa u3naBada y Tpehem msnamy Kysapa.

3 TTo cBoj mpunuM, 0Baj KyBap je 00jaB/beH npe KyBapa Muumse.



*B.http://knjizenstvo.etf.bg.ac.rs/sr/autorke/katarina-popovic-midzina,
http://knjizenstvo.etf.bg.ac.rs/sr/radovi/veliki-srpski-kuvar-sa-slikama-za-upotrebu-srpskih-domacica
(mpuctymsseno 20. 10. 2022).

® Y 3aMeHMIIa MU y PasIMaUTHM OOJIMIMMa HMa caMo 21 T10jaB/bHBarb€, HIIP. y OMKMCY Pa3/InKe HAYUHA
Ha koju Kunesn u mu cripemamo tej. (Munmaa 1904: 337)

® OBaj npearoBop je MOHOBJLEH U y CBUM KACHUJUM M3/IaHHMA.

" OBO 1OT7IaBJbE j€ N30CTAB/HEHO Yy CBUM KaCHUJUM M3IaEmUMa.

8V (Xp. JI.: 1878) matu cy M IpeUIO3H 3a jEIOBHUKE PydKOBa Y 3UMY U Y JIETO, 3a BEYepy, Kao  3a
manu pydak (Gabelfrihstlick) nox Muyuaa y npBuM H3JamuMa He IOMHEE OpOj, BpeMe H peociie]
00poKa TOKOM JjaHa.

°V ,I'macy Llproropana“ ox 5. anpuna 1908. jecte ormac apymrsa ,,Hatomesuh koju oGasemTasa
JaBHOCT 712 je OBO JPYLITBO KYIHMJIO CPIICKY KEbIKapy U mrtammnapujy 6pahe M. Ilonosuh.

10 Henymepucana npBa ctpana 4. u3ama.

1 Mocrynno ma: http:/knjizenstvo.etf.bg.ac.rs/sr/autorke/mileva-simic. (mpucrymseno 19. 10. 2022)
12 Hemymepucana 3. ctpana 4. usnama (IIpearosop Munese Cumuh)

18y 5. wsnawmy Beauxoz cpnckoe kyeapa w3 1923, Munepa Cumuh je cactaBuia Maiy JOJAaTHY
HATlOMEHY O HOBHM IIpOMEHaMa y CaJIpKajy.

14 https://unitexgramlab.org/ (mpuctymmseno 15. 8. 2022)

5 OBne ce peu nedunumie kao y Teopuju pOpPMaIHKUX j€3UKA U y IPOTPAMCKMM CUCTEMHMA 3a 00paty
TekcTa WK kKoprmyca. To 3HaYW Ja je ped Ma KOju KOHAYHH HEMPEKWHYTH HU3 CMMOOJa U3 YHATpe.
yTBpheHe a30yke. Y TEKCTY OBaKBe peun paszBajajy cemaparopu (0OMYHO WHTEPIYHKIINjCKY 3HALIN).
16 Heke peun 3anucaHe TaTMHULIOM ce NOHaBJbajy. Hup. Triffel ce japma ykynno 14 myra.

17 JlurepapHu npuMepH Cy HaBeIEHU PEMa eIeKTPOHCKOM M3amy y CpnEamex-KopIycy KOjH CaIpKy
100 CPIICKHUX pomaHa 00jaBJbEHUX n3mel)y 1840. u 1920. Buneru
https://infoteka.bg.ac.rs/ojs/index.php/Infoteka/issue/view/21 (mpuctymbeno 17. 8. 2022).

8 Penocnen naBohema penenara 3a 4opOe je MCTH Mamme-BHIIE y CBUM OHOBPEMEHMM CPIICKHM
KyBapCKHM KibHUTaMa Kao ¥ y HeMadyKkuM KyBapuma u3 19. u ¢ modeTka 20. Beka.

1 Bugern: https://www.wikimeat.at/kueche-rezepte/kuechengeschichten/artikel-infos/die-regionale-
kueche-oesterreichs/ (mpucryrmbeno 28.10.2022).

20 33 Mununy je 6y6percroax Win 6y6pexcraua — Hupenbpamen, a He IyHeenopamen.

2L [Ipumep je u3 3. u3nama.

22 Kon Xp. JI. nyneenbpamen je nevenuya, ana u 6ugmex (Beefsteak).

2 Y y JepotejeBoM KyBapy Cy AumyH U 6badem Hajaenhe IOMEHYTH OU/BHH CACTOjIIH.

24 Kon Jepoteja ce Hammasu caMo Ha kpomnup. Y JlonaTKy HeMa Kpmoiie.

2 3a 0By canary ce HaBOJM Ja ce 000uja 20moea 3auurbena no cneyepajckum mpeosunama (Muunaa
1911: 472).

% Xnaoue pasnonuje ce nodujajy y kobacuuapnuyama (Selcherei) 2omose manko nacevene (Muynna
1911: 140).
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Jonarak. XpoHoioruja uznama Benukoe cpnckoe Kyeapa Muymuae:

1878. — Beauxu cpncku xysap : ca ciukama : 3a ynompeoby cpnckux oomahuya,

Cpricka kmuxapa 6pahe M. ITonosuha, HoBu Can, 505 ctpana.

1891. — Benuxu cpncku Kysap : ca Maoco 1enux u 8pao 8eumayku u3paheHux ciuka
: 3a ynompeby cpnckux oomahuya (2. mperienano u TOMHOXKEHO u3J.), Cpricka KirKapa

opahe M. [TonoBuha, HoBu Can, 394 ctpane.

19??. (npe 1911) — Beauxu cpncku Kysap ca mio20 1enux u 6plo 6eumayku
uspahenux ciuka: 3a ynompeoby cpnckux oomahuya: ca 00nyHama HajHo8uje2 NpaKkmu4Ho2
Kysara (3. MperiielaHo U YMHOXEHO u31.), M3aame cprcke Ki\buKape U IITamIiapuje

6pahe M. ITonoBuha y HoBom Cany, 537 cTpaHna.

1911. — Benuxu cpncku Kysap : ca MHO20 Jlenux u 8pJio 8eumauiku u3pahenux ciuka



: cpnekum domahuyama : ca 0OnyHama HajHosujee npaKkmuyroe Kyearoa (4. mperiie1aHo u
YMHOXXEHO H3]1.), YUYHUTEJhCKO JACOHHMYApCcKo ApymTBo ,,Hatomesuh“, HoBu Can, 660

CTpaHa.

1923. — Benuku cpncku kygap (5. mperienaHo ¥ YyMHOXKEHO u3J.), ,,Hatomesuh®,

Hosu Can, 545 crpana.

1930. — Benuxu cpncku xysap (6. periielano U MPOIINPEHO U3, ), ,,Hartomesuh®,

Hosu Can, 480 ctpaHa.

doToTHUIICKA H3TaHA

1990. — Beauxu cpncku Kysap : cpruckuM nomahumnama Hamucaia KartapunHa
[TonoBuha-MuynHa ; [He3aBUCHO ayTopcko u3game Mmupjane CredanoBuh, bomera
Munopanosuha, I'opue CramenkoBuha, JKuBke MapunkoBuh u CreBana Kopauha ;

JUKOBHO perewme boe Munopanosuh], beorpan — npema 4. nuznamy.
2007. — Benuxu cpncku xkysap Kamapune Ilonosuh-Muyune, IIpenroBop penpuHT
m3namy Benukor Cpnckor kyBapa - lparomup Pesbun Usapak, Gaucho, Kuknnna — npema

4. uznamy.

2013. — Beauxu cpncku kysap, y Kysapcko 6naeco y Cpouju; Interkomerc, beorpan

— npemMa 2. U3Jamy.

Cge wirycTtpanuje y TekcTy cy u3 Tpeher nznama Kysapa.
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The Legend of Midzina: A Supplement to the History of Serbian
Cookbooks

Katarina Popovi¢ Midzina's Great Serbian Cookbook, with its six editions from 1876 to World
War 11, is an indispensable source of information when it comes to the alimentation habits of the urban
population in the second half of the 19" and the early 20" century. This cookbook, however, does not
describe Serbian traditional cuisine, but presents to the Serbian audience a selection of dishes from
developed European cuisines, primarily the Viennese cuisine. In this light, this cookbook presents an
effort to name and describe in the Serbian language foods and dishes that until then were not part of the
Serbian food tradition, and therefore were not named. Although often cited according to different
editions, this work has not been the subject of detailed analysis. In particular, there are serious
differences between the third and fourth edition, mainly due to the efforts of Mileva Simi¢, whose
authorial role has remained completely hidden. In order to examine her role in the reshaping of the
Great Serbian Cookbook, a digital corpus consisting of the text of the third edition, which contains the
unchanged second edition, and the fourth edition was compiled. This corpus illustrates the language of
Midzina (second edition), anonymous users of the book (appendix to the third edition) and Mileva Simi¢
(fourth edition). Starting from the results of processing the corpus, the effort of both authors to develop
the necessary terminological apparatus in the Serbian language for describing culinary procedures and
products is recognized, which is reflected in “artificial expressions”, as MidZina calls them. These terms
(for foods or dishes) are Serbian coined expressions for foreign, primarily German, culinary terms. As
the corpus shows, the terms coined in this way did not always have a clear meaning and a precise
relationship to the foreign equivalent, and they were not in accordance with the already accepted
loanwords, as evidenced, above all, by the corpus of literary works from the same era. Starting from
Midzina's idea, Mileva Simi¢ adapted the text of the recipes to the tastes of the users at her time, omitting
unusual ingredients. Also, terminologically, she separated numerous culinary concepts that MidZina did
not discern. The paper shows the evolution of the texts of these cookbooks and analyses examples that
show their differences in the authors’ naming of ingredients and dishes, as well as the relationship to
later accepted terminological solutions, primarily in the cookbook by Spasenija Markovi¢, known as
Pata’s Cookbook.
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Jeaena J. lumurpujesuh, 'anaujesa u Taroposa cappemennua

VY oBoM pamy je peu o omuocy Jememe J. JmmurpujeBuh (1862-1945), kmmkeBHHUIIE,
(heMUHHCTKUEE W CBETCKe IyTHHIE, NpemMa Mammju w3 moba I['ammmja m Taropa. Jemema J.
Humutpujesuh je nyOoko cBecHa ['aHanjeBUX neja, ajau UCTO TaKO U OJaKUX pePOPMUCTHUKUX HJEja
necHuka Taropa, IITO ce CBE IpejiaMa Kpo3 BeHo Buljewe npuirkoM nocere Uuauju 1927, romune.
AyTOpKHHA aHTUKOJIOHHjaIHA U PEMHUHHUCTHYKA CBECT, KA0 M IOTJIe]] CBeTCKe myTHHIe u3 Cpouje, najy
moceOHy MePCHEeKTUBY OBOM IMyTomnucy. Y pany cy kopuithenu nytonucu Jenene J. JumurpujeBuh, ox
KOjuX je npBa Kibura odjassbeHa 1940, a motom 2016, nok je apyra kmura, Cedam Mopa u mpu oxeauda,
tek 2020. y nenuHu TpaHCKpuOOBaHa M3 pykomuca dyBaHor y Hapoamnoj OubGmuorern CpOuje u
o0jaBirena. Kopumhene cy u mecme, Takohe u3 pykomnmca y oBoj OuOmmorenu. TekcT mpukasyje
AQHTUKOJIOHHjAJIHU CTaB OBE ayTOpPKE M MOAYAapHOCTH ¢ [aHaujeBoM Haur(uCTUYKOM MHUILBY H
JeNIalkbeM, Kao M HEHO pasyMeBame TaropoBOT aHrakmaHa, Bedy usMeljy ociioboaumiiauke Oopoe y
Cpbuju u Unauju, Te Be3y ¢ mocieaniiama KoJoHujanu3Ma y Erunty o xojem muiie y IpBOM Jeny
HaBezeHor mytonuca. [TocebHo MecTo 3ay3uMa MUTamkE MOJI0XKaja KEHe.

Ksbyune peun: Unnuja, Jenena J. Aumutpujesuh, ['anau, Tarop, myTonuc, aHTUKOJIOHH]jaTH3aM

Jenena J. JlumutpujeBuh je NMeCHUKWIbA, CBETCKA MyTHHIA, XyMaHUTapHA PaJaHUIIA,
,BHJIOCTIOBKA", KAKO ]y je MajKa 3Baya. JeZTHOM MPUIIMKOM 32 Y je peueHo: ,,Jep oHaj Ko ce 3a
cnobony 6opu, Taj 30MIba ca BuJIama ropopu, a Jenena J. lumutpujeBuh ce y HajBehoj mepu
3ajlarajia ympaBo 3a cio0oay W TosiepaHnujy. Mako HHje mMana IIKOJICKO 00pa3oBame —
oOpasoBana ce koja Kyhe, untajyhu kmure u3 Oorare 6umbIMOTEKE cBora OpaTa Mo Majiuu —
Hay4HJia je HEKOJIMKO EBPOICKUX je3HKa, a y3 HHX U TYpCKH, YBEK OWiia OTBOpeHa Ipema
HOBHM Ca3HambHMa U YBEK CJII000IHOT ayXa.

Y nobu on 64 romune, Jenena J. JlmmutpujeBuh 1926. kpehe Ha myTt oko cBera: u3
‘Benose kpehe na Mcrok, y Erunar, I[lanecruny, Cupnjy, Jluban, a norom y Unaujy, Kuny,
Jaman u Amepuky. OHa je Taja UCKyCHa ITyTHUIIA U CIIKMCATeJbKa, a Pe3yiTar TOT IyTOBamba
jecte myronuc Cedam mopa u mpu okeana y B€ KibHre, kao U Hu3 mecama.” Ilocera Mnauju
YHHU CKOPO YUTaBY J[pyry KEbUTY OBOT IIyTOIHCA, & TO j€ YIIPaBO BPeMe Y KOM y OBOj 3eMJbU

nenajy aBe BedMke JauuHocTH — Maxarma [amam (Mahatma Gandhi, 1869-1948) u
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Pabunapanat Tarop (Rabindranath Takhur, 1861-1941), uuju cy cTaBOBH O CII000H, HAIH]U
1 TI0JIOKA]y ’KeHa, Ma KOJIMKO MelyycoOOHO pa3imuyuuTH, Yy OCHOBHU OJINCKM CTaBOBMMA HaIllle
nytHuie. Mako ['anauja Huje cycpena, a Taropa jecte caMo Ha HEKOJIMKO MUHYTa, CJI000IHO
MOXeMO pehu 11a, y KOHTEKCTY HBHUXOBUX MHCIH, MyT Ooko cBera Jenene J. Jlumutpujesuh

noctmke y MHAMjM Gpumo30(hCKy 1 MOTUTHIKH KPEIISH 10. 2

Penuruja u Bepcka ToJiepaHuuja

[Tyronuc Cedam mopa u mpu oxeana y NETUHH OJUIIE TOJIEPAHIN]OM KaKBY JOCEKY
peTKo 00pa30BaHU W OTBOPEHHM JbyIU. 10 ce Hajmpe BUAM y NMUTamuMa penuruje. Kaksa je
penurno3Hoct Jenene J. umutpujeBuh? ¥V cBeMy IITO YMHH, YBa)KaBa jeIHAKO CBE PEJIHTH]E,
alli je HEeHa CEH3MOMIIHOCT Tpe CBera ecTeTHuKa, MOJEPHUCTHYKA, a HheHa Bepa jecTe
noeTusanyja cBera. Tako, Ha mpumep, y Jepycaiumy, jeAHy TpaBOCIaBKY, aldl |
KOCMOTIOJIUTKHIbY, HE CIIpedaBa a y MUCTUYHO] THIIMHY, Y YHyTpanmocTn OMapoBe [jamuje,
JEIMHCTBEHOM CIIOMEHUKY jyIe0-XpHITNaHCKE U UCIaMCKe Bepe, oceha MpUCyCTBO HajBHILIET

buha u 1a My ce HECBECHO MOJIH:

Mecro e ce Mojcuje monuo bory. Otucak Xpuctose crore. [Imoda Ha K0joj
je Omap knamao. Mojcuje, Xpucroc, Myxames; CBe je U3MELIaHO, TIOMEIIAHO; CBE je

obaBujeno BesoM Muctuke u Mucrtepuje... Kakse xontpamukuuje!® (Dimitrijevié

2016: 314-315)

Jla Bepa Tpeba ma Oyne ugpcma, alnu HE U Kpyma, MOXAa HajOOJbe HA OBOM MECTY TMOKa3yje
,ocBemhena™ penurunosnoct Jenene J. JIumurpujeBuh. Mako KOCMOIOIUTKUEA KOja
ITYXOBHOCT JIO)KHBJbaBa Kao OIIITY, jeHHCTBEHY W CYIITHHCKH UCTOBETHY MOTpeOy JbYaH ca
CBHX MEpHHjaHa CBETa, CPIICKA IyTHUIIA HE MOYXKE JIa CE OTPTHE O] M3BOPHE OCET/FUBOCTH 32
,,CBOJY** IIPaBOCIIaBHY BEPY, OHY KOjy je YCBOjUJIa OJ] ICTUI-CTBA U HajpaHuje miagocTH. OHa
AyOOKO TOIITYyje Mpenadky Tpaauuujy — Oaka mo ouy Xayu-Pyxa je Ouna Ha Xayuiyky,
OMOIMjCKe CIIMKE W TTOPYKE CTATHO CY jOoj Ha yMy JOK Xoau Kpo3 CBery 3eMipy. Tako ce Ha
nmoMeH MaciuHoBe Tope 3arakana: ,,Huko Hukam He Ou momwucino na he xpumrhaHcke
CBETHUIbE OBAKO yTUIATH HA HEKOra KOME Cy CBU JbYAM jelHAKW, Ma KOjy Bepy BepoBaiu‘
(Dimitrijevi¢ 2016: 283). Hanocnerky, YBpCTA Bepa, TOJIEpaHIyja,
(dacuuHaMja MyATUKYATYPHUM OJ1JarOM MUCTHYHOT U MUCTEpHUO3HOT VcTOKa, TO OM YKpaTKO

OWIM KyITYpHU M TIOCTCKH CaJIpKaju Koje Hallla CIIMCATEJhbHIla YIUTaBa Y CBOj MyTONHUCHH



texer? (Pypuh 2013). Ann, y jetHOM paHHjeM, Takohe MyTOIMICHOM TEKCTY — 30HPIH Moe3Hje
Ha Oxkeany u npexo Okeana (y pykonucy 542 y Hapoanoj 6ubimotenn Cpouje), AaTUpaHoj
Ha byjopk 1920. roguHe, moa BUTMAHOBCKUM HAcCJIOBOM ,,llecMa o MeHHU®, IOCTOJU CTHX:
,,Kaxo je bor (i npupona, jeaAHo UCTO)™, ITO MOKa3yje CBOjeBPCHH MAaHTEU3aM KOjU HUYUM
HE O/Iy/Iapa O]l lbeHE BEPCKE TOJIEpaHIIHje.

Ha cnmmuHMM XyMaHHCTHYKHM TIO3HIIMjaMa HECYMELMBO CTOjU U ['aHIMjEeBO TTOMMamhe
peNuruje u mbeHe yJore y 4OBEeKOBOj camocmno3Haju. [lo3HaTo je Ja ce HmeroB XWHIyH3am
MoJy/apa ¢ HEKUM CYIITHHCKUM OJUIMKaMa XpuIrhaHCTBa U Mclama Kao IITO je, Ha IpuMep,

Y3BUCHUBAKE Y ITIOHU3HOCTHU:

OHaj K0oju Tpaku UCTUHY Tpeba /1a Oyie MamHy OJ1 TIPaIINHE... TAKO TOHU3aH Ja
ra 4Yak IMpamuHa Moxe 3rasut... Jlujamor wusmel)y Bacumra (Vasishtha) wu
Bumsamurpa (Vishwamitra) HeoOuuno jacHO oBO ocBjeTsbaBa. KputhancTBo u ncinam

takole Ha To jacHo yka3yjy (Gandhi 1966: 8).

Mebhyrtum, nok Jenena J. lumutpujeBuh npeHOCH CBOje MPAKTUYHO UCKYCTBO C ,,JIUIA
Mmecta®, ['aHau CBOje CTaBOBE M3JIaXKe YONIITEHUM (PHUI030(CKO-TEOPHjCKUM HapaTHBOM:
,Aneanmm kojuMa ce PyKOBOIMM Y JKUBOTY NMPUXBATJBUBH Cy 3a I€J0 YOBEYAHCTBO. [...]
Bepyjem y amBuaty... cymtuHcko jemuHcTBO cBera skuBor (Iammm 1970: 3, 100). ,Ilox
pEeNUrujoM cMarpaM He (popMaiHy peiurujy, Wik yoOudajeHy pelurujy, Hero oHy Koja ce
HaJla3d Y OCHOBH CBUX pEJIMIHja, OHY KOjy HAac JOBOJIM JIMIEM Yy JIMLE Ca HaIluM

Creoputespem™ (Gandi 2014: 65). Hajzan,

TO LITO CaM JKEJIHMO J1a TOCTHTHEM... JeCT ycCaBplIaBame CBOj€ JIMYHOCTH KaKo OuX
MOTao0 JIa ce CyOourM ¢ GOroM Juie y Jue, Aa goceraeM Moxkma (Moksha).® Cmucao

MOT TOCTOjama U KUBJbEHA CACTOJU CE€ y aHTAKUPAHOCTU U Tparamwy 3a OBUM LIUJbEM

(Gandhi 1966: 6).

TaxBa aHra)koBaHa PEIMTUO3HOCT, KOja MOIpa3yMeBa Ipe CBEra KOHTHHYUPAHU paj] Ha
cebu y moTpasu 3a ugpcmom ucmurnom (dyBeHa je ['aHaujeBa TOKTpUHA O caTjarpax, JecTe
3ajeTHMYKA OCHOBA Ha KOjOj TTOYHMBAjJy U U3 KOj€ CE pa3BHjajy OCTajie BUTATHE BPEAHOCTH KOje
nene Jemena J. JlumutpujeBuh u [aHmu: MOHU3HOCT, CKPOMHOCT, Y3IpP>KJBUBOCT,
TOJICPAHTHOCT, TPIEJBHBOCT, YIIOPHOCT, XpaOpOCT, CaMOMOKPTBOBAKE, ONITUMHU3AM U, U3HAT

cBera, Jby0aB mpeMa JpyruMa W Jpyradyvjuma, jep HeMa H3rpaame HJICHTUTETa 0e3



MOIITOBAMA, CIIO3HAkA M CAXKHBJBEHA C alTepuTeToM: ,[lomenuTn jpydaB npyruma 3Hauu
3HATH KaKo MOIITOBATH ceOe. 3HaTH Ha KOJU HAYHMH ceOe mpeno3HaBatu y iuMa.* C THM y BE3H
jeé M YOBEKOB IYXOBHHU DPa3BOj KOjU YCIOBJbAaBa pa3Boj APYIHX: ,,AKO jelaH YOBEK pacTte
JyXOBHO, II€0 CBET C€ JYXOBHO Pa3BHja, a aKO jeJaH YOBEK majna, u 1neo ceer naga” (lanmu
1970: 100).

JlyxoBHOCT W WMaruHamuja cy u 3a Jeneny [dumutpujeBuh BpxyHcke mohu Kkoje
Jbynicko Ouhe mocenyje u Koje Tpedba MaKCMMAaJIHO Ja UCKopucTH. YecTa je, Ha mpuMep, HheHa
CHHTarMa Jia ce HEUITO JelaBa ,,lipea OYXosHuM ouuma HammMm*, y OyjHOj (aHnTaszuju muim
MMarvHaluju Koje peKpenpajy Tako3BaHy MCTOPH]CKY, TOKYMEHTApHY CTBApHOCT YMHEhH je
IUIEMEHUTH]OM U ,,pelurno3arjom™ . Kommko je IMarnHapHO, IPEHETO YCMEHNM MPEIahEeM O]
Majke u Oake Xayu-Pyxe, jaue o]l peasHOTr, TO jeCT YYyJIHHM OYMMa BUJJBHBOT, MOKa3yje
MCKYCTBO Hale crnucaresbke Ha CBeroM rpody: ,,M Tana je Moja neTuma riiaBuna ouna myHa
qyHUX 3aMHCIIM M TPEICTaBa, KOjUX HE MOTY J1a c€ OCI000MM YaK HH IOIITO CaM Gudend

Xpucros ['po6!... (Dimitrijevi¢ 2016: 299).

IIpea kwuza nymonuca — Ecunam

Coumjanna Henpasaa u nauuduzam

Ha nyty oko cBera Jenene J. [lumutpujeBuh Erunar je jeana on npBux cranuna. To je
3eMJba y K0jOj 3aTH4e MHOTE CYNPOTHOCTH jeHe Mokpaj npyrux. [Iyryjyhu ox Anekcanapuje
no Pamnea mpomia je mopes JMyKCy3HUX Kyha, JIETHHKOBalla alleKCaHAPUJCKE U KaUPCKe
roCrojie, aju jy je MO M3JacKy M3 MpeBo3a J0YeKallo KONTCKO celo oja Omara. AyTopka
KOHCTaTyje ¢ MHoro ropumse: ,,ColujajHa mpapaa ucTa kpo3 csa Bpemena.”“ ® To je
CHpPOMAIITBO KaKBO JIO TaJa HHjE BHUJIENA: CEOCKE KEHE HE JKeJie WM He CMejy Ja TOBOpe ca
CTpaHIIMMa, YaK HHU ca CTpaHKWEama, Kyhe He JIu4e Ha JbYJACKa CTaHWIITa Beh Ha rommiie
MyJba, a y BbIMa CTOJIyje Topka 6ena. Y jenHoj Kyhu BUIHM Kako y yIITy JIEXKH KpaBa U IPeKHBa,
a 'y Ipyrom Kyty OoJiecHa ieBojka jeuu. ,,Kpasa je jexkana Ha mamu of KyKypy3a, IeBojKa Ha
cmamu ox mupunya” (Dimitrijevi¢c 2016: 108), mumie, moasirauchu oBUM Mapaienn3MoM
KOJIUKO j€ JXHBOT ceJbaHKe y Erumrty maneko oj MUBWIM3AIUjEe U OCHOBHHX 3JIPABCTBEHUX
HOPMH.

Jenena J. JlumutpujeBuh je g0 Tama Beh MHOro myra mokasaia Ja je aHra)xoBaHa
ayToOpKa, aju OBJIE JaCHO BHJIUMO TPEHYTAK y KOM BHWIIIE HE CamMo Jia MHIIE U onwucyje, Beh

3axTeBa MPaBIy U 32 BY ce BepOAITHO OOPH COTICTBEHUM TJIACOM U TIEPOM.



3rpo’keHa MCTOPH)CKHM 3HA4ajHUM MMEHHMa KOja Cy 3Hauyujia paToBe W yOujame, U
BOJIMYECBOM IPO(EeCHOHATHO J0OPO M3BEACHOM, ajll MEXaHWYKOM IMPUYOM O Modemama Haj
HenpujaTesbuMa, Jenena J. lumurpujeBuh ce peTopcku nuTa — 3ap HUCY CBU OHU OWJIM MCTH U

3ap HHUje paT yBeK camo yOujame U mibaduka? M onpuye ce cuke BeluKe UCTOpH]je:

O, xBaja BaM Ha cnaBornojkama mocBehenum Pamsecy Jlpyrom u Cerocy
Tpehem! Heka kpBosmounuke Benuyajy Mymkapuud ako xohe — sxene Hehe. Kps,
rpoboBu! Moxa cy ce oBe KeHe U3 HapoJa, OBJe, Y MucHpy modvelie yBUjaTH Y LPHO
jomr ox1 patoBa, y outkama nmoa Pamzecom Jpyrum u Cerocom Tpehum; n HaBUKaBITH

ce Ha HpHUHY, He ckuaajy je (Dimitrijevi¢ 2016: 227-228).

[Marmmduzam Jenene J. [lumutpujeBuh HUje HU ClydajaH HUTH CaMoO JEKJIApaTUBaH,
MOHAajMame 0e3pa3IoKHO BE3aH 3a KeHE U BUX0Be cynouHe. Kao u conujamHa Hempasaa Kojy
j€ Hala MyTHHIIA JaCHO YBUJIENIA U Ka0 YMEH-CHUIIA J1a 3JI0 HEMOTPEIIMBO YBEK HajBuUIIe Toraha

KCHC. !

AHTHKOJIOHHjAJIHA CBECT U MpodJieM npocBeheHocTn

AHTHKOJIOHHjaJIHA CBeCT W mpobiem mpocBeheHocTu jecy Teme Koje Jemena J.
JlumuTpujesuh mpopiaun kpos yurtas myromuc.® Pasrosopu y xoteny, ¢ jenuum Enrnezom u
jennuMm ErumhanvHoM, mokasyjy miTa 3HauM KosnoHu3anuja. KpuBuity 3a Oeny y Kojoj ce
Erunar nanasu, Erunhanwn cBasbyje Ha Enrmese. OH TBpau ma je HeszaBucHocT Erummra
npuBU, jep je mpasu kpasb [lopu Jlojn (Sir George Lloyd), a @yan (King Fuad 1) camo ¢urypa.
OropueH je 300r Tora mro ce mkosie y Erunrty 3arapajy: no meroBuM peunma, 1922. ronune
3aTBOpEHE Cy TPHUIECET ABE IIKOJIE, MMCMEHOCT je TeK CelaM OJICTO, a KEHCKa Jiela Ha Celry
notyHo cy Hernmemena (Dojcinovi¢ 2016: 31). Jloaaje 1a KOJOHHU3aTOPH TO pajie ¢ TUIAHOM J1a
OU JaKie MmojjapMUiIN KOJIOHH30BaHEe: HEMPOCBENEHOCT Jby/ie YNHU MOMJIOKHHUJUM POIICTBY
jep He 3Hajy 3a Oosbe. [pyru caroBopuuk Jenene J. JlumutpujeBuh, Enrnes, uma cacBum
JIpyravyuju OJHOC IMpeMa oBoM npobsieMy. Kana ra ynmura 3aiiro je erunarcki HapoJ[ Ha ceny
MOTIYHO HEMpocBeheH, oH joj oarosapa: ,,OCTaBUTE MX, BEJU OH, Y BBUXOBOM HE3HaWYy, Ja Ou
ounu cpehnu. 3ap cMo My, BH 1 ja cpehnu mro cmo npocsehenu? (Dimitrijevi¢ 2016: 177—
178). Ayropka jeZHOCTAaBHO NPEHOCH HEroBe peur, 0e3 KOMEHTapa, jep je LUHH3aM

KOJIOHM3ATOpa OYHUTIIC/IaH M TOJUKO JTUPEKTaH Ja CE O] Bhera JeTHOCTABHO 3aHEMH.



/Jlpyza kwuza: Huouja

Nuaunja u Cpouja — Tema naTpuoTu3mMa

V apyrom feny myTomnmca, y neinunn odjaibeHoM Tek 2020,° HacTaBbajy ce oBe TeMe.
Jlujanomka ciieHa u3 moriassba ,,[lypu* usriena kao mapanena ¢ paropopom y Erunry. then

CaroBOPHUK jOj CAaOIILITaBa:

— OcraBwm Hac 6e3 mkose (Exrnesn), HactaBa HUje coboaHa. A unMe hemo
rmahatu oBakBa cupoTruma? CBe M3HECOIIIE U JOIT H3HOCE: OMcep U3 HAIlIMX BOJIA, AParo

Kameme u3 Hamux ropa (JAumutpujesuh 2020: 174).

Y nmajeM TOKY pas3roBopa, Kaja 4dyje OJaKie J0ja3u, HeH CaroBOPHHK W HETOB
mpaTuIall joj ce ¢ MOITOBamkeM AyOO0KO MOKJIOHE. ,,He mokioHume ce, HapaBHO, MEHH, HO,

JyHa4Koj ¥ Masoj, anu Benukux uMmena Cpouju.” 1 To Huje peTKocT:

by, majky mojy, Cpbujy, Mo nmpocTopy mMaity, Tako Majy, o3/paBjba OTPOMHA
Nunuja! Mako oBo noxuBibyjeM y MHAM]H, y CBaKOM EF,€HOM MECTY, TOTOBO CBaKH JaH,

UIaK Me JUpa U, ca pajocTy, yBek 3amiadeM (Jumurpujesuh 2020: 174).

Taj uuH je omaBame NMpHU3HAKHA 3eMJBM KOja ce OcI0o00MiIa CBOJUX TIA4YUTEsha U
JETHOBpPEMEHO MO3UB Ha TOOYHY, Ha 60pOyY MPOTUB HETIpHjaTesha KOjU OTUMA]y U Tiade. JereHa

MOJIBJIAYM Mapajely ¢ OHUM IITo je Beh mokuBena Ha binckom HCTOKYy.

Jlpyra 3emsba, ApYrH HapoJ, a >KaJoIlOjKe MCTOBETHE ca oHMMa y Erumry,
[Tanectunu, na u 'y Cupuju.
,lTta he EBpona y Asuju? IllTo He cenu xox cBoje kyhe W He Tiena cBojy

nemy?”, oyne ce (Jumurpujesuh 2020: 174).

[TyToBame Jenene J. [lumutpujesuh mo Muauju 3amoueno je y pedpyapy 1927. rogune,
y bomb6ajy. 3namo na je Bugena u Llajnyp, Henxu, Kankyry, benapec. Ha nmponyroBamy ce

HAalllIa ¥ y CUTyalluju Aa ApXKH MpenaBame o Cpouju jeaHoj rpynu aeBojaka. OHa 6enexu:



C kakBOM Cy M€ MaXXKEOM CIIyIIajie, KOJHUKO CY MJbeCcKalle KaJl caM, YKpaTKO, HapaBHO,
MpeJrcTana CIIaBHy UCTOPHU]Y CPIICKOT HAPOJa, O IMOYETKA, oA TypIuma, 10 HaIInuX
nana. [Iibeckane cy Mu, Kiiamale cy MU ce, TO JeCT CPICKOM Hapoqy, W JbyduMa W3
HapoJa, OHMMa TO Cy AUriau npotus Typaka npammasuM Tornosuma. M xao na cam
CBaKoj W3 ouMjy npounrana: ,,A mu? A mu?” U moue ce paroBop o ['aHnujy — THX

pasroBop, AMCKpeTaH, Kao kaj ou pekno: ,Ilct! U myBap uma ymm.* (umutpujeBuh
2020: 86).

Y caMmoM ImyTONuMCy OHa HE pacmpasba 0 I'aHIMjeBUM HiejamMa, aTi Ha HeKOJIMKO MecTa
MoKa3yje KOHMKo je ['anau cCkpeHyo nmakmy Ha OHO mTo ce y Muauju 36uBa. BbeHo 3anarame
3a IyX ToJiepaHIlyje 1 3a ocnodoleme, HecopHo je: ,,Hema Tora mytHuka koju gohe y Uunujy,
cana, y ['annujeBoM mokpery, koju He Muciu o cynounu Muauje” (Aumurpujesuh 2020: 88).

Ha npyrom mecry nuie:

Xunaycu cy cBu 0e3 pas3iuke y ,,HapOJHOM KOCTUMY®, 3a KOju UM [aHmu
npernopyuyje Aa ra 100po uyBajy. A oHH, ciaymajyhu cBora JyXOBHOT Bol)y, BpIie y
JEIHO WCTO BpeMe JIBE MAaTPUOTCKE TY>KHOCTH: 4yBajy HApOJHO OJIEJ0 U OOJKOTY]y
eHTJIecKy poOy. Y3rpen na KaxkeM, Ja c€ Taj XMHIYCKH HApOJHU KOCTUM CacTOjU U3
KoMmajia Oeyor maMy4HOT IJIaTHa, 00aBUjEHOT OKO TOJMX Oenapa, M TOpmke XaJbuHe,
CIIMYHE 00MYHOj 0€J10j MYIIKOj KOUTYJbH U TEUIKUP OKO IJIaBe Kao HEKH TypOaH: CBE
O] MH/IMjCKOT TTaMyKa M WHAMjCKOT IUTaTHA. VIcTHHA, XaJbHA INTO JIMYM Ha KOIIYJbY
Kao /1a He CI1a/la CTBAPHO Y HAPOJHO OJIEII0, TIOIITO Cy TOPe MHOTH TOJIM MIIU €A LIaJIOM

OaueHnM npeko ronmx pamena (Jumutpujesuh 2020: 87).

A y mnornaBby ,llo rpamoBuma payga u wmaxapapa y Papnyranu®, Jenena J.

JumuTtpujeBuh MeauTHpa UCTIpe] jJeAHOT XpaMa y Y 1ajuypy Y BpeMe Beuepmhe MOJIUTBE:

Tonuku crynupajy y EBpornu, HapounTo y EHrneckoj, a octajy BepHH CUHOBH
CBOj€ 3eMJbe; JKHBE O IPSBHOT HACIIEICTBA OCTaBJbEHOT MM 01 mpezaka [...] Kao mro
I"anr, cBeTa peka, He MEWa CBOj TOK, TAKO M HApOJ HeH, XUHIYCH, HE MEHA]y CBOjE
obuuaje. [Tornenajre Maxarmy ['anauja. UyBa uM cBe HapOHO, 1A YaK U HOIIKY Majia

je crynupao y Enrnieckoj (Iumutpujesuh 2020: 133).



AyYTOpPKMH aHTHKOJIOHH]aJTU3aM KOjJH MMPUKPUBEHO WIIM OYHTIICIHO ITPOBEjaBa KPo3 I€0

MyTOIHC MOX/IA j€ HajeKCIUTMIIUTHU]H Y OBOM OJJIOMKY U3 Tloeme ,, M uaamja‘:

Kako 6ux, kako 6ap Boha ia cam,

He cBuma,

Camo oBuma

[To japam HOCE Kao BO

Jep HUT’ ce OyHe HUTH NPKOCE;

Nn na npobyaum mux — Uctok ket —

[Ito Bepyjyh y harym 3abopaBuiiie 4ak u 1aTym
Kan um je japam MeTHYT Ha Bpar.

N kao BOJOBH IITO PUKHY,

OHHU 12 BUKHY:

,HarmoJbe, yJbe3u, ¢ HalllUX JIeI0Ba Tia,

Crapor, Benukor, cBeror Tia!‘

I'poMKoO 12 BUKHY Ja ce mpoOyau IOHOBO 3aUMaJIH CBET.

(Jumutpujesuh HBC: P 542)

IIncma u3 Uuamje: Tarop u I'anau

[ToceGan cermMeHT npyre Kmbure myronuca unHe [lucma uz Huouje. To je jenan on Tpu
TEKCTa M3 JAPYTOT Jieya MyToNuca KOjH ¢y 10 cana objasisenn.® 3anpaso, ITucma uz Hnouje
o0jaBjbeHa Cy JABa myTa A0 cajga, npBu nyr Beh 1928. romune y wmsnamy Haponnor
yHHUBep3uTeTa y beorpamy, ok ce HOBO u3aame, koje je npupeania Axa Crjespa, 10jaBHUIIO
2017. roguHE W TO ¢ IPEBOAMMA Ha €HIJIECKU U XUHU je3uk. Cama Jenena J. JlumutpujeBuh
je onpikana nmpeaaBame Ha HapogHom yHuBep3utety y ¢pedbpyapy 1928. roaune, koje je 6miio
1106po noceheHo ¢ 0631POM Ha MOMYIAPHOCT Halle ayTopke.

ITucma uz Unouje cy peniopraxa Jenene J. lumutpujesuh o cycpery ¢ Pabunnpanatom
Taropowm, Koju je y TOM TPEHYTKY CBETCKH IMO3HATH nucall. Tarop je mooro HobGenoBy Harpamgy
1913, a y beorpany je 6opaBuo y HoBemOpy 1926. roqune, kana je Haimia aytTopka Beh Owmra Ha
MyTy OKO CBeTa. BepoBaTHO 11a cy 710 e AONpJie BECTH O KPAaTKOM alld 3Ha4ajHOM OOpaBKYy
[Tecuuka y beorpany u moxnaa je umana ocehaj na je mpomycTtuia Baxan gorahaj. Ho, ona

MUIIE J1a je JKejelia Ja Ta CpeTHe Ko Kyhe, mTo je cBakako moceOHa mpuiauka. Omuc Tor



MyTOBamka, HaMepe, KOHTEKCTa M CaMOT CyCpeTa YMHE O] OBa JBa MUCMa CaBPIICHY KEbHKCBHY
peropTaxy.

ITpBo nucmo, natupano u3 Magpaca ox 11. mapta 1927. y crBapu je rmaBa XXVIII
apyror aena mytonuca Cedam mopa u mpu okeaua, moJ Ha3uBoM ,,Y Kankyru, TaropoBa kyha
6e3 Taropa®, mok je nmpyro nmucmo, Takohe uz Manpaca on 12. mapta 1927. y cTBapu riaBa
XXIX -,V nocetn Taropy y CanTunuketrany*. JeauHa pasivka u3Melyy mraMmaHor TeKCTa
Ilucama M PyKONHCHOT TEKCTa IYTOMHCA jecTe OJCYCTBO HacioBa y [lucmuma (Koju cy
M3BECHO HAKHATHO JaTH KaJl je ayTopKa clipeMaia jeIMHCTBEH TEeKCT MyTOIHCa) U OJICYCTBO,
TO jecT OpHcame IaThparma y IMyTONnuCy. Y HallleM paay IMO3MBaMoO Ce Ha PYKOIHCHU TEKCT
MyTOIHCA.

VY oBUM mHCMHMa, KOja Cy M TOrjaBjba myromnwuca, Jemena J. JlumutpujeBuh Hac
o0aBelTaBa Jia MOCTOjU CYNPOTCTaB/LEHOCT Ueja u npuctanuia Taropa u ['anauja, anu u na
HCHH CarOBOPHUITM YIJIABHOM Ka3yjy Jia mocToje nBojuiia Hajsehux MHmyca y ToM TpeHyTKYy
3a KOje CBM MIMajy IOJ]jeHAKO MOIITOBAKE U AUBJbCHE, 11 YaK U Taje KyJT JMYHOCTH. ,, Tarop
neBa marpuoTrcke mecme, ['aHam Tpaxu cinodomny Muammjy* (Jumwurpujeunh 2020: 142).
Paznuka je y Tome mto je Tarop pedhopmucta, a 'anau peBoiyIIOHAp, ¥ OHA TO YKEJIH Ja
MPUKaKE HAa KIbIKeBHU HaunH. CacBUM Y IyXy BECHUX ,,JPaMaTH30BaHUX MPHIIOBECTU", KOje

u Ucunopa Cexymuh Haciyhyje y npuxasy myronmca Hoeu ceem,'?

a KOoje CMO MOIJIH Jia
npeno3Hamo U 'y [ucmuma uz Conyna, te 'y npBoMm aeny Cedam mopa u mpu okeamua,
MOHAjBUIIE y CYCPETy C ,,pYCKUM IyCTHIHMIaMa®, Halla ayTopKa IMPHUCYCTBYje jeTHOM
peunToM mujanory. Hanme, Ha Kele3HUYKO] CTaHUIIM, JIOK YeKa BO3 Jla OJIe 10 MecTa Y KOM
Tarop xwuBu, uyje pacnpaBy u3mel)y TaropoBua u ['aHmujeBiia, y MaHUPy aHTHUUKHX H
PEHECAHCHUX JIMjaJiora.

VY tom nujanory Taroposar TBpau na je IToet (Tako u3 jbyOaBu 1 momToBama Taropa
Ha3WBajy HETOBU 3eMiballi) y3 EHrnese, jep 3Ha na UHmycu He ymejy Aa Blanajy, u jep moa
OpUTAHCKOM YIIPaBOM HMMajy KeJIe3HUIIe, TIyTeBE U JIeTie 3rpaje, a [ anaujeBamn My oaroBapa
Jla je TO CBe HHUXOB HOBAIl U WmuxoBa cHara, na 200.000 Enrnesza Bnana Hang 326 mumimnoHa
NPUIAIHAKA UHAWJCKUX Hapoaa U uckopuirhasa ux. Taroposar 3amepa ["annujy mro je jeo ¢

MyClIMMaHuMa, a ['anaujeBair kaxke 1a 6e3 MycliMMaHa HUIITa He OW MOTJIH Jia yUrHE, jep, HaKo

nma camo 70 mununona mycinuMana cripam 200 munmona MHpayca, caBes je HEONMXO0/1aH.



,OH He Tpeae Ja MmoacTude 3a 00jKOT pobe m3 MaHuecTpa, KakO HETOBH

MPOTUBHULM KaXy Ja OM ra MOHOBa cTpnajiu y 3arBop: ['aHau mpene OCHOBY 3a

cnobonny Muanjy* 3aBpiu [anaujesarr.

,»A ko he ucnpectu notky? Ko?* — mura Taroposar ¢ uponujom. 3ap Mu,
Nunycu? Mu, Uaaycu, HUCMO HU AWTUIOMATH HU BOjHUIM. Mu, MHTycH mOeTCcKu cMo

HapoJI, u camainuie cMo, 1 MOuctruapu* (JIumutpujesuh 2020: 149-150).

OBgaj apamorer koju Jenena J. lumutpujeBuh npeacraBiba Kao paHojyTapwky pa3roBop
Ha CTaHWUIIM XOBpaxX, Ha K0joj 4eka Bo3 A0 CaHTMHUKETaHa, WIYCTPyje OHO IITO je IO
MUIILJbEHY BUXOBUX TPUCTATNIIA OCHOBHA pa3nuka uzMel)y Taropa u ['anauja.

Cnuuny cuieHy noxkuehe u kacHHje, y pa3roBopy 0 KoJIOHHjalTHOM 311y Y [lypujy koju

cmo Beh moMenynu. FbeH caroBopHUK joj je Taia peKao:

— Mu cmo mupan u mnoOoxaH Hapon, a He mnpocsehen. IIpocBehenu
pesonupajy?? — ero, ['anau; HenmpocBehenn mose ce OOroBuMa W TMpeaajy ce BOJbH
BUX0BOj U hyre. Mana o6oaBa naaujckor noera Pab-Unnpa-Hat Ta-kyp-y merosoj
MOJIUTUIM 3aMepa. XBaldu My Beluko moaysehe — pedpopmy muxose Bepe. Ocyhyje
lanauja mro je jeo ¢ MyclIMMaHuUMa 3a JeJHHUM CTOJOM. YBeK HCTO... CBH

(dumutpujesuh 2020: 174).

Hekomuko Mmecenu mpe Tora, mpwinkoMm mocere beorpaay, cdm Tarop je 6uo
HENpHUjaTHO WH3HEHal)eH MPOTECTOM 3EHUTHCTA Ha HErOBOM IIpeaaBakby O MOJAEPHO]
UBUIM3aIUjU, oapxkanoMm 15. 11. y canmu YauBepsutera. [loBunmma ,,JIone Taropa! XXuseo
lanau!“ oHM Cy jaBHO W TJIACHO MpHUKa3aju IMOJCNIY IMOIMYT OHE O KO0joj cBeaouu JeneHa J.
Jluvmurtpujesuh y myrommcy.

ITocera Taropy 3a Jeneny lumutpujeBuh Owmia je jenHa of Hajy30yJbUBHjUX H
HAjAUPJBPUBHjUX €MH30/a Ha MYTy OKO CBETa, MaJa CKOpO Jia U HHUje OWUJI0 camor cycpeTa ¢
BenukuM [loeTom, jep oH je y TOM TpeHYTKYy OMo OoJiecTaH 0/1 MajlapHje, Majlakcao, a ci1ado je
1 roBOpHoO (TO HUje OO TOBOP HETO ,,00JIECHUYKO CTehame ™, muiie JeneHa J. Jlumurpujesuh).
Melytum, U3 momroBama IpeMa HeKoMe KO JT0JIa3H U3 Jaieka, u jour u3 jynauke Cpouje, [Toet
je mpuctao Ha Bulemwe, Makap u Hakpatko. [locera je Tpajaina HEKOJIMKO MUHYTA ¥ CAM CYCpPeT
j€ ommcaH y jeIHoM macycy, ainu Jenenu J. JlumutpujeBuh je 3Ha4ajHO TO MITO Jy j€ TPUMHUO

jep nonaszu u3 Cpouje: ,,Jep Benukoj Muauju ummnonyje mana Cpouja; a by y3uMajy Kao ujaeai



3a ocTBapeme cBojux uacana” (Jumutpujesuh 2020: 147). A taj umean HUje HAIITA APYrO A0
ocioboheme o1 TIIaunuTesba.

[Ipu omnmacky w3 CaHTUHUKeTaHa, JeNeHWH MpaTWiAll W BOAWY, MJIQAU CTYACHT
¢unozoduje Kpuirna, cymupa TyXoBHE M MHTEIEKTyalHE JOMETE JBOjUIlC BEIMKaHA TJE ce
CYWITHHCKE pa3iuKke u3Melhy mux Opwily, jep ¢y Ha KoHIy obojuiia, kao u cBu Mumycu,

W3BOPHO ,,cHHOBH [Ipupone’, MUCTEpHO3HE U MUCTUYHE:

Mu o6oxaBamo, [Tpuposy: Boay, BaTpy, cyHue. Jecte nmu Ounu Ha cBeToj [ anrn
y cBeToM benepecy kan ce paha cyniie? Mu )KUBUMO MPOCTUM PBOOUTHHM KHUBOTOM.
N Tannm Hac yuu J1a yBEK )KUBUMO ITPOCTO 4yBajyhu cBojy Bepy u cBoje obuuaje. Tarop
HaM [e€Ba U MaTPUOTCKE U MUCTHYHE recMe. M My BUIMMO Ja CMO JIONLIM Ha CBET U3
HUYera jJa UCKycumo HemTo... Tarop u ['anau. I'anau u Tarop. Y1 mu He 3HAMO KO je

Behu oz oBa aBa Benuka Muayca (Jumutpujesuh 2020: 160).

Kene y Unanju

Tunuyno 3a Jeneny J. lumutpujeBuh, jour ox Huma, a y oBoM myTonucy oJi mocera
Erunty, [Tanectunu u Cupuju, jecte 3aHMMAamkE 3a )KEHE, 32 ’bUXOB HAYMH )KHUBOTA, 00MYaje U
APYIITBeHH TON0XKa]. Tako je u 'y MHOMjH — HeHy NaXskby HapOYUTO MPUBIIAYE XUHIYCKE
YIIOBHIIE, KAKO U TJIACH HACJIOB JEHOT O]l MOTJaBjba Apyre Kmure myronuca Cedam mopa u

mpu oxeana. Y jelIHOM TPEHYTKY TOKa3yjy jOj jeIHy MIIaay *KeHy, 3alpaBo, JAeTe.

CuH oBe MIIaJuIle POJMO CE€ Y MCTH Yac Kaja joj je Myx u3gaxuHyo. CMpT u
xuBOT. Otary oyma3u, cuH fgonasu.” W tama mu kasza fa je y Opaky Ouiia mect u 1o
ronuHa. Jla joj oBo HHUje IPBO zeTe, Hero Tpehe, 1a uma ,,lTyHUX MeTHAeCT roJiuHa. ..

,,bOT jy je o0apro erom, Te yI0BUYKH )KHUBOT Hehe MpoBOAWTH cama, HETo ¢
Je1oM", 3aBpILU U TyOOKO y3/1aXHY.

Caymam u mucium: ,,Can joj je netHaect roauHa. lllect u mo roguna 6una ca
MyxeMm. J[pyra ronrHa Kako joj je Myx ympo.“ Jlakie kaa ce yaajia HHje uMalia HA

nyHux ocam roauna (Jumurpujesuh 2020: 185-186).

Ty TeMy OHa HacTaB/ba W y mecMama. Y mnecmu ,,Ha ['aHry kan cyHie usrpena‘,

o0jaBibeHO] y yaconucy Mucao rogune 1929, Ha je3rpoBUT U edeKTaH HaYMH HE caMO Ja



CyMHpa JIajT-MOTHBE U3 3eMJbe dygeca (,,0ykTe omade*, ,,rpenepe cBehe u onrapu‘, ,,3BOHE
cuhaHa xpaMoOBCKa 3BOHA“, ,3Bede Tanmambacu‘, ,Kpumna-Xapu! Kpumna-Xapu!®), Hero
MCKa3yje ayTOPKHH OTBOPEH MPOTECT MPOTHB MU3EPHE CYyAOMHE CACBUM MIIAJIUX YIOBHIIA,
TOTOBO JIEBOjUHUIIA, CYJOMHE KOjy UM HHCY OAETWIN OOroBH, Beh OHaj 3a KOra ce OHE TUM

OorosuMa Mouie:

Ox, npokJere cre!

He ox bpame, e og Kpumny, ve on Cuse,
Hu o CuBuHe ocBeTJbUBHIIC — JKeHe, Kann,
Beh o1 oHora xora Bam cpiie 1 BOJIH | JKajH,
3a umjy CypoBY IIyIIy MOJIH C€ qyIlia Balla
Hexna u mexa:

[Ipokiiere cte o1 YoBEKa.

Wine cte y cMpPT ¢ OHUM IITO BaM je 3HAYHO JKUBOT;
JKuse cte ckakane y oram 3a lbUM MPTBUM Ha JIOMayH.
O, na rpaHora cpama!

Ka3sHa...

LpHa je nuia, mpe3peHa, KpuBa je 3a CMpPT My»a CBOTa
Nunycka yposuna.

(Tumutpujesuh 1929: 347)

Canuno je mpe Ttora Jenena J. JlumutpujeBuh, peMUHHCTKHIbA, CTajla Ha CTpaHy
minagux Typkuma kana je y pomany Hoee u [lucmuma uz Conyna NoTKa3uBaia CaMOXHUBOCT U
OCHOHOCT FbHXOBHX JbYOOMOPHHX MY’KEBa, jep ,,[...] 0Bo [BenoBu, kadesu, xapeMu | xKeHama
Huje nouuto u3 ceror Kopana, Beh u3 rimaBa seyoomopHux myxkeBa“™ (dumutpujesuh 2008:
51). Tako u Xunnyckume HUCY npokiere o bpame, Bumny, [lluse wiu Kanu, Beh on myxeBa
,,HECBECHUX 3a CBOj Mely rpecruMa BEeKOBHU HajBehu rpex, W 3a CBOT Beka IpjaaH cpam™
(Tumutpujesuh 1929: 347). Ona naBoau aa y MHauju, Mo mocieameM MOMUCY, Ma IIPEKO
JBaJleceT MUJIMOHA XMHAYCKMX YIOBHMIIA M HCTHYEe fAa je y mpaBy l[lecHuk kajg cBojum
PeQOPMUCTHUKHUM JPYIITBOM KEJH J1a CIIPEYr HAacTaBaK TOT 3714, jep Ce 3ajaxe Ja ce JOHECY
3aKOHU O BaKHUM IIPOMEHaMa: ,,ipB0! — MPOTHB yaaBama Jele; Jpyro — 3a IMpeylaBame

ymoBuia; Tpehe u mocieame — 1a ce npectane ¢ momuramujom™ (Jumurtpujesuh 2020: 185).



Ha oBy TemaTuky ce cacBUM IpUPOIHO MOTY HajmoBe3aTu [ anaujeBe peduiekcuje Koje

Ce Y OBOM KOHTEKCTY YMHE Kao pedopMyianyje JeTeHUHUX CTUXO0Ba:

On cBHX 3aja 3a Koje je YOBeK cebe YUMHHUO OJrOBOPHHUM, HUJEHO HHUjE TaKO
MOHWXaBajyhe, Tako y3HeMupyjyhe wim Tako OpyTaTHO Kao HEroBo Bpehame, 3a MEHE
00Jb¢ MMOJIOBHHE YOBEYAHCTBA, JKCHCKOT 110J1a, He cimabujer nona. [...] Ilykum oejcmeom
Haonaxkux obuuaja, 4ak v HajHEYKUJU U HAaJHEMHCMEHUJU MYyIIKapall y>KuBa MPeBIacT

HaJl )KEHOM KOjy He 3aciryXKyje u Kojy He Ou Tpebano aa uma (Gandhi 2014: 173, 175).

3anuMJIBbHBO je 1a je Taropy y beorpaay nmocraBjbeHO U TUTamke 0 PEMUHU3MY, O YEMY
je mucana [lorumuxa. HberoB oaroBop naHac HaM MOXe H3rienatd onseh HeoapeheH u
KOMITPOMHUCAH — OH Ka)ke Jla je TJIaBHa 00JacT JKeHWHE JeTaTHOCTH Kyha, 1a Cy HeXHOCT U
JIeTI0Ta BeHE KJbydyHEe 0COOMHE a HhHXOBO OYyBame OCHOBHH 33J/IaTak, Kao W Jla Cy UHIN]jCKE
JKEHE ,,CYBHIIIC HATJIO TIOYesIe YIaaaTH y jaBHH )KUBOT . Mmak, He Tpeba 3a00paBUTH KOHTEKCT
13 KOT roBOpH a koju JeneHa J. JlumMutpujeBuh onucyje y CBOM IMyTOIUCY, 0K, C IPYyTe CTPaHe,
BaJba OOPATUTH MaXbY HAa TO KaKO MOBE3Yje HAI[MOHAIM3aM M CTaTyC )KEHE Y CBOjOj BU3MjU

Oynyher apymraa:

Y 6ynyhem npymtBy, Koje Hehe Builie OUTH OCHOBaHO Ha HAIIMOHAIU3MY, M Ha
HETOBUM CYBHUIIIE OTpaHUYEHUM MpUHIMIIMA, Beh y kome he capahuBatu cBu Hapoy,
keHa he wMaTu neHTpanHy ¢yHKIHjy. 300r TOora IITO j€ IyIIeBHHja, IITO je
onpehennja, ooaapeHa crocoOHoIINy Aa ce BUIIIE MHTEPECYje 3a CBE KUBO HETO YOBEK

(IMonurtuka 1926: 4).

Canuno mucnu u ['angu. [IpocBeheHocT je o1 KJbydHE BaKHOCTH: ,,JIpkaBa Mopa s1a
TIJIaTH 32 00pa3oBame, I/I€ TO/] 3a TO MMa HEJIBOCMUCIICHE KOPUCTH , a HajBeha KOpHUCT Ou Onia
y mpocBehuBamy OjBajKaja HAjyTpOKEHH]E IPYIITBEHE Tpyme: ,,MHullJbemha caM Jia crac
Wunuje 3aBucu ox (1Mo )KpTBOBama U npocBehnBama mwenux xena (Gandi 2014: 164, 172).
lanaujeB mamugusam je y TECHOj BE3UW C HEroBUM (EMHHHU3MOM, jep YIPaBO j€ KEHU
,,JIOBEPEHO J1a, 3a0pUHYTH CBET, JKeIaH TOT HEKTapa, moaydaBa ymetHoctd mupa‘ (Gandi 2014:
172). 3a I'anauja HEMa CyMIbe J1a je JKeHa y MOrJIeay UCTPAjHOCTH, XpabpOCTH, HHTYHIIH]E U
MoOpaJlHe CHare JajJieko HaaMohHHMja o MyIIKapua. 3aTo Cy yIpaBO OHE jauu TOJ — TOJ

YCIIOBOM JIa CIIO3HA]y CBOjy MPUPOIHY OCETJHHUBOCT 3a pelllaBame KOH(IUKAaTa HEHACUIBEM



Koje je 3a [anawja jeaIMHO HWCMPABHO M €THYKO IOCTYIMAame, INTABUIIE HW3jETHAYCHO C

CFSI/ICTCHHI/IjaJ'IHI/IM Ha4YCJIOM:

AKO HeHacuJbe MpEeJCTaBJba 3aKOH HAIIer IMOCTojama, OyayhHOCT mpumnana
XeHH... [...] Kax Ou skene camo 3abopaBuiie 1a IpUIaaajy ciaabujeM Moy, He CyMEbam
1a Ou, IPOTHB paTa, MOTJIE J1a YYMHE HEYIIOpEIHBO BuIle oA Mymikapana (Gandi 2014:

174-175).

To cy cBakako BUTaJTHU MPUHIIUIH KOJU TIPOBEjaBajy HE caMo KpO3 HaBEJCHH IMyTOIIHC,

Beh 1 kpo3 unTaBO KWMKEBHO cTBapanamTBo Jenene J. [lumutpujesuh.

3ak/pyuak

Ha nyty xpo3 Unaujy 1927. ronune Jenena J. [lumutpujeBuh je carnenana BeTUUuHy
U JICTIOTY OBE 3e€MJbE, aJll M M3Y3€THO TEIIKE KMBOTHE YCIIOBE IMOJ KOJOHHUjaIHOM Biamhy
Bbpuranana. Jlo6po obaBemrTeHa O NOJUTUYKUAM KpeTamHMa, OHA TOJjeHAKO IOIITOBAHkE
yKa3yje u moinutuakoM Bohu ["anamjy kao u mecHuky Taropu, ¢ Tume mro [loety xenu u na
JUYHO yMoO3Ha. 3axBaJbyjyhu MO3HaBamy JKMBOTAa W Oo0WYaja MYCIMMAHCKHX JKE€Ha, KOje je
CTeKJIa Y MJIaJIoCTH, kuBehu y Onmu3uHM xapema y Humry, oHa pasymeBa M CBOjEBpPCHY
nacuBHOCT VICTOKa, amu He pa3ymMe M He IpuxBaTra BepcKy o3nojehenHoct [annumjeBux
npotuBHUKA. Mako ce He Moke ca curypHomhy TBpaWTH na je Ouna moa [ aHmujeBuM
yTUIAjeM, JeOHOCTaBHUM TopehemeM CTaBoBa O BEPH, TOJICPAHIIMjH, TOJIOXKAJy KEHa,
KOJIOHM3auju, 6opOu 3a crmobony, MoKazaiau CMO Jia ce HCHHM CTaBOBH y BEIUKO] MepHU
noJtyJapajy ¢ oHuM To je ['anau mpomnoBeaao kao HauMH )KUBOTa M 60pOe, Kao U J1a je 1yOoKo
nomroBana pepopmuctuuke Hamope Taropa. ITyrommc Jenene J. JumutpujeBuh o Maauju
TaKO je NCTOBPEMEHO U CJIMKA TPEHYTKA Y KOM CY JieJlajia OBa JIBOjHIIa BEIMKUX MUCIHIIAIA U

aKTUBHCTA, ILITO j€ JOII jeHa O]l IParolieHuX 0COOMHA OBOT U3Y3ETHOT TEKCTA.

! Jenena J. JlumutpujeBuh je mpe moacka Ha MyT OKO cBeTa IyToBajia no Esponw, a 1919. ce otucHyna
y CA/l, roe je ocTana roanHy JaHa.

2 O cTaBOBMMa OBE ayTOPKE, KOj€ MOKEMO Ha3BaTH aHTHKOJIOHU]aTHUM, M H-€HUM ITyTOIMCHMA IHCalle
cy Marnanena Kox, JoBana Pe6a Kymay3os, Cno6onanka Ilekosuh, CBernana Cnamnmrak, Ana Crjespa,
Cgemirana Tomuh. B. oxespax [llupa nmurepatypa.

% Ha mouerky myrtomuca Jenena J. JlumurpujeBuh uznaxe cBOj KOCMOINOIMTU3aM Y je3rPOBHTO]
¢opmynu: ,,WI mra mapu rae he mu Outn rpo0, y EBponn, Asuju wnun Adpunm. 3emipa je 3emiba’
(Dimitrijevi¢ 2016: 54).



* Jletasbruje 0 Tome: Brnamumup Bypuh, ,,bubnujcku untepreket y myronucy Cedam mopa u mpu
okeana  Jeneme J.  Jlummrpujeuh®,  KmmrkenctBo 3 (2013).  JoctymHO ~— Ha
http://www.knjizenstvo.rs/sr/casopisi/2013/zenska-knjizevnost-i-kultura/biblijski-intertekst-u-
putopisu-sedam-mora-i-tri-okeana-jelene-dimitrijevic# ednref36

% JlocnoBHo cioGozma on pahama M cMpTH, y XpUIMNaHCKOj TPAJWIMjH HajONMKHM TPEBOJ OU 6O
Craceme.

® Haseneno y Dojcinovi¢ 2016: 27.

"B. Doj¢inovi¢ 2016: 28-29.

8V pany ce KOpHCTH TEPMHUH ,,aHTHKOJIOHMjATHA" y CMHCITy ITyTa Ka JeKOJIOHM30BaHO] OyayhnocTH:
,JAnti-colonial and decoloniality are intertwined logics. Our political and discursive practices for change
must be anti-colonial in outlook and orientation. This way the anti-colonial becomes the path to a de-
colonial future* (Sefa Dei 2019: viii)

® TekcT pyKomuca TPaHCKpUOOBAH j€ y IEIMHU Yy OKBUPY Tipojexta Kruoicencmeo.Tlogatak o usnamy
BUZETH Y oaeJbKy Jluteparypa.

10 Tipyru Texcer je ,,Moja pynuja u cHek-uapmepoBe rajae’, odjasben y [omummaky Maruue Cpricke
1935. rogune. Tpehu ommomaxk je o6jaBben 2014, y waconucy barmana, roa. LVI, 6p. 499, ctp. 53-65
(mpupenuna Ana Ctjespa).

11 Kako ce naBomu y Tekcty Iyt kpo3 Unmujy*”, o6jasbenom y Homumuyu on 6. pebpyapa 1928, ctp.
4. Ayropu 3axBasbyjy Mp Jbyouim hoposuh u3 bubnuoreke rpaga beorpaga koja um je ykaszaia Ha
0Baj JParorcHu MaTepHja.

2 icunopa Cexynuh je onucana Haunn Ha koju je Jenena J. Jlumurpujesuh npencraBuna cutyamuje y
KOjUMa Ce Halula M TPEelHU3HO OIpeausia BeH MonepaH apamcku ocehaj: ,Jllomasu nu HekoMm y
ayIMEHI]y WM [I0CETY, CUT'YpHA j€ CLIeHa WM aHer[0Ta. Yie a1 y NaHCHOH, TAaHCHOHEPH Cy YLUIU Y
cynbuny apamonera win guima‘“ (Cexynuh 1985: 396).

3 O nporecry Munwha u Be Ilosbanckor u HepasymeBamy cTaBoBa ['anamja u Taropa Koje ra je
n3assaio, B. Makcuh 2022.
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Jelena J. Dimitrijevi¢ as a Contemporary of Gandhi and Tagore

This paper is about the attitude of Jelena J. Dimitrijevi¢ (1862-1945), a Serbian woman writer,
feminist and world traveler, to the India of Gandhi and Tagore’s time. Jelena J. Dimitrijevi¢ is deeply
aware of Gandhi’s ideas and also of the reformist ideas of the poet Tagore, which both influence her
view of India in 1927. The author’s stance against colonialism and her perspective of a world traveler
from Serbia are important aspects of her understanding of this country. The paper is based on both
books of her travelogue Seven Seas and Three Oceans from her journey around the world — namely,
Book One, which was published in 1940 and republished in 2016, and Book Two, which was com-
pletely transcribed from a manuscript held at the National Library of Serbia and published for the first
time in 2020. Also used are certain poems of Dimitrijevi¢’s that are still in a manuscript at the National
Library. The paper reveals Dimitrijevic¢’s anti-colonial attitude, similarities with Gandhi’s pacifism and
his actions, and her understanding of Tagore’s engagement in reforms. Comparisons between the strug-
gles for liberation in Serbia and India and the effects of colonialism in Egypt and India are also pre-
sented. Jelena J. Dimitrijevi¢ had always had a special interest in women’s social position, and her
views on the status of women in India were similar to both Gandhi’s and Tagore’s — that is, that the
time for a radical change had come. The text presents her thoughts on early marriage and the lives of
widows. In both her travelogue and her poem, she pointed to those who were responsible for the ill fate
of women and demanded the change of laws in order to make women’s lives bearable.
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Bypa oaHocH cBe 1ITO HUje TPAjHO

Pasrosop ¢ Katjom Muxypko Ilonunxk Boauiaa busbana lojunnosuh

[Tpod. np Karja Muxypko I[Tonmxk

Katja Muxypko Ilonnmx je penoBHa mpodecopka Ha DakynTeTy 3a XyMaHHUCTHKY
VYuusepsutera y HoBoj ['opuuu, rae npeiaje cioBeHauKy KIH)KEBHOCT M POJHE cTyauje. Y
UCTpaKMBambuMa ce 0aBM IpelcTaBaMa MXEHCKOCTH U MACKYJIMHHUTETa Y KHH)KEBHOCTH,
HapOYHTO Yy CIOBEHAUKO] KIbWKEBHOCTU. baBu ce Takole u jxeHckuM mokperom mnpe pyror
CBETCKOT para, a UHTerpucala je AWTUTATHY XYMaHUCTHKY Y CBOja HCTpPaXKUBamba
KibkeBHOCTH. [Ipod. Muxypko IloHmwxk je ympaBHuna VcrpakuBaukor LeHTpa 3a
XyYMaHUCTUKY Ha YHuBep3utetry y HoBoj ['opuiin. Ayropka je mect HaydHuX MoHorpadwuja:
Drzno drugacna: Zofka Kveder in podobe Zenskosti [[Ipcko npyrauunja: 3odxa Ksemep u
npeacraBibajbe keHckoctr], Labirinti ljubezni v slovenski knjiZzevnosti od romantike do II.
svetovne vojne [JIaBupuHTH JbyOaBH Y CJIOBEHAYKO] KEbH)KEBHOCTH O] pOMaHTH3Ma Jio [Ipyror
cBeTckor para), Evine héere konstruiranje Zenskosti v slovenskem javnem diskurzu 1848-1902
[EBune xhepu: KOHCTPYKIIHjE >KCHCKOCTH y CIOBEHAYKOM jaBHOM muckypcy 1848-1902],
Zapisano z njenim peresom: prelomi zgodnjih slovenskih knjiZzevnic s paradigmo nacionalne
literature [3ammcano mweHuM mepoM: CIOBEHAYKE KEIHMIKEBHHUIIC PACKUAA]y C MapagurMOM

HaIlMOHAJIHE KEbWKEBHOCTH], Literarna ustvarjalka v oceh drugega [KwwxeBHHIa y ounma



apyror ayropa: CTyauje 0 peleniuji, KibHKEBHUM KOHTaKTUMa 1 Ouorpadckom ITUcKypey].
Od lastnega glasu do lastne sobe [Ox concrBenor riaca g0 concrBene code]. Ypenuuia je
kputuikor usnamwa Cabpanux oena 3oghxe Keedep, on kojux je a0 caaa 00jaBJbEHO TET
tomoBa. Ox 2021. Bomu mpojexat Ilpeobpadicaju UHMUMHOCMU Y KFUNCEGHOM OUCKYPCY

CJllOBEHAYKe MO()@pH@.

Mehynapoona nemra wrona INTIMACY IN WOMEN'S WRITING AND READING
oopotcana je y Jbybmanu Kpajem aszycma oge 2o0une ¢ 8enukum ycnexom. Muuyupana cu u
800UNIA 08Y WIKOY, KOja je okynuia suute 00 20 cmyoenama u cmyOeHmKUrd, Kao u 0ecemax
npoghecopxu us yene Eepone mokom jeone paone u ucmpadicusauxe nedeme. Odaxie je

nomekjia udeja O UHMUMHROCMU Y HCEHCKUM mexkcmosuma?

Kanma cam 2021. roguHe ydecTBOBajia Ha PaIMOHUIIA O MHTUMHOCTH Ha Y HUBEP3UTETY
y 'eTebopry, cxBaTmia caMm J1a je HHTUMHOCT T10jaM KOjeM caM ce Bpahaja y OKBHUPY CBOjUX
UCTPaXKUBaka O POAY U KHIHIDKEBHOCTH, alld Jla Ce MPU TOME HUCAM HHTEH3MBHO OaBmia
IErOBUM TEOPUJCKUM M METOJOJOMIKHM JUCKypcoM. [lomTo cam ra nerasbHO MpoydwuIa,
MpHjaBHJIa caM MPOjeKaT Mol Ha3UBOM [Ipeobpadicaju UHMUMHOCIU Y KFbUNCEBHOM OUCKYPCY
cnogenauxe mooepre. IIpojekart je og HoBeMOpa 2021. puHaHCHpaH 011 CTpaHe CIOBEHAYKE U
YellKke areHIlnja 3a UCTpaxuBama. Kajga cMo y OKBUPY MPOJEKTHOT THMA Pa3MUIILBAIIU O TOME
Kako OMcMO MOTJIM 1a ce 0aBUMO OBOM TEMOM Yy Pa3IMYUTUM Ipyrama, YUMHUIIO HaM ce Ja je
JIeTHa IIKOJIa 33 CTYIEHTE CaBpIICHO MecTo. MIcTOBpeMeHO MO TUTaHUPAIH JIETHY KOy Y
okBupy CEEPUS mpexxe Women Writers in History Network. busio mMu je Beoma aparo kama

Cy Ce KOJICTUHUIIE Y TOj MPEXKH Ccarjiacuiie Ja MHTUMHOCT Oyjie TeMa Hallle TIPBE JIETHE IIKOJIE.

Yyecmeosana cu y nexonuxo mehynapoonux npojexama —y 0ge COST akyuje, 00 kojux
je jeona Ouna o JHceHCKOM KIUICEBHOM CMEApalauimesy a opyea ce 0asuia dumareem Ha
0a/bUHY, 20CMOBANA CU KAO Npedasayuya Ha OOKMOPCKUM cmyoujama na Yuueepzumemy y
Beoepaoy y oxeupy npojexma o nepuoouyu, yuecmeosana cu y moounnocmu npexo Epazmyca
Ha suule yHusep3umema, a npe mpu 200uHe Ci 0QOPMUNLA MPEHCY O HCEHCKO] KFoUNCEBHO]
ucmopuju y oxeupy CEEPUS-a. To 3axmesa nanopan pao, ucmpasxicusauku u opearu3ayuoni,
0a He nomurbem nomeuixohe koje cy Ham donene 2020. u nandemuja. Kaxo ycnesaw da uzahew
Ha Kpaj ca ceum mum obasezama? Koju cy yumwesu u xaxee cy 0oopooumu CEEPUS-a u opyaux

npojexama?



TavHo je na y4ecTBOBamE y MpPOjeKTHMAa UCIPIJbY]E, ajlk TO j€ W HA4MH Ja Ce paau y
rpymnu, mrto Me oborahyje u nacrmpuie. McrpaxuBame HUje camo pajl, TO j€ OTBapame HOBUX
BUauKa. M y UCTpaXKUBamy JKEHCKE KHIHMDKEBHOCTH, KA0 U Y JUTHTAIHO] XYMaHUCTUIIH,
UCTPAXMBAa4YM J10Jla3e€ 10 HOBHX BaXHMX OTKpuha, a uecto Tpeba na ce AOKazyjy y
TPaIUIIMOHATHUM, YaK ¥ KOH3epBaTUBHUM, cpennHama. OHM HHCY caMO MOje KOJISTHHHUIIE U
KoJiere, Beh 1 Mojienii Ha Koje ce yriienaMm. HapaBHO @ MHOTO TOTa 3aBUCH O] CPEANHE Y K0jOj]
panuMm. Moj cUH je caja CTYAEHT Ia BuIlle HHcaM omnrtepeheHa OpuUrom o JETeTy, IITO je
npobjeM MHOTMX MIIaJUX HMCTPAXUBAuWIla U UCTPAXHMBada KOJH HHjE YBEK JIAKO DEIIMB.
CurypHa cam aa ce 0e3 CBUX OBHX Ipojekara, 0e3 CTaIHe MHTEpPAaKIMje ¢ KOJETHHUIIaMa U
KoJleraMa KOju paje Ha CIMYHUM TeMama, He OMX pa3Bwia kao HayuyHuna. On mux cam

Hay4uJia MHOT'O U O )KUBOTY, HC CaMO O KEbMIKCBHOCTH.

Hosu npojexam je u Pyma kruoicesnuya kojy je unuyupao Popym ClO8EHCKUX
xkyamypa. Heoasno je Pyma 0obuna cepmughuxam Eeponcke komucuje u nocmana jeoua 00 48
reHux pyma. Tu cu 00 nouemka y4ecmeosana y 0OCHUBAIbY mo2 KyAmypHO-mypucmuikoe nyma.
IIpouine 2ooune je objasmena u Kruza o aymopkama yspumenum y Pymy, a mu cu 6una jeona
00 ypeoHnuya. Kako 6u onucana nouemmy uoejy u wma cy meoju NAaHO8U ) 6e3u cd Mum

npojekmom?

CBu Mu KOju ce 0aBUMO KIbMD)KEBHHIIAMa 3HAMO Jla, Cca H3Y3€TKOM HEKOJHMKO
TaKO3BaHMX KaHOHM30BAaHHUX ayTOPKH, BbUXOB pajl HHje JOBOJFHO MO3HAT HUTH IICHEH. 3HAMO
1 J1a 300T Tora JIeBOjKE M KEHE HE TMO03Hajy COTICTBEHY UCTOPH]jY, HE 3HAJy KaKO Cy Xpalpe u
yCIIEIIHE BUXOBE NpeTkumbe Omite. KyntypHa pyra o xeHama nmucuuMa oMmoryhasa aa ce o
HBUXOBOM Pajly ca3Haje Ha HAUMH JAPYraduju O OHOT KOjUM C€ Y IIKOJIU YUH O KEbHKEBHOCTH.
MucnuM f1a je u3y3eTHO BaXKHO J1a KEMKEBHUIIE TIOCTaHy BHJJBHMBE y Tomorpaduju rpaga —
3axBaJbyjyhu CIIOMEHUIIUMA M JAPYTUM OOJeKTHMa KOjH CIIy)kKe cehamy Ha HBUX U IpHUBJIAve
naxmwy. Ceprudpukar Casera EBporne je jeman on kjbydeBa 3a BpaTa Koja Cy JI0 cajia MOXJa
Ouia 3aTBOpPEHA, jep Yy MHOTUM IpaZioBUMa OJIFOBOPHU 32 TypU3aM HE 3Hajy KOJIHUKO ayTOpKe
Mory OuTH 3aHMMJbMBE noceTnonnMa. Ha myTty ka beorpany, rae nanac pasroBapamo Ha Moje
BEJIMKO 3aJI0BOJHCTBO, 3aycTaBuia caM ce y CmaBoHckom bpoxy. Tamo je MBana bpnuh-
Masxypanuh ,,BUIJbMBA™ HE CaMO Ha LEHTPAIHOM TPTY, 3axBajbyjyhu criomeHuky, Beh u y
ApPYTUM JIeIOBUMa Tpajia. Pyyana caM y pecTopaHy 4uju je jefaH 3u]] y LeJIHMHU ocBeheH 1O)j
U BCHUM JenrMa. To je octaBmiio yTucak Ha MeHe. OTyiHH, BeHO POAHO MECTO, UMa MY3€j

KOJH TpEJICTaBJba CjajaH MpUMep KOMOMHOBaWba KIbUKEBHOCTH U KYJITYPHOT TypU3Ma.



Ilpeoajews na Yuusepzumemy y Hoeoj ['opuyu. To je mnao ynusepzumem Ha cpaHuyu

Cnosenuje u Umanuje. Uma n1u cumbonuke y moj noxayuju?

Jla, TO je MeCTO MHTEPKYIATYPaTHOCTH, MECTO YHjH Cy CE€ CTAaHOBHHUIM OOpmiIM 3a
OUyBamE CBOT J€3MKa TOKOM (DaIIMCTUIKOT PeKMMa U CBE ce TO oceha Ha caMOM Y HUBEP3UTETY
u y peruony. Ty decTo myBa jaka Oypa ¥ BOJIUM Jja Ka)XeM J1a OHA COOOM OJTHOCH CBE IIITO HUJE
TpajHO, CBE MOBPIITHO. MUCINM 1a CMO MH KOJH TBOPHUMO j€3rp0o YHUBEP3UTETA CPACIIA TOKOM
roauHa (TaMo caMm OKO 15 romuHa) ¢ THM H3y3€THUM TPEIENioM Ha pacKplihy clOBEHAUKe,

UTAJMjaHCKE U QypIIaHCKE KYITYpE.



Ca moe usopuwma Kyimypa y npouliom 8eKy je MHO20 HeHd 00a3uno y nompazy 3a
3apadom paou bomumka ceojux nopoouya. Fbuxose npuue cy nompecHe u UCMOPUJCKU

uzysemuo 3anummuse. Ko cy oune Anexcanopumke u Kako ce caoda 4yea yCnomMena Ha mwux?

ArnexcaHpuHKe Cy Omie eHe Koje Cy ojaBae oaasuie na paae y Erumty, mocne
otBapama Cyernkor kaHama. OOaBipane Cy pa3IW4yWTe IOCIOBE Y JIoMahmHCTBUMA Yy
Anexcanapuju u Kaupy. bune cy ciyxaBke, KyBapulle, T'yBepHaHTe, J10jHJbe, APy OEHUIIE.
Yecto cy oanaszwie y Erunar na 6u 3apaauie 3a Mupas, ald ¥ Aa OM TIOMOTJIE MTOPOJIHUIIH.
Hapounrto cy y Bpeme (ammcTHYKUX BJIACTH, Kaja Cy cesbalyl Iuiahamy BHCOK IOpes,
JIOHOCHJIE TIPUXO/JT KOju je 00e30ehuBao na ce 3emiba He mipona pammctuma. MctpakuBama o
BUMa nouena cy tek nocie 1990, a nanac nmocroje OpojHe Hay4dHE CTYIHje, JOKYMEHTApHU
(GUIMOBH, KIbMKEBHA JeJia, Ka0 U BaKaH My3ej KOjU BOJAC WIAHHIIE YIPYXKEHka 3a 0UYBambE

KynTypHOT Hacieha AnekcanIpuHKY.

3oghka Keeoep je npeomem meoe mpajnoe ucmpasxcusarea. Kaxeo je weno mecmo y
UCMOPUJU CLOBEHAYKE KFbUNCEEHOCMU U KAKO je mo OHA ,,0pcko opyeauuja‘“? Taxohe, 2oe je

FeHO Mecmo mehy aymoprama u iuxo80M mpaHCHAYUOHAIHOM UCTOPUjoM?

3o¢pka Keenep je 0e3 cymme ayTopka KOja ©Ma MECTO y CIOBEHAYKO] KHbM)KEBHO]
UCTOpUjU, MaJa He Kao meH caBpeMeHMK MBan Llankap. OHa je, mehyrtum, npucyrHuja y
Mel)yHapoHOM UCTpaKHBAKHUMa, jep Cy j€ OTKPWIM W HAyYHUIIM KOjU TIpOydaBajy
MOJICpHHM3aM y JAelIHMa ayTOpKu u3 cpeame EBpone. Hbena xpabpocT mpe cera moumBa y
YUIBLEHUIM Ja j€ TIPeKopauniia TpaHuIle POJAHUX yJora Koje je JPYIITBO MOCTaBJballo, Kao U
rpanune Mehy KyiaTypama y CBOM BpeMEHY. YBella jeé MHOIO HOBHX TeMa Y CIOBEHAUKy
KIGIDKEBHOCT, HApOYMTO BEOMa CJIOXKEHE JKCHCKE JIMKOBE W PpA3IM4YUTe IPEJICTaBe O
’KEHCTBeHOCTH. buia je m BakHa mocpeanuna umel)y demrke, XpBaTcKe, CPIICKE U HEMadKe
KibKeBHOCTH. CTBOpHMJIAa je M H3Y3€THO LIMPOKY MpEXy Koja je oOyxBaTaja BakKHE

MHTENEKTyanle 1 (eMUHUCTKUELE HBEeHOT 100a.

Kaxea je ynoea aymoprxu y cnosenauxoj krudxcesnoj modepnu? Kako mema
UHMUMHOCIMU Y FUXOBUM OelUuMd Merbd noened Hd ,,VHUBep3anHy'‘, mo jecm — MYwKy

KrouoicesHy ucmopujy? Kaxas je ciyuaj ¢ pecuonaniom u eBponcKom KroUdiCeGHOM CYeHom?



AyTopke ,,MojepHe” oboraTuie Cy CIOBEHA4YKy KYJITYpYy APYradydjuM IOTJIEIOM Ha
cBer. CIOBEHAUKH ayTOpH Cy TOKYIIAIH Ja CE€ YXHBE y JKEHCKa ocehama W HauyuH
pasMHIIbakha, A je TO Yy PETKUM CllydajeBUMa YCIEBaJo, jep Cy OOMYHO MPOjeKTOBAIU
COIICTBEHE IOTJIe]IE, YeCTO TpayMe, Ha )KEeHCKe JuKoBe. Haj3az, BayKHO je TO IITO Cy ayTOpKe
yBelle TeMe KOje FbUXOBUM MYIIKHM KoJierama HUCY Oniie 3aHUMJBbHBE: KEHCKA IPHjaTesbCTRa,
ne30ejcke Bese (0e3 HeraTUBHE MPEJCTaBe TAKO3BAHOT JIE30€JCKOT 3/1a), )KEHCKY KPEaTUBHOCT
¥ YMETHOCT, BUILICCIIOJHE CIIMKE MAaTEPHHCTBA, 0€3 KaTOJIMYKE HIealIN3allije U MOpaIu3alyje,

KEHCKY CEeKCYaJHy XYAmbY U Ipyre.

Ja nu maj Oyx npoboja nocmoju u y cagpemMeHOM CIOBEHAYKOM JHCEHCKOM

cmeapanauimey?

CaBpeMeHe ayTopKe MUITY CjajHy KEbHXKEBHOCT, M MaJla HUCY MpeBol)eHe TOIMKO Kao
MyIIKapIy (mpema peunma cjajue pomancujepke Cyszane TpaTHHK), MHOTa BHUXOBA Jeia Cy

MPEeBE/ICHa, TAKO JIa X MPETOPYyIyjeM.

HIma naanupaw y napeonom nepuoody, y cieoehux coouny uau 0se oarna? Q0 ose
200uHe cu ynanuya pedakyuje Kruscencmea — umaut iy Heke uoeje uiu cyeecmuje y 6e3u ca

oyoyhuowhy uaconuca koje 6u 00max mo2na 0a Ham Kaxceut?

Beoma Omx Boiena ga BUAMM Kako C€ TPAHCHAIIMOHAIHO HCTPAXKHUBAKE AYTOPKH
HACTaBJba Y HEKOM HOBOM €BPOIICKOM mpojekty. IIpojextu momyt mpexe Women Writers in
History y oxkBupy CEEPUS-a, Pyme xkruowcesnuya vnu Hame panse rpyne y DARIAH-u,
BOXHU Cy paaud cycpera M pa3MEeHe 3Hamka M HCKYCTaBa, all 3a BHUCOKOKBAJIUTETHO
HCTpaXUBakE MOTPEOHO HaM je CTaOMIHO (PMHAHCHPAmkEe TOKOM OapeM JIBe TOJUHE, IITO Ou
JaJ10 IPOCTOPA ¥ MIIQJIMM MCTPAKMBAYKMMA J1a HACTABE HAI pal.

Paxyjem ce mTo cam unanuna penakiuje Kruocencmaa, 4aconuca Koju BeoMa LEeHUM.
Bepyjem na tpeba na oapxku pokyc Ha ayropkama M3 CIOBEHCKOT CBETa M HajaMm ce jaa he

yckopu outn u 'y 6a3u SCOPUS.



Bora Carries Away Everything That is Not Solid

Interview with Katja Mihurko PoniZz, conducted by Biljana Doj¢inovi¢

Prof. Katja Mihurko Poniz

Katja Mihurko Poniz is a full professor at the Faculty of Humanities, University of
Nova Gorica. She teaches Slovenian literature and gender studies. Her research is focused on
the representations of femininity and masculinity in the field of literature and literary studies
with an emphasis on Slovene literature. She has also published articles on the women’s
movement before the Second World War and has integrated digital humanities approaches into
literary research. She is the head of the Research Centre for Humanities at the University of
Nova Gorica. Katja Mihurko Poniz is the author of six scientific monographs: Drzno drugacna:
Zofka Kveder in podobe Zenskosti [Daringly Different: Zofka Kveder and Representations of
Womanhood], Labirinti ljubezni v slovenski knjizevnosti od romantike do Il. svetovne vojne
[Labyrinths of Love in Slovenian Literature from Romanticism until WW?2], Evine hcere
konstruiranje Zenskosti v slovenskem javnem diskurzu 1848-1902, [Eve's Daughters: The
Construction of Womanhood in Slovenian Public Discourse 1848-1902], Zapisano z njenim
peresom: prelomi zgodnjih slovenskih knjizevnic s paradigmo nacionalne literature [Written
with Her Pen: Slovene Women Writers Breaking with the Paradigm of National Literature],

Literarna ustvarjalka v oceh druge ga [A Literary Creator in the Eyes of the Other Author:



Studies on Reception, Literary Contacts and Biographical Discourse], Od lastnega glasu do
lastne sobe [From a Voice of One’s Own to the Room of One’s Own]. She is the editor of a
critical edition of the Collected Works of Zofka Kveder (five volumes have been published so
far). Since last year, she has been the principal investigator in the project Transformations of

Intimacy in the Literary Discourse of Slovenian “Moderna”.

The international summer school INTIMACY IN WOMEN'S WRITING AND READING
was held in Ljubljana at the end of August with great success. You were the initiator and
director of this event in which more than 20 students and more than 10 teachers took part

during one week of work and research. Where did the idea for this topic stem from?

In 2021, | attended a workshop on intimacy at the University of Gothenburg and
discovered that intimacy was a concept | had touched on repeatedly in my research as a scholar
in gender and literary studies, but also a concept in whose theoretical and methodological
discourse | had not engaged intensively. After studying these theories in depth, | applied for
the project Transformations of Intimacy in the Literary Discourse of Slovenian ““Moderna”,
and it was approved and has been funded since November 2021 by the Slovenian and Czech
Research Agencies. A student summer school seemed to be the perfect place to talk about this
topic in different groups. At the same time, a summer school as part of the CEEPUS Women
Writers in History network was being planned. | was very happy when my colleagues in the

network agreed that this would be the topic of our first summer school.

You took part in a number of international projects — two COST actions, one on
women’s writing and another on distant reading, taught as part of doctoral studies at the
University of Belgrade within the Patterns project on women’s periodicals — you participated
in the Erasmus exchange programme at various universities and formed a CEEPUS network
entitled “Women Writers in History” in 2019. It is a lot of work, in terms of both research and
organization, not to mention the difficult year 2020 and the COVID-19 pandemic. How do you

cope with it? What are the aims and gains of CEEPUS and other projects?

It is true that being involved in many projects is exhausting, but working in a group
enriches me and inspires me immensely. Research is not just a job, it is a constant opening of
new horizons. In the field of researching women writers, as well as in the field of digital

humanities, researchers are breaking new ground and often have to prove themselves in



traditional, even conservative, environments. They are not just my colleagues, they are my role
models. Of course, a lot also depends on the environment in which 1 work. Now that my son is
a student, | am not burdened with childcare anymore, which is a challenge for many younger
researchers and not always easy to manage. | am sure that without all these projects, without
the constant interaction with colleagues working on similar topics, | would not have grown,
would not have developed as a scholar, and | have certainly learned a lot about life, not just

about literature from them.

Another recent development is the Women Writers Route, a project initiated by the
Forum of Slavic Cultures, which has become one of around 50 routes of the European Councel.
You were in it from the start. Last year, a book on women writers included in the route was
published, and you were one of the editors. How would you describe the initial idea and what

are your plans regarding it?

All of us who work on women writers know that, with perhaps a few exceptions — that
is, the so-called canonised authors — their work is neither known nor appreciated enough.
Because of this, girls and women do not know their own history, they do not know how brave
and also how successful their predecessors were. The Women Writers Route allows us to learn
about their work differently from how we are used to learning literature in school. I think it is
very important to make women writers visible in the topography of cities — with monuments
and other memorials that attract our attention. I think that the certificate issued by the Council
of Europe is one of the keys that can open the doors that may have been closed, because in
many places tourism officials do not know how interesting women writers can be to visitors.
On my way to Belgrade, where we are speaking today, to my great delight, I stopped in
Slavonski Brod, where Ivana Brli¢-Mazuranic is "visible" not only on the central square thanks
to her monument, but also in other parts of the city. In the restaurant where | had lunch, a whole
wall is dedicated to her and her works. | was really impressed by that. And on the other hand,
her birthplace, Ogulin, with its museum, is certainly a great example of combining literature

and cultural tourism.

You teach at the University of Nova Gorica. It is a recently founded university on the
border between Slovenia and Italy. Is there any kind of symbolism in its location?



Yes, itis a place of interculturality, a place where people have fought for their language
during the fascist regime, and this is felt at the university and in the region. On the other hand,
it is a place where a special, strong wind often blows, the so-called bora (bura in South Slavic
languages) and | would like to say that it carries away everything that is not solid, everything
that is not firmly attached to the ground. I think that those of us who form the core of the
University have been rooted for many years (in my case, for about 15 years) in this special
landscape at the crossroads of Slovenian, Italian and Friulian cultures, but at the same time, a
legacy of the Habsburg Monarchy, whose aristocrats considered Gorizia their Nice, is still

visible.

From that cultural intersection, in the twentieth century, many women left in search for
financial means in order to improve the lives of their families. Their stories are difficult but
extraordinarily interesting for historians. Who were the Alexandrian women and how is the

memory of them kept?

The Alexandrian women (Aleksandrinke in Slovenian) were women who went to work
in Egypt after the construction of the Suez Canal. They performed various domestic works in
Alexandria and Cairo. They were maids, cooks, nannies, nursemaids, “dames de compagnie”.
They often went abroad to earn a dowry, but also to help with the family budget. Particularly
during fascism, when farmers were hit by high taxes, they were instrumental in ensuring that
their land would not be sold off to the fascists. Research into their lives began only after 1990,
and today there are numerous scholarly studies written about them, documentary films made,
many literary works written, and a very important museum, which is run by members of the

Society for the Preservation of the Cultural Heritage of Alexandrian Women.

Your permanent research interest is Zofka Kveder. What is her place in the history of
Slovene literature and how is she “daringly different”? What does she represent among women

writers and within their transnational history?

Zofka Kveder is undoubtedly an author who has a place in Slovenian literary history in
every respect, though not quite like her contemporary Ivan Cankar. However, she is certainly
more present in international research as she is also being discovered by scholars who study
the women writers of Central European modernism. Her boldness lies primarily in the fact that

she crossed both the boundaries of socially defined gender roles and the boundaries between



the cultures of her time. She introduced many new themes into Slovenian literature, especially
very complex female characters and different representations of femininity. She was also an
important mediator between Czech, Croatian, Serbian and German literatures. She had an
extremely extensive network of friends and collaborators, including important intellectuals and

feminists of her time.

What is the importance of women writers for Slovene literary modernism? How does
the topic of intimacy in their works change the view on the “universal”, that is, male, literary

history? What about the regional and European literary scene?

Slovenian modernist women writers enriched Slovenian literature with a different
worldview. Slovenian male authors tried to empathise with women's feelings and thinking, but
this was rare, and they usually projected their own views, often traumas, onto female
characters. Last but not least, the female authors also took up topics that were uninteresting for
male authors: female friendship, lesbian relationships (without negative images of the so-called
lesbian evil), the female artistic creative process, multi-layered images of motherhood without

Catholic idealisation and moralization, female sexual desire, etc.

Is that breakthrough spirit still present in contemporary Slovenian women’s writing?

Contemporary women authors write excellent literature, and although they are probably
not translated as much as men (as the great novelist Suzana Tratnik said), many of their works

are translated, so | recommend reading them.

What are your plans for the next period? A year or two ahead? Starting this year, you
are a member of the Editorial Board of KnjiZzenstvo — do you have any immediate ideas or

suggestions about the journal's future?

I would very much like to see myself and my fellow-researchers continue our
transnational research in a new European project. Projects like the CEEPUS network Women
Writers in History, the Women Writers Route or our DARIAH working group are important for
meetings and exchanges, but for high-quality research we need stable funding at least for a few
years, which also allows us to open an academic space for young researchers to continue our

work.



I look forward to working as a member of the editorial board of KnjiZenstvo, a journal
I hold in high esteem. | believe that it should continue to focus on women writers from the

Slavic world, and I hope that it will soon be included in the SCOPUS database.



Marija Bulatovié¢
marija.bulatovic@fil.bg.ac.rs
University of Belgrade
Faculty of Philology

Feminist ‘Mind Education’ Challenging Colonialism/Imperialism

Ashapurna Devi and Feminist Consciousness in Bengal: A Bio-Critical Reading / Dipannita
Datta. — Edition 1. Includes annexures and index, illustrated (photographs courtesy by Nupur
Gupta). New Delhi: Oxford University Press, 2015, 335 pages, ISBN-13: 978-0-19-809999-
4, 1ISBN-10: 0-19-909999-1.

PC: Do you have anything in particular to say to women?

AD: Women have plenty of things to do. They should not cry over spilt milk and be
remorseful about what they could not get. Conversely, the attitude of those who head
society in education and culture is not favourable in this regard. Cultural enrichment
can dawn only if teachings of the West merge with Indian morality.

(p. 265, Ashapurna Devi in conversation with Partha Chatterjee)

The passage above is an extract from one of the interviews that the Indian intellectual,
woman writer and activist Ashapurna Devi (1909-1995) had given during her long path of
literary career and advocacy of women rights, humanism, and cosmopolitism in colonial
Bengal. However, deeply rooted in Indian tradition, Devi had been voicing in her prolific
writing career the idea of women’s self-sufficiency and boosting self-awareness through
education® with the acceptance of good models and practices from the West.2 Showing early
interest in reading (at the age of three) and writing (at the age of thirteen), Devi’s literary
activism, which took mostly written form, commenced at the earliest stage of her identity
development and prolifically continued whilst her writings were often dismissed as “kitchen
writings”. Nowadays, Devi stands as an example of the “rise of the revolutionary feminist
consciousness challenging colonialism/imperialism” (p. 84). Devi is referred to as the Indian
Simone de Beauvoir, and so her practical feminism (p. 146), her life and poetics, and,

moreover, her importance for the feminist thought in the East represent the key aspects of



Dipannita Datta’s study entitled “Ashapurna Devi and Feminist Consciousness in Bengal: A
Bio-Critical Reading” (2015), which is to be presented and discussed here.

As the very title indicates, the 335-page study written by a researcher from the
University of Calcutta, prof. Dipannita Datta, and published by Oxford University Press in
2015, focuses on a biographical reading of Ashapurna Devi’s extensive work and turbulent
life within the feminist context in India. Reviewing a study that was published seven years
ago, in this case, does not represent an anachronistic act for a couple of reasons. First of all,
the availability of similar editions is very often limited with interest in translation probably
not being great; secondly, the utterance of the East about itself is per se observed as
theoretically and socially important; and thirdly, the links between Indian and Serbian literary
cultures may, retrospectively, become better illuminated, having in mind the quite recent
appearance (in the early 21% century) of a critical edition of Jelena J. Dimitrijevié¢’s Serbian

literary travelogues from India.®

The ’Other’ Ashapurna

Datta’s bio-critical study on Ashapurna Devi is in fact an intellectual biography of a
woman writer whose oeuvre amazingly numbers 240 novels, 2000 stories, 62 books for
children, and other unpublished letters and essays, and whom Datta met personally for an
interview in March 1992. The interpretation of Devi’s life through her thoroughly neglected
non-fiction writings and her concern for ‘the woman’s question’ in (post)colonial Bengal are
the focus of this study which offers a reading of “Other Ashapurna” and her idea of self-
sufficiency challenging colonialism and imperialism (p. 11). The bio-critical method in
interpreting Devi’s life and non-fiction essays reveals Devi’s genuine concern for women’s
condition and role in the society but also places their struggle against injustice and inequality
within the context of the Third World. The “Other Ashapurna” underlines strongly the social
critique of discrimination and rather harsh opposition towards social change in India, more
precisely Bengal.

Regarding the content, the study is very well organized and structured. Besides the
usual Preface, it consists of the following chapters: 1) “Critical Overview”, 2) “Silences and
Its Contours”, 3) “The Voices of Invisibility”, 4) “The Other Side of Love” and 5)
“Annexures” along with the Index. Whereas the “Annexures” comprise Devi’s brief life
chronology, short diary notes and a list of translated works in English, the photographs and

photo-excerpts from letters may be also found throughout the whole book. The study also



includes Devi’s several original essays and letters in English, whereas the whole chapter “The
Other Side of Love” is mainly made up of interviews with Ashapurna Devi discussing the
main topics that had marked her life and creative work, such as the literary work of Tagore,
the importance of literature in general within society, and the necessity of social participation
in the public sphere. The personal component in Devi’s essays, letters, and interviews
available in English provides an insight into her poetic self-awareness, the genesis of her
artwork and social engagement, but also enables a direct contact between the contemporary
reader and Devi’s work anywhere in the world.* The essays are incorporated into the section
“The Voices of Invisibility” with very indicative, self-explaining titles as follows:

- “Society and the Role of Women” (1962)

- “Present Education System and Women’s Self-sufficiency” (1962)

- “Girls of Kolkata — Then and Now” (1982)

- “Laws Are Not the Sole Answer to Problems” (1988)

- “Women in the Service of Humanity” (1992)

In essence, placing women as pillars of the home and therefore of the society/nation,
Devi expresses a specific understanding of women’s essential nature to be nurtured in a
deviated gendered nature of reality. For Devi, the uniqueness of Indian feminism, compared
to Western feminism, represents its continuous provocative dialogue and its bond to the anti-
colonial struggle even in the pre-independence days. This challenging nature of Indian
feminism, as the author of the study explains, was noticeable in the struggles of the middle
class and was supported by ‘our men’, the leaders of the Indian National Congress: the
inclusivity in approach appears to be the distinguishing parameter of Indian feminism, now
and then (p. 3). The latter is important for Ashapurna Devi’s notion of Indian feminism as
developed in her writings and carefully elaborated by Datta in the chapter “Critical

Overview*.

Feminism is Pragmatism: Self-Sufficiency and Solidarity in Dialogue with

History

Devi’s challenge to the gendered nature of the Indian society/reality and her support
for the inclusive approach in the struggle against imperialism represent the crucial idea of her
understanding of Indian feminism — the solidarity of the discriminated-against. The ones who

are subordinated should consolidate their power, wake up their minds and head towards self-



sufficiency, i.e., self-affirmation, certification of the role of identity and humanity, in terms of
women’s rights, “the emancipation of the self from the narrow confines of self-interest” (p.
9). As Devi noticed it, in Indian society “[...] women often stand in the way of other
women’s development” (p. 4). Therefore, with the first step of raising awareness of self-
sufficiency, the consolidated female power is not directed against the male sex but against
impediments to development in all social spheres, primarily education. Ignorance is identified
in Devi’s writings as one of the crucial enemies of progress in Indian society and,
consequently, joining forces seems to be decisive when it comes to emancipatory practices.

Nevertheless, as Ashapurna Devi is herself deeply immersed in tradition, she insists
that the past should not be neglected and that, therefore, its co-existence should be read
within the progress agenda. Devi’s avantgarde insights stand against the reinforcement of
patriarchy (p. 84). Despite the traditional culture that kept women invisible, Ashapurna
surpassed her own barriers, indicating possibilities related to being a woman in Bengal, as
female activism in India depended completely on one’s social position (p. 14). Therefore, as
to the implications of feminism in Indian society, beside the ideas of self-sufficiency and
solidarity, Ashapurna insists on the historical constitution of selfhood — as feminism paved its
way in India by virtue of anti-colonial nationalism (p. 32). This implication is rather strong,
and Datta proves it by a factual statement denoting that the involvement of women in
leadership positions in the Indian struggle for independence was higher than in Russian or
Chinese revolutionary movements and, moreover, that the Congress party in India had had
women presidents fifty years earlier than any major British political party (p. 33).

In the context of the previously said, the idea of the author of the study is that the
apologia for reading Ashapurna has the prevailing intention to “re-examine the tensions that
run within the concealed dialectic of traditional historiography and restore conflict and
ambiguity of the historical process” (p. 9). In that sense, feminism is pragmatism for
Ashapurna if it considers enhancing life conditions. Datta clearly states that Indian feminism
was born in historical contexts of ‘material and ideological changes that affected women’”
(p35). Having an impact on the feminist and social philosophy in general, Ashapurna Devi’s
idea of feminism as pragmatism was implemented through her extensive writing and
production. ‘Giving voices’ to women in her writings was a kind of ‘silent resistance’ in

terms of Gandhian enlightenment building up an ideology of an autonomous woman.

The Contours of Silence vs. Voices of Invisibility



Ashapurna Devi, as presented by Datta, seems to be reconciling the binaries in her
work and life philosophy, private and public, visible and invisible, women and men. The
public sphere (bahir) intended to challenge the idea that hegemony is reserved for men. On
the other hand, the private sphere (ghar) belongs fully to women, the nurturers of the
traditional national culture, warmth of home and spiritual qualities. In a certain sense, having
in mind the Indian philosophy, mythology (female divinities) and India’s clear aspect of
matrilineal societies,® the feminine is equated with the earth, the body of the country,
anthropologically taken.® Bengali women, considered as “repositories of the ‘home’”, have
taken the responsibility of nurturing the spiritual aspect of the national culture: within this
context, the home was treated as the ‘nation’ in its embryonic form (p. 21). Therefore, their
resistance might be ‘silent’, but their role seems largely important for humanity. Ashapurna’s
feminism is deeply charged with both traditional and national elements on the one hand, and
with humanist philosophy on the other. This strong nationalist-oriented attitude Ashapurna
owes to her mother who was her main role model; however, as, obviously, an intelligent
child, Ashapurna knew how to reconsider things in their wider context. Ashapurna’s rich life
experience influenced her writing to a great extent, even in her self-poetics: such as
distinguishing between the social (or public) and private truth unwilling to accept
autobiography as possible (p. 91).

The social truth and private truth have no gender for Devi. Therefore, Ashapurna
pursues in her literary feminist essays the idea of androgyny but, moreover, insists on a better
education system, economic independence, female solidarity, and, most importantly, clear
expression of all these demands. In any case, Ashapurna was literary gifted to voice all the
‘invisibilities’, i.e., silenced wishes and demands, in front of the rotten system and colonial
modernity. Voicing the urge for a better society, justice and harmony was Devi’s task and
then harmonizing it with Bengali sensibility. Ashapurna’s ‘practical feminism’ arose from her
analysis of an Indian woman (starting with her mother) and then from deeming Indian
womanhood/femininity affected through the process of reinventing tradition which implied
not distancing too much from the home/household. Her ‘negotiations’ between the traditional
and modern colonial aspects were overburdened with gender complexities (p. 146). However,
as Datta concludes, Ashapurna’s contribution to the awakening of consciousness and to the
struggles against the system’s participation in the public sphere is rather cosmopolitan within
the context of feminist philosophy. In this context, Datta concludes that Indian feminism is
“not a direct offshoot of feminism in the West” (p. 145). However, when it comes to liberal

attitude and, moreover, the phenomenological analysis of the concrete reality of women’s



existence, Ashapurna Devi is compared to Simone de Beauvoir (p. 145). As a parallel here,
just like Ashapurna, Datta takes into the account the positive aspects of Western society in
portraying a cosmopolitan feminist rooted in Indian tradition (p. 162).

Dipannita Datta’s study on the life and work of Ashapurna Devi, as an intellectual
portrait of an Indian woman activist, can be read and explored within the feminist circles but
also within the wider public, despite its academic discourse. The specificity of Datta’s study
is its well-composed combination of its indirect and direct approach to the topic and
consequently to the reader, i.e., his/her acquaintance with Ashapurna Devi’s life and work
through Datta’s narration but also through original texts. Therefore, the study does not
necessarily have to be read linearly. Moreover, the study’s additional value lies in the fact
that the intellectual portrait is portrayed from within but still objectively, by a scholar who
herself belongs to the milieu woven by Ashapurna’s ideas on Indian feminism. Moreover, the
study illuminates the connections between the East and feminist thought with its political and
ideological background. In conclusion, the study Ashapurna Devi and Feminist
Consciousness in Bengal: A Bio-Critical Reading represents an invaluable contribution to the
feminist philosophy and theory within national and international confines, allowing

possibilities for a spectrum of further comparative studies.

! The author of the study refers to ‘mind education’, a notion coined by Rabindranath Tagore (p. 160), as given
in the title. It might be worth underlining that Tagore had two lectures at the University of Belgrade in 1926;
therefore, the Serbian cultural links to Bengali culture and literature have their own history.

Also see: Dipannita Datta’s paper “Translating Tagore in Serbia: Certain Inter-Cultural Perspectives (An
Introduction)” via the following link: doi.fil.bg.ac.rs/pdf/journals/philologia/2016/philologia-2016-14-13 14-
10.pdf [accessed 25. 7. 2022].

Beside Tagore’s visit to Belgrade at the beginning of the previous century, the influence which Indian culture
had in Serbia might be found in romantic literature coming from the West as the Balkans was already a fertile
ground for different varieties of Orientalism, in terms of discourse. The relations between India and Serbia had
been significantly reinforced during the Cold War and due to the personal friendship of Nehru and Josip Broz
Tito, the founders of the Non-Aligned Movement.

2 The author of the study herself refers both to the post-colonial theories/practices (for example, Gayatri
Chakravorty Spivak) and to the Western ones (Martha Nussbaum or “The Mill on the Floss” by George Eliot).
In addition, an interesting observation on the part of the author is that the influence of Western imagery on
Indian identities is in many cases perceived as an ideology evolving from biological difference.

3 Cf. Volume 2 of Jelena J. Dimitrijevi¢’s travelogue Sedam mora i tri okeana (2020) (Seven Seas and Three
Oceans: Travelling around the Globe). For further information follow the link of the database KnjiZenstvo:
http://knjizenstvo.etf.bg.ac.rs/en/works/sedam-mora-i-tri-okeana-druga-knjiga. Dimitrijevi¢ introduces in her
travelogues an Indian girl Devika, resonating as Devi (Ashapurna). The surname Devi in translation means
‘goddess’, a feature Ashapurna did not attribute to her personality, as Datta notices in the study.

The similarity that Jelena J. Dimitrijevi¢ finds between the Bengali language and ‘our language’ (South Slavic)
can be highlighted by the following extract from Volume 2 of her travelogue:

“U mpounTa MH jeJHy TIecMy Ha OS€HTaJICKOM je3uKy. MeHH je OMiIo BeoMa IpHjaTHO [1a ra CIyIaM, KOJHUKO IITO
je ®\eroB Miaguhkyd TOTOBO NETHI-HM TJIAC 3BOHHO KAa0 HEKO OJ MHOTOOPOjHMX METaJHHX MaJIiX 3BOHA Ha
BHUHIM XPaMOBHMA, TOJIHMKO INTO MU OSHTAJICKH je3UK KAa0 M WHIYCTAHCKH HEKaJ 10 HarJacKy MHOI'O JIMYH Ha
HaI je3WK, Kako ce ToBopu y Makenonuji’” (Dimitrijevi¢ 2020: 154).


http://knjizenstvo.etf.bg.ac.rs/en/works/sedam-mora-i-tri-okeana-druga-knjiga

“And he read me a poem in Bengali. It was very pleasant for me to listen to him — on the one hand, because his
young, almost childlike voice rang like one of the many small metal bells on their temples, and on the other
because Bengali, just like Hindustani, sometimes resembles our language in accent, as it is spoken in
Macedonia” (Dimitrijevi¢ 2020: 154). Translated by M. B.

Also see: Visnja Krsti¢’s Serbian review of the first volume of Jelena J. Dimitrijevi¢’ travelogue Sedam mora i
tri okeana (2016): http://www.knjizenstvo.rs/sr/casopisi/2017/prikazi/tragom-istocnih-civilizacija [25.7.2022];
Marija Bulatovi¢’s Serbian review of Jelena J. Dimitrijevi¢’s book Pisma iz Indije (2017) [Letters from India],
which is separately published and where Dimitrijevic herself refers to India as her ‘Mother’:
http://www.knjizenstvo.rs/sr/casopisi/2017/prikazi/majka-indija-jelene-dimitrijevic [accessed 25. 7. 2022]; M.
Bulatovi¢ and V. Krsti¢, “Fairy Whisperer's March to the East”, Aspasia, Vol 12, Issue 1,
https://doi.org/10.3167/asp.2019.130113 [accessed 25. 7. 2022], a book review essay on the first volume of
Jelena Dimitrijevi¢’s travelogue and Letters from India in English.

4 As demonstrated in the study, Devi did not speak any other language apart from her own Bengali. However,
considering her cosmopolitan attitude and thinking, the limits of her language were obviously not the limits of
her world.

> See also a BBC article “Meghalaya, India: Where women rule, and men are suffragettes” (2012):
https://www.bbc.com/news/magazine-16592633 [accessed 25. 7. 2022].

® 1t is no surprising that the Serbian author Jelena J. Dimitrijevi¢ refers to India as a “Mother”. In comparison, an
interesting fact is that in May 2022, the Madras High Court granted Mother Nature the status of a ‘living being’
with rights and duties, therefore institutionalizing a discourse which implies a feminist imagery in Ashapurna
Devi’s connotation. See: indianexpress.com/article/cities/chennai/madras-high-court-grants-mother-nature-
living-being-status-with-rights-and-duties-7895543/ [accessed 25. 7. 2022].



http://www.knjizenstvo.rs/sr/casopisi/2017/prikazi/tragom-istocnih-civilizacija
http://www.knjizenstvo.rs/sr/casopisi/2017/prikazi/majka-indija-jelene-dimitrijevic
https://doi.org/10.3167/asp.2019.130113
https://www.bbc.com/news/magazine-16592633
https://indianexpress.com/article/cities/chennai/madras-high-court-grants-mother-nature-living-being-status-with-rights-and-duties-7895543/
https://indianexpress.com/article/cities/chennai/madras-high-court-grants-mother-nature-living-being-status-with-rights-and-duties-7895543/
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Imago mulieris — ;xeHa y BU3yeJIHOj KYJTYPH KACHE aHTHKE HA IEHTPAJTHOM

bankany

Femina Antica Balcanica / Jelena Andelkovi¢ GraSar. — Beograd: Arheoloski institut, Evoluta,
2020 (Beograd: Digital Art Company). — 279 str.: ilustr.; 22 cm. — ISBN 978-86-6439-059-0
(Al)

Jenena Anhenxosuh I'pamnap 3anociena je Ha ApXeoJIOIKOM HHCTUTYTY y beorpany,
rZie je TPeHYTHO Yy 3Bamy BuIle HayuyHe capanuuie. Jlokropupana je 2016. rogune Ha
Onememwy 3a uctopujy ymerHoctu dumoszodcekor dakynrera YHuBep3utera y beorpany,
OJIOpaHMBIIY TOKTOPCKY JUCEPTAIH]y O HAcIOBOM CuKa dceHne y 6U3yennoj Kyimypu pane
Busanmuje na npocmopy yenmpannoz bankana. VIcTpaxuBame Koje je CIpoBeia Yy OKBUPY
CBOje Te3¢ MHUIMPAJO je HactaHak kmure Femina Antica Balcanica. OBa moHnorpadwuja,
o0jaBrena 2020. roguHe, MpBa je y HU3Y H3Jamka MOCBEheHUX JKeHaMa y aHTHIU, Y OKBUPY
enuije FeminAntika nsmasauke kyhe ,,EBomyra®, 10k je cymsgaBau ApXEOJOMIKA HHCTHTYT
y beorpany.

VY K®H3M Cy aHAJM3UPAHU I0jeIMHU €JIEMEHTH BU3YelHE KYIType KaCHOAHTHYKE
€roxe C IMJbeM 00JBET pa3yMeBamba MoJI0XkKaja v yliore )keHa y ToM nepruoay. O6pahene cy tpu
KaTeropuje >KEHCKUX NpUKa3a y pPa3IUYUTAM YMETHHYKHM (opMama — CIHKE [apHuIa,
MOpTpeTH ,,00MYHUX® >KEHa H TpeacTaBe OO0KAHCKMX JKEHa (MaraHcKux Oorvuma |
Boroponurie). Kpo3 oBa Tpu nosba HcTpakuBama ayTopka je aHaau3upana CMMOOINKY IpHUKa3a
U TIEPIETIHjy JKE€Ha O]l CTpaHe HHUXOBUX CABPEMEHMKA KAaKO y MUCAHUM M3BOpHMA Tako M y
ymetHocTH. ClIMKe >KeHa Takohe Ccy mocMmaTpaHe Kao CpPEICTBO KOMYHHUKaIHje, Koje je
OpWXJBbMBUM 0/1a0UPOM JIeTajba, BPCTE MPUKA3a U MPeIMETa Ha KOME C€ jaBJba UMAJIO 32 IIHJb
7la TJIEAA0Ily TMpeHece KeJbeHy MopyKy. Marepujan obpaleH y KiH3U MOTHYE C TEPUTOPH]E
naHanime Cpouje u CyceHUX 3eMajba, a XPOHOJIOIIKY OKBUP UCTpaXkHBama je nepuon on [V

no mouetka VII Bexka.


mailto:m.mitic@ai.ac.rs

Céawm usrite Kopuiia Kibure (pa3nndyure HUjaHce po3e 00je, TiaBa MepMEpHE CKYIIITYPE
Oorume BeHepe, 'KeHa y HacllOBY W JKEHAa Kao ayTop) HaroBelITaBa Hamepy ayTopke Ja
MPEUCIUTA CTEPEOTUIIE O >KeHama KOjH TOCToje joul oA aHTuke. Kmura je HamucaHa Ha
CPIICKOM j€3HUKY, JATUHUYHUM ITUCMOM, C pe3MMEOM Ha EHTTIECKOM je3uKy. CacToju ce oJ1 mect
norJiaBjba, OuOnuorpaduje, OMCEKHOT HHACKCA MMEHA, MOjMOBAa M MECTa; HWIIYCTPAaTUBHE

npusiore ynHe Gororpaduje y TEeKCTy, Kao U KapTe U rpadUKOHU Ha KPajy KIbUTE.

Jelena Andelkovi¢ Grasar

FEMINA
ANTICA
BALCANICA

A
E EVOLUTA

Y yBOAHOM TIOINIaBJby ayTOpKa, HAKOH HCTOpHjaTa HUCTpPaKMBama, JepUHUILIE
METOJOJIONIKH, TPOCTOPHH W BPEMEHCKHM OKBHp CBOj€ CTYIHje, OMHUCYyje HCTOPHjCKE U
peNUTHjCKe TMPUIIMKE y TIepUoay Koju Kmura obpalyje m ocBphe ce Ha OCHOBHE OJIHKE
MOpTpeTa y KACHOAHTUYKO] YMETHOCTH.

Jlpyro moriasibe, 01 HacIoBoM JKena-yapuya, TOHOCH JeTajbHE OMKCE U aHAIU3Y
MpeJCcTaBa HEKOJIMKO MCTaKHYTHX mapuma. Ciuke Iapuiia HEM30CTaBHO Cy OmIie Be3aHe 3a
MOJUTHYKY TPOTaraHIy W MPOMOIHU]Y IapCKe MOPOAHMIIE, TTa Y OBOM IIOTJIAaBJbY ayTopKa
pa3marpa BUXOBY YJIOTY y IIApCKOM KYJITY U MOJIUTHYKH YTUIA] KOJU CY UMaJie Kao MajKe MITH
Cymnpyre Biajapa.

Tpehe nornasibe, Kewna y jasnom u npueamnom npocmopy, nocseheHo je nmpukazuma
,00nmuHux*“ xeHa. IloceOHa maxxkma mocBeheHa je cemynaKkpanaHO] YMETHOCTH U (Ppecko
OCITUKAaHUM TrpoOHHUIIaMa. YTBpHEHO je 1a ce OOMYHA jKeHa Y YMETHOCTH jaBJba Kao CyINpyra,
Majka WM HHIWBUAyanHa Qurypa, a Hajuemhe y Y03 TOCHOAApHIIE T'POOHUIE WM

CIYIIKUBE Y yHEpapHO] MPOIIECHjH.



UYeTBpTO MOriaBsbe, MO HACIOBOM booicancka scena u majka, odpahyje npeacrase
[IaraHCKUX MKEHCKHUX OoXkaHcTaBa TI'PUYKO-PHUMCKOI IaHTEOHa. AyTOopka cMmarpa Aa cy y
KaCHOAHTHYKO] YMETHOCTH Hajuemhu MpHKa3u KEHCKUX OOXaHCTaBa MAajudHCKOT WM
3amTUTHUYKOT Tuna (nomyt Benepe mnu Bukropuje), koja ce 300r cBOjux crnenupuIHOCTH
3a/IpKaBajy y BH3YEIIHO] KYJITYpH OBOT TYypOYJICHTHOT TIepuoja, YIPKOC IOjaBH HOBE
JOMUHAHTHE PENUTHje — XpHulrhancTaa.

[Tero mornaribe, bocopoouya, npatu mnojaBy npencraBa boropogunie nin Opanrte y
puMckoj ymeTHOoCTH. [Ipukasu koju notudy ca repuropuje CpOuje jaBibajy ce Tek oa VI Beka,
a y OKBHUpY LIeHTpasiHOT bankaHa Hana3e ce UCKJby4HBO Ha npoctopy Jlapnanuje.

VY 3aKk/by4HOM IOIJIaBJbY C JIOBUTJBUBHUM HacioBoM JKewna, majka, yapuya, ayTopka
pe3uMupa pe3yiraTe aHajJu3e MaTepHjaja MpeACTaB/bEHOr y MPETXOJHa YETHPHU MOTJIaBIba.
Pa3zmatpa nmojaBy oapeheHuX MOTHBA Y YMETHOCTH, O MIPAUCTOPH]j€ 0 aHTHUKE, Ka0 M HUXOB
YTHIIa] Ha PUKA3€ )KCHA Y KACHO] aHTHUIIU. Jauame MOJUTHYKE MONU KeHa Y IIaPCKO]j TOPOIUITH
KacHE aHTHMKE MCTHUYE WX Y MPBHU IUIaH, Na je TMPUMETaH MopacT Opoja HBUXOBHUX MOPTPETA.
[apure cy 4ecTto OcClMKaBaHE Kao CaBlaJapKe CBOJUX CHHOBA WM CYIpYra, a MOHEKaJ Ou
BUXOB JIMK 010 GpopMHupaH 1o y30py Ha OokaHCKe keHe. ,,O0u4He™ )KeHe Cy MpHUKa3uBaHe U
C MHJIMBUAYAJHUM NOPTPETHUM KapaKTepUCTHKaMa, anu demthe mo yrieny Ha Lapuue, y
3aBUCHOCTH OJ1 TIOPYKE KOJy CIMKAa HOCH M MeJHja Ha KOME Ce jaBjha. AyTOpKa OINpaBIaHO
3aKJbydyje Aa je popMHpame MpUKa3a CcBe TPH KaTeropyje )KeHa y KacHOj aHTUIM IPUMapHO
OUJI0 YCIOBJBEHO BEPCKUM IpOMEHama, ajiu Takohe W creuuUuIHUM HCTOPHjCKUM
pUIIMKaMA.

Kmura npencraBipa 110/ BUmeroaummer paga ap Jenene Anhenkosuh ['pamap Ha
TEMH IIPUKa3a )KeHa y KACHOAHTHUYKO] yMeTHOCTH. OCHOBHA Hjieja MOHOTpaduje jecTe aHanusa
POIHMX W JPYIUTBEHHX YJIOTa »XEHa HAa OCHOBY BH3YeNHHUX cBenouyaHcraBa. OBa cTyauja
IIpEeBa3UiIa3u OKBHPE JIECKPUIITUBHOI MYOJMKOBaWka MaTepHjaja M CyBONAPHOI H3HOLICHA
HCTOPH]CKUX YrbeHuIa. Cirke jkeHa cy oOpalheHe He caMo y OKBHPY YMETHUYKE aHAJIHU3eE,
Beh M y 0JIHOCY Ha HCTOPH)CKU TPEHYTaK y KOME Cy HacTaie, BpCTy U KOHTEKCT Hanasa. [Ipu
o0pazu 0OMMHOT KopIlyca pa3sHOIMKe rpahe ayTopka yrmo3Haje ynTaoue ¢ (GeMUHUCTHUKUM
TEOPHJCKUM U METOJOJIOIIKUM IMPHUCTYNIHMa Yy MpOydaBamwy *KeHa y HpouutocTd. OBakBUM
IIPUCTYIIOM OHA JIOIPUHOCH Pa3yMEBaby Mambe MO3HATHX aCleKaTa KACHOAHTUYKOT JPYyILTBA,
UCTHYE BXKHOCT UCTPAXKHUBAKA YIIOTa XKEHA Y JaBHO], IPUBATHO] U KYJITHO-PEIUTHjCKO]j cepH,
Y CMEIITa OBY TEMY Y JKHXKY CaBPEMEHHUX HayYHUX TOKOBA.

OcuM 3Hayaja 3a CTpydHy jaBHOCT, MoHorpaduja Femina Antica Balcanica

NMpUOIKaBa HaW3TIIe] YCKO CTPYYHY TEMaTHKy Impoj myonuiu. CBOjUM 3aBOJJBHBUM



CTHJIOM THCama, CIIMKOBUTHM TPETJICIOM YMETHHYKUX MOTHBA, 3aHUMJBUBUM YHE-CHUIIAMA
W3 TIPUBAaTHHUX >KMBOTA IapWIla, ayTOpKa je ycrena Ja Ha TPUjeMYUB HAYMH TPUKaKE
KaCHOAHTHYKO JIPYIITBO M pa30OHje CTepeoTHIIe O XKeHaMa oBe ernoxe. [ paduuku npuiosu cy
OpOjHHU U y IOTIYHOCTH JIONYHY]y OCHOBHU TEKCT MOHOTpaduje; ynmpkoc ToMe, IPUMETaH je
cnabuju KBamuTeT nojeauHux ¢ororpaduja. C 063upom Ha TO J1a OCHOBHY rpal)y oBe CTynuje
YUHE YIpaBO BU3YyeNHA CBeao4yaHCTBA, (ororpaduje y Ooju, Behux maumeHsuwja U 0oJbe
pe3ouytyje, mpeacTaBbaie Ou 3HayajHO MoOOJbIIAKke, Koje hemo, HamajmMo ce, BuaeTu Beh y

cieaehem n3namy.
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Postjugoslavenski (feministicki) knjizevni kontinent ili knjizevnoteorijska

heteroutopija kao mocan alternativan glas

From Post-Yugoslavia to the Female Continent: A Feminist Reading of Post-Yugoslav
Literature / Tijana Matijevi¢. — Bielefeld: Transcript Verlag, 2020 — 274 str. — ISBN Print-
ISBN 978-3-8376-5209-3, PDF-ISBN 978-3-8394-5209-7.

U cilju postavljanja izazova u oblasti postjugoslavenskih knjizevnosti, studija Tijane
Matijevi¢, pod naslovom From Post-Yugoslavia to the Female Continent: A Feminist
Reading of Post-Yugoslav Literature (Od post-Jugoslavije do Zenskog kontinenta:
feministicko Citanje postjugoslovenske knjizevnosti), rekonstruira kulturolosko polje
zajednicke proSlosti koje se reprezentira u knjiZzevnosti u proteklim ratovima u drzavama
Bosne i Hercegovine, Hrvatske i Srbije. Knjiga je objavljena na osnovu doktorskog rada i po
logici prethodnih nauc¢nih istrazivanja, te znacajno prosiruje oblast koju su ranije istrazivale
Katja Kobolt, dijelom Jelena Petrovié, te, u kontekstu nacionalnih kanona, Emilija Kovac,
Ajla Demiragi¢ i Tatjana Jovanovi¢. Na temelju ideje da se postjugoslavenska knjizevnost
moze proucavati kao zasebna oblast, autorka je identificirala nova znacenja u domeni
razmatranja kontinuteta proslosti, ali i spona izmedu centralnih pojmova melanholije i
literarnog svjedocenja. Pazljivim cCitanjem marginaliziranih tekstova, sadinjena je mapa i
izgraden naucni okvir; krovni diskurs. Stavljanjem literarnih tekstova u transnacionalni
kontekst izazvan je dijalog razlicitih tekstova. VVaznost integriranja razdvojenih pojedina¢nih
knjizevnosti povecava se u korist generiranja jugoslavenskog kulturnog, specifi¢no
knjiZzevnog prostora.

U uvodnom dijelu, istrazivaica ne samo da proucava eticke efekte ,,raspada
Jugoslavije, onog Sto izlazi iz ruina“ (Matijevi¢ 2020: 8), ona ujedno i konstruira prostor
utopijskog feministickog kontinenta. Unutar navedenog prostora u centar paznje stavlja se
spona post- i jugoslavenskih feministickih praksi sa svrhom u ,identificiranju poveznica

izmedu patrijarhata, nacionalizma i rata” (Matijevi¢ 2020: 25), kao i razmatranja uticaja na
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kreiranje alternativnog prostora. Studija je u sustini dvodimenzionalna. S jedne strane, njena
funkcija je uzurpiranje poloZaja dominantnih narativa, prevashodno istorije i knjizevnosti, s
druge strane, studija generira alternativna polja, diskurse i teorije, ustrajava na kontinuitetu
zenske knjizevne tradicije i pisanja. Nau¢ni konstrukt sacinjen je na bazi poimanja ,,zenskog
pisanja kao prakse pisanja izvan maskulinistiCke i patrijarhalne ekonomije diskursa“
(Matijevi¢ 2020: 9). Drugu dimenziju nau¢nog okvira ¢ini tumacenje knjizevnih praksi
pisanja 0 postjugoslavenskom kao o ,drustvenim i kulturalnim hijerarhijama koje
osvjetljavaju proslost socijalisticke Jugoslavije i jugoslavenskih ratova®“ (Matijevi¢ 2020: 10).
Argumenti koji potvrduju i proisticu iz okvira, i, obrnuto, u indukcijsko-dedukcijskom
smislu, predoceni su u analizi vankanonskih knjiZzevnih tekstova.

Studija je struktuirana u pet centralnih poglavlja. Naucno teziste je na srediSnjim
razmatranjima i argumentiranoj, odnosno dubinskoj analizi knjizevnih tekstova. Istrazivacki
korpus obuhvataju prozna djela: Ildiko Lovas, Tanje Stupar Trifunovi¢, Tee Tuli¢, Ivane
Simi¢ Bodrozi¢, Snezane Andrejevi¢, Luke Bekavca, Olje Savicevi¢ Ivancevi¢ 1 Slobodana
TiSme. Pored zanimljive interpretacije pojedinacnih proznih djela, poseban doprinos ideji da
se nacini slika postjugoslavenske knjizevnosti obezbjeduje pregrst referenci, vjesta upotreba
tematskih, Zanrovskih i produkcionih poveznica, te postupno argumentiranje teze.

Centralno poglavlje pod nazivom ,Women’s Writing and Critical Nostalgia: On
Ildiko Lovas’ Fiction“, s hipotezom o kritickoj nostalgiji, otvara interpretacija kratke proze
Via del Corso, Stvarni konobar i Zlatna prica kao mjesta propitivanja koncepta nostalgije u
Zenskom pisanju. Nasuprot Stvarnom konobaru i Zlatnoj pri¢i metaforiziranima masovnim
razaranjem knjiga i dehumanizacijom Zene (verovatno je u pitanju otok Sv. Grgur — radni
logor za Zene), u prozi Via del Corso ispitana je mo¢ prevazilaska jugoslavenskog hronotopa.
Osim identifikacije tabu-tema, potencijal ove hipoteze ogleda se u dokazivanju utiSanosti
Zene. Unutar takvog koncepta, istrazivafica prepoznaje i potencira znacaj pisanja/analize
iskustava nasilja, mizoginije, Zenskog tijela i lezbejske ljubavi, s ciljem destabiliziranja
dvostruke (umjetnicke i naucne) cenzure. Naime, radi se o kritici ,,kako su Zene isklju¢ene ne
samo iz politickog diskursa [o komunisti¢kim stradanjima nakon Drugog svjetskog rata],
nego i iz reprodukcije kulture* (Matijevi¢ 2020: 57). U skladu s tim, istraZzivanje ove
knjiZzevne teme nametnulo se kao bitna karika pri osvjetljivanju tamnih mjesta jugoslavenske
proSlosti i njene reprezentacije u knjizevnosti, ali i u teznji da se doprinese rekonstrukciji
nase zenske knjizevne tradicije.

U poglavlju ,,Post-Yugoslav Ecriture féminine*, Tijana Matijevié propituje koncept

Zenskog pisma preko struktura maskuliniteta, nacionalizma i ratova, ratne konfiskacije tijela i



Zenskih glasova. Unutar navedene hipoteze analiziraju se glasovi otpora: Tanje Stupar
Trifunovi¢, Tee Tuli¢ i Ivane Bodrozi¢. Analiza Satova u majcinoj sobi Tanje Stupar
Trifunovi¢ i Kose posvuda Tee Tuli¢ izvrSena je s fokusom na gubitak figure majke. Unutar
0vog motiva precizno su razradeni i interpretirani elementi suocavanja s opresijom, ulogama,
predsimbolickim maj¢inskim, ali 1 zadatak gradnje matrilinearnog poretka. Za razliku od
prethodno pomenutih spisateljica, naracija lvane Bodrozi¢ odredena je povijesc¢u i poretkom
u kojem djevojéica raste uz traumu gubitka oca u ratu. U tom kontekstu istrazivacica
dokazuje da se pisanje Ivane Bodrozi¢ uspostavlja kao ,refleksija abnormalnog zivota u
uzasnoj ratnoj realnosti (Matijevi¢ 2020: 99), ali i kao modus odgovora na relevantnost
muskog pisanja i1 zensku iskljucenost. Na primjeru odabranih spisateljica, autorka pruza
znacajne uvide u njihovu specifi¢nost, te, Sire, karakter knjizevnosti koju ispisuju zene na
temu ratova. U cilju jacanja baze za interpretaciju, autorka saCinjava svojevrsnu skicu
post/jugoslavenskog Zenskog pisanja upisujuci u navedeno polje i prikaze knjiga BoZanska
djecica Tatjane Gromaca, Rod avetnjaka Sladane Bukovac, Dabogda te majka rodila
Vedrane Rudan, kao i Arzamas Ivane Dimi¢. Osim Sto se prosSirilo polje Zenskog pisanja,
pripajanjem nekolicine autora u ovo polje, akcentirana je razlika izmedu Zenskog i onog
knjiZzevnog diskursa koji (po liniji maskuliniteta) moze (p)ostati dominantan.

Poglavlje ,, The Other Writing: Atonement and Female Authorship in SneZzana
Andrejevi¢’s and Luka Bekavac’s Fiction® utemeljeno je na istrazivanju drugosti pozicije
pisanja i pripovijedanja iz perspektive obespravljenih. lako dijele knjizevni identitet, posebno
u spektru reprezentacije vremena rata, sjecanja, feministi¢kih projekcija i subjekta, recepcija
djela Snezane Andrejevi¢ i Luke Bekavca ovisna je o njihovoj poziciji u kulturi. Imajuéi u
vidu autorsku svijest o rodnosti, uvodi se izazovna perspektiva koja se ti¢e ambivalentnosti
postjugoslavenske knjizevnosti. Savremena dvostranost se moZe sumirati ,,ponovnim
vracanjem situacije privilegiranja muskog autorstva®“ (Matijevi¢ 2020: 117). Na ovom
primjeru, identificirana pojava funkcionira na nivou nepoznatosti romana i spisateljice, i
identiteta autora kao poznatog, priznatog i istaknutog istrazivaa i knjizevnika. Cilj
istrazivanja Tijane Matijevi¢ uspostavlja se u smjeru razotkrivanja i prikazivanja ,,slijepih
tacaka u recepciji i uopste knjizevnog diskursa u kojem dvoje uporedivih pisanja i njihovih
autora imaju dva paralelna knjiZzevna Zivota“ (Matijevi¢ 2020: 118).

Nauc¢no uporiste za peto i Sesto poglavlje predstavlja suocCavanje s konceptima
proslosti i knjizevnim istorijografijama. Stoga se, s pravom, autorka studije u dva navrata pita
»What to Do With the Past? Feminist Literary Historiographies®. Zasebnim interpretacijama

romana Adio, kauboju Olje Savicevi¢ Ivancevi¢ i Bernardijeve sobe Slobodana TiSme,



primjecen je potencijal razli¢itog koncipiranja ,,utopijskih teritorija koje se nose sa tragovima
nepristupacne proSlosti, ali u cjelini zapravo omogucéavaju prevazilazenje 'proslog narativa™
(Matijevi¢ 2020: 151). Svodenje Olje Savicevi¢ Ivancevic¢ i Slobodana TiSme u istu teorijsku
ravan pokazalo je razliCite literarne pristupe obradi proslosti. Tako, dok se Slobodan TiSma
drzi avangardne utopije, pisanje Olje SaviCevi¢ Ivanevi¢ komunicira sa sferom
feministickog postjugoslavenskog, jer ona ,,pripovijeda pricu o (boljoj) proslosti socijalisticke
Jugoslavije [...] i raspadu i refrakciji s i izvan spolnih/rodnih problema® (Matijevi¢ 2020:
154).

Znacaj studije ogleda se u dinjenici da donosi drugaciji i novi portret
postjugoslavenske knjizevnosti, koji je razli¢it od zvani¢nog, priznatog i preporucenog.
Najkrace receno, istrazivaCica odabirom naucne aparature i metodologije, kao i korpusa,
formira ,,zenski kontinent unutar postjugoslavenske knjizevnosti“ (Matijevi¢c 2020: 251),
zasnovan na ideji heterogenosti. Navedena heterogenost je utemeljena na kritici poretka i
zakonitosti maskulinistiCkog knjizevnog kanona. Imanentno transnacionalnog karaktera,
heterogeni postjugoslavenski knjizevni kontinent ukljucuje pisanje drugih i drugacijih. Na
teorijskom nivou radi se o konstruktu s uporiStem u proSirenom shvatanju Zenskog pisanja,
ispitivanju relacija ratne istorije i sadasnjosti, te s trec¢e strane o fenomenima ispisivanja
identiteta i tijela. Tijana Matijevi¢ stvara potrebna znanja, poveznice, trasira raskrsnice,
koristi inovirane metode i teorije, odnosno kako sama sumira, tezi kreiranju novog pristupa
koji ¢e supostojati s dominantnim, a ne ,diskriminativnoj, perfekcionistickoj utopiji‘
(Matijevi¢ 2020: 255).
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From Post-Yugoslavia to the Female Continent: A Feminist Reading of Post-Yugoslav
Literature / Tijana Matijevi¢. — Bielefeld: Transcript Verlag, 2020 — 274 pp. — ISBN Print-
ISBN 978-3-8376-5209-3, PDF-ISBN 978-3-8394-5209-7.

Aiming to set challenges in the area of post-Yugoslav literatures, Tijana Matijevic's
study From Post-Yugoslavia to the Female Continent: A Feminist Reading of Post-Yugoslav
Literature reconstructs the culturological field of a shared past that is represented in literary
works about the recent wars in Bosnia & Herzegovina, Croatia, and Serbia. The book was
published on the basis of a doctoral dissertation and in accordance with the logic of earlier
studies, so it significantly expands the area previously researched by Katja Kobolt; in part by
Jelena Petrovi¢; and, in the context of national canons, by Emilija Kovac¢, Ajla Demiragi¢ and
Tatjana Jovanovi¢. Based on the idea that post-Yugoslav literature may be studied as a separate
field, Matijevi¢ identified new meanings in the domain of consideration about the continuity
of the past, but also in the domain of the ties between the central notions of melancholy and
literary melancholy. By means of a careful reading of marginalised texts, a map was made and
a scientific framework was created, which in itself is an umbrella discourse. By placing literary
texts into a transnational context, a dialogue between different texts was initiated. The
importance of integrating separate, individual literatures is increased in favour of generating a
Yugoslav cultural, specifically literary, space.

In the introductory part, not only does Matijevi¢ study the ethical effects of the
dissolution of "Yugoslavia and [of] what emerges on its ruins" (Matijevi¢ 2020: 8), but she also
constructs the space of a utopian feminist continent. Within the said space, what she places at
the centre of attention is a tie between post- and Yugoslav feminist practices with the aim of

"identifying the links between patriarchy, nationalism and war (Matijevi¢ 2020: 25), and
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another thing that is placed at the centre of attention is consideration about the impact on the
creation of an alternative space. The study is essentially two-dimensional, on the one hand, and
its function is to usurp the perception of the dominant narratives, primarily those of history and
literature, while, on the other hand, the study generates alternative fields, discourses and
theories, and it insists on the continuity of women's literary tradition and writing. The scientific
construct is made on the basis of understanding "women's writing as the practice of writing
[which] is outside the masculinist and patriarchal economy of discourse (Matijevi¢ 2020: 9).
The other dimension of the scientific framework consists in the interpretation of literary
practices of writing about the post-Yugoslav as about social and cultural hierarchies which
"bring to light the past of socialist Yugoslavia and the Yugoslav wars" (Matijevi¢ 2020: 10).
The arguments that confirm and arise from this framework, also in the opposite, inductive-
deductive, sense, are set forth in the analysis of extracanonical literary texts.

This study is divided into three central chapters. The scientific emphasis is on the
central consideration and on well-argued, that is, profound analysis of literary texts. The
research corpus includes the fictional works of the following women authors: lldiko Lovas,
Tanja Stupar Trifunovi¢, Tea Tuli¢, Ivana Simi¢ Bodrozi¢, Snezana Andrejevi¢, Luka Benavac,
Olja Savicevi¢ IvaniSevi¢, and Slobodan TiSma. Apart from providing interesting
interpretations of individual works of fiction, the study also contributes to the idea of making
a picture of post-Yugoslav literature in the sense that it provides a large number of references,
that it skilfully uses thematic, genre-related and productive links, and that it gives a gradual
argumentation of its thesis.

The central chapter, entitled "Women's Writing and Critical Nostalgia on Ildiko Lovas'
Fiction", with a hypothesis on critical nostalgia, begins with the interpretation of the books of
short fiction Via del Corso, Stvarni konobar (The Real Waiter), and Zlatna prica (The Golden
Story) as books in which the concept of nostalgia in women's writing is re-evaluated. In contrast
to Stvarni konobar and Zlatna prica as metaphorised by means of a massive destruction of
books and dehumanisation of women (as it is presumed, on the Island of Saint Grgur — a labour
camp for women), Via del Corso re-evaluates the power of overcoming of the Yugoslav
chronotope. Apart from the fact that this hypothesis identifies taboo topics, its potential is also
reflected in the sense that it proved the silenced status of women. Within such a concept,
Matijevi¢ recognises and emphasises the significance of writing about/analysing experienced
aggression, misogyny, the female body and leshian love, with the aim of destabilising double
(artistic and scientific) censorship. In other words, what is entailed here is a criticism in the

form of "how women were excluded not only from the political discourse [on the suffering



under communists after the Second World War], but also from the cultural reproduction”
(Matijevi¢ 2020: 57). In accordance with that, the study of this literary topic imposed itself as
an important link not only in shedding light on the dark places of Yugoslav past and the
representation thereof in literature, but also in striving to contribute to the reconstruction of our
female literary tradition.

In her chapter "Post-Yugoslav Ecriture féminine”, Tijana Matijevi¢ reflects on the
concept of women's writing using the structure of masculinity, nationalism and wars, as well
as the war confiscation of bodies and female voices. Within the said hypothesis, the following
voices of resistance are analysed — those of Tanja Stupar Trifunovi¢, Tea Tuli¢, and Ivana
Bodrozi¢. Tanja Stupar Trifunovic's Sat u majcinoj sobi (The Clock in the Mother' s Room) and
Tea Tuli¢'s Kose posvuda (Hair is Everywhere) are analysed with a focus on the loss of the
mother figure. Within this motive there is a precise elaboration and interpretation of the
elements of facing oppression, roles, the pre-symbolic maternal, but also the task of building a
matrilineal order. Unlike the aforesaid women writers, Ivana Bodrozi¢'s narration is determined
by the past and the order in which a girl is growing up with a trauma caused by the loss of her
father in the war. In that context, the author of this study shows that Ivana Bodrozi¢'s writing
is established as a reflection of "the abnormality of living in an atrocious war-time reality"
(Matijevi¢ 2020: 99), but also as a mode of her answer to the relevance of male writing and
women's exclusion. Using the examples of her selected women writers, Matijevi¢ provides a
significant insight into their specificity and, more broadly, into the character of the works of
literature written by women on the topic of wars. With the aim of strengthening her basis for
interpretation, the author produced a sui generis outline of post/Yugoslav women's writing,
also inserting into the said field the reviews of the books Bozanska djecica (Divine Little
Children) by Tatjana Gromaca, Rod avetnjaka (The Gender of Tarsius) by Sladana Bukovac,
Da bog da te majka rodila (I Wish You Would Be Born by Your Mother) by Vedrana Rudan,
and Arzamas by Ivana Dimi¢. By means of the addition of several authors into this field, the
field of women's writing did not only become expanded but a difference was also emphasised
between the female literary discourse and the one that (along the lines of masculinity) may
become (or remain) dominant.

The study's chapter "The Other Writing: Atonement and Female Authorship in SneZana
Andrejevic's and Luka Bekavac's Fiction" is grounded on researching the otherness of the
position of writing and narration from the perspective of the oppressed. Although the respective
works of SneZana Andrejevi¢ and Luka Bekavac share the same literary identity, particularly

in the domain of the representation of the time of war, memories, feminist projections and



subjects, the reception of the works of these two women authors depends on their respective
positions in culture. Taking the writer's genderness into consideration, a challenging
perspective is introduced which is concerned with the ambivalence of post-Yugoslav literature.
The contemporary two-sidedness can be briefly explained as "the reoccurring situation of
privileging the male authorship" (Matijevi¢ 2020: 117). In this case, the identified phenomenon
functions at the level of the unfamiliarity of the novel and the woman writer, and at the level
of the author's identity as a familiar, recognised and prominent researcher and literary figure.
The goal of Tijana Matijevi¢'s research is established in the direction of revealing and
displaying "blind spots in reception and the overall literary discourse in which two comparable
writings and their authors have two parallel literary lives (Matijevi¢ 2020: 118).

The scientific basis for the 5th and 6th chapter is the act of facing the concepts of the
past and literary historiographies. That is why the author of this study justly asks herself: "What
to Do With the Past? Feminist Literary Historiographies”. Separate interpretations of Olja
Savicevi¢ Ivanéevi¢'s Zbogom, kauboju (Adio, Cowboy) and Slobodan TiSma's Bernardova
soba (Bernard's Room) allow for perceiving the potential of a different conception of "utopian
territories which do bear a' trace' of the inaccessible past, but on the whole in fact enable
overcoming of the 'past' narrative' (Matijevi¢ 2020: 151). Bringing Olja Savicevi¢ Ivancevi¢
and Slobodan TiSma to the same theoretical plain showed different literary approaches to the
analysis of the past. So, while Slobodan TiSma holds on to an avant-garde utopia, Olja
Savicevi¢ Ivancevi¢ communicates with the sphere of the feminist post-Yugoslav, because she
"tells a story about the (better) past of the socialist Yugoslavia [...] and [the] dissolution and
refraction by and inside the sex/gender issues” (Matijevi¢ 2020: 154).

The significance of this study is reflected in the fact that it brings a different and new
portrait of post-Yugoslav literature, one that is different from the official, recognised and
recommended one. In briefest terms, with her selection of scientific apparatus and
methodology, as well as corpus, the author forms a "female continent within post-Yugoslav
literature" (Matijevi¢ 2020: 251), based on the idea of heterogeneity. This heterogeneity is
grounded on the criticism of the order and lawfulness of the masculinist literary canon. Being
immanently transnational in character, the heterogeneous post-Yugoslav literary continent
includes writing of the other and of what is different. At the theoretical level, what this study
includes is a continent grounded in a broadened understanding of women's writing, an
evaluation of relations between war history and the present, and phenomena of the writing of
identities and bodies. Tijana Matijevi¢ creates the needed knowledge and links, she also creates

crossroads, uses innovative methods and theories, or, as she sums it up herself, she strives to



create a new approach that will co-exist with the dominant approach, rather than striving to

create "a discriminatory, perfectionist utopia" (Matijevi¢ 2020: 255).

Preveo Goran Petrovié
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Osvajanje jugoslavenskog naslijeda nasuport krizi kulture

Regaining the Past. Yugoslav Legacy in the Period of Transition: The Case of Formal and
Alternative Institutions of Art and Culture in Serbia at the End of the 20th and the Beginning
of the 21st Century / Tijana Vukovi¢. — Warsaw-Bellerive-sur-Allier: Faculty of ,Artes
Liberales”, University of Warsaw Wydawnictwo DiG, 2022. — 343 str. — ISBN DIG: 978-83-
286-0204-5 & ISBN La Rama: 979-10-95627-88-3

Studija Tijane Vukovi¢, koja je predmet ovog prikaza, odredena je i svrhom da se u
epistemoloski spektar upiSu nove spoznaje o periodu tranzicije u polju kulture. Naime,
istrazivacki okvir diktiran je hronoloskom dimenzijom od kraja 20. i pocetka 21. vijeka, i, S
druge strane, spacijalnom razlikom izmedu jugoslavenskog naslijeda i artikulacije nove kulture
Srbije. Odabiri ovog izazovnog konteksta, ali i teme, potvrduju opredjeljenost istrazivacice da
se uhvati ukostac s kompleksnim fenomenima sporenja, pogotovo iz glediSta centra i margine.
Istrazivacki konstrukt temeljno je analiziran 1 potvrden razliitim primjerima i nafinima na
koje se nose institucije s dinami¢nim drustvenim promjenama koje uveliko otezavaju njihov
rad. Nimalo slu¢ajno, odabirom uzorka, zvani¢nih i alternativnih institucija, sklopljen je
mozaik koji svjedoci o postojanju razli¢itih diskursa. Na taj na¢in gradi se cjelovita slika, ali i
podrivaju dominantne prakse u poimanju jugoslavenskog naslijeda. Knjiga koja se nalazi pred
Citateljstvom utemeljena je na inoviranim i za ovu temu bitnim konceptima kulture pamcenja.

Simboli¢no determinirana, studija prati napustanje, razaranje i rat oko identiteta. Na
drugom, viSem nivou, centralni problem istraZzivanja je ponovo osvajanje proSlosti kroz
kreiranje novih narativa i tendencija za prevazilazak kulturoloske traume. U namjeri da se
najsSire analizira i opiSe dominantno i marginalno naslijede, studija u cijelosti slijedi logiku i
nau¢ne zahtjeve formiranog alternativnog istrazivackog sistema. Struktura studije
podrazumijeva uvodno i zaklju¢no poglavlje ili, konkretnije receno, teorijska polazista i
pretpostavke, i na koncu iznoSenje zavr$nih sudova, te Cetiri razradena i argumentirana

srediSnja poglavlja.
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Kao prvu pretpostavku Tijana Vukovi¢ navodi fenomen neZeljenog naslijeda,
mapirajuci ideju i raspad jugoslavenskog kao ,,zajednickog kulturnog (i umjetnickog) prostora“
(Vukovi¢ 2022: 9). To je povijesni pojam u kome se mogu identificirati sve kategorije
prezrenih i drugih, Sto je direktan i neosporan rezultat ideologije koja proizvodi. Pored strasnih
i o¢iglednih efekata na osamostaljene drzave, ratni raspad Jugoslavije potakao je usmréivanje
jugoslavenskog identiteta, te posljedi¢éno krizu i1 traumu u polju kulture. U svrhu
argumentiranja, autorka predocava dezintegraciju institucija kulture za vrijeme ratova, ali i u
vremenu zvani¢nog antijugoslavenskog narativa. Stoga se, kroz istrazivacke ciljeve suocava sa
izazovnim pitanjima: da li je i na koji nacin Jugoslavija nastavila da postoji u diskursu,
narativima i ideologiji u praksama institucija kulture, na¢inima reprezentacije (odnos: ovisne o
zvani¢nim autoritetima ili suspregnute), nac¢inima transformacije, diskontinuitetima i novim
narativima i perspektivama, o nekonsenzusu vrijednosti, znacaju predstavljanja
jugoslavenskog simbolickog naslijeda kao puta za prevazilazak traume, kao i potrage za
tematskim projektima. Preciznije, cilj istraZivanja je bilo izazovno suoc¢avanje s otkricem da li
je pokusaj da se u kulturalnom paméenju o¢uva Jugoslavija bio uspjesan uprkos otezavaju¢im
okolnostima, a posebno ,,zasto sjecanje na Jugoslaviju prezivljava u fragmentiranim narativima
I izazovnim procesima prevazilaska kulturalne traume koja je u stalnoj krizi bez ikakve
koherentne strategije da uspije u tome* (Vukovi¢ 2022: 19). Koriste¢i interdisciplinaran
pristup, Tijana Vukovi¢ se bavi postojec¢im znanjima o kolektivnoj traumi, odnosno relacijama
izmedu individualnog i kolektivnog paméenja. U tom smislu, u individualnom pamcenju u
Srbiji sjecanje na Jugoslaviju je zadrzano u vidu uspomena, dok je prelazak na nivo kolektivnog
diskutabilan. Glavnu ulogu u tom procesu bi trebalo da imaju institucije kulture. Kada je rije¢
0 samom procesu istrazivanja, vodilo se racuna o mjestima subverzivnosti zvani¢nih, te
sugestivnosti 1 mo¢i alternativnih institucija da ,,obezbjede okvir za jugoslavensko naslijede 1
vezu izmedu proslosti i buduénosti® (Vukovi¢ 2022: 14). Fokus istrazivanja smjesten je na
ispitivanje ne samo prezivljavanja sje¢anja na Jugoslaviju, koliko i na sam put od
jugoslavenskih institucija do krize u kulturi.

U prvom od centralnih poglavlja, ,,State of Art“, autorka predstavlja razlicite teorijske
aspekte, forme i sadrzaj gradeci intersekcionalni pristup utemeljen u kulturi pam¢enja. Naredno
poglavlje, pod naslovom ,,Historical Context“, predstavlja povijesni pregled ideje jedinstva
Juznih Slavena s uporiStem u umjetnosti i kulturi. U tom smislu, Tijana Vukovi¢ demistificira
i objasnjava fenomen jugoslavizma kao vezu i meduuticaj izmedu Jugoslavije kao kulturnog i
politi¢kog projekta. Stoga, jugoslavizam postoji kao potencijal zajedni¢kog prostoru kulture,

kako u proslosti, tako i kao neovisan prostor u kome je Jugoslavija mogla da postoji nakon



raspada. Naredna poglavlja studije posveéena su tzv. analitickom istrazivanju. Konkretno,
istrazivacCica kroz primjere tri zvani¢ne institucije (Paviljon Republike Srbije u Veneciji —
Jugoslavija postoji kroz aktivan kontekst; Muzej savremene umetnosti u Beogradu — simbol
stvaranja jugoslavenske kulture; i Muzej Jugoslavije — ogroman transformativni potencijal),
kao i tri nezvani¢ne institucije kulture (Centar za kulturnu dekontaminaciju/CZKD -
avangardni pokret u borbi protiv stalne opresije i nepravde; skvot Ineks — kao polifona
nezavisna kulturna institucija koja je slobodno komunicirala naslijede Jugoslavije; i Kvaka 22
— zasnovana na Jugoslaviji kao zajedniCkom prostoru vrijednosti, razlike, jednakosti i dobra)
ispituje i pokazuje nacine oblikovanja i zadrzavanja narativa o naslijedu Jugoslavije. U sredistu
paznje ovog pristupa nalazi se transformacija specifi¢nih i kompleksnih narativa. Naporedo,
naglasena je razlika izmedu institucija koje dijelom njeguju pristupe dominantnih diskursa,
pojacan utisak o raskoSi modela koje koriste alternativne institucije ,,primarno slaveci etiku
zajednisStva (stavovi o zajedniCkom kao naslijedu iz jugoslavenskog perioda)* (Vukovi¢ 2022:
17). Osim na osjecaju zajedniStva, rad alternativnih ili nezvaniénih institucija zasnovan je na
djeljenju resursa i aktivistickom pristupu. Takoder, nezvani¢ne institucije su identificirane i
kao one koje imaju kapacitet da koriste slobodan prostor umjetnosti i kulture za izrazavanje
protesta protiv rezima i promoviraju humanisticke vrijednosti. ProSirivajuéi istrazivacki korpus
sa zvani¢nih na alternativne institucije kulture, autorka je iskoristila znalajne resurse
komparacije, te proucavanja marginalnih narativa. Izu¢avanjem oba narativa, zvani¢nog i
alternativnog, Tijana Vukovi¢ je postigla i primarni cilj sagledavanja $ire slike kulture u Srbiji
u tranzitivnom ili postjugoslavenskom razdoblju ili kako to ona sama navodi, to je bilo
znaajno i radi formiranja osnove za mapu institucija kulture u Srbiji nakon raspada
Jugoslavije.

U ,,Forgetting or Remembering Yugoslavia: Creating Connection and Continuity*
istrazivaCica iznosi zakljuéna razmatranja S ciljem sumiranja predstavljenih znanja i
saCinjavanja koherentnog i stabilnog okvira, to jest, cjeline. Podsje¢aju¢i na ambivalentan
odnos ka Jugoslaviji i njenom naslijedu u procesima suofavanja s prosloséu, u studiji se
akcentira stanje kulture u traumi (koja unuStava identitet jugoslavenskog zajedniStva), u
kontekstu tranzicije, fragmentacije, susprezanja i konfuzije koje vladaju institucijama kulture.
U skladu sa stanjem analiziranim u prethodnim poglavljima, autorka knjige iznosi i konkretne
zakljuCke vezane za razlike izmedu zvani¢nih koje potenciraju traumati¢nu proslost, i
nezvanicnih institucija kulture koje racunaju s jugoslavenskim zajedniStvom kao progresivnim
uporiStem 1 izvorom. Potonji stav se najefikasnije reflektira kroz simboliku antifaSistickog

naslijeda. S podnaslovom ,,Choosing between the Illusion of Ground Zero and Regaining the



Past: In Search of Meaning and the Old/New Identity* dolazi drugi dio zakljuc¢ka determiniran
kontekstom razmatranja hijatusa izazvanog traumom rata, tacnije, uniStenjem zajednickog
jugoslavenskog identiteta. Nakon raspada Jugoslavije, identitetski izbor je sveden na dva
opozitna stava: pada u krizu i posljedi¢no utapanje institucija u procese nadilazenja proslosti, i
drugi — ponovno osvajanje proSlosti. Rezultat zvani¢nog izbora je tendencija da se
reprezentiraju samo izolirani fragmenti pri¢e kao cjelina, potvrduju¢i autoritativni diskurs
nepozeljnosti naslijeda Jugoslavije. Zadatak ponovnog osvajanja proslosti s ciljem
prevazilaska traume, sadrzi potencijal rekonstrukcije i kreiranja zajednickog, progresivnog
kulturnog prostora. Klju¢ drugacijeg pristupa leZi u vezama, funkcionalnosti i kreativnosti i
karakteru narativa unutar i izvan institucija u svim zemljama bivse Jugoslavije.

Ukratko, studija Tijane Vukovi¢ napisana je iz pozicije alternativnih istrazivanja,
obuhvatajué¢i znacajne tematske oblasti i izazovne pretpostavke, ali i savremene metode.
Citanjem i analiziranjem disruptiranih narativa o spornom naslijedu Jugoslavije, zajedni¢kom
identitetu i jugoslavizmu, istrazivadica je u kontekstu tranzicije i traume, s alatima
intersekcionalnog pristupa i kulture pamdéenja (osvajanja proslosti) ostvarila postavljene
ciljeve, pri ¢emu je uspjeSno interpretirala (saCinjavajuci cjelovitu sliku) suprotstavljene
narative, ponudila alternativna rjeSenja i pristupe, ukazala na znaaj istraZivanja koja
integriraju centar i marginu, i na koncu apelirala na zahtjev prevazilaska traume, tj. krize u
kulturi — putem ponovnog osvajanja proslosti. Na koncu, studija Tijane Vukovi¢ predstavlja

potrebno suocavanje sa znanjima iz ugla nau¢no utemeljenog principa osvajanja proslosti.
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The study of Tijana Vukovi¢ which is the subject of this review was determined also
by its purpose — to inscribe in the epistemological spectrum new findings about the period of
transition in the field of culture. Namely, the research framework is dictated by the
chronological dimension at the turn of the 21% century, as well as the spatial difference between
the Yugoslav heritage and the articulation of the new culture of Serbia. The selection of this
challenging context, as well as topic, confirm the commitment of the researcher to tackle
complex phenomena of dispute, especially from the point of view of the centre and the margin.
The research construct is thoroughly analysed and confirmed by various examples and ways
institutions handle dynamic social changes that make their work largely difficult. In no way
accidentally, with the selection of the sample, official and alternative institutions, a mosaic that
bears witness to the existence of various discourses is formed. This contributes to the building
of a comprehensive image, and the undermining of the dominant practices in the understanding
of the Yugoslav heritage. The book presented to the readers is founded on the innovative and
important concepts of the culture of memory.

Symbolically determined, the study follows abandonment, destruction and war over
identity. At another, higher level, the central problem of the study is regaining the past through
the creation of new narratives and tendencies for overcoming cultural trauma. Striving to
widely analyse and describe the dominant and marginal heritage, the study as a whole follows
the logic and scientific demands of the formed alternative research system. The structure of the
study includes an introductory and concluding chapter, or, rather, theoretical bases and
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hypotheses and the presentation of final stances in the final chapter, as well as four discussed
and well-substantiated chapters in the middle.

As her first hypothesis, Tijana Vukovi¢ posits the phenomenon of unwanted heritage,
mapping the idea and dissolution of the Yugoslav as a “common cultural (and art) space”
(Vukovi¢ 2022: 9). A historically related term is the phenomenon of unwanted heritage, in
which all categories of the unwanted and the other can be identified, which is a direct and
indisputable result of the ideology that produces. In addition to the terrible and obvious effects
on the independent states, the war breakup of Yugoslavia led to the death of the Yugoslav
identity, and, consequently, to a crisis and trauma in the field of culture. For the purpose of
argumentation, the author presents the disintegration of cultural institutions during the wars,
but also during the time of the official anti-Yugoslav narrative. Therefore, through research
objectives, she faces challenging questions: whether and in what way Yugoslavia continued to
exist in discourse, narratives and ideology in the practices of cultural institutions, ways of
representation (relation: dependent on official authorities or suppressed), ways of
transformation, discontinuities and new narratives and perspectives; questions about the non-
consensus of values, the significance of presenting the Yugoslav symbolic heritage as a way of
overcoming trauma, as well as the search for thematic projects. More precisely, the goal of the
study was a challenging confrontation with the discovery of whether the attempt to preserve
Yugoslavia in cultural memory was successful despite aggravating circumstances, especially
“why remembrance of Yugoslavia survives among the fragmentation of narratives and the
challenging process of overcoming cultural trauma in a permanent crisis without any coherent
strategy to succeed in that” (Vukovi¢ 2022: 19). Using an interdisciplinary approach, Tijana
Vukovi¢ deals with the existing knowledge on collective trauma, that is, the relations between
individual and collective memory. In this sense, in the individual memory in Serbia, the
recollection of Yugoslavia is kept in the form of memories, while the transition to the collective
level is debatable. Cultural institutions should play the main role in this process. When it comes
to the actual research process, particular care was taken with regard to the places of the
subversiveness of official institutions, and the suggestiveness and power of alternative
institutions to “provide a framework for the Yugoslav legacy and a link from the past to the
future” (Vukovi¢ 2022: 14). The focus of the research is placed on studying not just the survival
of the memory of Yugoslavia, but also the path from Yugoslav institutions to a crisis in culture.

In the first of the central chapters, “State of Art,” the author presents various theoretical
aspects, forms and content by building an intersectional approach founded in the culture of

memory. The next chapter, called “Historical Context,” represents a historical overview of the



idea of the unity of South Slavs with a basis in art and culture. In that sense, Tijana Vukovi¢
demystifies and explains the phenomenon of Yugoslavism as a link and influence between
Yugoslavia as a cultural and political project. Therefore, Yugoslavism exists as a potential of
a common space of culture in the past and an independent space in which Yugoslavia could
have existed after the dissolution. The next chapters of the study are dedicated to the so-called
analytical research. Specifically, through the examples of three official institutions of culture
(the Pavilion of the Republic of Serbia in Venice — Yugoslavia exists through an active context;
the Museum of Contemporary Art in Belgrade — the symbol of the creation of Yugoslav culture
and the Museum of Yugoslavia — huge transformative potential), as well as three unofficial
institutors of culture (the Centre for Cultural Decontamination/CZKD — an avant-garde
movement in the fight against permanent oppression and injustice; the Inex squat — a
polyphonous independent cultural institution that freely communicated the heritage of
Yugoslavia and Catch 22 — based on Yugoslavia as a joint space of values, difference, equality
and good), the researcher examines and shows ways of shaping and maintaining the narrative
on Yugoslavia’s heritage. The transformation of specific and complex narratives is at the centre
of attention of this approach. At the same time, the difference between institutions that partly
foster approaches of dominant discourses is underscored, and the impression of the opulence
of the models used by alternative institutions “by primarily celebrating the ethics of
togetherness (stances on the common as heritage from the Yugoslav period)” (Vukovi¢ 2022:
17) is increased. In addition to a sense of community, the work of alternative or unofficial
institutions is based on sharing resources and an activist approach. Also, unofficial institutions
are identified as those having the capacity to use the free space of art and culture to express
protest against the regime and promote humanist values. By expanding the research corpus
from official to alternative cultural institutions, the author used significant resources of
comparison and the study of marginal narratives. By studying both narratives, official and
alternative, Tijana Vukovi¢ also achieved the primary goal of secing the wider picture of
culture in Serbia in the transitional or post-Yugoslav period, and, as she herself states, this was
also significant for the purpose of forming the basis for the map of cultural institutions in Serbia
after the collapse of Yugoslavia.

In “Forgetting or Remembering Yugoslavia: Creating Connecting and Continuity,” the
researcher presents concluding thoughts with the goal of summing up the presented knowledge
and making a coherent and stable framework, i.e. whole. Recalling the ambivalent attitude
towards Yugoslavia and its legacy in the processes of dealing with the past, the study

accentuates the state of culture in trauma (which destroys the identity of Yugoslav unity), in



the context of the transition, fragmentation, suppression and confusion that rule over cultural
institutions. In accordance with the situation analysed in the previous chapters, the author of
the book also presents concrete conclusions related to the differences between official
institutions that emphasize the traumatic past, and unofficial cultural institutions that count on
Yugoslav unity as a progressive stronghold and source. The latter attitude is most effectively
reflected through the symbolism of anti-fascist legacy. With the section “Choosing between
the Illusion of Ground Zero and Regaining the Past: In Search of Meaning and the Old/New
Identity,” comes the second part of the conclusion, determined by the context of the study of
the hiatus caused by the trauma of war, more precisely, the destruction of the common
Yugoslav identity. After the breakup of Yugoslavia, the identity choice was reduced to two
opposing positions: the fall into crisis and the consequent drowning of institutions in the
processes of overcoming the past; and the regaining of the past. The result of the official
selection is the tendency to represent only isolated fragments of the story as a whole,
confirming the authoritative discourse of the undesirability of the legacy of Yugoslavia. The
task of regaining the past with the aim of overcoming trauma contains the potential of
reconstruction and creation of a common, progressive cultural space. The key to a different
approach lies in the connections, functionality and creativity and character of the narrative
inside and outside the institutions in all former Yugoslav countries.

In short, the study of Tijana Vukovi¢ was written from the position of alternative
research, including significant thematic areas and challenging hypotheses, as well as modern
methods. By reading and analysing the disrupted narratives about the disputable legacy of
Yugoslavia, common identity and Yugoslavism, the researcher achieved the set goals in the
context of transition and trauma, with the tools of the intersectional approach and the culture
of memory (regaining the past), while successfully interpreting the conflicting narratives (by
creating a comprehensive picture), offering alternative solutions and approaches, pointing out
the importance of research that integrates the centre and the margin, and finally appealing to
the demand of overcoming trauma, i.e. the crisis in culture — through the regaining of the past.
In the end, Tijana Vukovi¢’s study represents the necessary confrontation with knowledge from

the point of view of the scientifically based principle of regaining the past.

Prevod Radojka Jevti¢
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The collection Eurofringes. Translating Texts, Translating Cultures, edited by Carmen
Dutu,! was published as a result of the international conference held under the same title
between 71 and 9™ June, 2019 — Translating Texts, Translating Cultures (The fourth edition of
the Eurofringes International Conference, facilitated by the Dimitrie Cantemir Christian
University in Bucharest, Romania, in collaboration with Gothenburg University, Sweden). In
the words of the editor herself, during the conference, in general, “participants from countries
belonging to the traditionally considered semi-peripheral or fringe cultures of Europe were
invited to approach cultural narratives and texts in their diversity” (Dutu et al. 2021: 12).
Therefore, one of the most important intended characteristic of both the conference and the
conference proceedings is immediately noticeable: a stronghold in contemporary theoretical
approaches of the postmodern provenience such as post-colonialism, through the insistence on
the so-called fringe or semi-peripheral cultures of Europe. This determines the selection of the
authors and, partially, the character of the papers represented, whereby one should understand
“the conceptual framework of fringe as both a geographical category — when employed as
Euro-fringe [...], and as a counterculture, non-normative concept” (Dutu et al. 2021: 13).

In addition, from the concise but comprehensive and informative preface, the reader
gets the opportunity to learn about the main trends in (contemporary) translation studies, a field
which began to acquire its status as a discipline mid-20" century — especially with the so-called
cultural turn that, towards the end of the 20" century, changed the dominant linguistic-
formalist paradigm in the same studies — as well as with the scientific hypotheses on which this
collection itself is based. Namely, at the centre of editorial attention are the various inseparable
relations between translation and culture, that is, translation as, broadly understood, cross-

cultural communication, and vice versa: communication as translation:



Throughout the volume, the reader is invited to explore the very dynamics between
translation and culture which has been regarded not only as re-construction, encounter,
and negotiation of texts but also as a means of re-interpreting the world, from multiple
perspectives (Dutu et al. 2021: 12).

This, above all, includes fictional works and the recognition of the mediating role of
both translators and translation in the transfer and interpretations of different artistic
models/media as well as ideas from one culture to another, with special reference to culturally
specific codes and their translation treatment and reception status. Accordingly, this publication
represents a valuable contribution to the established, dynamic and polyphonic field of
translation studies at the global level, engaging in current debates on key concepts and
approaches beyond language which, as the editor claims, “have made Translation Studies a
rather privileged field in academia in the past decades” (Dutu et al. 2021: 9) — cross-culturalism,
invisibility of translators, foreignization/domestication, to mention only a few of them.

The editor, however, adds: “aiming to give birth to a new methodological approach to
translating culture, rather than texts as units, scholars in Cultural Studies have started shaping
up a connected phenomenon called Cultural Translation” (Dutu et al. 2021: 11). These
aspirations resulted in the danger of omitting “the text as unit” itself, i.e. its close reading.
Aware of this, the editor of the collection insists on papers which try to reconcile more
traditional philological approaches to reading and interpretation with current tendencies in
cultural studies and translation studies, to a greater or lesser extent. In other words, the volume
is characterized by the pronounced interdisciplinarity and eclecticism that these disciplines
necessarily require and imply, but mainly starting from materials or samples that are accessed
from within: the broadly understood texts (phenomena) are not only situated in the cultural
context of production, translation and reception, but are also meant, when appropriate, to be
evaluated and examined as relatively autonomous instances (of a fictional nature).

Structurally, the volume is divided into three chapters: “Language. Cultural Coding and
Decoding”, “Cultural Translation — (Her)story” and “Intersemiotic Translations”. Just as the
title itself and the editorial concept suggest, neither the formal organization nor the content of
the volume are overly specified, strictly defined or noticeably cohesive. The decision to avoid
the classification of the papers into the chapters, for instance, would not affect the conception
and reception of the collection to any extent. Individual papers from different units, moreover,
correspond to each other in suggestive ways: the introductory and the final one, above all. In

addition, methodological hypotheses and interpretive strategies fluctuate throughout the



collection on very dispersive and wide grounds. Even if it is seen as a consequence of the
(inter)disciplinary requirements themselves, the editor’s hope that “eclectic quality will be felt
as an advantage by the reader” (Dutu et al. 2021: 17), although not unfounded, can also be
characterized as somewhat risky, if we consider the publication as a whole. Rather, it seems
that certain scientific articles in the collection, thanks to their quality and specific focuses, can
be more or less relevant and help in other close studies conducted in a similar (narrow) domain.
Consequently, it is more plausible for a reviewer to focus on some of the individual
contributions and their advantages and disadvantages than to the general ideas and approaches
represented in the collection.

For instance, the introductory paper by Emrah Eris — “English and Turkish Translations
of Camus’ The Stranger: Treason or Not?” — starts with the assumption that “differences
between cultures cause many more severe complications for the translator than do differences
in language structure” (Eris 2021a: 27), while it is concluded that “one of the crucial parameters
that have to be taken into account by translators in translating literary works is to take care of
cultural differences part from the intention of the author and addressee of the source text” (Eris
2021a: 37). A careful textual-cultural analysis shows that the selected Turkish translation of
Camus’ classic is far closer to the original than the selected English counterpart, but also
effectively points to the repercussions these differences have for the interpretation both of the
text of the novel itself and the French existentialism in general.

Just as the last paper in the collection, written by the same author — “Cultural, Social,
and Psychological Implications of Subtitles of the Movie Winter Sleep” — the first one figures
as a comparative case study on the challenges and (im)possibilities of cross-cultural translation
of a certain fictional text, in the tension between the East and the West, the semi-periphery and
the centre of Europe. However, in another case, the focus of attention is on another medium as
well — the now cult movie Winter Sleep by the Turkish director Nuri Bilge Ceylan; more
precisely, its translations into English and French. A very interesting case study was chosen:
the protagonist is a Turk, “an intellectual who seems to be closer to the West in terms of
lifestyle and perspective”, as a result of which Winter Sleep “contains ironic messages and
metaphors that exist throughout the movie” (Eris 2021b: 167). Nevertheless, it seems that this
inspiring starting point of analysis could have been more elaborated, either thanks to a more
interdisciplinary (co-authored) approach or a more in-depth interpretation of the movie. In
other words, focusing on the text in the strict sense, i.e. on the movie script, its translation and

mechanisms of its cultural (de)coding, the paper mostly neglects the other, visual and technical



aspects of the movie. In this sense, it functions as a micro-interpretive and necessarily limited,
but still valuable, contribution to the Winter Sleep phenomenon as a whole.

The second chapter, “Cultural Translation — (Her)story”, is marked by a feminist
research perspective, that is, an analytical appreciation of the category of gender. Among
others, it contains a very thorough, innovative and ambitious paper, entitled “Is This a Man’s
World? Hajduk Heroines, from Eighteenth-Century Ballads to Nineteenth-Century Romanian
Fiction”. It focuses on “the evolution from gender stereotypes to genre convention by
comparing a collection of eighteenth-century hajduk folklore with a corpus of nineteenth
century Romanian hajduk fiction” (Patras 2021: 84). Author Roxana Patras convincingly points
out the importance of the “wider process of erotization that practically reshapes the eighteenth-
century hajduk folklore (as well as its enlightened political claims) and makes it a perfect
resource for the nineteenth-century sensationalist fiction” (Patras 2021: 90). This is a rare case
in the collection as a whole that the research, at least partially, addresses the Balkans and, more
subtly, the so-called theories on Balkanization. Accordingly, this paper could be of utmost
importance for researchers in the field of Slavic Studies.

Furthermore, in an equally interesting, well-elaborated paper “Translating the Double
in English Literature from the Gothic to Contemporary Entanglements of Hunter and Hunted”,
by Gillian M. E. Alban, attention is paid to the transposition of the motif of double from certain
literary works by male authors into the works by female authors — Sylvia Plath, Toni Morrison,
A. S. Byatt, and Margaret Atwood. By itself, it seems that the article does not deserve any
significant objections. However, considering the entire context of the collection, two potential
problems become apparent: on the one hand, the prominent Western-centricity of the selection,
and on the other hand, as in the case of the previous paper, an extremely broad understanding
of “cultural translation”. The very same remarks could be made in the case of paper entitled
“The Proto-Cyborg in Dadaists’ Syncretic Performances”, by Felix Nicolau, from the third
chapter of this volume.

Besides, Eurofringes. Translating Texts, Translating Cultures contains two more
papers. The first one is written by Alenka Jensterle-Dolezal and its title is “The Shift to
Modernity. Czech Motives in the Literary Works of Slovene-Croat Author Zofka Kveder”.
This paper represents a valuable and systematic contribution to the biographical and
bibliographic reconstruction of the activities of the prominent woman author from the late 19
and early 20" centuries, Zofka Kveder (Jeloviek, Demetrovi¢), or, more broadly, to the history
of feminism and women’s history outside the Western sphere. The selection is additionally

understandable since Zofka herself was multilingual, as well as both an active translator and



one of the most translated South-Slavic modernist authors. However, although adequately
situated in the editorial concept of the collection (maybe even more adequately than the
remaining papers in the same chapter), this paper requires certain remarks. Above all, the
striking absence of certain aspects of the intellectual and literary portrait of Zofka Kveder is
disputed. Although the focus is undoubtedly on her “most productive period”, the Prague years
(Jensterle-Dolezal 2021: 70), and cross-cultural communication between Slovenia and the
Czech lands (as well as, to a lesser extent, Croatia), the earlier part of Zofka’s genesis is
nevertheless addressed. On the other side, the author of the paper hardly mentions the last part,
which followed the First World War and the Yugoslav unification, of which Zofka Kveder
Demetrovi¢ was one of the most ardent and influential proponents among the (women)
intellectuals of her era. Namely, she was not only a “typical Habsburg intellectual” (Jensterle-
Dolezal 2021: 79), but also a typical (early) Yugoslav intellectual (see, for instance, Badurina
2010; Mihurko Poniz 2019; Ceupues 2015, 2020; Cumuh 2022). Consequently — from the
retrospective of Zofka Kveder’s numerous creative and cultural endeavours — her fruitful
editorial and authorial engagement before the formation of the Kingdom of Serbs, Croats and
Slovenes/Yugoslavia, and the significant ideological and poetic modifications that emerged in
her oeuvre and agenda in the last years before her death, are missing. As a result, this represents
a missed opportunity to further problematize and stratify the “fringes of Europe”, i.e. to
introduce the problem of the Balkans and Balkans’ history where and how it is relevant.

Finally, the paper “Recent Trends in Bessarabian Prose: Three Authors and Two
Origins”, although it is formally part of the first chapter, also concerns a feminist approach to
literature, since its author, Tatiana Ciocoi, takes into consideration the differences in the
production and reception of men’s and women’s (contemporary) Bessarabian fiction, the one
which is created “within a highly intricate context: that of the Romanian culture in the Republic
of Moldova, a former Soviet republic” (Dutu et al. 2021: 13). With this choice of topic, the
author clearly and successfully attributes to the conceptual framework of the publication,
offering a brief critical-interpretive review of a marginalized literary field which is — it is
reasonable to assume — almost unknown to the wide and heterogeneous target audience of the
collection. Her contribution, although it contains certain methodological vagueness or
inconsistencies, is valuable inasmuch as it functions as a case study that would further be worth
deepening — above all through comparison with other similarly positioned literary fields and
phenomena.

To conclude, the collection Eurofringes. Translating Texts, Translating Cultures is

undoubtedly an “ambitious”, “eclectic” (Dutu et al. 2021: 17) and valuable contribution to



contemporary cultural studies, translation studies, studies of literature, anthropology,
linguistics, (intellectual) history and related humanistic disciplines. It is significant that it
appears in Romania, a country which is not dominantly perceived as central through the
Western-centric prism; accordingly, the same can be concluded when it comes to the selection
of certain thematic units as well as represented authors, whether they come from Turkey, the
Czech Republic or Romania. In addition, the insistence on feminist, post-colonial or related
research positions further justifies the editorial concept of the collection. However, one gets
the impression that, on this occasion, an opportunity was missed to highlight other (even more
peripheral) cultures and the problems of their cultural translation, as well as to place the
research in a more comparative and somewhat more inclusive framework. Despite this, i.e.
sporadic Western-centric choices or approaches, this collection is marked by a scientific
relevance that can be helpful and influential in other contemporary attempts to decentralize,
pluralize and problematize the European (academic) field in detail. It consists of research
papers which have the potential to become an important reference point for those efforts, as
well as a stimulus for further consideration of cross-cultural communication as translation and

translation as cross-cultural communication out(side) of the Western-centric context.

! Dr. Carmen Beatrice Dutu is Associate Professor of English Literature and Cultural Studies at Dimitrie
Cantemir Christian University, Romania.
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Ja s je cBe Tako OmI10?

Kybancke npujamenuye / Panmuna I'nkuh [TerpoBuh. — HoBu Can : Akagemcka kmura, 2020.

—215 ctp. ; 21 um. — ISBN 978-86-6263-308-8

Pagmuna I'mkuh [Terposuh o6jaBuia je 3HaTan Opoj KBHra ¢ HCTOPH]CKOM TEMaTHKOM,
aJIM je TT03HaTa ¥ Kao BPCHA ayTopKa IyTOoIHca, y Koje cranajy myrormucu o Maauju (Hamacme,
Hnoujo v 30paso, Hnoujo), Kopeju (Kopeja, post scriptum), u Bujernamy (Bujemnam u 0eéem
3majesa). Kura Kybancke npujamemsuye BOIU HAC 33j€JHO C ayTOPKOM Ha JIPYTH Kpaj CBETa,
Ha Ky0y.

[Tongemen Ha nBaHAECT TMOTJIaBJba, O KOJUX j€ CBAaKO MOCBEhEHO MECTy KOje ayTopka
nocehyje, anu u oapeheHOM MHUTY WM OCOOM M3 KyOaHCKe HcTopHje, myronuc Kybancke
npujamesbuye MpesICTaB/ba AyTOPKUHO ayTEHTHYHO UCKYCTBO MPOIMYTOBaHkha OBOM KapUIICKOM
3eMJboM. Jok Kopaua ynunama XaBane, Canta Mapuje, Tpununana, Bapanepa, u npyrux
MecTa, OHa Kopadya M KpO3 UCTOpH]y, a y3 By Kopadya U meHa CamyTHula, KacHUje U
npujaresbuia, CtaHa, K0joj je Kibura u nocsehena. Beh u cam HaciioB ykasyje Ha 3Hayaj KOju
weHa CanmyTHUIIA MMa Yy LEJOKYIHOM TOM HCKYCTBY, jep 0e3 me Ou ImyTroBame OuIIo
HEMOTIYHO, OKPHEHO, YMHM ce. IbUX0B 3ajeTHHUYKU MyT 3alpaBo jeé W TJaBHHU CTYO KHbWTe.
CBaku BUXOB Pa3roBOp OTKPHBA YATAOIIMMA JIeTaJbe U3 UCTOpHje, reorpaduje, nereaau Kyoe,
aJli U BbUXOBE HEKa/la CAaCBUM pa3ianuuTe nepcrnekruse. CTaHa je y HeKUM TPEHYLUMa aHTUIIO]
aytopke, CamyTHUIIa KOja IPEUCIIUTY]e, TPOTUBPEYH, TIPY>Ka HOB IOTJIE], T€ Tako 1 oborahyje
ayropkuH. CTaHa je peayiHa, a ayTopkKa je 3aHeceHa CBUME OHUM IUTO je YUTana U OTKpUBaia O
Ky6u mpe myra, CBoOM HCTOpHjOM M JAeTajbMMa KOj€ je TOHella ca coOoM U Koje joj 6oje
UCKYCTBO.

Haparnuja npatu ayropkuse ¢pparmentapae Mucian. CBaku ()parMeHT je CBET y MajioM,
aJli ¥ JIe0 LIeIMHE, KOJIMKO TO/1 Ta LIeJIMHA MOJK/a Ha TPEHYTKE HU3IJIejaia HECKIIagHOo. AyTopKa
ucripesia Tpudy, ajld je W JOomymyje CBOjuM cehamnMa, YWEHUIIAMa, 3anakamhMma,

MOBPEMEHUM J1jaJIoroM ca cBojoM CalyTHHUIIOM, T1a YaK U MPEUCIUTUBAKBEM CaMe BaXKHOCTHU
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npude. OHa yKpIITa IPOCTOPHE U BPEMEHCKE HUTH, JI YECTO, Hau3rie, 06e3 ,,3HaKoBa‘““ KOju
Ou yrMTaoIa MOTJIM JIa yIIpaBe TJIe M KaJia ce pajimba, ako je YOIIITe UMa, U JeIIaBa.

[Tyronuc nounme ogoM cehamy 1 3a00paBy y UCTO BpeMe, IITO Jaje TOH LeJI0j KIbU3H.
AytopkuHa ,,Kyba HemoBpatHO HecTaje” (cTp. 7), Te oHa cB0joj CamyTHHUIIM TOBOpH Ja je
BpeMe aa oTKpHjy ,,Hauty Kyoy*. Ta je muxosa Kyba, kako unTanal KaCHUje OTKPUBa, BP3UHO
KOJIO Oeiexxaka, UCTOPH]CKMX UYHILCHHIIA, OUTHUX M HEOMTHHMX (jep je caMm ImojaM OWTHOT,
nokazahe ce, Bpyio JuuaH), yTHcaka, ocehama M KompeHe Koja 00aBMja LIEJO ITyTOBAambE,
MCKa3aHe YeCTO NMOHABJHAHUM MUTAmEM ,,J1a u je cBe Tako O0mno?“ To je gemoM Tako U 3aTo
ITO ayTopKa CBOje IMyTomuce o0jaBjbyjeé AYro HAaKOH IITO j€ IyToBaja Ha JOTUYHE
JIECTUHAIIM]e, Ha OCHOBY OeJiekaka Koje je 3alicuBaia TOKOM IyToBama. Ha mpumep, myromnuc
Kybancke npujamemuye uznar je 2020. romuHe, anu ce HWaeja poaAUiia TOKOM IyTOBama
aytopke Ha KyOy 2016. ronune.

Uuraonmma u3 Cpbuje cBakako HUje Hemo3HaTa Kyba u MUT 0 TOM J1aJlekOM OCTPBY,
0acTHOHY KOMYHHM3Ma; MUT KOjU OIICTaje 3ajelHO ca 3aocTaBImITHHOM Jyrocimasuje. Hekana
KaIlnclia Koja je MOrJia Jja 3all04He HYKJICApHU paT, HEMPOLEHhHBa KOMYHUCTUYKA Tauka OJIU3y
obasie HajMOhHHMje KalUTATUCTHYKE ApkaBe cBera, Kyba je cama, MOke ce HACIyTHUTH,
OTEJIOBJbEHEC MHUTA O BEJTUKUM PEBOJTyIIMjamMa Koje Cy Mmponaje, a ¢ lbuMa U HapoJId KOju 0exe
Yy U3THAHCTBO 3a 00JbUM JKMBOTOM, WJIH, TIpe he OMTH, 011 Toper kuBoTa. ,,Ky0a je sxenena na
carpaau paj, a cTBopuia je nakao®, pehu he CanmytHuna npes cam kpaj nmyroBama (ctp. 209).

Wnak, Ky6a Pangmune ['mkuh IlerpoBuh nposera je u ycxuhemeM Koje je ckopo ma
OMUIIJBMBO, a OIJIe/la c€ — Kako OW Jpyraddje — y peunma, 1ma U y OHOME IITO j& OCTajo
HEM3PEUYCHO, Y ayTOPKUHUM OelenkamMa WM MHCIUMa. Tako ca3HajeMo O TJIaBHOM TIpaay
Kyb6e, XaBanu, kao u OctpBy uryana, Canra Mapuju, Canra Knapu, na u ¢apmu ayBana.
Aytopka u CtaHa ¢ TOIMKO CTPAaCTH MPUYAjy O CBEMY, YaK M JyBaHy, KOjH je, CMaTpajy, A€o0

y)KHUBamba y JKUBOTY.

Kan ocrapumo, camapuiie cMo y jeqaH riac, Kajg OyaeMo y HajOoJbUM ToJMHAMa, Kaj
OyzneMo 3a0opaBuiie Ha IyTOBama, celeheMo y HEKOM CTapauykoM XOTely, y KacHe
BEUEPI-E CcaTe, Kaga CByAa YOKOJO Oyay ToramieHe CBETHJbKe, Kama ce Oyaemo
JpyJbymKane y ¢oTespama, ca IHMrapoM y pylHu, Kaga ce cBera oBora Oymemo
npucehasne, MOXKe JM, Jpara Moja, Ja HaclIyTHUII TO BpeMe, Koje he Ham OuUTH Ha
M3MaKy, Kako ce 3a710BoJbHO npucehamo cBera. Kako hemo y Tamu, ca »KMIIIKOM IpBEHE
00je, ca MUpPHCOM AMMa, Kako he HaM cjaj OMTH y o4nMa, 1a CMO 3HaJIe J1a )KUBHUMO U

Jla CMO C€ paJioBaJie IPYyruM mpeaenuma (cTp. 52).



Kactpo, xoju ce cmoMume TOKOM I1ejie KibUre (a Kako U He Ou, TopocTac KyOaHCKOT
KOMYyHHM3Ma), TeK Ipen kpaj he mobutu cBoje mornaBibe. CrioMeHyhe ce HmeroBW Mmpomaiu
IUTAHOBH, HETOBa HEOCTBapeHa o0ehama, aTeHTaTH KOjU Cy CBH JI0 jeIHOT OMJIM HEYCHEIIHH,
cnnomeHyhe ce u ’eroBy NPOTUBHMITY U TIPUjaTeJbH, Al U CHH. A OHJIa ce, KaKe ayTopKa, Taj
pPEBOYLIMOHAPHU W OoraTh >KMBOT yracuo. ,,OHja je mkoHa yruxHyma. Otumao Bobha y
uctopujy* (crp. 180). Uuranam he caznaru u pa3He nerawe u3 xxuBota EpHecra XeMuHrBeja
Ha OBOM OCTpBY, ajqu he mpuae OTKPUTU IMOHELITO U O HEroBoj Jby0aBH MpeMa MIajioj
AnpyjaHu W TpecuMa TpeMa CYNpy3H, jep jé ayTOpKH, Yy MHOIITBY HH(]oOpMmaiuja Koje
npeaoyana, To BakHO. Lleno jegHo mornaeibe mocBeheHo je XeMUHTBE]Y U HbETOBOM HMamby
®unka. Ye ['eBapa, Benuku peBoynoHap, noouhe takohe 3aceOHO noriasibe, onrcane Ouhe
CIIMYMIIE O FErOBUM IyTOBamkUMa M Jby0aBUMa BU)EHUM KpO3 ayTOPKHUHE OYH, I1a U KOja ped
peueHa O BEroBUM mueanmMma. Mmak, Kako ce TMoKasyje, W BEMKH Tepuial U MyTHUK Ye
3aBpIllaBa HECJIABHO, OKPYXCH JICIIMHAPHMA, a HEroBa peBoiiylidja nperounhe ce y

KalUTaTUCTHYKO 6e3yMIbe U 6ecMucao.

Ky6ancku dororpad Anbepro Kopaa, Hampasuo je uyBeHy (ororpadujy Ue 'eBape,
U3 XUJbaJy JIEBETCTO LIe3/IeCeTe TOANHE, Ha CBUM MajUIlaMa, Ha CBUM ITOCTEpUMa, a OH
O]l TOra HHje UMao HUKaKBe Bajle, 1a aa 6ap BEroBo UMe caja IOMEHEMO, KaJl C€ O]

CIIMKE HHUje 000raTno, Kaj je Huje 1oopo yHoBumo (ctp. 135).

Takole, jomr jegan 3Ha4YajaH J1e0 KHBUTE CY M KELMIKEBHUIIHA, KOJU CE CIIOMUIbY BEOMa
yecto. He camo Xemunrsej, Beh u Pejuanno Apenac, Xoce Maptu, 3oe Bangac u npyru Hanase
CBOj€ MECTO y OBOM IIyTONHUCY U 3a ynurtaone y Cpbuju noctajy neo muta o Kyou. Unuranan
casHaje U 0 ogHocuMa Mel)y KibKeBHUIIMMA, lhHXOBOM OJHOCY IMPeMa CBOJO] 3€MJbH, UJTH YaK
1 BuxoBoM ogHocy ¢ Kactpom. ['mkuh IlerpoBuh je y hokyc yecTo craBspasa )KUBOTE TUCAIIa,
a BUXOBA JieNa Cy joj Takohe 60juna npeacrasy o Kyou. YV KmH3u ce jacHO BUIH J1a je 100po

MpUIIPEeMJbEHA TOIIJIa Ha YT, IITO jé KaCHHje U TOTBPMIIA y JeITHOM UHTEPB]YY:

3a KyOy mMoxk1a MoxeTe Ja ce IpUIIPEeMUTE, y TOM CMUCIY J1a IIaHupare 1ra Oucrte
CBE BHJICTIH, jep MOCTOje yTabaH! MUTOBH O TOME IIITa C€ TaMO 00aBE3HO MOPA BUJIETH.
Ja cam, npe Hero mto cam Te 2016. roaune orunuia Ha KyOy, uimuuTana cBe MTO MU
J€ IOILIO IO pYKY O TOj 3eMJbH. YnTana caM Kibure KyOaHCKUX Mrcalia KOju Cy MaxoMm

OHIIH Y er3UiTy, M OHH Cy JIOOPO MAaIHpaid Moje TyTOBahe M MOja O4eKnBama. t



Kybancke npujamemuye cy jenan Bpio audat norien Ha KyOy, Ha camy ayTopKy, anu
¥ Ha UCKYCTBO YIHjama TPEHYTKa M HETOBOI aMajiraMHupama C MPeTXOIHUM 3HameM. U
yIpaBo je 300T Te BepHE MpelICTaBe OBOT Ca/ICjCTBA IMMYTOMHC Y HEKUM JIEIOBUMA CKOPO Ia
HeyxBaTJ/puB. UnTana je curypas, Kao IITo je U ayTopKa CUTYpHa, y 1aTyMe u norahaje, amm
0CTaje MOCBEe HECUTYPaH y ayTOPKHHO MCKYCTBO, Y BeH 0HOC ca CalyTHHUIIOM, Y FbeH OJTHOC
C OKOJIMHOM KOjy IIOCMaTpa, jep MHOTO Tora ocTaje HenopeueHo. [Ipuya ce pa3Buja, 10nymana,
MyT ce 3aBpIIno, anu cehame, Kao U MUT, Hagorpalyje ce U )KUBHU Jajbe.

Te, Ha Kpajy MyTOBama, OCTaje a C€ W YMTaaIl 3anuTa: ,,Jla 1 je cBe Tako Ommo?“

! https://www.021.rs/story/Info/Misljenja-i-intervjui/263054/Autorka-Kubanskih-prijateljica-Radmila-
Gikic-Petrovic-Putovati-kroz-secanja-dok-realna-putovanja-ponovo-ne-budu-moguca.html, mpeysero:
26. 10. 2022.
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IIpu4e o crapom nu HoBoM Humny Jesiene Jos. JlumutpujeBuh

Huwixe npuye [ Jenena JoB. lumutpujeBuha. — npupenmna Munynka Mutuh — Humr: Orpanak Bykose
3agyxxoune y Humry, 2021 (Hum: I'papuxa I'ane6). — 273 crp. : mwayctp ; 21 cm. — ISBN 978-86-
909045-2-5

30upka Huwxe npuue Jenene J. Jlumutpujesuh oOyxBaTta npuuy y ctuxy ,,bada Kpaca,
y MOj 3eMaH U c'ra”, mpBH MyT 00jaBJbeHy y yaconucy Budeno kpajem 1892. ronune, HoBely
,» Dyn-MapukuHa mpukaxma' u npunosetke ,,Ceetu [lanrene;”, ,,Cprcka neBojka“, ,,Hukomnah
Manebammja®, ,,batka bynua u ctpuaka Mapuue” u ,,MejpeM-xanHyMm" Koje cy HacTajaje Ha
npenacky M3 JEBETHAeCTOr y [BAJECeTH My MPBUM TOJMHAMa [JBAJECETOr BeKa.
[TpunoBeTkama mnperxoau mpearosop npupehuBaunne Mwunynke Mwutuh y Kojem cy
MpeloueHr ayTOpKUHM Ouorpadcku momauu u3 mnepuonaa mposedeHor y Humy, npumimke
HacTajama MPUIIOBEaKa y 30UpIy, TeMaTuka oopaheHa y muma, Kao U lUXOBE KHHKEBHO-
TEOPHjCKE OMJIMKE. 30MPKY MPUIIOBENaKa 3a0KPYXKY]y MNPUIO3U W3 TIEPUOIUKE KOJH CY
MPETXOAUIIN WJIM TIPATHIU MpBa 00jaBJbHBamba MPUIIOBEAAKA, IITO YUTAOLY MpYyXKa YBUI Y
IIMPH CIIEKTap OKOJHOCTH y KOJUM Cy HacTajajia Jieyia CBpCcTaHa y 301pKy.

Onyc HUIIKE TeMaTUKe 3amounmbe 1mo jonacky Jemene J. JlumutpujeBuh y Humr u
HEHOM HaCTambUBaBYy y Ipaly TOKOM ciiyx0e notnopyunuka Josana Jlumutpujesuha y Humry,
3a kor ynana 1881. rogune. TokoM mepuojia MPOBEACHOT y OBOM T'pajy, KOjU C MpEeKuIumMa
Tpaje cemamHaecT roguHa, Jemena J. JlummurtpujeBuh oOjaBipHBalia je moe3wjy, Mpo3y U
Mel)y)kaHpOBCKa Jiena MmoIyT npude y cTuxy ,,bada Kpaca, y moj 3eman u c'ra”. 3nauaj 30upke
Huwxke npuue ornema ce y TOMe IITO Cy NPBU IMYT y jeaHO] 30UpIM 00jenUEm-CHE CBE
MIPUIIOBETKE KOj€ TeMaTu3yjy rpaa Huim u XKUBOT TaMOIIHEr CTAHOBHUIITBA, CPIICKOT U
Typckor. Y mpumoBeTkama o crapom Hwumy Jenena J. JumwurpujeBuh ykaszyje TOTOBO
HCTOBPEMEHO Ha OJIMKE HAIIMOHAIHOT UEHTUTETA TeK 0CI000)eHOTr CPIICKOT CTAHOBHUILITBA
(Hum je ocmob6ohen onm Typcke Biactu ocHuBameM KuexeBune CpoOuje 1878. romune Ha
bepiauHCKOM KOHIpecy HAaKOH CpIICKO-TYPCKMX paToBa), Kao M OJUIMKE IPEOCTaJor

MaJ00pOjHOT TYPCKOT CTAaHOBHHINTBA HACTAH-CHOT HA MPOCTOPY HOBOOCHOBAHE KHEKEBUHE.
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Te ronuHe je mecHaecToroauIImka Jenena MusbkoBrh ¢ TOPOAUIIOM TIPBU YT IMOCETHIIA TEK
ocioboheHu rpaj, a UMIpecuje HaaaxHyTe ocehamuMa HallMOHATHOT IOHOCA U PETMTHO3HOT
3aHOCAa yHEJa CKOpO JIBE JIClIeHUje KacHHje y eNucTojapHu pomaH [lucma uz Huwa o
xapemuma (1897), koju je yjeHO BeHO HajOOMMHHM]jE M HajoOyXBaTHH]E 1eJI0 0 crapoM Humry.
[TpunoBeTkama ayTopka nmpoay0sbyje U MpoImpyje HuIke teme, oopalyjyhu u erHorpadceke
KapaKkTepUCTUKE W OAJuKe pacTyher W cimo0OAHO H3pa)xkaBaHOT MAaTPUOTHU3MA CPIICKOT
CTAaHOBHHIIITBA.

XpOHOJIOLIKH, MPBO JIETO OBOT KOpIyca je IPUIIOBETKA y CTHXY ,,baba Kpaca, y moj
3emaH u c'ta”, o0jaBibeHa 1892. ronune, anm, mpeMa peuyrMa came ayTopKe, HacTaja paHuje.
Humku omyc 3aBpiraBa ce rpynom npunosenaka ,,Oaru-cynran®, ,,Capu-xanym u ,,Mejpem-
xanym“ u3 1907. ronune. [IpBa npunosetka 30upke, ,,Hukonah manebammuja®, o ayBapy peaa
y Maxai, J1aje MpUKa3 3ajeHUYKOr KUBOTa XpuilhaHa ¥ MyclIMMaHa Ha TPOCTOPY jy’KHe
Cp6uje. Kpo3 cynOuHy TIIaBHOT jyHaka M OCOOMHE KOjUMa C€ OJUIMKYje: IMOOO0KHOCT,
CKPOMHOCT U MTOXPTBOBAHOCT, ITPUKAa3aHe Cy KOJIEKTUBHE OCOOMHE U CTPa/Ialhe CaMOoT CPIICKOT
Hapoza. J[pyra mpunoBeTka, Koja je y BpeMe NpBor 00jaBJbUBamka MPUBYKIIA TaXKbY KIbUKEBHE
jaBHOCTH, ,,baba Kpaca, y mMoj 3eman u c'ra® mopenu KOAEKCE MOHAIAka W3 MIIAJOCTH
MPUIOBEJAUYMIIE U OHE M3 BpeMeHa y KoM mpunoena. [locebaH akiieHAaT CTaB/beH je Ha
oOpaciie IpUMEPEeHOT W HEMPUMEPEHOT TOHAlllakha MJIAIUX JIeBOjaka y HaTpHjapXalHuM H
OpPHMjeHTAIHUM CpeluHaMa, Te MOCIeAUle ¢ KojuMa Ou ce cyodaBalie JIeBOjKE YKOJIHMKO Ou
M3Ja3uie U3 HAMETHYTHX JAPYIITBeHUX okBupa. [Ipunoserka ,,Ceetu [lanTenej”, nomyt one o
Huxonahy mane6ammju, obenexeHa je eTHOTpadCKUM W PEIUTHJCKUM MOTHBHUMA CPIICKOT
xuBjba y Humy u y woj Jenena J. lumutpujeBuh jormn jemHoM HMCTHYE 3HAYa] OYyBama
COIICTBeHE Bepe u Tpaaunyje. 13 onyca Jenene J. AumutpujeBuh o MyCIMMaHCKUM (TYPCKHM)
’KEeHaMma Koje Cy Oujie TemMa MpBUX HBeHUX MPO3HUX JIeNIa, jeJUHA IPUIIOBETKA KOja ce Halula y
3ouptu Huwixe npuue jecte ,,Mepjem-xanym*. Cmemrajyhu pagmy y XapeMCKu aMOHjeHT
Hekajammer Typekor Huma n Humike 6ame y mo3Hare meHiIyke TYPCKUX dKeHa CKPUBEHUX 01
MYIIKUX OYH]y, ayTOpKa KpO3 JIMKOBE MIAJAUX M CTApUX MYCIMMAaHKH MOPEAM IpOoIuIa U
caJlalliiba BpeMEHa, HCTOBPEMEHO CE€ HOCTAITHYHO OCcBphyhH Ha KHBOT HEKaaIIkbEer TYpPCKOT
CTAaHOBHUINTBA Ha moApyd4jy jy’kHe Cpouje. Hosena ,,Dyn-Mapukuna npukaxma oOumyje
(hOJIKIJIOPHUM U COITMOJIONIKHAM €JIEMEHTHMA, KOJH jOj, TTOPEe/l U3Y3€THE JINTEpapHE BPEIHOCTH,
najy u KapakTep eTHorpadceke cryauje. [loceban 3Hauaj OBOr TEKCTa MOYMBA Y JE3UKY, jep je
HOBEJIa HalMCcaHa HUIIKUM JTHjaJIeKTOM, T€ YyBa FOBOP JIOKAIHOT cTaHOBHUIITBA. [IpunoBerka
,»CpIicKka JeBojka’ mpencraBiba uaeane KOju ce MPUIUCY]y CPIICKO] JE€BOJIIM Y UCTOMMEHO]

HapOJIHOj TIeCMU. Y 3aBPIIIHO]j IPUIIOBEIHN 30UpKe, ,,baTka byHua u ctpunka Mapuue®, y K0joj



j€ TeMaTHU30BaH TEPHOJ HajOMMXKE HCTOpH]je OBOT TMOJHEOJba, ayTopka ce OaBH HOBUM,
MozaepHuM Huniijama, 1 o mpBH YT CE€ y CBOJUM JIeJTMMa M3 OBOT omyca okpehe rpahanckom
ciojy crtaHoBHHINTBA. [locnenmwa y HU3y MpUNoOBenaka mpukasyje cnuky Huma kao rpaacke
BapOIITH, HACYIPOT OPHjCHTAITHE MaxaJje U3 MPUIIOBEIaKa ca TOYeTKa 30UpKe.

VY mnpunoBetrkama Jenmene J. JIlmmutpujeBuh o Humny mpencraBibeHEe Cy pa3inyuuTe
HAI[MOHAJTHOCTH, JPYIITBEHU CIIOj€BH, COLIMOJIONIKE, €THOrpad)CKe M TICHXOJIOIIKE OJITHKE
cTaHoBHHKa Hura, kao u no0a paznuunra y MOJMTHYKOM U HCTOpHjckoM morieny. Oty ce
OBOM 30MpKOM TmpoayOJbyje [docajamima IojeNa Tema Yy cTBapanamrTBy Jenene J.
JlumuTpujeBuh M yHOCHM HOBa TIEPCIIEKTHBA y HEH 0OOrar omyc, Mpe CBera y TaKO3BaHHU

OpH]jCHTATHU TTEPUOI,.
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N3noxba Cmase, cnone, cnosnaje: tpu ayropke us Cpouje na Pymu

Kmousiceenuua

Wznoxba Cmase, cnone, cnozuaje orBopena je y Hapoanoj 6ubmmoreru Cpouje 7.
neuembOpa 2022. Ha otBapamy cy roBopuau Bnamgumup Ilumrano, mupexkrop Hapoane
oubmuorexke CpoOuje, Auapeja Puxtep, mpencennuna Ynapyxkewa Pyme KrudicesHuya, u
bumana JlojunnoBuh u Mupjana Cranumuh, ayTopke uznoxoe.

N3nox0a je HacTana y okBupy npojexta Pyma kruscesnuya (Women Writers Route),
jemue on 48 kyntypHux pyra Caeta EBporne u jeqHe o JeceTak Koje mposasze kpo3 Cpounjy.
Pyma krusicesnuya oBesyje cemaM CIOBEHCKUX 3eMajba U YETPHACCT KEMIKEBHHUIIA: TTOPE
aytopku u3 Cpowuje, Jenene J. Iumutpujesuh, Ucumope Cexynuh u Jlecanke MakcumoBuh, Ty
cy Jenucasera barpujana u3 byrapcke, Mapuja Kononmwuika u3 Ilosbcke, 3unanga Xununyec,
Ana AxmaroBa u Mapuna L[BerajeBa u3 Pycuje, 3odxa Ksenep, Jlnnu Hosu u Jbynka Hlopiu
n3 Cnosenuje, MBana bpauh-Maxypanuh u Mapuja Jypuh 3aropka u3 XpBarcke u J{uBHa
Bexosuh u3 lpue ['ope.

Haponna OubGnumoreka Cpbuje je neo Pyme jep uyBa Hacinehe um nema oBux
KIbIKEBHMIIA, a Y BOj je cMemTeHa u 3anyxouna ,Jlecanka Makcumosuh”. M3noxoba je
NpUIIpEeMJbEHA Y capaaml ¢ TpojeKToM Kruoicencmeo ca @uimonomkor Qaxyirera
Yuusepsutera y beorpany.

Ha oBoj n3nox0u npencrasbamo nena Jenene J. Iumutpujesuh (1862-1945) nacrana
Ha myty o Amepunu (1919-1920), myty oxo cBeta (1926—1927) u necme Hacralie MOYETKOM
TpUJECETUX roaruHa y ®paHIyckoj. AMEpUIKO UCKYCTBO j€ OMMMCAHO y yTOMHCY 00jaBJbEHOM
1934. Hosu ceem unu coouny oana y Amepuyu, y npudama u3 Cpnckoe KmuicesHoe2 2IACHUKA,
necmama u3 pykonuca Ha Oxeany u npexo Okeana (P542), K Cynyy 3a Cynye (P543) u U3
Hosoe ceema (P545) koju ce dyBajy y Hapoauoj 6ubnuorenu. [Tyt oko cBeTa HCHIPUIIOBEIaH
je xpo3 nyronuc Cedam mopa u mpu okeana 4ddje ce 00e Kibure uyBajy y pykonucy (P540) y
Haponnoj 6ubnuorenu, a 30upka mecama Ha (GpaHIyCKOM je3MKy HacioB/beHa je Au Solei
couchant / ¥V cymon (P 544).

VY cermenty nocsehenom Mcumopu Cexynuh (1877-1958) Hanasze ce pyKONUC KEUTE
Canymnuyu (P183), npBo m3mame oBe 30upke u3 1913, ka0 u Tpu 3amuca U3 mE Koje je
npBoOuTHO 00jaBuia y Cpnckom kmwusicesnom 2nachuky. Cam HacimoB Canymuuyu HaM jaCHO
yKa3yje Ha MeTaopHuyaH J0KHUBJbaj KHUBOTA Kao MmyToBama. M3 McuaopuHux aena u nucama

U3/Baja ce mheHa Jby0aB npema CkanauHaBU U, HapounTo HopBemkoj. Y kopecnoHaeHINju ca



CeerucnaBom b. IlgujanoBuhem m CetucmaBom IlerpoBuhem, koja ce uyBa y Hapomnoj
OMOMMOTEIM, HW3JIOXKEHO] 3a OBy mpwiHKy (30upke P641, omHocHo P642), BUmM ce
ONYLIEBJbEHEC KYJITYpOM U mpupogom osor nena Espome. YV [lucmuma uz Hopeewike
(acuuHaiyja J1ernoToM, BeIMYaHCTBEHOUINY ¥ TUIIMHOM Tpejiesia OCHOBHA j€ HUT — U3JI0KEHO
j€ TIPBO U3/Iakbe OBOT ITyTOIHCA.

Jlecanka MakcumoBuh (1898-1993), ka0 u meHE MPETXOAHHIIE H, JIEJIOM,
caBpeMeHHMIle, Oujla je cBeTCKa NyTHHUIa. Mmak, MyTONMHCH YHMHE MamH JIe0 HEHOT
cTBapanamrTea. Ha 0Boj u3110:x01 nipeicTaB/beHa je MyTOMUCOM U3 AycTpanuje u3 OelexHUIIe
Koja je Hal)eHa y 3a0CTaBIITHHU W TPBU IMYT C€ M3JIaXKe. 3aCTYIMJbEHU CYy U OPUTHHAIHH
PYKOTIUCH HCHUX TecaMa, MucMa U npeBonu. M3 GoraTe 3a0CTaBIITHMHE W3JABOJEHH CYy JOII
Heo0jaB/beHU MaTepHujalid KOjU TOBOpPE O Be3aMa ca CIOBEHCKUM KIbMKeBHHUIIama. Ped je o
npenucuu Kojy je ox 1957. ronune mo mpen kpaj uBoTa Boauia ¢ Maom PanBosbnHOM U
Onrom KyracoBom.

Ha otBapamy m3noxbe rocrnoha Anapeja Puxtep ypyuuna je cepruduxare CaBera
EBporne unanosuma Pyme krudicesnuya, Mely xojuma je u Krouoicencmao.

Nznox6a y mpoctopy HBC otBopena je no 17. mapra 2023. ronuse.

Jurutanna Bep3uja uznox0Oe Cmaze, cnoHe, cnos3uaje NOCTyIHA j€ HAa JUHKY

https://blogdigitalna.nb.rs/index izlozbe.php.

N3znox6a o Jenenu J. Jumutpujesuh, Mcunopu Cexynuh n Jlecanku Makcumosuh je
cripeMHa


https://blogdigitalna.nb.rs/index_izlozbe.php

OTBapame — yIpKoc JOIIeM BpeMeHy, OWIIO je ITyHO TOCTH]Y

Ceprudukar Casera EBpone 3a Knuorcencmeo (cneBa HagecHo: Anapeja Puxtep
[mpencenuuma Y apyxewa Pyma krousicesnuya], busbana Jlojunnouh [pykoBoauTesbKa
Kruorcencmesa u koaytopka uznoxoe], Bonagumup [Tumrano [ynpaBauk Haponne
oubnmoreke Cpouje] u Mupjana Cranumuh [npeacrasuuiia 3aayxoune ,,Jlecanka
MaxkcumoBuh® u Koayropka nznoxoe])



(cneBa Hagecno) Haha CtojkoBuh (nmu3aju akcecoapa), Munom HuakoBuh (nu3ajH karamora
u u3noxoe), Auapeja Puxrep (npeacennuna Y apyxema Pyma krudgcesnuya), bubana
HojunroBuh u Mupjana Cranummh (ayropke uznoxxoe u karaynora), Mareja Janaap
(mpencraBauma Y apyxewa Pyma kwudicesnuya), Mnanen BeckoBuh (mpeacTaBHHK
MunucrapctBa kKyaType u nandpopmucama Cpouje) u Jparan [lypemuh (3ameHuK ynpaBHUKa
Hapoane 6ubmmorexe Cpouje)



The exhibition Paths, Ties, and Discoveries: Three Authors from Serbia on the

Women Writers Route

The exhibition Paths, Ties, and Discoveries opened at the National Library of Serbia on
December 7, 2022. Vladimir Pistalo, the director of the National Library of Serbia, Andreja Rihter,
the president of the Women Writers Route Association, as well as Biljana Doj¢inovi¢ and Mirjana
Stanisi¢, the authors of the exhibition, spoke at the opening.

The exhibition is part of the project Women Writers Route, launched on the initiative of the
Forum of Slavic Cultures. This is one of the 48 cultural routes of the Council of Europe and one of
around a dozen that pass through Serbia. This route links seven Slavic countries and fourteen
women writers. Apart from Serbian women writers — Jelena J. Dimitrijevi¢, Isidora Sekuli¢ and
Desanka Maksimovi¢ — the following women authors are also included in the route: Elisaveta
Bagryana from Bulgaria; Maria Konopnicka from Poland; Zinaida Gippius, Anna Akhmatova and
Marina Tsvetaeva from Russia; Zofka Kveder, Lili Novi and Ljupka Sorli from Slovenia; Ivana
Brli¢-Mazurani¢ and Marija Juri¢-Zagorka from Croatia; and Divna Vekovi¢ from Montenegro.

In the Serbian section of this route, an important role belongs to the National Library of
Serbia as an institution that keeps the legacy and works of these women writers, and to the
Foundation of Desanka Maksimovi¢, which is located in the National Library of Serbia itself. The
exhibition was organised in collaboration with Knjizenstvo, based at the Faculty of Philology,
University of Belgrade.

At this exhibition, we present the works of Jelena J. Dimitrijevi¢ (1862-1945) that she
wrote on her journeys across America (1919-1920) and around the world (1926-1927), and we
also present the poems that she wrote in the early 1930s in France. Dimitrijevi¢’s experience in
America is described in her 1934 travelogue The New World or A Year in America, in her stories
from the Serbian Literary Gazette, and in the poems from her manuscripts On the Ocean and Over
the Ocean, Toward the Sun for the Sun, and From the New World, all of them being kept at the
National Library of Serbia. Her journey around the world is narrated in the form of a travelogue
entitled Seven Seas and Three Oceans, whose two volumes are kept in the collection 540 at the
National Library of Serbia. The poetry written in France, in the French language, is kept under the
title Au Solei Couchant (collection 544).



The part of the exhibition dedicated to Isidora Sekuli¢ (1877-1958) contains a manuscript
of her book Fellow Travellers (collection 183), the first edition of this 1913 collection of texts, and
the three entries from it that she originally published in the Serbian Literary Gazette. In her written
communications with Svetislav B. Cvijanovi¢ and Svetislav Petrovi¢, which are kept at the
National Library of Serbia and are exhibited for this occasion (collections 641 and P642), one can
note Isidora’s enthrallment with the culture and nature of this part of Europe. Sekuli¢’s fascination
with the beauty, magnificence and quietude of Norwegian landscapes is at the core of her
travelogue Letters from Norway, whose first edition is included in this exhibition.

Desanka Maksimovi¢ (1898-1993) visited many countries, yet travelogues are only a minor
part of her overall literary oeuvre. This exhibition presents a travelogue of hers about Australia,
from a notebook that was found in her legacy, and is now publicly exhibited for the first time. The
exhibition also displays original manuscripts of her poems, letters and translations. What has also
been singled out from her rich legacy for this exhibition is a batch of unpublished materials which
bear evidence to her relationships with different Slavic women writers. The materials in question
are the correspondence that, from 1957 until nearly the end of her life, Desanka Maksimovi¢ had
with lda Radvolina and Olga Kutasova.

At the opening the exhibition, Mrs. Andreja Rihter gave out the certificates of the Council
of Europe to the members of the Association, including Knjizenstvo.

The exhibition is open until March 17, 2023.

The digital version of the exhibition is posted at

https://blogdigitalna.nb.rs/index izlozbe.php.



https://blogdigitalna.nb.rs/index_izlozbe.php

The opening — many guests appeared despite the bad weather.



] =

The Council of Europe Certificate for Knjizenstvo (from left to right) Andreja Rihter (president of
the Women Writers Route Association), Biljana Doj¢inovi¢ (coordinator of KnjiZzenstvo and co-
author of the exhibition), VIadimir Pistalo (director of the National Library of Serbia) and
Mirjana StaniSi¢ (representative of the Foundation of Desanka Maksimovi¢ and co-author of the
exhibition)

Visitors at the exhibition



(from left to right) Nada Stojkovi¢ (accessories designer), Milo§ Ninkovi¢ (catalogue and
exhibition designer), Andreja Rihter (president of the Women Writers Route Association),
Biljana Dojc¢inovi¢ and Mirjana StaniSi¢ (authors of the catalogue and exhibition), Mateja Jancar
(representative of the Women Writers Route Association), Mladen Veskovi¢ (representative of
the Ministry of Culture and Information of Serbia) and Dragan Puresi¢ (vice director of the
National Library of Serbia)



MebhynapoaHa jeTma K0JIa 0 HHTUMHOCTH Y K€HCKOj KEbHKEBHOCTH

VY JbyOsbanu je ox 22. no 27. aBrycta 2022. onpxaHa Mel)yHapoHa JeTHha IIKoJIa MO
HazusoM INTIMACY IN WOMEN'S WRITING AND READING y oksupy CEEPUS mpexe
Women Writers in History u y opranusanuju Yausep3urera y HoBoj [opuim, y3 noapmiky
Women Writers Route u npyrux opranu3zarmja.

VYuyectBoBano je 22 crymeHta u3 cemam 3emasba (byrapcke, Ilosbcke, Pymynwuje,
Crnosennje, Cpouje, Xpparcke u Yemke). Ilopen mpemaBauwiia W3 HaBEACHHUX IpIKaBa,
y4ecTBOBaJIe Cy U KoneruHuue u3 Benuke bpurtanuje, Jleronuje, @uncke u llsencke.

VY okBHpY JIETHE IIIKOJIC OJIpJKaHa je [BoqHeBHa KoH(pepeniuja Censoring intimacy in
women's writing and reading in the long nineteenth century: 3rd international exploratory
workshop. Kmura ancrpakara moa HaciaoBom Censoring intimacy in women's writing and
reading in the long nineteenth century : 3rd international exploratory workshop : 23-24 August
2022 Ljubljana, Oton Zupanéi¢ Library / [editor Ivana Zajc]. - Nova Gorica: University of
Nova Gorica, 2022 ISBN 978-961-7025-23-1 COBISS.SI-ID 115581699) nanasu ce Ha
auHKy: https://www.ung.si/documents/1260/Bookletll 8 V8UoDBm.pdf.

OBze TOHOCUMO JieTajbaH U3BEILTAj O 30MBakbUMa M YTHCLMA je/IHE O]l YUECHHIIA U3
Cp6buje, Mapuje bocanunh, CTyAeHTKHIbE JOKTOPCKUX CTyAMja Ha DUIIONOMKOM (hakynTeTy

VYHusep3urera y beorpany.

Yrucuu u3 Jbydsbane

[ocnenmwe Henesbe aBrycta 2022, roguHe OUITM CMO €0 je/IHE KPeaTUBHE JIETHHE IIKOJIE
y JbyOsbanu kojy je opranuzoBao YHuBepsuter y Homoj ['opumu. baBwim cmo ce Temom
HHTHME y )KCHCKOM Tucamy u uutamy (Intimacy in Women’s Writing and Reading, CEEPUS
Network Women Writers in History), a rmaBHO nuTame ca KOjUM cMO ce cycpein Beh mpBor
nana owno je: [llma je unmuma/unmumno/unmumnocm 3a Hac? ToKoM miecT gaHa (opMaiHo,
anyu 1 HeOpMaTHO, pa3MaTpalid CMO OBO MUTAKE Y PA3IMUUTUM KOHTEKCTHMA, CIyIIalu U
JTUCKYTOBAJIM, IETTUIM MHTEPIPETalije U ujeje Koje Ou Moriie OMTH 01 3Havaja 3a aHAIHU3Y
MHTHMHOT U LIEH3Ype Y KIbHKEBHOCTH.

Hmanu cMo mpuiIMKy Aa, Beh o1 caMor MmodeTka JIETHE IIKOJIE, OCETUMO CPAAYHOCT
Hammx nomahuHa, y Bumm 3matumm,’ rie cMo ydecTBOBanM y NPBMM pagHOHHIIAMA KOje Cy

npxkane npod. ap Mama I'paemnh u npod. ap Kapmen [yty (Carmen Dutu).


https://www.ung.si/documents/1260/Booklet11_8_V8UoDBm.pdf

Buta 3narura

Ty cMO UManu NMPWIKKY Ja 3all0YHEMO JHjajor O MHTUMHOM Y KEbMKEBHOCTH W IITa OHO
MOJIPa3yMeBa; 3allITo Ce JKEHCKOM, ajli y HCTO BpeMe B HE030MIJbHOM JINTEPATypOM CXBaTa OHA
Koja obuinyje ocehamuma; 3amrTo joj ce (HaKanaocT) Mpulaje Mame 3Hadaja y OJHOCY Ha
KIIDKEBHOCT M3 KaHOHA; 3aIlTO je KaHOH U JlaJbe 0A0uja; Kako Cy ayTOpKe Mopaye aa ce
JIOBHU]ajy HE OW JIM KpUuJjie MyT Ka CJIOO0THOM HM3pa3y, a CaMUM THM U CJI000HOM ITPOCTOPY.
Ha mpenaBamy mpod. ['pmemmh mpatuinm cMo W aHamM3y KOHKPETHHX INPHMEpa TEKCTOBA
4eTUpU caBpeMeHe XpBaTcke ayropke — JacHe Jacue XKmak, Hope Bepne, Jlynuje Tynkosuh u
Jlane ITykanuh. [ToToM cMO ce Kpo3 eKCIIEPUMEHTATHY BeXOY U TEOPH]jCKO MpeaaBame mpod.
JlyTy ymo3Hanu ¢ MJIEjOM Ja He TOCTOjU jeIHa YHUBep3ajiHa AehUHHIM]ja HHTUMHOT, Beh
pazIuuuTe UHMUME/UHMUMHOCIU, KOj€ CYy, Takopehr, MHIMBHUIYaTHE, aJId HE TT00Hjajy HUTH
yrpoxanajy jeqHa Apyry, Beh ce ynuBajy, nperauhy u oTBapajy mehynpocTop Koju je BHIIe
(bayuaaH HETo CTaTHYaH U JaCHO pa3TpaHUYCH.

Kpahy nay3y o pannonuiia uMaiu cMO APYTH U Tpehu AaH, Kaja CMO MPUCYCTBOBAIH
koHdepenrmju Censoring Intimacy in Women’s Writing and Reading in the Long Nineteenth
Century, Exploratory Workshop, opranu3oBanoj y okBupy oBor mpojekra. OMoryhuBmy Ham
Jla 4yjeMo CB€ OB€ IpeJaBaue, OpraHu3aToOpu Cy HaM MPYXHUIU MPWIMKY Ja MPOLIHPUMO
BHJIMKE U 3Hama. Y BOJAHUM oOpahameM KoHDepeHnjy cy 3anouenu npod. ap Katja Muxypko
Ionmxk (Katja Mihurko PoniZ), koopannaTtopka npojekta, u ap Anen Ilupia (Alen Sirca),
MPECETHUK CIIOBEHAYKOT Y IpyKeba 38 KOMIApaTUBHY KEbM)KEBHOCT.

YBoauum npeaasameM Introducing Intimacy and Censorship, mpog. Muxypko [Toxwxk



HaC je KpO3 CaXeTOo M KOXEPEHTHO H3JIaralke YIO3Hala C TJIaBHUM IIOjJMOBHMA H
poOJIeMaTHKOM KOJy aHallM3a UHMUMHO2 Y KEbDKEBHOCTH, TAYHHU]€ )KEHCKO] KEbHKEBHOCTH,
HOCHU ca co0OM — 01 TOra Jia Cy JKeHe 00jaBJbHBaJIe MOJI NCEYJOHUMHUMA, JI0 TOTa J1a OCTOjH
MHOIITBO IpUMEpa ayTOLEH3Ype, POAHE LIEH3ype, LIEH3ype ero-10KyMeHaTa.

Crenehe npenaBame koje cMo cirymranu omio je Reader and Author as Censorious and
Exposing Agents: Experiential Readings of Responses to Censored Intimacy in Swedish Alfhild
Agrell’s Raddad, npod. np buprure Jlung Ecren (Birgitta Lindh Estelle). Yka3ana je na to na
[IEH3ypa OCTOjU OYBEK, aJli Jia Ce CKPUBA M3a PA3ITUUYUTHX MACKHU, IPEOOITUKY]je Y pa3InuuTe
dbopme U J1a HHje YBEK MCTOT WHTCH3WTETA, TOMEHYBIIH Jla YATAOIM MEPUUNTUPaAJy TEKCT Ha
OCHOBY CBOT MCKYCTBa M OJITOBapajy Ha Hera pa3InduTo, Y 3aBHCHOCTH OJ CBOT' COITHjaJTHOT
MoJIoKaja (BUILE WM Mame MpuxBaTajyhu Heke uzeje y Aatom TpeHyTky). Hagosesyjyhu ce
Ha aedunuiyjy nensype Xenen @pemsorep (Helen Freshwater) u mpuxsarajyhu nnejy Topuin
Mouwu (Toril Moi) o ynTamy Kao pacmojoxemy mnpe Hero metoau, mpod. Jlung Ecren texwu
TOME JIa YCMEpH MaXKihy Ha TPaHCHAIIMOHAITHY CTPATETHjy Malupama KEHCKOT CTBapajamTBa
KOj€ je TOTUCKUBAJIO UJTU MTaK OTKPUBAJIO HHTUMHO.

[Torom je mpod. dyty onpxana npenaBawe Ha Temy Censoring the Nation: Martha
Bibesco’s Exile of Intimacy, koje Ham je omoryhuio getasbaH yBUJ Y TCOPH]jCKH OKBUP Ha KOM
npod. JyTy paau, moTkperybeH nmpuMepoM ayropke Mapte bubecky, koja ce Hamnuia Ha mehu:
PymyHKa Koja cTBapa UCKJbY4YMBO Ha ()paHIyCKOM je3uKy. Tume je, y cTBapu, OUI0 OTBOPEHO
NUTalke CTBapajalna KoOju Cy MapruHaJM30BaHM, a KOJjU Cy TEXHIH Ja CBOjOM
TpPaHCHAIIMOHATHOM TIEPCIIEKTHBOM JICKOHCTPYHUIITY BEUHU HAPATHUB O U3THAHCTBY.

Kpo3 usnarame npod. np Anene Jlonexanose (Alenka Jensterle Dolezalova) How to
Become a Poet at the Turn of the Century: Male Censorship and the Female Poet, umanu cmo
IpUJIMKE J1a yyjeMo HewmTo Bumie o Buau Jepaj (Vida Jeraj), cinoBeHaukoj cnucaTesbUld, U
CHOM CTBApaIAIlTBY, ik U YTHIA]y U, C TUM Y BE3H, MPUTUCKY KOJU j€ TpIIesia O] CBOJUX
MYIIKHX KOJIera, KIbM)KEBHHUX KpuTthdapa — Jocuma MypH-Anekcanaposa (Josip Murn-
Aleksandrov) u Autona Amikepua (Anton Askerc). OBo mpenaBame Hac je (MO 1a) HaBeJo J1a
MHOT0 BHIIIE Pa3MUIIJBAMO O TOME KOJIMKO Cy CIIMCaTeJbHIIE, AJIM U TEHEPATHO YMETHHUIIE, One
OTpaHUYCHE U CITyTaHE Y CBOM CTBApaIAITBY, KOJIUKO UX j€ y CBeMy TOMe oJipehiBaio Mymiko
MUIIJbEHE — ¥ KOJIMKO j€ TO BEPOBATHO M JIaHAC CITy4a].

Hapenno npenaBame, €eHEpru4HO U WHCIMPATUBHO, ojpikana je ap XeHnpujera Ilapu
(Henriette Partzsch) na Temy Correcting Unfeminine Emotions: Translator interventions in
French and Spanish Versions of E. Marlitt’s “Das Geheimnis der alten Mamsell”” [The Old

Mamsell’s Secret, 1867]. Ip Ilapu Ham je ckpeHy/Ia MaXKimby Ha TO KOJUKO C€ MOYKE M3TyOUTH



y TIPEBOIly, ald W KOJHKO C€ yNpaBO MOKE€ HAaMEpPHO M30CTABHTH HE OW JH ce myOimka
npugobuna w/mnm BacmuTanma. OHO INTO CE€ CMarpajgo HEIOCTOJHHUM (E€MOIHje) WIIH
YBPEIUBHBHM (C PEIUTHjCKE TauKe TJICANIITA), OO je OrpaHUYEHO WM aJalTHUPAHO TaKo Ja
OJroBapa ,,yHUBEpP3aJHO NMPUXBATIEUBUM (MYIIKHUM) NpaBWIMMa /MM BpenHOCTUMA. A
nMajyhu y By a OBH pOMaHH, 0 KojuMa je ap [lapd roBopwuiia, mpate pa3Boj jJyHaKUbE U 1a
Cy IJIACHPaHHU 32 KCHE W JCIy, IUPEKTHH YIUIMB TPEBOIMIIAIIA YKa3yje Ha )KeJby Ja Ce JIaKo
yTH4e Ha MyOJIHMKy y IIHJbY Ja ce 1y0Jbe KOHTPOJIUIIIE HITH ,,cauyBa‘* 0J1 HETIOKEJbHUX eMOIIH]ja
(BepoBaTHO Oeca) u uzaeja (BepoBaTtHo OyHTA).

[Tocnenmwe nznarame MpBOT JaHa KoHGepeHIrje Ouito je mocBeheHo mMpoMoOIHju KEUTe
Women Writing Intimate Spaces: The Long Nineteenth Century at the Fringes of Europe, koje
je Boma onajH npod. ap Buona IMapente-Yamkosa (Viola Parente-Capkova), y3 pasrosop
ca romthom u3 uznaBauke kyhe bpun (Brill), Kpucrom Crusenc (Christa Stevens), koja HaMm je
Jana Buiie nHGoOpMaIyja 0 CaMoOM H3/1aBauKOM IPOIIECY.

Mehytum, kpaj mpenaBama HHUje OMO W Kpaj Hamier naHa. I[lpomyxwnu cmo y
opranmsoBanu obunasak Jby6mane. M3 Guénuorexe Ortona Xymawumha (Oton Zupanéic)
ymyTuian cmo ce ka MuknommheBom (MikloSicev Park) mapky, riae cMo BUenu BEeroBy OUCTY.
Opnatne cmo HactaBwinm MukiommheBoM IEeCTOM, Y KOjOj C€ Hajla3e Ipelierne, IapeHe,
NaXJBUBO OYYBaHE 3rpajie OJ HAIHMOHATHOT 3Hayaja. TWMM TyTeM [ONUIM CMO CBE [0
[IpemepHoBOr Tpra rae cCMO YyjidH TUPJbUBY IMPUYYy O HEYCIUIIeHOo] JbyOaBu Dpania
ITpemepna (France PreSeren) mpema mmanoj Jynuju IlpumunoBoj (Julija Primic), hepku

OoraTor TprosIia.

Jbybspana, [IpemepHoB Tpr



3atum cmo Bondosom (Wolf) ymumom gommm g0 mapka 3Be3na, Kpo3 KOjU C€ Ha3Hpy
Konrpecnu tpr u YauBep3utet y JbyOsbanu ¢ jeqHe CTpaHe, a ¢ Ipyre Y puIyJInHCKa IPKBa
(Cerkev svete Trojice), CoBeHaukH IIKOJCKH My3ej U ruMHa3uja Joxera [Ineunuka (Joze
Ple¢nik). Cryctunum cMo ce 1o peke u, npemasiu Jbyospanuiry npeko Pubsser mocra (Riblja
brv — Fishmarket Footbridge), ynyrunmu ce KipydaBamuapckom ymurom (Kljucavnicarska
ulica) xa rpajckoj onmTHHU. [{enoM qy>KHHOM OBE yJIWYHIIE XOJaTH CMO TMOpPEN CKYINType
Kojy je uzpanuo JakoB bpmap (Jakov Brdar), a umja je cBpxa &a ykake Ha TO Jja CBaKo Kpo3
JKUBOT Mema 0e30poj macku. CTUTABIIM 1O TPra UCHpe IPajCKe OMIITHHE AOUUIA CMO JI0
(donTane uHcnupucane bepaunujeBoMm pumMckoM DOHTAHOM YETUPH peke, TO jecT, PoboBom
(dhonTanom i POHTAaHOM TPH pPeKe, Koja 3ampaBo NepcoHuuKyje Tpu Kpamcke peke: Cay,
Kpky u JbyOspanuny. Crneneha cranuma Ouna Ham je Karempama Cseror Hukonaja wim
JbyOspancka cTomHuIa, mocBehena ceerom Hukomnajy, 3alITUTHUKY prudapa ¥ MOpEIUIoBaria.
Opatiie cMO ce CITYCTHIIH JI0 TPKHHIIE, ITocMaTpajyhu mpa3an mpocTop U, 3axBajbyjyhu mpudu
BOJINYA, MOTJIM CMO J1a 3aMHCIIMMO KOJIUKO j€ Ty )KMBO KaJla je TP)KHHIIA akTHBHA. [Ipommasmm
TP>KHUILY, CTUIJIM CMO J0 3MajCKOT MOCTa, NMPBOT JbyOJbaHCKOT apMUPaHO-0ETOHCKOT MOCTA.
[Torom cmo cturnu 1o BonHukoBor cnomenuka, nocsehenor necHuky Banentuny Bomuuky
(Valentin Vodnik), mocraBssenom 1889. ucnipen JbyOspbaHCKOT JTHIIeja C UACjOM Ja CBAKH JdaH
MO3/IpaBJba YYCHHUKE KOJH yiIa3e y KOy Koja je HeKaja Owia Ha TPTy u3a caMoT CIIOMEHHKA.

Oobunazak cmo 3aBpmmin koj JbyOGspaHckor rpaja, nBopua Ha Opay HM3HAI camor
LIEHTpa, y3 jeJlaH O]l HajJeNIIuX MOIJIe[a Ha 3ajla3ak CyHIla M3HaJ napka TuBoiM U 1ese

Jbybmane.

[Tornen na Jby6spany ¢ JbyOspanckor rpana



Hpyru man xoHdepeHIMje 3armovyead CMO Majo paHHuje, y3 IPBO MPEIaBambe IO
nasuBom Censorship and Self-censorship in Latvian Women’s Writing: Reading Intimate in
Anna Rumane-Kenina’s Stories and Marija Eglite’s Diaries, koje cy oapxane ap EBa Ernaja-
Kpucrocna (Eva Eglaja-Kristosne) u ap 3urta Kapxn (Zita Karkla) 3ajenno. 3axBasbyjyhu
BUXOBOM M3JIaramy, Ca3HAIM CMO HEIITO BHIIE O JICTOHCKO] KEbFDKEBHOCTH U MPUXBATHIH
uaejy Ja IeH3ypa Huje Oulia caMo WTHOpHCAmE TOCTOjama ClHcaTesbulla, Beh W jaBHO U
MIPUBATHO MCMEBAmE, KA0 U OLITPA M NMPHCTpPAcHA KPUTHKA KOja je y BEIMKOME yTHIalla Ha
KEHCKO cTBapanmamTBo. Kako cy cBe M0 JBajeceTMX TOAWHA JBAJIECETOr BEKa CaMoO JIBE
crnMcaTesbMIle OWiie YKJbydeHE Yy JIETOHCKM KaHOH (Acmasuja [Aspazija] u Auna Bpuramgup
[Anna Brigadere]), oBa aBa u3iarama Cy ce ycpeacpeansia Ha HCTPaKUBambe oJHOca u3Mely
[IEH3ype, MHTUMHOCTH M >KEHCKOT KPEaTHUBHOI IpOIeca, MPOIIUPUBIIN KOHIENT KEHCKE
KIbHIKEBHOCTH TAaKO J1a YKIJbYYH U ayToOuorpaduje. ¥ o6e cTyauje mokasaio ce Ja je KpuTHKa
Ka0 CPEZCTBO IIEH3ype yTUIlaJIa Ha JKEHCKO CTBAPAJIaIITBO TaKO IITO T'a je CTHIIaBalia, a CAMUM
TUM H TYIIWJIA.

VY uznarawy npod. ap Enene Jlunaxomm (Elena Lindholm) Ha Temy Sapphic Love
between State Censorship and Self-Censorship: the Case of Elena Fortun (1886-1952),
VIIO3HAIHM CMO CE€ C TUME KaKo je W KOJIMKO PEKUM Yy KOME je cTBapayia oapeano paa Emene
@opryH. buna je Bpio ycnenrna npe @pankoBe AUKTaType, nUiryhu faedje Kibure o OyHTOBHO]
jynakumu Cunuju (Celia). Mehytum, HakoH 1mTo je @paHko qomrao Ha BiacT, POpTyH o1a3u
u3 3emsbe. Mlako HacTaBsba J1a MUIIE O UCTO] JYHAKUELU, BUJIM CE Pa3jiuKa y TOME Kako je OHa
Owta omucaHa mpe | Mmocie Tor TpeHyTka. CBe BHIIIE Ce YKJIamna y ,, KEHCKH * KaJIyll U HOpME
Koje je moctaBuo MpaHKOB peXuM, IITO HAC JOBOJM JI0 TPU KJbYYHA HUBOA IIEH3YpE KOja ce
aHAJM3UPajy Y OBOj IPE3EHTAINjH, a TO Cy: 1. IMpEeKTHA Ap>KaBHA IIEH3Ypa Koja je yTHIlajaa Ha
00jaBJpMBakbEe KIHUTA HA IIMAHCKOM TPXKHUIITY TOKOM DpaHKOBOT pexuMa; 2. WHAWPEKTHU
YTHIIj IITIIAaHCKE Ap)KaBHE IIEH3Ype Ha CIHCATEJBHILY Y U3THAHCTBY; 3. ayTOLIEH3ypa KEHCKE
XOMOCEKCYyaJIHe CITUCATEJbUIIE IBAZIECETOT BEKa.

3atum cmo uynu npod. ap Buomy I[Mapente-UankoBy Ha Temy Sexual Dissidence,
Intimacy and (Self-)Censorship in Manuscript and Published Work. Kpo3 oBo u3znarame
YIO3HAJIM CMO C€ ca CTYJIMjOM Koja ce 0aBU MpoOIeMOM IEH3ype y 00jaBJbeHUM pajoBUMa U
Heo0jaB/beHUM PYKONHMCHMA CIHCATEJbHIA KOje Cy CTBapaie Ha (PMHCKOM jE€3MKY C Kpaja
JIeBeTHAeCTOr Beka. M3 mopehema oBuX 00jaBJbeHUX paZoBa M HEOOjaBJbEHUX PYKONHCA, HA
MOBPIIMHY JaCHO M3JIa3W IPOOJIEM ayTolleH3ype, MOIMITO Cy OBHUM MopehemeM OTKpUBEHH

CMENM TacyCcH KOjU HMCKa3y]y jyHaKHIbUHE CKpuBEHE (aHTasuje — oja uACHTU(UKAIHje C



MIPOCTUTYTKaMa JI0 JIe30€jCKUX TEHCHITH]a.

W3 npenaBama koje je apkana npod. ap Mpena Cemumauk (Irena Selisnik), Self-
censorship, Family Interpretations of Women Lives and the Influence of Official Narrative,
ca3HaJld CMO 3a TPH CTYJHje Y KOjuMa Cy CpiK HHTEepecoBamba JOKyMeHTapHe ayroouorpaduje
TPH JKE€HE KOje CY JKHMBEJIE Y UCTO BpeMe, Ouiie HCTOT 3aHMMama (YUYUTEIbUIIE) U Ouie ynare.
Ono mTo je 3anuMaio npod. CenuniHuk, Kako je o0jacHMIa, OWIIO je Aa BUIU KAaKO CY JKCHE
TOBOpWJIE M THCAJe O CBOM XHMBOTY M Kako Cy NpHUKa3uBaje HAjUHTUMHHjE JeTasbe (01
TpynHohe m0 HaluoHamHE omnpeaesbeHocTH). [loToM, kako ce dopMmupana mpuda, KOju Cy
apryMeHTH KOpHuITheH!, KakaB HapaTUBHU CTHJ je YIOTPeOJbeH Y MCKa3UBaky HAjOMTHUJUX
KHUBOTHHX OJUTYKa, U CBE TO Y OKBUPY IUPET HCTOPH)CKOT KOHTEKCTA.

Mcp Haramuja Ilanac (Natalia Panas) oapxkana je mpenaBame Ha Temy Double
Censored Freedom? Moj Zivot [My life] by Maga Magazinovi¢. Kopucrehu kareropujy
JIPYIITBEHE MEMOPHje Ka0 METOJy MUCTpPaKHMBama Tora ITa je (GYHKIMOHUCATIO y KYITYpPH,
[Tanac ce 6aBu THME IITa C€ MPEHOCUIIO HAa MEIH]yM cehama, a ITa ce HaMePHO UCKJbYyUUBAJIO
IIEH3yPOM M3 KOJIEKTUBHE CBECTH Kao OHO IITO Ce He yKJama y caMm KaHoH. McTakia je na je
MHTHMa Kojy Mara MarasuHoBuh ucnucyje pa3Ouia cBe KyJITypoJouike Tadye TUME HITO je
omucuBaia OJUCKe Be3e, CTaBJ/bajyhn akIeHaT Ha OHE POMAaHTHYHE, JaBajia CJI000dy CBOjJUM
MHUCIIUMa ¥ OTBOPEHO 3aroBapaia (eMHHU3aM, U CBE TO Y OKBUPY JABa KOHTPAIUKTOpPHA
cxBartama IeH3ype: 1. MopamHor/eporckor (koje motuye u3 KpasbeBune Jyrocnmasuje) u 2.
UJICOIOUITKOT/TIOMUTUYKOT (KOj€ I0JIa3H U3 COIUjTCTUYKE Jyrociasuje).

Wznaramem mpod. ap bussane ojumnoBuh Ha Temy A Censorship of One’s Own,
IpeJCTaB/beHa HaM je cakeTa aHaim3a eceja Bupumnuje Bynd (Virginia Woolf), Professions
for Women, koja Ham je OTBOpwJIa TNHTamba ayTOLEH3ype M CaMoorpaHuvaBama. [Ipod.
JlojunHoBHh je mocTaBuiIa MUTamkE IITa je TIIaBHU pasior 30or kor Bupnuauja Byng kaxe ga
n30erasa Jia IHIIe O TeMaMa BE3aHUM 32 MHTHMY. Y3POK TOME MOXKe ce HahH y CeKCyalHOM
HacWUJbY KOj€ je TpeTpIiesia y IeTUCTBY M KOj€ TTIOMHUIbE TeK y ayroOouorpadckom ecejy u3
1939. roguse. IIpod. HojunnoBuh je npenounnia aa je Lub CTyAUje OUO J1a ce UCTIUTA KAKO je
OBa Tpayma YyTHIajda Ha cTBapaimamrTBo Bupnuauje Bynd wm ma nam je oxacycTBo
unmume/unmumHoe OUI0 MaHa WM PEAHOCT BEHOT CTBapasIallTBa.

[Torom cmo uynu w3narame ap Cecunuje Anen (Cecilia Annell) Ha Temy Intimacy,
Desire, Sexuality: Strategies to Handle Censorship by Swedish 19" Century Women Authors.
Y oBOM MpeaBamy UCTAKHYTA j€ TUXOTOMH]a ,,4UCTe" U ,,CeKCYaTHe  )K€HE ¥ HAUYMH Ha KOj!
je oHa (GYHKIIMOHHKCAJIA KPO3 UCTOPH]Y Kao CHa)kaH (hakTop IIEH3Yype 3a CIUCATEJbUIIC Kl je Y

MATaBky BUXOBO MHUCAKHE O MHTUMHOM, KYIHBU U ceKcyaaHocTH. [Ip AHen objacHuIa je 11a joj



j€ nJb OMO J1a UCTPAKH KOJUM CY C€ CTpaTernjama IIBeICKe CIUcaTesbUIle JeBETHACCTOT BeKa
KOpHUCTHUJIE Y O0pOM MPOTHUB IIEH3ype KaKo OM MIaK Mucajie 0 UHTUMH U CEKCYalTHOCTH, a J1a je
TO MOIJIO Jla C€ CXBaTH Kao MPOJYKTUBHU ILJIOJ LIEH3ype, HE caMo perpecuBHU. Heku of
IIpUMepa Cy: NMPEHOC KYABbE Ha IPYTY ,,CEKCYaIHY" JKE€HY; ONMCHUBAKE MOXKYAE KO ,,YAcTe™
JKEHE K0ja joj Ce He Mpeiaje; ONMMCUBAKE CEKCYyaTHOCTH Mel)y )keHaMma; ONTMCUBAE PEITUTHO3HE
yexme npema Mcycy XpucTy; onucuBame ,,aucTe’ )eHe Koja oceha xyamy.

Mcp Hajana BacusseBuhoBa (Dajana VasiljeviCova) umana je pedepaT Ha Temy
Reworking the Framework from the Literary Margin: The Croatian Female Writers and their
Quest for Recognition from Late 19" Century to Early 20" Century, y koM je ncrakia aa je
HBEH TJaBHU (OKyC Ha aHAIW3M Pa3IMUMTUX HUBOA ILIEH3ype U ayTOLEH3Yype y IMpHUKa3zy
’KEHCKOT UCKYCTBa HaCIpaM JOMUHAHTHOT AUCKypca. MeXxaHN3MU LIEH3ype ce HE BHJIE CaMO Y
NPUBATHO] KOPECHMOHJCHIMJU U ayTOOMOrpad)CKUM TEKCTOBMMaA, Beh M Yy HJICOJIOUIKOM
TIauey U NMaTpHujapXxalHOM MPUTHCKY MIPUCYTHOM Y HapaTUBUMA Koje ¢y ocTaBuie [[parojia
JapueBuh (Dragojla Jarnevic¢), Jaroga Tpyxenka (Jagoda Truhelka), Mapuja Jypuh 3aropka
(Maria Juri¢ Zagorka) u MBana bpauh Maxypanuh (Ivana Brli¢ Mazuranic).

W3znarame KojuM ce KOH(epeHIMja 3aBpiunia oapxkamu cy ap Ilpumoxx Miaunuk
(Primoz Mla¢nik) u np Msama 3aji; (Ivana Zajc), ma temy The Forbidden Speech:
(Self)censorship in the Personal Correspondence of Women Writers of the Slovenian
Modernism. Yka3ainu cy Ha TO Jia je IiJb BbHXOBE CTYIMje OO aHai3a PyKOIIHCa CIIOBEHAUYKUX
cnucatesbrna, Mel)y kojuma cy Mapuna Hapnmumek bapron (Marica Nadlisek Bartol), 3o¢xka
Ksenep (Zotka Kveder), Mapuma Ctpaax (Marica Strnad) u Buna Jepaj. Kako je rmaBHu Buj
KOMyHHUKaruje Meh)y muMa 0o enucronapHe NMpUpoje, TIaBHU OOJIHK ayTOIEH3ype OHo je
JMHTBUCTHYKE MPHUPOJIC — YMETame hNUPUIMYHUX CIIOBAa Ka0 CBOjCTBEHO KOAMPAHmE TEKCTa U
,,CKpUBambe*‘ IOpPyKe Kaj Cy y NuTamwy unmumte teme. OCUM TOTa, Uy CMO HEILITO BHIIIE O
HEKOJIMKO cllyyajeBa IJ/Ie Cy CHucaTesbHile Ouse IeH3ypucaHe OJf CTPaHE KHM)KEBHHUX
4acoIxca, a KOje Cy OHE caMe OIKcalie y CBOjOj KOPECTOHACHITH]H.

Kpaj nana je mak ycinenno TeK KacHHUje — HAKOH KEbMD)KEBHE BedepH y mapky TuBomw,
OpPraHU30BaHOj MMOBOJIOM (ecTHBaja Moe3uje U BuHa. [ 1aBHa rourha 6una je Keponun ®@oprie
(Carolyn Forché), amepruka rnmecHHUKHIbA U aKTHBUCTHEbA, KOja j€ XapU3MaTHIHUM H3JIarambeM
Mpe/icTaBuiIa CBOj MyT MECHUYKOI CTBapajiamTBa. MiMamu cMo IpUIIMKE /1a 4yjeMO HEKOJIHUKO

necaMa 13 mheHe HajHOBHje 30UpKe, Ha CHITIECKOM, Ka0 U Ha CJIOBEHAUYKOM.



VY nmapky Tuonu

YeTBpTH JaH JIETHE IIKOJIC MPOBEIU CMO HA jETHOM JUBHOM HM3JIETYy — WILIH CMO Y
Hosy I'opuity, 'opunmjy (Gorizia), [Ipsauuny (Prvacina), Bunascku xpux (Vipavski Kriz) u
Bunagsy (Vipava). [Ipod. Muxypko ITonmwk Hac je eHeprudno Boawmia kpo3 Hoy [Nopuiy u
[loputnjy y3 3aHUMJBHBY NPHYY O JIMYHOCTHMAa OWUTHHM 3a Ta mecta. [lorom cMo mmanu
OpWIMKY Ja BuAuMO YHuBep3uteT y Homoj [opunm um na Ha jegHoM HepopMalHOM
npeaaBamy, Koje je Boauia Ip 3ajil, pasMeHuMo uzeje Ha remy Intimacy. Women Writers and
Digital Humanities. JIp 3aji npeacTaBuia HaM je yaory JUTHTATHE XYMAHUCTHKE y aHATH3U

KIBbMIKCBHOCTH, lIbEHE IPEAHOCTH aJll U Moryhe HEAOCTaTKE.

Ha tpry y N'opunmju



Cge TO je, Hau3TJIed, JOHEKIIE Tajo y 3a0opaB, Oap Ha HEKO BpeMe, Kaja CMO JIOIUIH
npBO Ha rpobsbe y mecty IlpBaumua, ma moroM mpen Mysej anekcanapuaku (Drustvo za
ohranjanje kulturne dediS¢ine aleksandrink) u 4ynu eMOTHBHY Hpudy O ajeKkcaHApUHKaMa.
[To’XpTBOBAaHOCT M CHAIAXJBHUBOCT KOjOM Cy C€ OBE XXKEHE M3 TOT Kpaja 3ay3ejie 3a CBOje
MOPOJIUIIC Y BPEMEHY KaJia IpyTru u300p HHUCY MMalle HaBOJIW HAC Ha Jjajba Pa3MHILbama. Y
MIPUYH KOjy CMO YYJIM HCTAKHYTO j€ Jla O lhUMa MOCTO]j€ pa3InunuTa MUIIJBEHA, TIOIITO CE HHje
ONaroHakJIOHO TJIEAaJ0 Ha Ty MOXPTBOBaHOCT. Huje ce cmartpano na uay y Taaallmby
Anexkcanapujy Aa 4yBajy Tyhy aeny 3apaj CUTYpPHOCTH CBOje, Beh /1a je To HeKakBa BpcCTa
Kamnpwiia, Kao na ,,jype’ HoBarl, ,,cI0001y 0J1 CBOJUX MYXXE€Ba W/WJIH JIele, /1a JKele 1a Oymy
MIPOMUCKYUTETHE, HEBepHE. Heke cy Ome n3ryospene, orere y 6emo podsbe, HEeKe MOXaa 1
jecy KOpHCTHIIE Ty CUTYalln]y, aJii BehrHa je MoKyIIaBaa ja MOMOTHE CBOjOj MOPOAMIIN, HAKO
je, YCIOBHO peueHo, Omia neo apyre. Mysej orcraje W 4yBa, Kao CBOjEBpPCHA BPEMEHCKaA
Karcysna, He camo mHpopmaiyje o ’buMa, Beh U HeKe mpeaMeTe Koje ¢y AoHocuie, oxaehy,

CUTHHUIIE, CIIMKE, CBE OHO IITO CY HbUXOBE MOPOAMIIC Oniie BOJbHE J1a TIOJIETIE Ca CBETOM.

Ko My3eja anexcanipuHKu

Opnatne cMO MPOAYKWIU IO JeJHOT CUMIATUYHOT MecTa — BHUIIaBCKH KpHXK, T CMO
Y)KUBAJIM Y HEKOJIMKO TPEHYTaKa YUCTOT MUpa, nocmarpajyhu CIoBEeHH]Y U BEHO 3€JIEHUIIO.
VY BunaBu cMO MMaiu NPHIMKY HE caMo Ja ce mpomieramo, Beh u 1a mpo0Oamo JOKaaHH
cmanonen. OBaj mocBe HeopMaiaH JaH oMOryhno Ham je Ja ce Majo BHUIEe 30JIMKAMO H

YII03HAMO, OCUM IITO je OO BPJIO MOYyYaH.



[Ipernocnenwu gaH Ouo je, 6e3 cymme, obenexeH moceroM mpod. ap CrernaHe
Crnammaxk (Svetlana Slapsak). IIpe menor obpahama uynu cmo uznarame npod. JlojunHoBuh
o Jenenu J. lumutpujeBuh, nox je npod. ap Marnmanena Kox (Magdalena Koch) xao temy
¥MaJja ynpaso crBapaiamrso mpod. Cranmak. Taj cjajHu yBOJ HAC je YBEO Y CAM pa3roBop ca
npo¢. Crnammiak, Koja je OTBOPEHO TOBOPUJIA O CBOJUM UCKYCTBHUMA ca (JIp>KaBHOM) IIEH3ypPOM,
Jana HaM YBHJ y Bpeme Koje je mpouuto (beorpaa ocamaeceTux roauHa IBajieceTor Beka), a

KOje ce BepoBaTHO Hehe MOHOBHUTH, 6ap HE YCKOPO.

Atmocdepa Ha npeaaBamwy npod. Cramnmax



3amana HaM je CBOJeBpCHM JoMahu 3ajaTak — Ja ypyIIUMO KalluTajau3am, jeép OH CTOJH Y
KOpPEHY CBUX TPEHYTHHX IMpo0JeMa, MOYEBIN 0]1 €KOJOMKUX. ICKpeHO HaM je OTKpHIIa CBOjY
,TajHY" CTBapaiamTBa ¥ KOju Cy YMHHUOIU MMOTPEOHU 32 yCreX y mucamy — 1. cynpyr/maptHep
koju he Hac 0e3yCIOBHO MOJP)KAaBaTH, Y CBAKOM CMHCIY, 2. MayKe, Ka0 CBOJEBPCHHU BH]I
Tepamnuje y TOKy caMor Ipolieca Mmucama, 3. BpeMe. Bpeme kao rimaBHu (akTop, KOju HaM
TPEHYTHH (KalUTAJTUCTUYKN) CUCTEM jenie — y cBUM oOsactuma. CBe peun mpod. Cnammax
ocTaJie cy HaM ype3aHe y cehame, Kao 1 lbeHa CpAavYHOCT, XyMOp U Ueje — OHa je YIIOTIIYHHIIa

11e0 Hail 00paBak M paJHMOHUIIE, U 32 TO jOj HEU3MEPHO XBaJIa.

o

OnymTeHu pa3roBopy Mocie npeiaBama

Crnenehy temy, Modernism and Intimacy vs. Patriarchy: Isidora Sekuli¢ Enters Serbian
Literary Scene, npezacrasuie cy Ham 3ajeano mpod. Jojuunosuh u npod. Kox. Mmane cmo
NPUIIMKY 2 4yjeMo Bulle o cTBapanamTBy Mcunope Cekymuh, KOIHMKO je BeH HAYMH MUCamba
010 MporpecuBaH 3a BpeMe U JIPYIITBEHE NMPHINKE y KOjUMa je cTBapaja, ald U KOJIUKO TO
HUJje OUJI0 MPEINo3HaTo, MpuxBaheHo M MOXBaJHEHO Taja.

3aBpIIHOT J1aHa CITyIIadd CMO JBa MpeAaBama: NpBo je oapxana npod. Jlonexan Ha
temy Intimacy in Prose and Novels of South Slavic Women Writers (Zofka Kveder and Julka
Chlapec Pordevié), Tiie cMO MOTJIH J1a BUAMMO IPETPIIT IpUMepa (CIIHKa, Tj. KOHja) BbUXOBUX
MrMcaMa M pajioBa U CXBATHJIM 3HA4a] HBUXOBOT CTBApajialliTBA KOj€ j€ OJI0JIEIO CTPUKTHUM
IpaBWINMa KakO HHTUMHOCT CM€ /12 C€ PUKaXKe y KIbIKEBHOCTH.

llpyro mnpenaBame je onpxkama mpod. ap Hanexna Anekcanmpoa (Nadezhda



Alexandrova) ma remy Women as Protagonists in Popular fiction in the Ottoman empire: four
Bulagarian case studies from the 19th century. Ilpod. AnekcanapoBa je CHCTEMAaTHYHO U
SHEPTUYHO MpEeACTaBUIIa YETUPU CTYAMje KPO3 KOje HaM je yKas3aja Ha TO Ja Cy HMIIaK HEeKd
,,[Ipo0IeMU” yHHBEp3aJdHH, HE3aBHCHO OJ TEpUTOpHje Ha KO0joj onpeheHa KHMKEBHOCT
Hacraje.

Csa oBa mpenaBama W paJMOHHIIE OTBOPWJIA Cy MHOTa NMHUTama y OKBUPY JOMEHA
KIbIKEBHOCTH M KYATYpe, IITO HaM CBUMa MOJKE CIY)KUTH Kao NOYEeTHA Tayka 3a Jajba
ucTpaxkuBama. CplayHOCT KOJOM CMO JIOUEKAaHHU M KOje HHje MAbKaJI0 HU Y JETHOM jeIMHOM
TPEHYTKY 3a CBUX WIECT JaHa, MUPOKOYMHOCT CBUX TpelaBada W BOJbA 332 PasrOBOPOM,
Pa3IMYUTO aKaJeMCKO MCKYCTBO W TIpeaaBava U (HAC) yU4eCHHKA, CBE TO j€ YUYMHHUJIO Jla OBa
JeTHha IMKoJa Oy/e jeTHO O]l HajaparoleHUjuX aKaJIeMCKHUX HCKyCTaBa Koja caM ([0 cajaa)

JOXKHBCJIa.

1 https://www.fsk.si/sr/category/suna-3naruna/
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International summer school on Intimacy in Women’s Writing and

Reading

An international summer school titled INTIMACY IN WOMEN'S WRITING AND
READING took place in Ljubljana, from 22" to 27" August 2022. It was organized within the
CEEPUS Network Women Writers in History, by the University of Nova Gorica, and supported
by the organization Women Writers Route and others.

Twenty-two students, from seven different countries (Bulgaria, Poland, Romania,
Slovenia, Serbia, Croatia and the Czech Republic) participated. Lecturers came not only from
the aforementioned countries, but also from Great Britain, Latvia, Finland and Sweden.

Atwo-day conference — Censoring intimacy in women's writing and reading in the long
nineteenth century: 3rd international exploratory workshop — was organized as a part of the
summer school. The collection of abstracts titled Censoring intimacy in women's writing and
reading in the long nineteenth century: 3rd international exploratory workshop : 23-24 August
2022 Ljubljana, Oton Zupan¢i¢ Library / [editor Ivana Zajc]. - Nova Gorica: University of
Nova Gorica, 2022 ISBN 978-961-7025-23-1 COBISS.SI-ID 115581699) is available at:
https://www.ung.si/documents/1260/Booklet1l 8 V8UoDBm.pdf.

We are sharing, herein, a detailed report on the lectures, events and impressions from

one of our participants from Serbia, Marija Bosanci¢, a PhD student at the Faculty of Philology,

University of Belgrade.

Impressions from Ljubljana

During the last week of August 2022, we were a part of a creative summer school in
Ljubljana, organized by the University of Nova Gorica. We discussed intimacy in women’s
writing and reading (Intimacy in Women’s Writing and Reading, CEEPUS Network Women
Writers in History), where the main question we faced the very first day was: What is
intimacy/intimate for us? During those six days, we considered this question in various types
of contexts, not only formally, but also informally — we listened to each other, had in-depth
discussions, and shared our understandings and ideas which could possibly be of importance
for any future analyses of intimacy and censorship in literature.

From the very beginning of the summer school, we felt the heart-warming welcome of
our hosts, in Villa Zlatica,* where we participated in the first workshops held by Prof. Masa


https://www.ung.si/documents/1260/Booklet11_8_V8UoDBm.pdf

Grdesi¢ and Prof. Carmen Dutu.

Villa Zlatica

It was there that we embarked on our journey of various discussions about intimacy in
literature and what it encompasses; we touched upon questions such as why literature abundant
with emotions is labelled as feminine or frivolous; why less significance is given to it when
compared to that belonging to the literary canon; why the canon is still rejecting it; in what
ways the women authors had to be inventive in order to pave their way towards freedom of
expression, and thus, a free space. The lecture of Prof. Grdesi¢ included, as well, an on-the spot
analysis of concrete examples — sampled texts of four contemporary Croatian women authors:
Jasna Jasna Zmak, Nora Verde, Lucija Tunkovi¢ and Lana Pukani¢. We were then introduced,
through an experimental exercise and a theoretical lecture held by Prof. Dutu, to the idea that
a universal definition of intimacy does not exist per se, but that there are different intimacies
which are, so to speak, individual, although they do not exclude or threaten each other. Instead,
the boundaries between them are rather blurred and intertwined, thus opening a new fluid
space, in contrast to a static and clearly divided one.

We had somewhat of a short break from the workshops during the second and third day,
when we attended the conference Censoring Intimacy in Women’s Writing and Reading in the
Long Nineteenth Century, Exploratory Workshop, which was organized within this project. By
giving us the opportunity to hear these lecturers, the organizers made sure we were given a

chance to broaden our horizons and knowledge on this particular subject matter. The



conference was opened with an introductory speech given by Prof. Katja Mihurko Poniz, the
main coordinator of this project, and Dr Alen Sirca, chair of the Slovene Comparative
Literature Association.

With a concise and coherent introductory lecture Introducing Intimacy and Censorship,
Prof. Mihurko Poniz presented to us the main concepts and issues which go hand in hand with
the analysis of intimacy in literature, i.e. feminine literature — starting with the existence of a
plethora of women authors who hid under pseudonyms, all the way through to an abundance
of examples of self-censorship, gender censorship and censorship of ego-documents.

The following lecture we listened to was Reader and Author as Censorious and
Exposing Agents: Experiential Readings of Responses to Censored Intimacy in Swedish Alfhild
Agrell’s Raddad, delivered by Prof. Birgitta Lindh Estelle. She indicated that censorship has
always been present, but hidden behind various masks, re-shaped in different forms, never of
the same intensity, while she also underlined that readers understand the text through their own
experience and, therefore, respond to it differently, depending on their social status (more or
less accepting certain ideas at the given moment). By building on Helen Freshwater’s definition
of censorship and by accepting Toril Moi’s idea of the act of reading as a mood rather than a
method, Prof. Lindh Estelle aims to focus her attention towards the transnational strategy of
mapping women’s creativity which suppressed or, rather, uncovered something intimate.

After, Prof. Dutu presented her lecture Censoring the Nation: Martha Bibesco’s Exile
of Intimacy, which gave us a detailed insight into the theoretical framework Prof. Dutu has
been working on, supported by the example of Martha Bibesco, an author who found herself
on the border: a Romanian woman writing exclusively in French. This, actually, brought up
the question of marginalized writers who aspired to deconstruct the ever-lasting narrative of
exile through their transnational perspective.

The lecture of Prof. Alenka Jensterle Dolezalova, How to Become a Poet at the Turn of
the Century: Male Censorship and the Female Poet, gave us a chance to hear a bit more about
Vida Jeraj, a Slovene author, and her creative process, but also the influence, and in that respect,
pressure she endured by her male “colleagues”, literary critics — Josip Murn-Aleksandrov and
Anton Askerc. This lecture (possibly) led us to further consider how much women authors, and
in general women artists, were limited and restrained in their creativity, how much the male
opinion shaped and identified them — and most importantly, how much the same most likely
occurs to this day.

The following lecture, energetic and inspirational, was delivered by Dr Henriette

Partzsch on the topic of Correcting Unfeminine Emotions: Translator Interventions in French



and Spanish Versions of E. Marlitt’s “*‘Das Geheimnis der alten Mamsell”” [The Old Mamsell’s
Secret, 1867]. Dr Partzsch drew our attention not only towards the fact that much can be lost
in translation, but also that a lot can be deliberately omitted in order to win and/or educate the
audience. What was considered inappropriate (emotions) or offensive (from the religious point
of view), was limited or adapted so as to correspond to the “universally acceptable” (male)
rules and/or values. However, having in mind that these novels Dr Partzsch talked about follow
the development of the main female protagonist and that they were mostly aimed at and written
for women and children, the translators’ direct interventions on the text point towards a wish
and a plan to “easily” influence the reading audience, in order to gain tight control over it or
“preserve” it from unwanted emotions (most likely anger) and ideas (most likely rebellion).

The last lecture of the first day of this conference was dedicated to the promotion of the
following book: Women Writing Intimate Spaces: The Long Nineteenth Century at the Fringes
of Europe, led online by Prof. Viola Parente-Capkova, presented through a discussion with a
special guest from the publishing house Brill, Christa Stevens, who provided more information
about the publishing process itself.

However, the end of the lectures did not signify the end of our day. We went on an
organized tour of Ljubljana. The starting point was the Oton Zupan¢i¢ library from where we
headed towards Miklosi¢ev Park, where we saw his bust. We continued along MikloSi¢eva
cesta where, as our tour guide explained, the most beautiful, colourful, and carefully preserved
buildings of national significance are located. Then we arrived to PreSeren Square, where our
guide shared a touching story of France PreSeren’s unrequited love for young Julija Primic, the
daughter of a wealthy merchant.

PreSeren Square, Ljubljana



Then we took Wolf’s street all the way to Park Zvezda through which we could glimpse
at the Congress Square and the University of Ljubljana on one side, and the Ursuline Church
of the Holy Trinity, the Slovenian School Museum and Joze Ple¢nik High School on the other.
We went down to the river, crossed the Ljubljanica over the Fishmarket Footbridge and headed
towards the town square and the municipal office through the Klju¢avni¢arska Street. All along
this tiny street, we were walking next to a sculpture made by Jakov Brdar, with the aim to show
that everyone goes through life while changing an infinite number of masks. Arriving at the
square by the municipal office, we saw a lovely fountain inspired by Bernini’s Fountain of the
Four Rivers in Rome, i.e. the Robba Fountain or Fountain of the Three Carniolan Rivers, a
personification of the Sava, the Krka and the Ljubljanica. Our next stop was the Ljubljana
Cathedral (officially named Saint Nicholas’ Church), dedicated to Saint Nicholas, the protector
of fishermen and sailors. From that point we moved on to the market, observing the (at that
moment) empty space which we could, thanks to the image our guide painted with her words,
imagine to be quite lively in the working hours. By passing the whole market space, we reached
the Dragon Bridge, Ljubljana’s first reinforced concrete bridge. Then we came to the Vodnik
Monument, dedicated to the poet Valentin VVodnik, placed in 1889 in front of the Ljubljana
Lyceum with the idea that he would greet the students who come into the school, once located
on the square just behind the monument.

We ended our tour at the Ljubljana Castle, on top of a hill just above the city centre,
with one of the most breath-taking sunsets above the Tivoli Park and Ljubljana as a whole.

View of Ljubljana from the Castle



The second day of the conference began a bit earlier with the first lecture titled
Censorship and Self-Censorship in Latvian Women’s Writing: Reading Intimate in Anna
Rumane-Kenina’s Stories and Marija Eglite’s Diaries, delivered by Dr Eva Eglaja-Kristosne
and Dr Zita Karkla together. Thanks to their lecture, we got a chance to learn a bit about Latvian
literature and learnt that censorship did not include only ignoring women authors, but also
being subjected to public and private ridicule, along with harsh and biased critique which
influenced women’s creativity to a large extent. As only two women authors were visible in
the Latvian literary canon up to the 1920s (Aspazija and Anna Brigadere), these two lectures
focused on examining the relationship between censorship, intimacy and the female creative
process by expanding the concept of female literature so as to include autobiographies as well.
Both studies have shown that critique as a tool of censorship has highly influenced women’s
writing, by silencing and suffocating its voice.

The following lecture was given by Prof. Elena Lindholm on the topic Sapphic Love
between State Censorship and Self-Censorship: the Case of Elena Fortun (1886-1952). It
introduced us to the work of Elena Fortun and aimed to convey how much it was dictated by
the regime in which she created. She was remarkably successful before Franco’s dictatorship,
writing books for children about a rebellious girl Celia. However, as soon as Franco came into
power, Fortun fled the country. Although she continued writing about the same female
protagonist, a significant difference can be discerned in how she was written before and after
that point in time. She blends in with the “female” mould and norms of what a girl/woman
should be in Franco’s regime, which brings us to three key levels of censorship which were
analysed in this presentation: 1. Direct state censorship which affected the publishing process
in the Spanish market during the Franco regime; 2. Indirect influence of the Spanish state
censorship on the exiled author; 3. Self-censorship of a homosexual woman author in the 20™
century.

Afterwards, Prof. Viola Parente-Capkova gave a lecture on Sexual Dissidence, Intimacy
and (Self-)Censorship in Manuscript and Published Work. Here we were introduced to a study
dealing with the problem of censorship in published works and unpublished manuscripts of
women authors who wrote in the Finnish language at the turn of the century. Comparing the
published works with the unpublished manuscripts clearly shows the problem of self-
censorship, since it unearthed daring passages that reveal the female protagonist’s hidden
fantasies, which ranged from identifying with prostitutes to lesbian tendencies.

From Prof. Irena SeliSnik we heard a lecture titled Self-Censorship, Family



Interpretations of Women Lives and the Influence of Official Narrative, thanks to which we
learned about three studies which had non-fiction autobiographies of three women who lived
at the same time, were of the same profession (all were teachers) and were all married. What
interested Prof. SeliSnik the most, as she put it, was to find out how women spoke of and wrote
about their lives and how they chose to show their most intimate details (from pregnancy to
nationality). Then, how they weaved their story, which arguments and narrative styles were
used when expressing the most important life decisions, all within a wider historical context.

MA Natalia Panas gave a lecture titled Double Censored Freedom? Moj zivot [My life]
by Maga Magazinovié. By using the category of cultural memory as the research method of
what actually functioned in culture, Panas focuses on what was transferred to the memory
medium, and what was purposefully left out of the collective memory as inconsistent with the
canon. She pointed out that the intimacy which Maga Magazinovi¢ wrote about shattered all
of the cultural taboos by describing intimate relationships, by putting special emphasis to the
romantic ones, by giving herself freedom of thought and by openly supporting feminism, and
all that within the two opposing understandings of censorship: 1. moral/erotic (stemming from
the Kingdom of Yugoslavia) and 2. ideological/political (from the socialist Yugoslavia).

In her lecture titled A Censorship of One’s Own, Prof. Biljana Doj¢inovi¢ presented a
concise analysis of Virginia Woolf’s essay, Professions for Women, which opened the
questions of self-censorship and self-imposed limitations. Prof. Doj¢inovi¢ raised the following
question: Why might Virginia Woolf have said she avoids writing about intimacy in any
context? This might be understood as a consequence of sexual abuse she suffered in her
childhood, which she does not mention until her autobiographical essay from 1939. Prof.
Doj¢inovi¢ pointed out that the goal of this study is to look into the effects this trauma had on
Virginia Woolf’s works altogether and to see whether lack of intimacy was a disadvantage or
an advantage to her opus.

Then, we had the chance to hear Dr Cecelia Annell’s lecture titled Intimacy, Desire,
Sexuality: Strategies to Handle Censorship by Swedish 19" Century Women Authors. Dr
Annell pointed out the dichotomy of a “pure” and a *“sexual” woman and how it functioned as
a strong tool for censorship of women authors when it came to writing about their intimacy,
desire and sexuality. Dr Annell further explained that her main goal was to uncover strategies
which Swedish women authors used to deal with censorship, in order to be able to write about
intimacy and sexuality, while also making sure that said process could be interpreted as
productive, not only repressive. Some examples of those strategies are: transfer of desire to

another “sexual” woman; describing desire in a “pure” woman who does not give in to it;



describing sexuality among women; describing religious longing towards Jesus Christ;
describing a “pure” woman with sexual desires.

MA Dajana Vasiljevi¢ova presented her paper with the title Reworking the Framework
from the Literary Margin: The Croatian Female Writers and their Quest for Recognition from
Late 19" Century to Early 20" Century, where she highlighted that her main focus of research
is the analysis of different levels of censorship and self-censorship in outlining the female
experience in contrast to the dominant discourse. Mechanisms of censorship cannot only be
seen in private correspondence and autobiographical texts, but also in the ideological
oppression and patriarchal pressures present in the narratives left behind by Dragojla Jarnevic,
Jagoda Truhelka, Maria Juri¢ Zagorka and Ivana Brli¢ Mazurani¢.

The presentation with which the conference ended was given by Dr Primoz Mla¢nik
and Dr Ivana Zajc, under the title: The Forbidden Speech: (Self)censorship in the Personal
Correspondence of Women Writers of the Slovenian Modernism. They highlighted that the
main focus of their study was the analysis of manuscripts written by Slovenian women authors
such as Marica NadliSek Bartol, Zofka Kveder, Marica Strnad and Vida Jeraj. Having in mind
that the main channel of communication among them was mostly of epistolary nature, the main
type of self-censorship was linguistic — the insertion of Cyrillic letters as a unique way of
encoding and “hiding” a message when it came to intimate topics. Apart from this, we had a
chance to hear about a few cases where women authors were censored by literary magazines,
which were described in their correspondence.

Our day ended a little bit later though — after a literary night in Tivoli Park, organized
as a part of the Days of Poetry and Wine Festival. The main poet and guest of honour was
Carolyn Forché, an American poet and activist, who shared with us, in a rather charismatic
way, her road to creativity and poetic expression. Moreover, we had a chance to hear a number

of poems from her newest collection, both in English and Slovenian.



Relaxing at Tivoli Park
We spent our fourth day of the summer school on a wonderful excursion to Nova
Gorica, Gorizia, Prvacina, Vipavski Kriz and Vipava. Prof. Mihurko Poniz energetically led us
through Nova Gorica and Gorizia, all the while sharing interesting stories about some relevant
persons for those places. Afterwards, we visited the University of Nova Gorica, where we
exchanged ideas on Intimacy. Women Writers and Digital Humanities in an informal lecture
led by Dr Zajc. Dr Zajc talked about the role of digital humanities in literary analysis, its

advantages and possible setbacks.

At the Square in Gorizia



All that had ostensibly been forgotten for a few moments when we arrived first at the
Prvacina cemetery, and then to the Museum (DruStvo za ohranjanje kulturne dediScine
aleksandrink) dedicated to the Alexandrian women (Aleksandrinke), where we heard a rather
emotional story about them. The sacrifice and resourcefulness these women displayed in order
to step up when their families needed them the most, at a time when they had no other options,
truly gave us food for thought. In the story we heard, it was pointed out that there were and are
numerous (sometimes even) conflicted opinions on them, since not everyone thought about
their sacrifices benevolently. Some deemed their departure to Alexandria in order to take care
of other people’s children, at the expense of their own, to be some sort of a caprice, as if they
were “chasing” after money, “freedom” from their husbands and/or children, as if they wanted
to give in to promiscuity and infidelity. Some were lost, some kidnapped and taken into sexual
slavery, some might have actually used the situation to their own advantage; however, most of
them still tried helping their families, by (ironically) being a part of another one. The Museum
perseveres and guards, as a sort of a time capsule, not only information about them, but also
some items they brought back — clothes, trinkets, photographs, anything their families were

willing to share with the rest of the world.
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By the Museum of Alexandrian Women



From there, we went to see a rather charming place — Vipavski Kriz, where we enjoyed
a few moments of pure peace and quiet, gazing upon Slovenia and its greenery. In Vipava we
had a chance not only to walk around, but also to try some local ice-cream. Looking back at it,
I see how this entirely informal, yet highly informative day made it possible for us to get better
acquainted.

The penultimate day was without a doubt marked by Prof. Svetlana Slap3ak’s
appearance. Before the talk with Prof. Slapsak, Prof. Doj¢inovi¢ spoke about Jelena J.
Dimitrijevi¢, while Prof. Magdalena Koch presented the opus of Prof. Slapsak. This was a
splendid introduction for our talk with Prof. SlapSak, who openly shared her experience with
(state) censorship, all the while giving us an insight into a bygone era (Belgrade in the 1980s),
an era that will most likely not happen again anytime soon.

| | f

Svetlana SlapSak



During Prof. SlapSak’s Lecture

She also gave us homework of some sort — to destroy capitalism, because it is at the
core of all current issues, starting with ecological ones. She shared with us, candidly, the
“secret” to her creative process and told us which factors are necessary for being successful in
writing — 1. An unconditionally supportive husband/partner, 2. Cats — as a form of therapy
during the writing process, 3. Time. Time as the key ingredient, consumed by the current
capitalist system — in all aspects. Prof. SlapSak’s words will remain in our memory, along with
her cordiality, humour and ideas — she truly proved to be the missing piece of the puzzle both

in our stay and the workshops, and for that we are immensely grateful to her.
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Relaxed Conversations after the Lecture

The next workshop, Modernism and Intimacy vs. Patriarchy: Isidora Sekuli¢ Enters
Serbian Literary Scene, was held by both Prof. Doj¢inovi¢ and Prof. Koch. We got the
opportunity to hear a bit more about the opus of Isidora Sekuli¢ and how progressive she and
her works were for the time and society in which she created, and how it was neither
recognized, accepted, nor commended back then.

On the final day we attended two lectures: the first one was held by Prof. Dolezal, titled
Intimacy in Prose and Novels of South Slavic Women Writers (Zofka Kveder and Julka Chlapec
Dordevié), during which we saw a plethora of examples (i.e. copies) of their letters and texts
and realized the importance of their work which resisted strict rules of how intimacy was to be
presented in literature.

The other lecture was delivered by Prof. Nadezhda Alexandrova — Women as
Protagonists in Popular Fiction in the Ottoman Empire: Four Bulgarian Case Studies from
the 19th Century. Prof. Alexandrova systematically and energetically introduced us to four
studies which showed that some problems are universal and independent of where certain
literature comes from.

All these lectures and workshops opened many questions within the domain of literature
and culture, which could be a great stepping point for further research. The hospitality with



which we were welcomed and which was not lacking throughout our stay, the open-mindedness
of all lecturers and their willingness to share ideas and listen to us, the wide array of academic
experience of the lecturers and (us) the attendees — all of this was invaluable and made this

summer school one of the most cherished academic experiences | have had (so far).

1 https://www.fsk.si/category/villa-zlatica/
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Mapuja bocanumh (beorpaa, 1995) numiomupana je Ha PuromomkoMm (dakyarery
VYuupep3uteta y beorpany na Kareapu 3a anrmuctuky. Ha wmcroj karempu 2020. romune
3aBpIINJIA j€ MacTep aKaJeMCKe CTyauje OAOpaHUBIIM MacTep paja MO HACIOBOM ,, AHanIM3a
tpuonoruje IIposunyujarke Eqne O‘bpajen ca cranoumTa pemMuHuctuuke kputuke”. Of
2021. rommHe moxaha JOKTOpPCKE akKaJeMCKe CTyAdje Ha CTYIHjCKOM Tporpamy Jesux,
KroudicegHocm, Kyamypa, Mopyn Kreuoicegnocm, Ha MaTUYHOM (DakynTeTy. ATyMHUCTKHBA j€
Llentpa 3a xeHcke cTynuje. TedHO roBOpHU €HIVIECKH U (paHilycku. O6nacTu HHTEpecOBamba
o0yxBaTajy caBpeMeHy (aHm0(oHY) KIbUKEBHY TEOPH]Y, poHe cTyauje, pemunnzam. [lure

KpaTke Mpude u eceje.

Mapuja M. ByaaroBuh (KpameBo, 1990) nunnommpana je na Karenpu 3a ommry
KIbWKEBHOCT U TEOPH]jY KibKeBHOCTH Puionomkor ¢akynrera YHusep3utera y beorpany.
Ha uctoj xarenpu 2014. ronuHe 3aBpinia je MacTep akaJIeMCKe CTYH]e OJJOpaHHUBIITN MacTep
pan moj HaciuoBoM Jujanexkmuka nacusa y Pacunosom mpacuukom ceemy. On 2014. roguue
noxaha TOKTOpCKE aKaJeMCKe CTyIWje€ Ha CTYIUjCKOM Mporpamy Je3uk, KrUdiCegHoCm,
kyamypa, monyn Kruowcesnocm, nHa ®@unonomkom (akynrery YHuBepsutera y beorpany.
TpenyTHO muIIe Te3y moa HacaoBoM Durozogcku konyenm mena Mopuca Mepno-Ilonmuja u
Ponana bapma kao npunyun ecmemcke Hedogpuienocmu y e20-0okymenmy. CTUIEHAUCTKUEbA
je @omoa 3a mnade manenme 3a mkoicky 2012/2013. u 2013/2014. romuny, kao u
MunucrapctBa npocere 3a mnepuon 2017-2019, xaga je um aHraxoBaHa Ha IPOJEKTYy
Krousicencmeo. Jlooutauna je Iloxeare ®unonomkor dakynrera y beorpagy 3a m3yseran
ycrex y TOKY OCHOBHUX aKaJIeMCKHX cTyauja. [Iuiie kibukeBHY KpUTUKY. Brana enrneckum,
¢GpaHIyCKUM U IIHMaHCKUM je3ukoM. OOiacTh MHTEpecoBama: TEOpHja YMETHOCTH, CpPIICKa
KIbIKEBHOCT Y €BPOIICKOM KOHTEKCTY, ()paHIlyCcKa KEMXKEBHOCT M (PpaHIlyCKa caBpeMeHa

KIbHKEBHA TEOpHja.

Jymxo Butac, pohen y beorpany 1949. ronune, numiomupao je u Maructpupao Ha Oncexy
3a wmaremaTtuky llpupogHo-maremarnukor Qakynrera YHuuBep3utrera y beorpany.
JlokTopupao Ha MaremaTudykom ¢akynTeTy YHuBep3utera y beorpagy 1993. ca temom
Mamemamuuku mooen mopgonozuje cpnckoxpeamckoe jesuxa (umencka ¢rexcuja). Om 1974.
je paguo kao acucteHT y Marematnukom uHCTHTYT CAHY, a 1985. ca IlBeranom Kpcres
ocHuBa Pauynapcky maGoparopujy Ha IIM®-y y beorpany. 3a nouenra je uzabpan Ha
Maremarnukom dakynrety 1994. rogune, rae je mpemaBao MHMOpPMATHYKE MpPEaMETe 10

neHsuonucama. ['ogune 1985. je moBe3ao bY, a npeko BY u ocrane akagemcke meHTpe y



OouBIIOj JyrocnaBuju, ¢ €eBpOrICKOM akagemMckoM mpexxom EAPH, mperxogHuiiom nHTEepHETA.
0O6jaBuo je mpeko 150 HaydHUX ¥ CTPYYHHX pajoBa y MehHapoaHUM U foMahuM dacomucuma
1 300pHULIIMa pasioBa ¢ KoH(epeHrja. OCHOBHE 00acTH paja Cy padyHapcKa JMHTBUCTHKA
1 o0paia mMpUPOIHUX je3uKa ¢ PoKycoM Ha mpobieme oOpaje cprckor jesnka. Boauo je Behu
O0poj momahux W WHOCTpAaHMX HAy4HUX Ipojekara. buo je uman OpOjJHUX MPOTPAMCKHUX H
OpraHU3aIMOHUX KOMHUTETa HayYHUX KOH(epeHnHja y 3eMibu B nHocTpancTBy. Ox 2014. no
2022. ob6aBipao (yHKIMjy KOypemHUK dvacommca Lingvisticae investigationes (Benjamin).
®opmupao je BUILE JUTUTATHUX KOPIyca y KOJUMa YYECTBYje€ CPIICKH jJ€3HK, KOAyTOp je
EJIEKTPOHCKOT MOPQOJIONIKOT peYHUKA Kao M JAPYTUX pecypca 3a o0paay CPIICKOT je3uKa.
[Tocnenwux roguHa ce 0aBM MpuMeHamMa WH(POPMATUYKHX CpEACTaBa y CTyAHjaMa XpaHe

(Food Studies).

Jenena Buhentuh, camocramHa wucTpaxuBauuia, mgokTopupana je Ha daxymerery
NOJUTUYKNAX HayKa YHHBep3uTera y beorpamy m TpeHYTHO je CTYINEHTKHEba TOKTOPCKHX
cryauja Ha Ouonomkom (akynrery y beorpany. Ayropka je Hu3a ujgaHaka 00jaBJbEHHUX Y
CPIICKUM WJIM CTpaHMM MyOJHMKalMjaMa W jeJHa OJl YpeOHMIA H3/laka O EBPOICKOM
konoHujanHoM Hacnehy Cyouasarwe Eepone ca kononmujarnom npownowhy WHcTHTyTa 32

EBporicke cTyauje https://ies.rs/suocavanje-evrope-sa-njenom-kolonijalnom-prosloscu/. hena

UCTPaXMBAaYKa HHTEPECOBabAa YKIbYUY]Y IMOCTKOJIOHHUjAIHY TEOPHU]Yy, KOJOHHUjaTHE UCTOPH]E,

(heMUHUCTUYKE KIbMKEBHOCTH U JIEKOJIOHU]ATHE METOI0JIOTH] .

Mama I'paemmh (3arpe6, 1979) nouentuna je Ha Oacjeky 3a KOMIApaTUBHY KEHKEBHOCT
dunozodcekora pakynrera Ceeyunnumra y 3arpely. Jlokropupana je 2010. na CeyunaumTy
y 3arpe0y. O0jaBuna je Tpu kmwure: Cosmopolitika. Kulturalni studiji, feminizam i zenski
casopisi (2013), Uvod u naratologiju (2015) u Zamke pristojnosti. Eseji o feminizmu i
popularnoj kulturi (2020). buna je jemHa o OCHUBAYKIIA U ypeaHUIA PEMUHUCTHYKOT ITOpTaia
Muf (2014-2018).

HNBana J[lejanoBuh (beorpam, 1993) nokrtopanTkuma je Ha DuinonomkoMm (axkynrery
VYuusep3uteta y beorpany. OcHoBHe cTynuje je 3aBpimmia Ha umonomkoM GakyiaTeTy, Ha
Karenpu 3a opujeHTamuctuky, Typcku je3WK, KHWKEBHOCT M KyaTypa. Macrep cTyauje
3appunia je 2017. romuHe ombOpaHoM mactep pafa Ha Temy OCHO8HO obpazosairve y
Ocmanckom yapcmsy. JlooutHuna je ctunenauje @onpa 3a muane taneHte — Jlocureja, 3a

akaneMcky roguny 2015/2016. @unonomku GakynTeT ypyduo joj je moxBaiay 3a u3BaHpeaaH


https://ies.rs/suocavanje-evrope-sa-njenom-kolonijalnom-prosloscu/

ycHex y akaJieMcKoM oOpa3oBamy. baBu ce mpoyyaBameM CPIICKO-TYPCKUX KEbIDKEBHHX Be3a,
KEHCKE KIbMKEBHOCTU U jKEHCKe M (pemuHucTHUKe nepuoanke y OcmanckoMm mapctBy. Kao
CTUIIEHAUCTKUba MMHHUCTApCTBa MPOCBETE, HayKe M TEXHOJOIIKOI pa3Boja, Owmma je
aHra)koBaHa Ha MPOjeKTy KmuoiceHcmeo — meopuja u ucCmopuja Heucke KrudceGHOCmU Ha
cpnckom jesuky 0o 1915. cooune. TpeHYTHO je 3amociieHa Kao UCTPaKUBAYUIIA-TIPUIIPABHUIIA

Ha OusonomkoM GakynTeTy YHuBep3uTeTa y beorpany.

Bbubana Jlojunnosuh (1963) penosHa je npodecopka Ha KaTenpu 3a onmTy KHKEBHOCT U
TeopHjy KmikeBHocTH Duosomkor Qakynrera YHuBep3utrera y beorpany. Jemna je on
ocaHuBaumia Llentpa 3a xeHcke cryauje y beorpany xao m MHmok nenTpa Aconwujamuje 3a
KEHCKY MHHUIHjaTuBy. | TaBHA ypenHuna / enepa, dacomnuca 3a GEMUHUCTUYKY TEOPHU]Y, OJ
2002. 1o 2008. Ox 2009. unanuna ynpasuor ogoopa COST Action 1S0901, Women Writers in
History: Toward a New Understanding of European Literary Culture (2009-2013). Ox 2011.
PYKOBOJIUTEIbKA MCTPAKUBAUKOT TMPOjEKTa KHUNCEHCMBO — meopuja u uCmopuja HceHcke
KibudicesHocmu Ha cpnckom jesuxy oo 1915. ecooune. OcHuBaumma u TlIaBHA U OJTrOBOpPHA
ypennuia gaconuca Kruowcencmeso on 2011. no 2022. rogune. Ynanuna je mpesxke CEEPUS
Women Writers in History u ipojexta Pyma kmwuosicesnuya (\Women Writer’s Route). O6jaBuina
je kmure [ unoxpumuxa: Poo u npoyuasare krudicesnocmu kojy cy nucane dscere (1993);
Ooabpana bubnuoepaghuja padosa uz pemunucmuyke meopuje/sxcernckux cmyouja 1974-1996
(1997); I'paoosu, cobe, nopmpemu (2006); GendeRingS: Gendered Readings in Serbian
Women's Writing (CD) (2006); Kapmoepagh mooeproe ceéema (2007); Cycpemu y mamu: y800
v uumarwe Bupuunuje Byng (2011) u Ilpaso cynya: /lpyeauuju mooepnuzmu (2015). U3nama
KOja je ypeauia, CaMOCTaTHO WIH y Capajiibi, Y OKBUPY MpojekTa KruiceHcmao Hana3e ce Ha
auHKY: http://www.knjizenstvo.rs/sr/izdanja.

ORCID No. 0000-0002-8684-2350

Baagumup Bypuh je noxropupao nHa @unonomkom dakynrery y beorpany (2017), tae je
3aBpILIMO M OCHOBHE CTY/AM]j€ U OJIOpAaHHO AMIIJIOMCKU Mactep paja Ha Karenpu 3a ¢ppaniycku
J€3UK M KIIKEBHOCT. bro je crunenaucrta MuHHCTapCTBa MPOCBETE, HAYKE U TEXHOJIOIIKOT
pasBoja ox 2012. mo 2015. rogune. Ox 2015. ronunae panu y 3Bamy acucteHta, a ox 2019. y
3BamYy JOIeHTa Ha [lemapTMany 3a (ppaHIlyCKH je3UK U KibnkeBHOCT Duiozodcekor dakynrera
y Humy. baBu ce mpoyudaBameMm (paHIlyCKe W KOMIApaTHBHE KIHMXKEBHOCTH, a MOCEOHO
UCTPAKHMBAKBEM CPIICKE KHIMKEBHOCTH KOjy Cy MHcCale JKeHEe y KOHTEKCTY (paHIrycke

KEbHIKEBHOCTH " caBpeMeHe bpanIycke KOMITApATUCTHKE (umarogmoruja,


http://www.knjizenstvo.rs/sr/izdanja

uaTepTekcryandoct). Ox 2012. ydyecTByje y pamy mpojekta Kruowencmeo — meopuja u
UCMopuUja HceHcKe KUNICEGHOCMU HA CPNCKOM je3uky 0o 1915. ecooune. Y4ecTBOBaoO je Ha
pasHUM MehyHapoaHMM ceMuHapuMma, Hay4HHM CKYIOBHMa M KOH(epeHLHjama y 3eMJbH
(beorpan, Hum, Kparyjesan) u unoctpanctsy (ITapus, Xar, [lo3nam, byaummnemita, Ckorbe).
O06jaBipHBAO je pagoBe y 300pHUIIMMA PAZOBa ca HAYYHO-CTPYYHHX CKYIIOBA U Y YaCOMUCUMA
Qunonowxu npeaned, Kruowcencmeo, Jlunap, Philologia Mediana, Facta Universitatis,

Serbica, Ostium, Neohelicon, Ilpuua. Aytop je monorpaduje @panyycka eza (2019).

Panojka JesTuh je nuruiomupana Ha Karenpu 3a anrnmuctuky Ha OutononkoM (akynteTy
Yuusepsuteta y beorpany, riue je 2014. rogune 3aBpmnia U MacTep cryauje. TpeHyTHO je
JIOKTOpaHTKUba Ha Punonomkom Qakynrery YHuBep3uTera y beorpagy Ha Monymy
KwmuxeBnoct. On 2015. rogune ao 2019. roauHe, Kao CTUNECHIUCTKUE-a MHUHUCTapCTBa
MIPOCBETE, HAyKe M TEXHOJIOMIKOT pa3Boja PemybOmmke CpOuje, Omma je aHraxoBaHa Ha
npojeKTy Kruoicencmeo, meopuja u ucmopuja sHceHcke KroUdCeBHOCMU HaA CPRCKOM je3UKy 00
1915. 200une. TpeHyTHO paau Ha JOKTOPCKOj JUCEpTallMju TOJ HasuBoM Poo,
ymonuja/oucmonuja u nocmxymano y nposu Mapy ITupcu. @OKyc uCTpaxuBama Cy joj

aHTyI0(hOHA ¥ KOMIIapaTUBHA KEHKEBHOCT U KYJITYpa, CTYU]je poaa U (PeMUHUCTHIKA TEOPH]a.

Hna Josuh je pohena y beorpany 3. maja 1977. rogune. Aunnomupana je Ha OUIOIOUIKOM
¢dakyntery y beorpany 2001. ronune. Ha uctom akynrery paauna je Kao IEMOHCTPATop U
CTEKJIa je 3Bame¢ Maructpa Hayka 2009. ronune onOpaHuBIy T3y Kruoicesno cmseapaniauimeo
Iunap Kyp. 3Bame TOKTOpa KHMKEBHUX Hayka crekia je 2015. roguwHe, HaKOH IITO je
onOpaHuia JOKTOPCKY JAWCEpTalujy Tmox HacinoBoM Eaug IHlagpax u  mypcku
nocmmooepHuzam. Y 3Bame Jo1eHTa n3adpana je 2020. rogune Ha AKaJleMHjH 32 HAIHOHAIHY
6e30eaHocT, rae je ox 2019. ronune aHra)koBaHa Kao mpodecop TYPCKOT je3nKa. AKTHBHO CE

0aBHW aKaJIEMCKUM PaJIOM U IIPeBOhEemEeM ca TYpCKOT je3uKa.

Mapuja KyBekasoBuh je noxtopantkuma Ha Karenpu 3a cnaBuctuky Ha DHIOIOUIKOM
(bakynTeTy U CTUNEHIMCTa MUHUCTApCTBA IPOCBETE, HAYKE M TEXHOJIOWIKOT pa3Boja. beno
M0Jb€ UCTPAKHUBAA J€ YCMEPEHO Ha PYCKY KEILMIKEBHOCT M KyATypy XX Beka, ¢ MOCCOHUM
ocBpTOM Ha crBapanamrTBo Amnzpeja I[lmaronoBa u Cepreja TpertjakoBa. Jlo cama je
o0jaBspuBasia pagoBe y vaconucy Crasucmuxa, 36opnuxy Mamuye cpncke 3a clagucmuxy,
gacomucy Slavica TerGestina u SlavicumPress u apyrum. TokoM cTyauja je ydecTBOBajIa Ha

koH(pepennujama y Mocksu, Cankt [letepOypry u llupuxy. baBu ce u npeBohemem 1pamcKor



ctBapanamtBa AmHapeja I[lmaronoma. J[lobutHumna je wHarpane Ilpog. Op Paomuna

Munenmujesuh 3a Hajoossu Macrep pan (I1iasa 0youna Anopeja Iamonosa).

Muianna MapjanoBuh je pohena 1987. ronune y Humry. Ha ®unozodpckom daxynrery
VuuBep3urera y beorpany 3aBpiiuiia jé OCHOBHE akaJleMCKe U MacTep CTY/Hje apXeoyioTHje,
a TPEHYTHO j€ NOKTOPAaHTKHIba HAa HCTOM Ofie/beHhy. TOKOM BHIIETOAMIIILET HCKYCTBA Y
3aITUTHUM W CHUCTEMAaTCKUM HCKOMAaBamkUMa CTEKJIa je 3HayajHa IMpakTHYHA 3Hama U3
apxeonoruje pumckor mnepuoma. Ox 2015. roamHe 3amocieHa je Kao HMCTpaKMBad Ha
ApxeosomkoM HHCTHTYTY Y beorpany. O6nact HaydHOT ucTpakuBama Munwuie MapjanoBuh
j€ apxeoJyiorrja puMcKor nepuoaa Ha Ty Cpowuje, a yxe 00JacTu HeHOT MpodheCHOHaATHOT

HHTCPCCOBAbA CYy KCHC U JICLIA Y aHTUIU, TOpOArIla U TPUBATHU KUBOT.

Mapuja MusskoBuh pohena je 1997. ronune y I[loxkapesity. {unmomupana je Ha Kareapu 3a
€HTJIECKH Je3WK, KIWKEBHOCT W Kyntypy Pumnonmomkor dakynrera y beorpagy. Mactep
akajeMcke crynuje 3aBprmmia je 2021. roguHe oaOpaHUBIIM MacTep paj MOJ HACIOBOM
Obaukosare ,, manux sxcena' y ,, 000pe cynpyee*. [pywmeenu ymuyaj u KoH@opmusam y
pomany Mane xene Jlyuze Mej Ankom. I'maBHe 00J1aCTH BbEHOT MHTEPECOBamba Cy aHTIIO(hoHA

KIbMKEBHOCT ¥ (JEMUHUCTUYKA TEOPH]a.

Harama B. HunueroBuh (IIpokymse, 1988) acucrentkuma je Ha @uno3odckom dakynrery
VYuusepsutera y [Ipumtuau. Ha xateapu 3a eHIVIECKH je3UK M KEIKEBHOCT Pumo3odckor
(dakynrteta YHupep3uteta y [lpumtunan ca npuBpemenumM ceauinteM y KocoBckoj MutpoBuim
murmomupana je 2011. Macrep pan ondpanuna je 2014. ronune Ha OUIIOIOMIKOM QaKyITeTy
VYuuBepsutera y beorpany, cmep Je3uk, KBHKEBHOCT, KYITypa, a UCTE TOAMHE yIHcana je
JOKTOpCKE cTynuje Ha uctoMm (akynrery, moayn KmmkeBHoct. Jyma 2021. mpenama je
ToKTOpcKy muceprannjy. Ha ®dunozodekom dakynrery pagu ox 2013, kana je mzabpaHa y
3Bame capaJHuK y HacTaBu. ['onune 2015. nzabpana je y 3Bame acuCTeHTa. AyTOpKa je Tpu
Hay4JHa paja.

http://fifa.pr.ac.rs/zaposleni/natasa-nincetovic/

ORCID 0000-0002-0773-9065

Mepuma Omeparuh (CapajeBo, 1988) nayuHa je BuIIa HCTpa)XUBaunIla HA YHUBEP3UTETY Yy
CapajeBy mpu llenTpy 3a umHTepmuctumiauHapHe cryauje Illpog. op 30pasko [pebo m

JOKTOpaHTKua Ha DuonomkoM (akynrery y beorpamy. Ayropka je HM3a HaydHHX M


http://fifa.pr.ac.rs/zaposleni/natasa-nincetovic/

CTPYYHUX paZoBa 00jaBJbeHUX Y YacomucuMma, 300pHHIMMA H IyOJUKaIujamMa y
MTOCTjyTOCIIOBEHCKOM TpocTopy. DoKyc BEeHNX UCTpaKUBamkba je Ha KEHCKO] KIMKEBHOCTH,
¢buIMy 1 BCTOpUjHU KeHCKe yMeTHOCTU. baBu ce peMuHuCTHYKUM, pOIHUM U QUEEN cTyaujama,
TpaHCHAIIMOHAJHUM CTyJWjamMa, Kao0 U TEOpPHjOM MHTEpPCEKIMOHATHOCTH. Takohe ce OaBu u

peBoOheHEM.

3opana Cumuh (1992, bpyc) numnomupana je u 3aBpumia mactep cryauje 2015. oqHocHO
2016. ronune, Ha Karenpu 3a onmTy KEMXKEBHOCT U TEOPH]Y KEHMKEBHOCTH Duionomkor
¢dakynrera YHuBep3utera y beorpamy. Onx 2016. romuHe AOKTOpaHTKHEA j€ HA HCTOM
dakynTety, a o1 okToOpa 2021. 1 crynenTkuma Mactep nporpama [lomutukonoruja — Ctynuje
pona Ha PakynTeTy MOJUTHYKUX Hayka Y b, kao noOutHuna crunennuje Kapana [lanuh xojy
nonespyje Pekoncrpykuuja Xencku dhona. Paau Ha TOKTOPCKOj AMCEPTAIH]H PAJHOT HACIOBA
Ypeonuye nepuoouxe y Kpawesunu CXC/Jyeocnasuju: buoepagcku, Kroudice8HOUCMOPUJCKU U
munonowku acnekm. Y wMajy 2018. rogmHe mocrana je wiaHHWIA MPOjeKTa HAMEHECHOT
npoyyaBamy (KibIKEBHE) nepuoanke y MHCTUTYTY 3a KBbM)KEBHOCT U yMeTHOCT y beorpany,
Ka0 CTUIEHAUCTKN-a MUHUCTApCTBA POCBETE, HAYKE M TEXHOJIOMIKOT pa3Boja. O maja 2021.
TOJIMHE 3aI0CIIeHa je Ha UICTOM MECTY, C TPEHYTHHM 3BalbeM UCTpaKuBay-capaJHukK. baBu ce
MPOYYaBakEM CPIICKE U JYTOCIOBEHCKE MEPUOJIMKE, KIbHKEBHOCTH U KyaType 20. Beka, Kao u
CaBpeMEHUM (KEMKEBHUM) TeopHjama u uctopujom pemunuzma. Kontunyupano o0jaBibyje

KIbIKEBHY KPUTUKY U €CeJUCTUKY Y yaconucy [lo.wa. )Kusu y beorpany.

Bbusbana Crombak je pohena 1993. rogune y beorpany. OcHOBHE M Mactep CTyauje je
3appiria Ha Gunonomkom dakynrery y beorpamy, riie je TpeHYTHO yIlrMcaHa Ha JOKTOPCKE
crynuje. TOkOM OCHOBHOT W MacTep 0Opa3oBama je Ouiia CTUIMCHANCTKHEba MHUHUCTapCTBA
MpOCBeTe, HayKe M TEXHOJOMIKOT pa3Boja W MuHuctapcTBa omiaauHe u cropra. Ha
JOKTOPCKUM CTY/HjaMa je CTUICHINCTKUba MUHICTapCTBA MPOCBETE, HAYKE U TEXHOJIOMIKOT
pa3Boja M YKJby4€Ha je y paj mpojexta Kruowcencmeo: meopuja u ucmopuja icencke

KIUNICEBHOCMU HA CPNCKOM je3uky 0o 1915. cooune.



Marija Bosanci¢ (Belgrade, 1995) graduated from the Department of English Language and
Literature, Faculty of Philology, University of Belgrade. She defended her MA thesis The
Analysis of Edna O’Brien’s Trilogy “The Country Girls™ from the Point of View of Feminist
Critique in 2020, at the same Department of her alma mater. She has been a PhD student since
2021, also at the Faculty of Philology, University of Belgrade, module Literature. She is also
an alumni of the Centre for Women’s Studies in Belgrade. She is fluent in English and French.
Some of her research interests are: contemporary (Anglophone) literary theory, gender studies,
feminism. She also writes short fiction and essays.

Marija M. Bulatovi¢ (Kraljevo, 1990) graduated from the Department of Comparative
Literature and Literary Theory, Faculty of Philology, University of Belgrade. She completed
her MA studies at the same department by defending the following thesis: The Dialectics of
Violence in Racinian Tragic Universe. Since 2014, Marija Bulatovi¢ has been a PhD student
of the Literature module at the Faculty of Philology in Belgrade. She is currently writing her
PhD dissertation entitled “Maurice Merleau-Ponty’s and Roland Barthes’ Philosophical
Concept of the Body as a Principle of Aesthetic Incompleteness in an Ego-Document”. In the
academic years 2012/2013 and 2013/2014, she was awarded the Scholarship for Young Talents
provided by the Serbian Ministry of Youth and Sports, while, in the period 2017-2019, she
also obtained a scholarship from the Ministry of Education (which she used to become a
member of the project Knjizenstvo). She also received a high honors award of recognition from
the Faculty of Philology for exceptional success during her undergraduate studies. She writes
literary criticism. She speaks English, French, and Spanish. Her research interests are as
follows: art theory, Serbian literature in the European context, French literature and French

contemporary literary theory.

Ivana Dejanovi¢ (Belgrade, 1993) is a PhD candidate at the Faculty of Philology, University
of Belgrade. She obtained her BA at the Department of Oriental Studies, Department of Turkish
Language, Literature and Culture at the Faculty of Philology, University of Belgrade. In 2017,
she defended her master thesis — Elementary Education in the Ottoman Empire. She was
awarded the Scholarship for Young Talents — Dositeja for the academic year 2015/2016, and
the Faculty of Philology honoured her for her outstanding academic achievement. She was a
scholarship holder of the Ministry of Education, Science and Technological Development, on
the project KnjiZenstvo — Theory and History of Women’s Writing in Serbian until 1915. Areas

of her interest include Serbian-Turkish literary liaisons, female literature and feminine and



feminist periodicals of the Ottoman Empire. She is employed as junior research assistant at

Faculty of Philology, University of Belgrade.

Biljana Dojcinovi¢ (1963) is a full professor at the Department of Comparative Literature and
Theory of Literature, Faculty of Philology, University of Belgrade in Serbia. She was one of
the founders of the Women’s Studies Center in Belgrade, as well as the Indoc Center in the
Association for Women’s Initiative. Between 2002 and 2008, she was the editor-in-chief of
Genero, a Serbian journal of feminist theory. She has been a member of the Management
Committee of the COST (European Cooperation in the field of Science and Technical
Research) Action IS 0901 “Women Writers in History: Toward a New Understanding of
European Literary Culture” since 2009 and a member of its core group (www.costwwih.net)
since 2011. She was the director of the national project Knjizenstvo — Theory and History of
Women’s Writing in Serbian until 1915 (www.knjizenstvo.rs) and the founder and the first
editor-in-chief of KnjiZzenstvo, Journal for Studies in Literature, Gender and Culture

(www.knjizenstvo.rs/magazine.php). She is a member of the CEEPUS Network Women

Writers in History and the Women Writer’s Route project certified by the European
Commission. She has also been a member of John Updike Society since its founding, one of
the editors of John Updike Review since 2010, and one of the JUS directors since 2015. She
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