I began to think about William Shakespeare, the great literary figure. [ would
reckon he thought of himself as a dramatist. The thought that he was writing
literature couldn't have entered his head. His words were written for the stage.
Meant to be spoken not read. When he was writing Hamlet, I'm sure he was
thinking about a lot of different things: "Who're the right actors for these roles?"
"How should this be staged?" "Do I really want to set this in Denmark?" His
creative vision and ambitions were no doubt at the forefront of his mind, but
there were also more mundane matters to consider and deal with. "Is the
financing in place?" "Are there enough good seats for my patrons?" "Where am |
going to get a human skull?" [ would bet that the farthest thing from
Shakespeare's mind was the question "Is this literature?"

Bob Dylan, the Nobel Banquet Speech, 10 December 2016
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INTRODUCTION

YBOJHA PEY / INTRODUCTION

ITomrroBaHM YUTAOIH,

ITpen Bama ce Haasu 360pHUK ca
HAy4YHOT CKyna Je3uk, KrbUXiCe8HOC
U NonNYAapHa Kyamypa, OipKaHoT
30. cenrreMbpa u 01. oKTOOpa 2016.
roguHe Ha PakysiTeTy 3a cTpaHe
jesuke Anda BK yHuBepsurera. Tema
HAayJYHOT CKyIIa OKYIIHJIA je BEIHKU
6p0j KaKO UCKYCHHX, TAKO U HOBUX
MJIQJIUX HAyYHUKA U UCTPAKUBAYA,
KOjH Cy CBOjUM yuenrheM JOTPUHEN
Jla U OBaj, IETH Y HU3Y, TOIULIHHI
Hay4yHHU cKyn daxysrera 3a CTpaHe
jesuke Oyzie jemaH U3y3eTHO yCIeIlaH
Hay4yHH goralaj, Ha KOMe cy MOIJIe /1a
ce pa3MeHe Hujeje, Aa ce TUCKYTYje O
HOBUM HayYHUM Ca3HAbUMa, CTEKHY
HOBA II03HAHCTBA, 3a1I0YHY HOBHU
Hay4YHHU IIPOjeKTH.

HakoH poBezieHOT pelieH3eHTCKOT
MOCTYIIKa, y 300PHUK je YBPIITEHO 15
pasioBa, KOju Cy KATETOPUCAHU Ka0
OPUTHMHAJIHYA HAyYHU PA/IOBH,
TIperJIeZIHU PaJIOBU U MIPETXOHA
caomirena. CBU TEKCTOBH NIPYKAjy
TEOPHU]jCKH yTEMEJbEHE CBEIKE IOTTIE/E
Ha pa3JINYUTE CETMEHTE IIHPOKE
MPOAYKIIHje MOIyIapHe KYJIType.
OBJie OKYILJbEHU PaJIOBU
aHATM3Upajy GUIMOBE, cepuje,
MY3HKY U II0E3H]jY, YaCOIIKCE,
poMaHe, CTPUIIOBe U rpaduIKe
pomase, anu U GeHoMeHe IOIyT

Dear readers,

We are proud to present the Book of
Proceedings from the conference on
Language, Literature, and Popular
Culture, which was held on 30
September and 1 October 2016 at the
Faculty of Foreign Languages, Alfa
BK University in Belgrade. The topic
of the conference attracted a number
of academics and young researchers,
who have all contributed to making
this fifth annual conference of our
Faculty a very successful academic
event, which provided a platform
where thoughts and ideas were freely
exchanged, new approaches
productively discussed, new projects
initiated, and new and hopefully
lasting friendships made.

After the completed peer review
process, 15 texts found their place in
this collection. They are categorized
as original research papers, review
articles, or preliminary
communications. All these texts
provide theoretically and
methodologically well grounded fresh
perspectives on different segments of
the broad field of popular culture.
The here collected papers analyze
films, TV shows, music and poetry,
magazines, novels, comic books and
graphic novels, as well as phenomena
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je3uKa CBaKOJHEBUIIE TN
KOMILTIEKCHE KYJITYPHO-TIOJTUTHYUKE
TpoIiece KOju CTOje N3a KPeaTUBHUX
unycrpuja. Ilomazehu ox Tora,
ayTopu pasioBa es1abopupajy o
MIPUMEHH Pa3IMUYUTHX 00IUKA
MOIyJIapHe KyJIType y 00pa3oBamby U
HACTaBH, UCIIUTY]y IPOMEHE U
MpeBPEIHOBAkA KPO3 KOja ImpoJiase
MPOUBBOY MOITyJIaPHE KYJITYPE,
TyMaue CyOBEP3UBHY YJIOTY
MomyJapHe KyJIType Kao Hau3riies
Jlake 3abaBe, Te IocMaTpajy
MIOIyJIapHY KYJTYpy Kao
HEU30CTaBHU, aKO HE U KJbYUHH, JI€0
MIPOCTOPA U OKPYKEEha y KOMe
CBaKOJHEBHO 0OMTaBaMO.

3axBaspyjeMO CBUM KOJIerama,
capa/siHUIIMAa U IIpHjaTe/buMa KOoju
Cy JIaJIi JOTIPUHOC, KAKO CAMOj
OpTraHu3aIllju U pean3aluju
HAyYHOT CKYIIa, TAKO ¥ IPUIIPEMU U
ypehuBamwy oBora 360pHUKa. Y HAZHU
na he 36opHuK Hahw IIyT 10 OHKUX
Koju he ra ca y:kuBarmeM UUTaTH U y
WeMy poHahu HOBa Ca3HAaWa, Kao U
WHCIIMpAaNKjy ¥ MOTHUBANM]y 32 HOBA
HUCTPAKUBAba, UCTHU Ca
3a/I0BOJHCTBOM ITPEZ[AjEMO jaBHOCTH.

Ypennune

such as the language of everyday life
or the complex cultural and political
trends and processes that underlie
creative industries. The authors use
these as starting points to elaborate
on the implementation of various
forms of popular culture in education
and teaching, to question the changes
and reassessments that popular
culture products have been going
through, to interpret the subversive
potential of popular culture, which
can only at surface level be regarded
as light entertainment, and to observe
popular culture as an indispensable,
if not crucial, part of the spaces we
inhabit daily.

We would like to express our
gratitude to all our colleagues and
friends who helped with the
organization of the Conference and
contributed to the preparation of this
Book of Proceedings. Hoping that this
Book will easily find its way to those
who will take pleasure in reading it,
discovering among its pages some
useful knowledge, as well as the
inspiration and motivation for future
research, we are happy to present it
to the audience.

Editors
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ITPUMEHA IIOIIYJIAPHE KYJITYPE ¥
OBPA30BABBbY U HACTABU JIMTEPATYPE

IIpeenednu pad

Caxeraxk: Ilupe ce HepopmanmHu U nHPOPMaATHU OOIHIM 0O6pPA30BaHA, 3HAIHE
mocTaje JIOCTYHO cBe Behem 6GpoOjy Jbyaid, TOCTAjy CBE TJIACHHUJU M0CAJ, HEUYjHU
IJIACOBH, a NPOAYKTH IOIyJapHe KYJType CJIy»Ke Kao OCHOBA 3ajeHHYKe
pedepeHIyje JbyANMa DPE3JIUYUTOr BaCIHUTama, 00pa3oBama, WHTEpecoBama U
nopexia. I';mobanusanyjom ejeMeHTH IOIyJIapHe KyJIType II0CTajy YHUBEep3aIHU,
HEe3aBUCHU O] KyJIType IPUMAaolla U TyMayeHU rOTOBO CBYJla HA WUCTU HAYMH. Y
HallleM TeKCTy, Ha OCHOBY HCKyCTBa Yy jaBHOM 00pa3oBamy U Ha QakyjaTeTuMa y
Cpbuju, Mahapckoj u Kopeju, xkemumMo NpHUKAa3aTH Ja acleKTH IIOIMyJapHe
KYJIType — YKOJIUKO Ce KOPUCTe Ha OAroBapajyhu HaYWH — MOTY YIMHUTHU HACTaBY
KbIKeBHOCTH edukacHoM. Hamepa ayropa je a ce dokycupajy Ha Be obsacTu
MOIIyJIapHe KyJAType Koje edHKacHO MOTY Ja ce KopucTe y eaykanuju. To cy:
crpunioBu (MapBen u /[I] yHHBep3yM), a MOCeOHO Ha IMOMYyJIAPHY KYJITYPY
WHTEpHeTa YMjU Cy IJIAaBHU IIpeZicTaBHULIY MeMe. TokoM TymMadema CTpHUIA — Kao
MYJITHMEZVJaTHOT TEKCTa — YUEHUIH, Y Topelemy ca GriMoM, Mopajy a Kopucre
Mamry, Tpeba /a pasMHIIBajy y cuMOoauMa Te Tpeba /Ja cxBaTe y JeTa/bhuMa
CHUPOMAIITHY CJIUKOBHY HHGOPMAIHjy, HauMe, IpUYa ce He CTBapa Ha MaIupy HEro
y CBECTH, OJUTPaBa ce y MaIllTH. 3ajalyl y 00JIMKY CTPUIIA, U3 OBOT YIJIa, TOKa3aIN
Cy ce Kao BeoMa KODHCHM, IIOTIOMa)Ky pa3BOj KOMIIETEHIIHje pa3yMeBarbha
MpoYUTAHOTr. VICTOBpeMeHO ajianTanyje KibIKeBHUX Jesia (y CTPUIIOBE) U 33/1allH
Be3aHU 3a BHUX, MOI'Y MOTHUBUCATH IIPHUXBaTakhe OPUTHHAIHOT JiesIa, MOTy IIOCTaTH
CpesicTBO 3a cTBapame uutasana. CrelujaJiHd THIIOBH CJIMKA, BHUJEO 3amuca U
TEKCTOBA Ca UHTEPHETA jecy MeMe, Koje ce Op30 u xaoTnuHo Imupe. I1ojaBibyjy ce
U3 HUYera, IIpojype Kpo3 CBETCKY MpPeKy IJI00aIHO KyJITYypHOT cucTeMa. MeMe cBu
npeno3Hajy. IbuxoBe OCHOBHe KOMIIOHEHTE Cy XyMOp U acouujanuje, JIude
[IOMaJI0 Ha HapojHEe YMOTBODHHE. AKO WX IPaBWIHO KOPHCTHMO MOTY OWUTHU
edukacHe y HACTaBU KEbUKEBHOCTH.

K/pyuHe peum: TIOmyJapHa KyJaTypa, Iviobanmsanyja, MeMe, CTPHUIIOBH,
eqlyKaluja, JUTeparypa.

JE3UK, KbM)XEBHOCT U MONYJIAPHA KYJNITYPA 9
360pHnk pagoBa



NMPUMEHA NONYJIAPHE KYJITYPE Y OBPA30BAKY U HACTABU JINTEPATYPE

MacoBHOM II0jaBOM IOIyJIApHE KYJITYpe Ha TEJIEBU3HjU a KacHUje U Ha
WHTEpHETY, pa3MeHa WHOpMAanuja, YUTAbe U MeXaHW3aM ydema y
CIy4ajy yuyeHUKa pajuKajIHo cy ce mpoMeHw u. Kao mocieaunia jasba ce
noTpeba yuyeHUKa 32 Op3UM CTUIIAIEM 3Hama. Y Jajke passore yopajamo
TpaHcopManujy yuTaJauykux HaBUKa, MOTpedy W MPUHYY, Aa mohe 1o
3Hama MTO OpKe M MPAarMaTHUYHO TJIEAUINTE IO KOME BeJIUKU Opoj
YyyTasala BUIlE He YUTA KIbUTE Y KJIACUYHOM CMUCIY, Beh y BeJIUKOj Mepu
KODHCTH TIPOU3BOJIE CaBpEMEHe IIOIMyJIapHe KYJIType. Y OHJIajH CBETY
BH3YEJIHOCT JI0JIa3W Y IPBU IUIAH, CIMKa A00uja Ha BpegHoctu. Ha oBaj
HAUYMWH CTPUIl U MOjeJUHU CIEeIUPUYHHU CaJIpKaju Ka0 MUMOBH J00Ujajy
cBe Behy y/IOTy y JKMBOTY YYEHHUKA, 3aTO ce YMHU OUUIVIEAHUM Jia Tpeba
HCIIUTATH KAaKO Ce MOTYy KODHCTUTH Yy HACTaBU KEbIIKEBHOCTH. Y HCTO
BpeMe, 3axBasbyjyhui wuHOpMaIoHOM 100y, YUYEHUK 3KeJu J00UTH
casHama y cBe IINPeM XOPU30HTY, 300T yera pacre 3Hauaj HepopMasHOT
yJema.

Y cpemmem (um BumeMm) o0pa3oBamy, Ha YacOBUMa KOMOHHYjeMO
TPaJIUIIIOHATIHE HACTaBHE METO/le Ca PU3HUIIOM MeTOJla HOBHUjUX
reHepainyja ¥ METOJOM JIOKHUBJbaja. Y TOM CMHCIIY, IMPHUJIUKOM 00paje
rpajuBa, ybaiyjeMo MEeTOJINYKe CUTyallfje Koje TpaiuMO Ha CJIIMKOBHE U
MeJIUjCKe eJleMeHTe Y IIIJBY INTO [IyXKer 3a/IpiKaBama NaXme U
MOTHBaIMje y4eHHKa. Jbyacku Mo3ak edUKacHHUje 3HA CKJIAJUIITHTH
rpaduke, ciuke U (Gurype Hero (KapakTepHe) TEKCTOBE IJIH ayAHO
nHdopmaije. Hexku off cpe/icTaBa U3 pU3HHUIE HACTABE HOBE TeHEpaIlHje
koju Oyme maxmy jecy crpunm u muM. ObOe mojaBe uMajy Bese ca
CEKYHZIJapHOM MMHCMEHOIIThY.

ITo I'e3u Bamaxy (2007), KapaKTEPUCTHUKE CEKYHJApPHE IHUCMEHOCTH Cy
KpaTkoha, jeJHOCTaBHOCT O3HaKa WJIH IINPerme OCOOEHOT CIIMKOBHOT
pemrera. Ha ciinuaH HauYvH, caBpeMeHa MUCMEHOCT o/ipeljyje 3aBpiierak
KJIacUYHe CJIUKe W CBeTa TeKCTa M Ha Kpajy KpajeBa paha ce HOB,
yHHBep3ajaH je3uk. /lojla3ak OBe BPCTE MHUCMEHOCTH NPHUIPEMUIH CY
JIUTUTAJTHYA KaHAJH, HHTEPHET, CBETCKA MpeXKka U APYUITBEHH MeIUjH, jep
MHTEPHET KOMYHUKAIMja, c10001HU Bopsia Baja Be6 (Www) U IpyIITBEHA
MeJIUju KOje KOHTPOJIUIIY KOPUCHHUIIM, OCHUTYpaBajy HajOTBOpPEHU]e
MOBpPIIMHE 3a IyOJUKOBalke M KOMyHHKAIM]y, a OHJIajH IybJnKa
Hajuenthe W KoOpucTH OBy Moryhuocr. Jluckype o0 Kopuinhemy
TIOIyJIapHUX Ca/IP?Kaja Y HACTABU IIOYHEMO €A CTPUIIOM.

10 BEOIPA[L, 2017.
Anda BK yHuBepsurter
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Ctpun

Crpun - xao d¢opma MyJITUMEIUjaJIHOT TeKCTa - TII0 HAajIIupoj
JepuHULNMjU jecTe MpHUYa UCHIPUYAHA Y CIMKAMa, KOja IIPOJIa3yu HajMarbe
Tpu asze u moxke naa je mpatu Tekcr (Kiss, 2005). Atuna Bapo myrem
¢unMa u cTpuIa MoKymasa CKUIUpaTy (OZHOCHO IOjaCHUTH) 0COOEHOCTH
cTpuma, 6UIo /1a je ped 0 BU3YESIHOM OOJIHKOBamby, O BOljerby Hapaiiuje
WIK O TIPUCYCTBY ayTOPCTBA: HETOBE AHAJIOTHje YeCTO H3Jia3e U3 CBeTa
¢unmva, mako 6ap ca TOJMKO OCOOMHA pACHOJaXKy U Iapajeyie ca
JIMKOBHOM M KIbM)KEBHOM yMmeTHourhy (Varrd, 2007). Yurtanar Macom
KBajipatnha cyiuka (maHesa) TIIOCTeNleHO, momohy jenuha TOBOpA,
[IpU30pa U aKTUBHOCTH YIIO3Haje JIMKOBE, UMILYJICE JbYZCKOT JKUBOTA.

3a unTaore cTpuIa Wiy3Hja KpeTama JIelllaBa ce IMyTeM ypaM/biBama. Ha
[IOYETKY Cy LpTIN IyTamy IpeJMeTa y IOKPeTy, KacHHje, KpeTame
II0CTaje JKUBOIKCHU]jE jep Cy V IPTAbY JIUHUjA CTULJIU JI0 TAUKE Ka/a OHE
MPOCTO OKUBJHaBajy. JJOK GUIM U TeleBU3Hja MPHU30P CTBapajy momohy
BU3YEJTHUX U ayIUTUBHUX KOMIIOHEHTH, CTPHII Ce OCJIarhba CaMo Ha jeJTHO
gysto moMohy kora Tpeba /1a n3a30Be UCTU JI0KUBJBAj. Peu urpa 3HavajHy
yJIOTY y IpeMOIINUBaWmy OBOTI HeJOCTaTKa. Peu /aje ryiac JUKOBUMA U
IIyTeM e MOJKEMO TOBOPUTH O ocehajuMa cBUX HAIIMX Uysia, a 3ByYHH
edexTr rpadUIKUM CpeJICTBIMA 0XKHBJbaBajy UCIIPUYAHO, 12 O YnTasa,
U3y3eTHO, Morao ,,uytu” ounma (McCloud, 2008).

CHara peud je CBaKako JOIPHHEJA aTPAKTHBHOCTU cTpuma. Ped Oymau
TakBa ocehara ¥ alCTpakTHE IOjMOBE Koje caMa CJauKa He O MorJia
yxBaTUTU. TpagUIIMOHAJIHO CaMO ped IMPEHOCH Y CTPUIly HUjaHCe U
TOIUIMHY JBbYJICKOT IJIaca: Jiaje MOTYNHOCT CTBapaolly CTPHUIA Jia CyKaBa
WIN IIUPU BpeMe, a WTpa U3Mely peud U CIHMKe 3HA HCKA3aTH TaKBe
mucau U ocehama Koje 3acebHO OHU He O6u MOTJIH. TEKCT je Urpao BETHKY
YJIOTY U Y Pa3B0Ojy MOZEPHOT TPapUIKOT CTPUIIA, HHETOBE TPaHe Cy 00IaIu
y CTPUILY, HATIIUCH U 3ByYHU edekTu. To je I0BesIo 10 HacTaHKa MHOIITBA
rpadUUKUX CPE/ICTaBa, UYBPCTO BE3aHUX 3a CTPUI, AU KOje KOPUCTE U
JIDYTH JKaHPOBU. 3a HAj0OJhe TEKCTOBE y CTPUILY KapaTEpHCTHYaH je jak
BHU3YeJIHO-MUCAOHU JI0KHUBJbAj M XapMOHUYHO CIIajarbe CJIUKE U pevu. Y
BehuHM HO6PUX CTPUIIOBA CIIMKA U PeY Cy Y IMHAMHUYHOj PAaBHOTEXKH, Yac
je Harstacak Ha jemHom, yac Ha apyrom (McCloud, 2008).

Uurasayka cTpaTerdja W je3WuKka KOHCTPYKI[Mja CTpPHUIA MOXKe OuTu
3aHUMJbMBA 32 yueHuKe. OBa BPCTa TEKCTA He 3aXTEBA JINHEAPHO YHUTAHE

JE3UNK, KbMXXEBHOCT U MOMYJIAPHA KYJITYPA 11
360pHnk pagoBa
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u 36or moryhHoctm wu36opa oOHOra INTa Ce UYHWTAa 3aXTeBa TaKBY
MIpUMajIa4Ky aKTHBHOCT KOPHCHUKA KOja JINYM HA KOPHUIIThelhe MHTEPHETA.
¥V ucro BpeMe 300T KPAaTKOT, CA’KETOT TEKCTA Y 0b6JaluMa JIUYM Ha JE3UK
cMc-a ¥ Yera.

VxspyunBame CTpHUIIA, KA0 BPCTE TEKCTa y HACTABY, 3HAYAjHO je ca aclieKTa
KPEaTHBHOT YNTamkha PA3JIMIUTHX BPCTa TEKCTOBA. AHAIM3a OBOT JKAaHPA
ca acmekTa pasyMeBarba TEKCTA je pasJjIor 3allTo je IMOCTaIo (GOKYC OBOT
HUCTpaykKUBamba.

Y HOBUje BpeMe nocpeHa CPeZICTBA BU3YEJIHE U MOIyJIapHE KYJIType HUCY
€aMo JIEJIOBH IIIMPE Y3ETUX I10Jba KYJITYPE, HErO HA KAHOHUYHA KIbHKEBHA
JleJia ¥ Teopuja He MOTY /Ia OCTaHy HE3aBUCHA O] IbUXOBOT yTHIAja. Y UCTO
BpeMe MHOTH ce OyHe MPOTHB aaNTanuja KibHKEBHUX JleJIa jJep cMaTpajy
Jla cy caMo BapHjaHTe Koje 3arayIbyjy. OHH JIOBOJie y IUTare U TO Ja he
YUEHUIH, YnuTajyhul J1eJ0 y CTPHUILy, JOOWTH BOJbY Ja Ta IIPOUYUTA]y Y
OpUTHHAIY. YIIPKOC TOMe, palja ce cBe BHille HOBHX 00pajia.

Mory siu ce afganTanuje KOpUCTUTH Y HacTaBu? KibikeBHe azaToranuje
He MOTY 3aMeIbUBATH OPUTHHAJIHO [0, aJld IHOMOhy IHUX Mohemo
BPIIUTH KOMIIApallyjy WJIN 3a7laBaTH KpeaTHBHE 3aJIaTKe CBE Y IIHJBbY
MOTHUBAIlMje 3a IpUXBaTarkbe U 00pajly OpUTHMHAJIHOT Jieyla. AHa Jaco
Anmamuk oyobpaBa Kopuilthemwe CTPUIIOBA y HACTaBH, ajld HarJaliaBa, He
YMECTO KIbHIKEBHOT Jiejia, Beh mopet iera Tpeba yJeHUI  Ja YUTajy oBa
nena (Adamikné Jaszd, 1999). Mu ce ¢ 1bOM MOKEMO CaMO CJIOKHUTH, jep
YII03HaBahe OPUTHHAHOT KEbKEBHOT JleJa HUIIITA He MOXKE /Ia 3aMEHH.

Yurame CTPHUIA je €CTETCKH Ola)Kaj M MHTEJEKTyaJaHa aKkTUBHOCT. Kao
mto AHa AlamMuk Jaco objarirbaBa, CTPUI He MOJKE J]a 3aMeHH POMAaH UJIN
6miao kojy 306upKy, MehyTuM, Kao BHU3YeJHH [0KUBJ/baj, KA0 MEIUjyM
3aCIy’Kyje TaKiby y IIKOJIM, a MOXE Jia MOCIAYXKHM U 3a KOMITapaIujy.
KpearnBHUM nuTamuMa U 33Jjal[Ma, HACTABHUK MOJXKe J]a OTBOPU HOBE
BUJUKE y OJIHOCHMAa pEeYM U CJINKe, CTPHUIl Jaje MOTYhHOCT 3a HOBO
JIOKUBJbaBame (TymMauemwe) Jiejla WM YCBajalkbe CBOjCTBEHOT HayMHA
Buhema ucror. OBa TeMa [MO3UWBA W HA CAPaJiby Ca JAPYTMM JINKOBHUM
YMETHOCTHMA, jep M3 yIJia Apyre BPCTE€ YMETHOCTH MeEHa Ce U BHUIeHe
(Hozsa, 2013). Tpeba ckumupaTi caM CBET CTPHUIIA, ajid Tpeba BPIIUTH U
nopeherpa ma O6u Bumenu (HAULIM) MECTO cTpuma Meljy Zpyrum rpanama
YMETHOCTH. Y U3BECHOj MEPH OBJIE CMO MUHCJHIN HA KIHIIKEBHOCT,
JINKOBHY YMETHOCT ¥ (DHJIMCKY YMETHOCT.
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Kpuza y HacTaBu KIbMIKEBHOCTH je OUHIJIE[IHA, MIOTPEOHO je HAIpaBUTH
BeJInKe mpoMeHe (pedopme), a TO HAPABHO HUje jeAHOCTAaBaH 33/1aTaK. ,,Y
HacTaBM MaljapcKOr je3Wka BOJle Ce pacmpaBe HIP. O NOTpebu
OCaBpeMemUBakha HACTABHUX IUIAHOBA, O JOBONEHmY y IUTAHe HAcTaBe
HCTOpUje KIbMXKEBHOCTH, O NMpobiieMuMa JIEKTHUPE, O AWIEMH yBohema
MIOIyJIAPHOT PETUCTPA, [...] 0 MeTamopdosu ynbennka nta.“ (Hozsa, 2013:
7). MHOTH mefiaro3u u JlaHac NMPU3HAjy caMO KJIACHYHE BPEIHOCTH U He
MIpUXBaTajy HOBY YUTAJIAUKy OTPeOy KOjy TeHepullle HOB HAUWH KUBOTA.
JoBoze y nutame e(UKACHOCT U pe3y/ITaTe CABPEMEHHX HACTaBHUX
MeTo/a.

YipyumBame CTpUIIa Yy HACTaBy OIpaBlaBa W TO Jla CaBpeMeHa
KOMYHUKAI[MOHA CPEZICTBA CBE BUIIIE PaJie HA UHTETPAIUjU CJIUKE U TEKCTa,
a 3a pasyMeBame HCTUX WU HBHUXOBO Kopuinheme Tpeba pacmosiaraTtu
onpehleHMM HMBOOM BH3yeTHOr 00pa3oBama a CTPUIl MOXKE Y BEJIUKO]
MepHu JOUPHUHETH pas3Bojy U (GopMHpamy IPOCIEPUTETA BU3YEJIHOT
obpasoBama mnojenuHna (Dunai, 2007). Ctpum 3aucra MOXe OUTH
3HAYajaH, jep je 3a 4YuTame MOoTpeOHA BEIITHHA CIUYHA YUTABKy Ca
WHTEPHETA, a je3UK N3PaKaBarba je CJIMYaH CMC-Y U YeTy.

Bupar Ilycraun HUCTOBpEMEHO 3ak/bydyje /a IOpacT 3Hayaja BU3YETHUX
JIOKUBJbaja Jenyje nedUIUTHO HaA MAIINTy, T€ CBE Maimbe MOXKEMO
Pa3MHUIIL/bATH Y CUMOOJIMMA WJIK IIPOCTO CXBATUTH U PA3YMETH CIUKOBHY
naboOpMaIUjy Koja HHUje AeTaJbHO IpHKazaHa. [IprinkoM Tiiefama
dunma, 3a passUKy OJf YHUTaWa CTPHUIIA, CBE Mame Tpeba Ja KOPUCTUMO
MAaIlITy, CIIOCOOHOCT IOBE3WBama, CHHTE3e WM arcrpakunuje. Hawwme,
MIPWINKOM YHTakha CTpUIIa YuTaIal] Tpeba CTaTHO Jja ToBe3yje MoMepamba
Ha cJauKaMma, Of BHUIle 3aycraB/beHux morahjaja tpeba ma kpeupa Hu3
nmorahjaja, makie Tpeba Ja KOPHUCTH MAINTy WM IMPETXOAHO HabpojaHe
cr1ocoGHOCTH, jep ce IpHYa cacTaB/ba y IVIABM YKTAOIA a He Ha Mamupy,
OZIUTpaBa ce y MAIITH. 33/IaIH Ca CTPUIIOBUMA U3 OBOT yIJIa MTOKA3aJIH Cy
ce BeoMa KODHCHHM jep IOTIIOMAaKy pa3B0Oj KOMIIETEHIHje UYHUTama C
pasymeBameM (Pusztai, 2012).

Bepramu cmatpa Jia je BasKHO 3a Pa3B0j KPUTHUKOT Pa3MUIILbakha YBECTH
CTPMII Y HACTaBy KIbMKEeBHOCTH. IIOINTO je EeroBO MECTO CIOPHO U y
KIbIKEBHOCTH M y JIMKOBHO] YMETHOCTH, ITOKAa3aJi0 Ceé Kao KOPHCHO
cpezicBo 3a ynopeljuBame ca KibMKEeBHUM ZieJIMa OMJIM OHM KJIACUIY VJIH
He. I'71aBHAa MoTHMBaNHja Taja jecTe HaBoleme ydeHUKa Ja ce AyoOJbe
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3aMuTajy Kako Ce YMETHHYKE BPEIHOCTH II0jaBJbyjy KO Pas3IHUUTHX
sxkaHpoBa u Mezuja (Versaci, 2001).

CTpumnoBu Cy HueaJHH W Kao M3BOPHU U Kao CYOjeKTH jep MPYKajy
MOTyhHOCT 71a KIbMIKEBHE BPEJHOCTH U KAaHOH Pa3MaTpaMo y IIUPEM
kpyry. Tako yuyeHUIIN CXBaTajy Jia U IUXOBO MUIIbeHe 3HAUH Kajia ce
HCINTYyje KBAJIUTET KibIKeBHOT gena. Kako Ilaynm Jlojtep kake,
KIbIDKEBHHU KAaHOH je jelHa JpYIITBEHa KOHCTPYKIIMja, KOja Ce CTAIHO
Mema U JbYJU yJAaKy Hamop Jia Ta oOJNHKYjy M MMajy yTHUIA] Ha Ibera.
Kopumthewem crpuma mocraB/baMO eceHI[MjaliHA MHUTaa Be3aHa 32
MIPUPOAY KIHM)KEBHOCTH U THME MOTY /Ia HACTaHy 3HadyajHe NIPOMEHe Y
KIbH?KEBHOCTH.

AHayin3a CTPUIIOBA MOXKE M3a3BaTH 3HAYajHy paclpaBy YHyTap OfieJbeba
jep ux BehmHa yuyeHWKa He CMAaTpa KIHMKEBHHUM JiejInMa. Y OJHOCY Ha
HEKO KJIACUYHO JIeJI0, OBJIE CJIO0O0HIje MOTY J]a H3HECY CBOje MUIIJbEHE U
uneje. Kox wmacuka decto ocehajy caBpmenoctr, HemoryhHOCT
KPUTHKOBama U He JIOBOJle y IMUTAaIe HeroBy BpemaHocT. [la 6u Ha gacy
cTpun MorJIu fia obpal)yjemo T0BOJbHO 030MJBHO, YUEeHHITH 6u Tpebasio fa
Hay4e KaKo JIa IOCTaBe MPETIOCTAaBKY HA OCHOBY (popMe MU MOITYJIAPHOT
[JIEZIITA.

[MpunukoM aHanM3e CTpUMA, KAaO0 YBOAHY BeXOy MOXKEMO ca JIeloM
HAaNpaBUTHU HATIIHCE, YBOJEehY HX Tako y cBeT Meaujanusma. [[up HaM je
OTKpUBame Be3e H3Me)y CJINKe U TEKCTa, WCIUTHBAKE HUXOBE
II0BE3aHOCTU.

ITpu m3pasu 3azaTaka 3a pa3yMeBame TEKCTA IIPBO, Ka0 Mame IeJINHE,
[IOCTaBJ/baMO IIUTAhA Y BE3U HEKOJIUKO CJIMKA, CACTABJ/HAMO 33J]aTKE, JIOK —
Kao MPBU KOPAaK — YUYEHUIN He Oyy YIO3HATH ca OBOM BPCTOM TEKCTa, /1a
Ou KacHUje IIOCTaBJbajIi IIUTalba cBe Beher o61Mma, IITaBuUIIlE, 32 CKPUBEHE
ca/ip:Kaje, 3a OJJHOCE Y3POKa U IOC/IeIUIle, 1a OM Ha KPajy CIMKOBHU CBET
CTpHUIIA TMOCIYKUO Kao MOTyhHOCT 3a JIONyhaBame HAapaTUBHOT TEKCTa
OIIHCUBAEM.

VicToBpeMeHO CTPUII MOJKe Jla ce KOPUCTU U KOJI YUeHa M1catba CacTaBa, y
[IMJbY pa3Boja KpEATHBHOT IHcama. MoTy J1a ce KOPUCTe pasInduTe Bexxbe
Be3aHE 3a CTPHUIIOBE y KOjUMa Ce HCTOBPEMEHO Da3BHja U pasyMeBame
[IPOYUTAHOT U KPEATHUBHO ITHCAHE.

14 BEOIPA[L, 2017.
Anda BK yHuBepsurter



MARTA TORTELI TELEK
ZOLTAN sz{Ts

VYueHHITN MOTY TEKCT MJIH JIe0 TEKCTA KOju ¢y obpaljuBaiiu Ha IPETXOTHOM
Jacy npeoOpas3uTH y CMC IIOPYKY WJIM MOTY HaIlpaBUTHU CJIMKY ca 00J1aKOM
3a TekcT. /lajpe BapHjanuje Mory GUTH: HallMCATH IIPUYY HA OCHOBY CMC-a
Te HANPABUTHU U CTPHUI BapUjaHTy. 3a OBO MOKEMO CACTABUTH HACTaBHE
JINCTOBE Y OOJIMKY CTPHUIIA, KOje MOXKEMO HAMPABUTH OJi TOTOBHUX CTPHII
mabJIoHa, I/le YIYEHUIH YIUCY]y caMO TEKCT WM HAIpPaBUTU CTPUI HA
WHTEPHETY jep U 3a TO IOCTOjU MOTYhHOCT.

EBa Xoxa y cBojoj ctynuju Pasymesarbe KrUdce8HOCMU CMPUNOM
rpukasyje Moryhe KpeaTWBHE 33/IaTKe KOjU C€ MOTY CTBOPUTH IOMOhy
crpumna: ,lcename CjHMKa, [IPOMEHA peJOC/IeNla, OCTaBJbalbe IMPA3HUX
obJlaka 3a TEKCT, U3/Bajame IJIEANINTA jeTHOT n3abpaHor JIMKa, IPOMeHa
pama, ybaliBame CaBPeMEHHX CJIEHTOBa, ybaluBame IIOCJIOBHUIA H
uauomMa y mpasHe obsaunhe, BEPTHKAIHO NHOMepame obsiaunha wim
IPUX0BO IIpebanyBame, yBol)elbe HOBOT JIMKA, HCTULAKE II0jETMHIX
CTBApH M3 JIPYTOT IIaHA, KOpUIIhemhe CABPEMEHNX PEKJIaMHHX TEKCTOBA
uta.“ (Hoézsa, 2013: 26). CBH OBU 3ajaly JONPUHOCE 3aHUMJBHUBH])O]
obpamu HactaBHe jeauHune. Ca yYeHMIMMA MOKEMO  BpIIUTH
KOMIIapaTUBHY aHAJIU3Y, Tj. MOKEMO 3aJaTH Ja YIYEHUIIH, IIope/] POMaHa,
MIPOYUTAjY U JIE0 WIIU IeJTy IIPUYY Y CTPHUILY U Jla HAIIUIILY KOja je pasjiuKa
y JOKUBJbAjy YATAHA JBA JIEJIa.

3ajaTak 3a Oyheme KpeaTHBHUX eHepruja Moxke OUTH Jia IOCIe JaTHX
HEKOJINKO MOYETHUX KBajipathha cTpuma ydyeHHId Tpeba Ha HACTaBe U
IpeMa CBOjUM H7l€jaMa 3aBpIlle MpUYy. Y TpylnaMa MOTY Jia ce JOTOBOPE
KakKo O CTPUI MOTAo0 J]a ce HACTAaBU. YUEHUINIH IMPEeJIAKy UZeje 0 HOBUM
JINKOBHUMA, MECTHMA PaJiihe, BpEMEHY, JaJbUM JINKOBUMA, 0OpTUMAa U CJI.
ITocsie Tora paj ce HacTaB/ba y IApOBUMA, CJIENU U3paja Jeraba. CBaku
map wuspaljyje Oesemike, ckume. HakoH Tora caeaud ITOHOBHO TPYITHO
JIOTOBapame Te WHAWBHUAYAJIHH PaJi V KOME JI07ajy jOII CBOjUX HJEja
cacTaBsbajyhu Tako HacTaBakK CTPHUIIA.

BapujaHTa oBOr 33/1aTKa je ¥ IaTH JIEIH Kpaj CTPUIIA Y HEKOJIMKO CIUKA, a
Jeria Tpeba Jla CTBOpe HPHUYYy KOja IPETXOAH TAKBOM HCXOAY PaJioM y
IpyId, y mapy W HojeAuHavyHo. VICTO Tako, MOKEMO JelH JaTh U IO
dbparmenaT crpumna, jeaHy CIUKYy Yy HU3Y, HerZle Ha cpefuHU, rae Tpeba
CTBODUTHU IPETXOAHE U ciieZiehe ciiuke. 33/1aTak je MOTOJaH 332 TyMadyemne
[I0jeIUHUX CTPHUIIOBA, 33 IIO/[yYaBatbe [I0jeIUHNUX TEXHUKA TyMauerwha Jieja
TaKo ITO heMo JIO3BOJIUTU Pa3JIMYUTO TYMavdekhe MojeANHUX pparmMmeHaTa
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crpuna. He 3HaMo HH 11ITa je IPeTXoAusIo soraljajy HU IITa je TOCIeINnIIa,
WIIaK, Y CBOjOj MAIIITH Kao JIeJIOBE CJIarajulle MOKyIlaBaMo Ja JOIYHIMO
U TAKO CACTaBMMO CBOjY IPUYY O] CJIUKA.

Hapasno, HanpeTHu HUBO 337iaTaka OBOT THIA 01O OU Kpempamwe CTpUIa
Ha OCHOBY HACJIOBA, JIM TO CE MOKE caMO OH/Ia, KaJla Cy YYEeHHIU Jo0po
VIIO3HATHU ca OBUM KaHPOM.

Axo ocehamo f1a CTpUII HUje MOTIYH, Aa Tpeba /ja ce TPOIINPH, [IITABHUIIE
dau jeman yHyTpalimbyu MOHOJIOT, KOjU AaTH JIUK y oapeheHoj cutyarnuju
MHUCTH, ¥ 00Ky obiaurtha TeKcTa Taj MOHOJIOT MOKE /1a Ce YMETHE Y
MYJITUMeINjaTHU TeKCT (Y IPTaHO-JITUTEPAPHO JIeJI0).

Jo6po mO3HATH CTPUIIOBM HENPECYIIHNM Cy W3BOP HOBUX HAEja 3a
WHCIUpATHBHE 00pajie. Y UCTO BpeMe IpPY’Kajy pajiocT IIPel03HaBarba
MO3HATOT U Yapyl CTBaparma HOBOT, y30ylerme HeoOHMYHe BU3yasIH3allHje.
Ha npumep, ceTHMO ce, IPEJINCTajMO CTPUIIOBE Aauca Yy 3em/bU uyoa Uiu
Yapobrwax uz O3a. VIma v TAKBUX MOTUBA Y OBUM CTPUIIOBUMA KOjU CY Y
CTBApDHOM CBeTy Yak u pgaHac wmoryhu? Koimko Bapujanuja mory
CMUCJIUTY HAIlM YYEHUIN 32 OANTPaBale OBUX PAJbU ,0BJE U caja“ Tj.
3a MOJIEpHU3aNHjy OBUX crpumoBa? TpakuMo Heje HA KOjU HAUWH
MOJKEMO CTaBUTU HIP. [IOMEHyTe CTPHUIOBe y JAaHammpuny. OAroBope
caxxuMamo y Buzy ckuna. Ciaeau paj y MamUM TpylaMa, I/ie YIEeHUI
IUIIYy CBOjy Bep3ujy ozabpaHor crpumna. Ha mnpumep, ybanuBameMm
MOJIEPHUjUX IPEBO3HUX CPEZCTaBa, 3rpajia, 3aHUMAama U CJI., MOTY OBe
CTPUIIOBE CTABUTH Y Ca/IALIHULLY.

CyIipoTHO 0J] yCTa/beHHUX BeXKOW pasyMeBamha IIPOYUTAHOL jecTe 3a7aTak,
KaJla yYeHHWIIMMa Ha OCHOBY mnocrojeher (wiu Hemocrojeher) crpurma
IIOCTAaBHUMO JIECET ITUTAhA 33 Pa3yMEBAE IPOUYNTAHOT TE ITOYEBIIHU O THX
nmuTaka ydyeHuNnu Ttpeba Ja pexoHcrpyuiry crpun. Moryhu mporec
(mauuH) je 1 aKo MOYETHY TauKy Oyayher cTpumna mpeacTaB/ba KapaKTepHa
CJTMKA TJIABHOT JIMKA Koja he 0 ’eMy OTKpuTH MHOTO Tora (TunuuHa ozneha,
YHOTpeOHHU MPEIMETH U CJL.).

[TpuivikoM BexkOarba — y CArJIACHOCTH Ca MPUHIUIINMA AUJAKTHKE — Y
3aBHCHOCTH Off CTelmeHa Jakohe 3ajjaTka TpPaKUMO CBE BHIIE
kpeatuBHOCTH. CIOCOOHOCT pasyMeBarba IPOYUTAHOT U KPEATHBHOT
mcamba pa3BHjajy ce o/ijeTHOM.
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IIpu yuemy mucarba cacTaBa BadkKHO je mzahu M3 ,, IIKOJICKOT“ Jieberba
cacraBa Ha Tpu nenuHe. EBa Xoxa je y cBojoj cryamju 3anam mu je
HACMABHUK KHUXMCeBHOCU € TPaBOM YCTAaHOBHWJIA JAa Tpeba Ja ce
OJIpEKHEMO OoTpaHu4aBajyher HanpTa Tpu nesuHe. Ilocie HUKUX pa3pena
yUEeHHKEe He MOJKeTe HU OJBUNU 07 jeTHOCTPAaHOCTU KOpUIThermha OBe TPU
LejauHe. YUYEHHUId MCK/BYUYMBO KOpHUCTe TpH macyca. OmupasaaHo
IIOCTOjalbe OTBOPEHE CTPYKTYpe Takohe Tpeba Ha BpeMe ycaauTU jep
HEeYCIeIN 3aKJbYUIl MOTY CpPyIIUTH 11e0 TeKceT (Hozsa, 2013). Y 0CHOBHO]
[IKOJIM, YaK U yV HIKUM paspeiMa, YUeHUIH JIAKO MOTY Jia pasyMmejy
CYIITUHY TOZieJie Ha TPU IeJIMHE aKO AaHAIM3UPAMO jeAHY jako
jeaHOCTaBHY MIPUYY M Ha OCHOBY Hbe IIPUKA3yjeMO Kako PpyHKInoHUIIE. 3a
OBO je W3y3eTHO IOTOIAH CTPUII OJi TPHU-UYETHPHU CJIMKE U JIAKO MOXKEMO
MIpUKAa3aTU IPUYY PACTaB/beHY Ha TPU I[eJINHE. Y YBOJHOM JIeJTy Hajyla3e ce
cBe nHdopManyje koje oapelhyjy KoHTeKeT npuye. Y pa3pajiyl IJIaBHU JIUK
MIOKyIIaBa MOCTHNM CBOj IWJb I My HeKa IpelpeKa CTOjU Ha IyTy. Y
3aKJBYUKY C€ IpempeKa OTKJIAKka, Y OBOM CJIy4yajy ca3HajeMo OuTHe
rHQOpMAIHje O TUIYHOCTH [JIABHOT JIMKA.

IIpu obpasu mucama cactaBa Tpeba Jla UMaMoO y BUAY Jia je mob6pa mpuya
Kao XWITHO3a, Beh IMPBOM pEYEeHUIIOM 0OYapaMo YUTAOILE, jOII UX y0Jbe
YBOOUMO JIPYTOM DPEUYEeHHIIOM, a Koz Tpehe Beh ymazajy y cBojcTBeHH
TpaHc. Tazja ux na)xJpHBO, Jia ce He Ipoly/ie, BOANMO Y ajiejy HapaTuBe, a
Kaza cy ce Beh 6e3HazeKHO U3TYOMIIN Y IPUYH, Ka/la Cy Ce Y MOTIYHOCTU
IIpesiaJiv, MocjIe jeTHOT IoOpo O/IMepEeHOT yapIia, MyIITaMo ux fa usaly
Ha mocyieioj crpanu (Moore, 2003). YueHuke Tpeba fja oxpabpyjeMmo aa
Oupajy cTpykType y Kojuma he mpuua aoctuhu odyekuBaHu edekar, a
mopes Tora Tpeba /a cxBaTe Jla HHje 3auCTa BayKHO KOjy CTPYKTYpY he ma
onabepy. HajsackHuje je ma, kao cTBapaoy, 3Hajy Kako usrpalyjy npuuay
KOjy TOJl CTPYKTYpPY Jda KOpHCTe. AKO ce yJiajbaBajy O/ IPBOOUTHE
CTPYKTYPE, TO je V peAly, aJli caMO aKo 3Hajy IITa pafie, 3alliTo TO paje U
3Hajy KakaB he TO yTHIIaj UMaTH HA IPUYY y [E€JTHHH.

Ha npumep, OCHOBHa €JIUNOTHYKA CTPYKTYpa, Yy KOjOj ce TMOjeuHH
eJIEMEHTH paJiibe KOjH Ce Ha IMOYEeTKY IOHABJbajy, OIJienajy (IojaBibyjy
[TOHOBO) Ha 3aBPIIETKY MpHUYe WiIH jeqHy ¢pasy, CIUKY KOPUCTUMO U Ha
[MOYETKYy M Ha Kpajy dyMMe MOKEMO MOCTHhY W3BecHy jacHohy. JemHa
JIpyra CTPyKTypa, Ka/ia MOYHUEbEMO €a CPEJUHOM IIPHYe I1a [apajeHo ca
nmorahajumMa mpuKasyjeMO M OHO INTO je MPeTXoAwio morahajy, Tako
HMCTOBPEMEHO HAIPEIYjeMO U Ka IPOILIOCTH U Ka 6yayhuocru. Moryha je
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U, jelHA CJIOJKeHHja CTPYKTypa, KOjy cycpeheMo NPHUJIMKOM YHTamba
TFabpuen l'apcua Mapkesa, kazja JIMKOBe KOPUCTUMO 3a Oyheme mpuue, y
3aBHCHOCTH O TOTa KOjU JIMK KOJHUKO 3HAa O IJIAaBHOM (IIEHTPaTHOM)
nmorahajy. Jlakie, Hu jeZlaH JUK He mpuda Ueau porahaj, Beh cBaku
KapakTep Mpuya MPUYy M3 CBOT yIJa, A07ajyhy cBe BHUIIE MOjeAMHOCTH
JIOK He Kpajy He nobujemo neiy cauky (Moore, 2003).

Ana Anmamuk Jaco mpmukasyje /IBe TEXHUKE IPHUIIOBEAAhA: BPEMEHCKH
CUMYJITAHO TPHUIIOBEAIbe U PETPOCIEKTUBHO NMpUIIOBe/amhe. O TEXHUIU
»AH Meuac pec” He TOBOPH, jep 3a TO HEMa IIpuMepa y yIIOeHUIINMA, aIu
ca TaKBOM BPCTOM IIOYeTKa ce 4decTo cpehemMo Kox crTpuIoBa.
CpenmoIKoNIMa WIN TaJ€HTOBAHUJUM YUYEHHUI[MA BUINHUX OJI€JbEHHa
OCHOBHE IIIKOJIe MOXEeMO IIPUKa3aTH OBY TEXHUKY, IITABUIIIE, MOXKEMO UX
oxpabpuBaTu y theHoM Kopulithewy (Adamikné Jaszo, 2008).

Tope moMeHyTa pasMaTparma MOKEMO YIPaJUTH Yy METOJE IO/ydaBama
mucama cacTaBa Kpo3 Behu 6poj kpeaTwBHUX 3asiaTaka. Melhyrum, xox
U3pajie CTPUIIOBA Ha Yacy Tpeba Ja y3MeMo y 003up, MOpEe] BEIITHHE
[Mcama U TO, KOJIUKO Cy U KaKBU BHU3YEJHU TUIIOBU YUEHUIIH Ca KOjUMa
paguMo.

Annpea Kapmatu HaM Moske momohm y TOMe Jila YIIO3HAMO BHU3YesHE
BEIITHHE, CTABOBE U JINKOBHE HABUKe HAIIUX yueHuka. Taberaa Bukrtopa
JleBendenga paziaukyje dasy mkpabama, ¢pasy mpenieMaTHKe, eMaTHKE,
oyhema peanusma, (asy Tymauewa U daszy OAJIyUHBara TOKOM pa3Boja
JINKOBHUX criocobHocTH yueHuka (Karpati, 1985).

[IpunukoM oOIemUBamba CTPUIIOBA KOje CY YUEHUIM HampaBwin Tpeba
0o0paTUTH NaXKmby, OpPeZ TEKCTA, M Ha BU3yesHe acuekre. Tpeba yzetu y
003Up ecTeTcKe M JINKOBHE KPHUTEPHjyMe, KA0 U OCHOBHE KPHUTEPHjyMe
cTBapama crpuna. I1o aMepuukoM HAaCTaBHUKY U I[PTady CTPHUIIOBA, [IuHy
Jaury, riieZiuIiTa 3a mpolemuBae 61 Tpebana 6utu cieneha:

1. Y uHTepecy UCTHIlakha WHOpMaIja U oceharmba KOJIUKO je JO0CTIETHO
kopuirhere IaHOBa y CTBAparby IaHesa CTpUa’?

2. la si1 je moO6PO OCMUIIIJbEH Mpesia3 U3Mel)y maHesa CTpHIA, Ja JIU ce
ucruuy nHdopmanuje u ocehamwa? Jla i je pa3yM/bUB PeoCiIe] MaHea u
obJsaka Tekcra?
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3. Komuko je wiycrpanuja jacHa, pasymsbuBa? MoKeMO JIM YBEK
pasynKoBaTH JIUKOBe? Jla JIu ce CTUII Cjlake ca IPUYOM?

4. HWwma IIPAaBOIIMCHUX U TPAMAaTUYKHUX rpemaKa?

5. [la i je Tekcr jacaH um yumTak? Jla JiM cyioBa MMajy JIOBOJBHO MeECTa,
MO2Ke JIU TEKCT Jja cTaHe y o6sak? (Yang)

CucrteM 3a BpeJHOBame BU3YeJIHO HapaTHUBHOT Tecra AHzpee Kapmartu
MOKe HaM OHTH HCTO TaKO IOMOh y OIlehUBalby CTPHUIA. Y3uMa y 063up
cienehe pesieBaHTHE KPUTEPUjyMeE:

= CrpykTtypa ¢urype (IIpTeX KUBOTHIbE HJIM YOBEKAa), Tj. CTEIEH
uspahieHocTH ry1aBHOT JIUKA.

» Komnosunuja manena. JOMUHAHTHH THUI KOMIIO3WIIMje, IO3HAT Yy
¢azama pasBoja geumjux wprexka. Onp durypa y Bazayxy 10
CUMETPUYHOT pacropesia M Kopuirhema MePCIeKTUBE.

» ECTeTCKU KBWJIHUTET: a) OAITOBapa TeMU, ) pa3HOJIUKOCT KOpHUITheHUX
MOTHBA, I) €KCIIPECUBHOCT, JI) KBAJIHUTET JIMHHja, €) TEKCTypa, ()
KOHTPACTH.

» CrpykTypa Haparnuje. Bpcra ucnpuuasHor gorahjaja nim HemocraTak
mpuye.

=  Bpcre (Tum) cagpkaja. OnemuBame IJ1aBHE TEME.

» Kopumhemwme 60ja. KBasurer u merton kommosunuje 6oja (Karpati,
2005).

MumMoBH (MeMe)

Jeman MuM Mozke pehu Bullie 07 MIIHOH peun. MuUMoBH cy cienuduyaH
THUII CJIMKA, BUZEO 3aIllCa U TEKCTOBA KOjU Ce IIHUpe IPEKO HHTEPHeTa
6p3o u xaotuuHo. [lojaBe ce HU M3 Yera, MPoXyje KPo3 JIOKATHY CBETCKY
MpEXKY, YeCTO U IVIOOTHU CHCTeM KyaType. MUMOBe CBU MIPEIO3HA]jy, aJIu
nedunncatu ux Beh Huje Tako jlako. OCHOBHU €JIEMEHT UM je XyMOp U
aconujaruja, mozcehajy Ha HapojHe YyMOTBOPHHE, jep IOjeAuHU
CTBApaol¥y MHMOBA ,YyIHCY]y“ COICTBEHE JOXKHUBJbaje y Mum. Ilo
marematudapy Jlacsioy Mepy MEUMOBH Cy, YOIIIIITEHO Y3€TO, OHU HajMamu
JIeJIOBU MUC/IH, KOjU Ccy caMM MO cebM CMHCcaoHe IeJIMHE a Koje ce
[IOY37IaHO U IPOJYKTUBHO KONHPAjy M3 MO3Ta jeAHOT YOBEKa y JPyror
(Mér6, 2004).
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IleTHaecT rofuHe Ipe I0jaBe CBeTCKe Mpeske, Puuaps JlaBkuHC (1976)
o6jaBuo je kmury moja HaciaoBoM ,The Selfish Gene® y kojoj je Bprumo
oTJIe/] HAa CaBpeMEeHOM IPUCTYIy /IapBUHOBOj TEOPHjU €BOJIyLIHje. Y CBOM
neny JIaBKHHC je TocTaBro MOTyhHOCT, /1a ce MPOU3BOJAM JBYJICKOT yMa,
CJIMYHO 3aKOHY €BOJIyIIHje, OAroBapajyhu 3aKkoHUMa TeHETHKE, KOTHUPajy y
001Ky MIMOBA, HacJel)yjy ce ¢ yma Ha yM.

VY pamamme BpeMme ,JUTHTATHA KyJITypa M MHTEPHET KOMYHUKAIHja CY
VKUHYJIM KJIACHYHY CYIMPOTHOCT YCMEHOT M MHUCMEHOT KaJla ce€ CTBOPHJIIO
mucame 0 IpaBmwInMa roBopa. OBa CeKyHJapHA IHUCMEHOCT JKHUBH Yy
KIonIy Op3vHe, IBUXOBY NATHY YOJIaKaBajy eMOju 1 MIUMOBH aJId YjeaHO
MIOMa’Ky IbUXOBOM KpajibeM o0yuky” (Sziits, 2016: 60).

KopucHuIm koju cy mocrajyd ayTopu, IpoCyMepH, YIJIABHOM CBOja ZieJia
cTBapajy kopucrehm HoBe koMmOuHamuje Beh TOTOBUX Jena, Aakie
3aCHUBAjy ce Ha Melllally U PEMHKCY, a He Ha CTBapamy HOBOT. MUMOBH Cy
K/BYYHH €JIEMEHTU CeKyHJapHe IHUCMEHOCTH, IPYIITBEHUX Meauja u
HOBOT je3WKa JUTHTATHOT OKpyKema. KpaTke civke, yuje je 3HAUEHE
YEeCTO HE3aBUCHO OJ1 KYJITYpPe, KOje ca TEKCTOM 3aje/HO CTBapajy jeIUHCTBO
a IMIPOU3BOJY CY JIAKOT caZpikaja KapaKTEPUCTHYHOT 32 Beb 2.0. BaxHo je
CIIOMEHYTH /1a OBO 3Hauele M KPAaTKOPOYHO MOXKE JIOHETH BeJIUKE
npoMeHe y HepOPMaTHO] HAcTaBU HHQOTEXHOJIOTHje W JIUTUTAJIHOT
caap:kaja (Molnar, 2013; Molnéar, 2014).

MumoBu Y HaCTaBU KIbUXK€BHOCTH

MuMoBe y HacTaBy KIbMIKEBHOCTH MOXKEMO YBECTH HajepukacHUje y
oOpamu Tmecama, jep IO CBOjoj IPUPOAH, CAJpKe CHUMOOJMYHE WU
MmetadopuuHe esjeMeHTe. MUMOBU Cy 3aHUMJbUBU NPBEHCTBEHO 3a
IpyUMaolie-yuyeHnKe. Tako jeAHO OJATOHeTale MHMa MoOXe Ourtu
3aHUMJBHBO, CXBaTahe HETOBOT 3HAUYEeHa MOKe ONTH y30y/I/bUB 33JlaTaK
3a yueHuke. TuMe ce MOKe YBECTH U TyMaderbe IIOHEKE IIECHUYKE CIIHKE,
0e3 Tora Jja OBa aKTHBHOCT OyZle CTpaHa 3a YUYEHUKe.

Kopunrhewe MruMoBa y HaCTaBU KEHIKEBHOCTH MOXKe OHUTH BaXKHO U 3aTO
mTo BehWHA yYyeHUKa KOPHUCTH CEKYHJIApHY IMHUCMEHOCT Y CBAKO/HEBHO]
komyHuKanuju. Tpeba ga ckpeHemMoO, Jakjle, y KaHOH CeKyHZapHe
MMUCMEHOCTH U y MKOoJIH. YecTo je UCKYCTBO /1a y 00pa30BHUM yCTaHOBaMa
HACTAaBHUIA IOCETUOIM H JUTUTAIHA YPO)EHHUIM HE TOBOPE HCTUM
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jesukoM. YIio3HaBame JUTHTATHOT cBera joralja ce 6e3 momohu, Haj3opa
U KOHIIENIUje, TaKjIe MOKeMO pehu ja HU POAUTEIbY, HU HACTABHUIY HU
WHCTUTYIIAje HHUCY MOIJIM Jia JIpiKe KOpak ca MpoMeHaMa U JAajy K/byd U
KOMIIaC y pyKe MJIafinX. 3 TeHepanyja u oHe Koje je cieze Beh Ha HUBOY
MaTepmer je3uka KOMYHHIIMPAjy ca padyHapoM, BHJIEO Wrpama,
JIpyIITBeHUM Meavjuma u e-kKmurama (Torteli Telek, 2015; Toéfalvy, 2014;
Kerekes, 2011). ITaxxmwa UM ce KpaTKO MOXKe 3aJ[pKaTH, HABUKIHN Cy Ja
u3y3eTHO 0Op30 Mosaze 70 uHGOPMAIlUja, Y IPEHOIIEHY COMCTBEHUX
CTaBOBa M HAYMHA U3PAKaBarba [MOMaKy UM €MOju U MuMOBH. HaBUKIN
Cy Ha ogMax. Y TOM CBET/Iy U HaBUKe KOMYHHUKAI[Hje UM Ce PaUKaJIHO
pasnukyjy Beh u ox cexkynmapHe ycMmeHoctH. Temkohy mpejcraBsba TO
IITO Cy Ce YYEHHUIW COIMjaTM30BaIN y3 6oraT CTUMYJIAaHC MYJITHME]H])a,
HACYTIPOT HUXOBUM HACTABHHUIIMMA, KOJU Cy CE€ Ca pAYyHAPOM U CBETCKOM
MPEKOM YIIO3HAIHU Y 07[pacyioj 700U, WU ce jOII YIIO3HAjy.

[Tomto ce y cBeTckoj Mpexku WHGOPMAIMje U MUMOBH MYHEBUTO OP30
Iupe, JUTUTATHO OKPYKEHhe IPH TOM YOIIIITe HUje CUTYPHO Aa he ux
cadyBarty, IITaBuine, Moryhe je /la je OIAcHOCT OJi YHHUINTEHA jeJHOT
TEeKCTa, CJIUKe Wiu ayauo 3amuca (dajna) Beha Hero y ciydajy Kebure y
BpEMEHY UyBama PyKoIlKca. Y MpakCcy TO 3HAYH Jia je ,,OlCTaHaK" KEbUTa
00e36el)eH Ha JIy:ke BpeMe, /TakJie MO3UBAalbe HAa HUX U yUeHhe U3 HHUX
ocraje crabwiaHuje. IllTaMnaHm CTPUIOBH, 300T EHUXOBOT H3TJIENA
CKOJIHHjU cy omTehemrnMa, BbUXOB OIICTAaHAK je Maibe curypaH. Ha kpajy,
JUTUTAJIHY, Y JUTUTAJIHO] MPEXKHU JOCTYIIHH CTPUIIOBH JIAKO HECTajy,
CJIMYHO HhUMAa U MUMOBH, KOjU Ce, Ka0 KOMeTe, II0jaBe U HecTaHy. TOkoM
HacTaBe Tpeba aa OyZeMO CIpPeMHH W Ha TO Jla JUTHTAJIHO (QUKCHUPAHU
MPOW3BO/IA TIOIyJIapHE KYJIType UMajy KpaTak ,pOK Tpajama“, Tako Ja
HACTaBHHUIU CTAJTHO Tpeba /1a Tpake HOBe MPHUMepe, jep cy crapuju Beh
HEJIOCTYITHY Ha MPEKU WIH Ce He CJIAXKY Ca aKTYEJTHUM TPEeH/IOBHMA.

3ak/by4ak

V3 rope NOMEHYTOI MOJKEMO 3aK/byUHUTH Ja IPOAYKTU IIOIMyJIapHe
KyaType oborahyjy HacraBy jeZHOM HOBHM JAMMEH3MjaMa Kao IITO je
pa3BHjalbe UYUTaKka C pa3yMeBameM MOMONY CTpWIla, MOXKE JJaTH HOBH
3aJIeT IIe/IarONIKOM pajay HMOMaKyhM Ko/l ydema IHCama cacTaBa WIH
OoTKpuBamwy Meradopa y moe3uju. OBUM IIyTeM JIajeMO HOBY IIAHCY
HACTaBU KIWKEBHOCTH, jep KO He unTa 0eJIETPUCTUKY I'yOU HEIITO jaKo
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Ba)KHO: HEINPECYIIHU WU3BOP YIIO3HaBama cebe U APYrux, MOryhHOCT /ia
KpO3 OYH MHCLA ApyTaudje TJIeZlaMo Ha CBET.
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Summary: USE OF POPULAR CULTURE IN EDUCATION AND
LITERATURE TEACHING

As access to information and internet is provided for wider audience, the products
of popular culture can form a common referential base for people with various
cultural background and different age and origin. Due to globalization, the
elements of popular culture are universal, independent of national cultures and
carry almost the same meaning for everyone. Based on their Hungarian, Serbian
and Korean experience gained in higher and public education, the authors suggest
that — if used properly — the aspects of popular culture can make literature
teaching more effective. The focus of the paper is on two fields of popular culture
that can be used effectively in education: graphic novels (comic books — Marvel
and DC universe) and a special segment of internet culture, memes. While trying
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to understand comics as a multimedia texts — opposite to watching a movie — the
students have to use their imagination, think in symbols, and understand the
rough visual information that is presented on paper. This way the meaning of the
work occurs in their head and not on pages. The use of graphic novels helps in
developing the reading comprehension skills while at the same time the graphic
novels based on literary works motivate students to read the originals. Pictures,
videos and text that spread chaotically by users’ interaction and behave as viruses
are called memes. They appear from nowhere, sweep through social networking
sites and become popular fast. They are based on humor, associations, and form a
common knowledge shared by students. If used properly, they can also be a great
tool in literature teaching.

Keywords: popular culture, globalization, memes, comics, education, literature.
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Abstract: American sitcoms are globally popular television shows with large
audiences in virtually every corner of the world. Universally appealing topics,
irresistible characters and comic delivery are some of the reasons behind their
high-profile status in today’s pop culture. Fans find it easy to relate to their
favourite sitcoms in part because their dramatic dialogue is carefully crafted by
writers and television experts to resemble real life. Both their conversational
nature and flexible media settings, i.e. subtitles off or on in a desired language,
make them a highly convenient and accessible learning tool for those students of
English who do not mind improving their skills while enjoying some
entertainment in the form of a television show. Rather than representing a random
choice, the sitcom The Big Bang Theory becomes a specific target for this paper
owing to a high degree of diversity identified in its linguistic, i.e. grammatical,
lexical and discourse features. A qualitative analysis performed on a small sample
of the show suggests that the lines written for Leonard, Sheldon, Penny, Raj,
Howard, Amy, Bernadette, and other characters are emblematic of both spoken
and written English. This in itself is a remarkable quality as it provides access to
variations across speech and writing through a single medium. Moreover, the
dialogues could be utilized to sensitize the learner not only to the main differences
between these two broadly defined registers but also to the possibility of having
some of the features normally associated with writing make their way into speech.

Keywords: sitcoms, speech, register, grammar, learners of English.

Introduction

This paper has been inspired by the idea of using The Big Bang Theory, a
popular American television show, not only to add an element of
entertainment to a learning situation, but also to profit from a variety of
lexical, grammatical, and discursive features the sitcom is imbued with.

Representative of spoken language, the show brings to life many of the
communicatively rich and complex features of speech building a grammar
of its own, which is still largely ignored in most teaching contexts even at
university level. An additional advantage of the show is that its language
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offers the best of both worlds: if spoken grammar is at last given the
attention it deserves, it does not have to mean that the grammar of written
English as a long-time favourite will suddenly be pushed to the sidelines.
On the contrary, in this case the two share the same context, albeit one
where words and clauses are meant to be heard rather than read. The Big
Bang Theory is fit for an audience with a (meta)linguistic interest in both
spoken and written English and their respective grammars, and is
especially informative and helpful to those who cannot always count on
this kind of awareness to come either easily or naturally, i.e. the majority
of non-native speakers.

The approach taken here is simply to identify where the mixing and
matching of context and register takes place, understand what makes a
feature more likely to populate either speech or writing, and comment on
any outstanding communicative and pragmatic issues that may come up
in the process. The analysis is far from exhaustive, yet one of its results is
quite a long list of features associated with the structure of spoken English
coming complete with authentic examples from the show.

The corpus

The Big Bang Theory, more usually abbreviated to BBT than TBBT, is an
American television sitcom premiered on CBS on 24 September 2007 (The
Big Bang Theory, n.d.). At the time of writing this paper the show has
already reached a tenth season, clearly a testament to its unwavering

popularity.

The lives of the main characters, which are anything but ordinary, unfold
in Pasadena, California. Leonard Hofstadter and Sheldon Cooper are two
young physicists, in their late twenties, working at Caltech, the California
Institute of Technology. The flat they share is a place where they hang out
with their friends and colleagues, aerospace engineer Howard Wolowitz
and astrophysicist Raj Koothrappali. Howard, the only one of the male
quartet without a PhD, becomes a NASA astronaut later in the show. They
are all ferociously smart, they all have staggeringly high 1Qs, and they are
all extremely nerdy. Their nerdiness equals having trouble handling the
most basic of social situations and encounters, and is contrasted with the
pronounced social skills of the main female character, Penny. Nebraska-
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born and smoking hot, Penny moves in next door and causes a stir
amongst her ingenious neighbours, with her common sense juxtaposed to
the daunting intellect of the four men for comic effect. Penny becomes
Leonard’s girlfriend while she is still an aspiring actress working as a
waitress, and the couple eventually get married. The show would not be
the same without the other female characters, especially microbiologist
Bernadette  Rostenkowski, Howard’s girlfriend-turned-wife, and
neuroscientist Amy Farrah Fowler, Sheldon’s significant other.

The age of the characters and the relationships they enter with each other
seem perfectly in tune with their propensity for informal speech, yet the
professional and academic achievements of their brainy selves push them
towards a mixture of styles that far outstrip the confines of informal
spoken English. The result is that some of the lines written for the
characters evoke passages of academic prose at its best. Not every sitcom
makes as good a case for this kind of hybridity, where the blurring of
boundaries between informal speech and formal writing shows enough
consistency to merit scholarly interest. With its unique characters and
humorous stories told in playful and stylistically varied language, The Big
Bang Theory is a show to watch and learn from.

Both speech and writing

The Big Bang Theory is unlike most other television shows in that it
allows the features associated with both spoken and written (rather than
merely formal and informal) English to overlap in the dialogues of the
show. The language of an average sitcom is described as having a clear
bias towards a vocabulary that is informal as opposed to formal, vague as
opposed to informative, general as opposed to specialized — all designed to
mimic everyday face-to-face conversation (Cornbleet & Carter, 2001: 31).
Syntactically speaking, it is supposed to favour the additive format (Carter
& McCarthy, 2006: 170), where clauses are merely strings held together by
simple coordinators such as and (e.g. We said hello and invited them over
for coffee and they seemed really pleased.). All density of structure is
eschewed, especially that of the noun phrase, which is mainly reduced to a
determiner-noun sequence and possibly an adjective between the two (e.g.
a clean bed). In everyday face-to-face conversation, phrases only allow for
small amounts of embedding, most of which should be right-branching, i.e.
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proceeding from left to right (e.g. men you haven’t met). Embedded
structures give way to phrasal chaining (Carter & McCarthy, 2006: 169) in
casual conversation, which means that hierarchical relationships between
constituents are more loosely constructed. For example, instead of a
complex noun phrase in written English such as a tall, handsome, black-
eyed man, informal speech is more likely to yield a chain-like structure or
a string of words hanging together without any strict hierarchy imposed
on them, as in a handsome man, tall, black eyes. It goes without saying
that not all speech is conversational, but this description possibly matches
what first comes to mind upon evoking the concept of speech in general.
Formal scripted speech may thus be closer to writing than to its
conversational counterpart depicted here.

There is also the likelihood of divergence among individual speakers,
some of whom will be extremely fluent, some of whom will not resort to
informal, vague, and simple English even in the most informal of contexts,
and some of whom would not be able to use any other register except, say,
academic English even if they wanted to. Because conversation does not
always involve the same type or profile of co-speakers, one can only speak
of preferences and tendencies, at the same time leaving room for
differences based on varying personal affinities and speaking skills. This is
an important note to make concerning non-native speakers aspiring to
achieve the same level of fluency observed in television dramatic dialogue,
which becomes a goal to work towards and a source of disappointment if
considered unattainable. However, it is reasonable to assume that
television speech is not mimetic but rather selectively natural (Richardson,
2010: 69), which is a welcome reminder to all non-native speakers who
may be at the risk of taking the alleged flawlessness of dramatic dialogue
for granted. We are reminded — and deeply relieved to know! — that
speech is much more often messy and imperfect than it is neat and tidy,
which are some of the qualities it owes to its online and spontaneous
production. For reasons that are easy to understand, the viewer of a
sitcom is not likely to be exposed to the same degree of vagueness and
ellipsis found in real-life informal speech, which in a way makes dramatic
dialogue an improved version of conversation. That is why “any transcript
of a real conversation is much less tidy than the layout of a dialogue in a
drama script or in a course book for learning a language” (Carter &
McCarthy, 2006: 166).
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Of course, not every sitcom dialogue is designed to mimic casual
exchanges between close friends in their twenties or thirties; instead,
some of the settings and types of interactions (Quaglio, 2009: 44) are
likely to be work-related and taking place in a business facility rather than,
for instance, the kitchen of two flatmates. Although dialogue in sitcoms is
likely to be wittier and smarter than its real-life counterpart, although it is
probably smoother and faster, although it is more polished than the
original, it can still serve as a point of reference provided the viewer
understands that the entire production team, and writers in particular,
intuitively know what they want from their dialogues and how they want
them: resembling real-life speech to a reasonable extent (Richardson,
2010: 62-65). Television dialogues pass quite a few hands in the
production process, but there is usually little metalinguistic knowledge
required to make them work, hence the emphasis on intuition. Studying
these intuitive choices from a linguistic point of view is the job of a
language researcher.

The corpus of The Big Bang Theory may just be the perfect fit for all the
points raised above: it is sufficiently representative of both speech and
writing, at the same time allowing for idiosyncrasies. In other words, the
corpus merits attention not only for what it contains, but also for what it
does not: what conversational English is mostly about is in some ways
even downplayed in the corpus due to medium-imposed restrictions (for
instance, the viewer is physically and temporally removed from the face-
to-face conversation in which the protagonists are engaged). On the other
hand, it is easy to identify features in the show that stand in stark contrast
with spoken language. In order to do that, the BBT language is checked
against a list of features commonly associated with spoken and written
English in corpus-based reference books, most notably Cambridge
Grammar of English (Carter & McCarthy, 2006).

Implications for teaching

All this suggests a rich platform for EFL teaching, especially at tertiary
level. The main idea is to demonstrate the potential of the language of
sitcoms in general, and especially The Big Bang Theory, and its
applicability in foreign language teaching. Teaching the grammar of
speech as opposed to that of writing is still in its infancy, and sitcoms

LANGUAGE, LITERATURE, AND POPULAR CULTURE 29
Book of Proceedings



ENGLISH LESSONS FROM THE BIG BANG THEORY

provide an invaluable source of spoken data — plus they are easy to access
and fun to watch. The subtitles can be switched off or on in a desired
language (English, too) to adapt to the needs of a less proficient student.

The Big Bang Theory has another advantage: the transcripts of all
episodes are available at https://bigbangtrans.wordpress.com/ — which
may also prove convenient for teaching and learning purposes. Teaching
spoken language as separate from written and focusing on generic
differences between the two can be made more accessible through the use
of a specialized corpus such as this one.

The greatest bonus comes from the fact that this particular sitcom
represents a place where speech and writing meet and overlap. It is less
important at this point which one of the two prevails: what matters is that
they co-exist and occupy the same space. Likewise, informed judgments
can also be made about the likelihood of a word or a structure appearing
in a spoken context in real-life communication. Last but not least, there
are pragmatic implications to consider regarding one of the character’s
inability to understand non-literal expressions (those familiar with the
show know him by the name of Dr Sheldon Cooper).

Writing disguised as speech

The Big Bang Theory transcripts can be used to demonstrate that the
language of this sitcom is not always representative of informal speech,
unlike many other television shows of its kind. For example, in his
analysis of the sitcom Friends, Quaglio (2009) has focused on similarities
between the dialogue in the show and natural conversation, arriving at the
conclusion that “Friends shares the core linguistic features that
characterize involved registers, such as face-to-face conversation” (148).
By contrast, Howard’s utterance in (1) is meant to show that television
dialogue is equally capable of representing writing disguised as speech,
without measuring the extent to which the features typically associated
with either register occur in the show.

Howard: Gentlemen, I am now about to send a signal from this laptop through
our local ISP, racing down fibre-optic cable at the speed of light to San Francisco,
bouncing off a satellite in geosynchronous orbit to Lisbon, Portugal, where the
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data packets will be handed off to submerged transatlantic cables terminating in
Halifax, Nova-Scotia, and transferred across the continent via microwave relays
back to our ISP and the X10 receiver attached to this lamp.

Apart from the deictics I, now, this, and our, there is little to suggest that
this utterance attributed to Howard Wolowitz has anything to do with
spoken English, and there is certainly nothing informal about it either.
The opening vocative, gentlemen, adds a formal touch and sets the tone
for what follows. The rest of it, primarily the technical and informative
vocabulary and a total of seven subordinate and embedded clauses (some
of which have undergone coordination, too, and not all of which are the
easier-to-process right-branching ones), is what one would expect to find
in written English. It would be almost impossible to describe the sentence
as simple in terms of either its lexis or grammar, and “simple” is among
the first words used in reference books to characterize informal spoken
English. The grammar of conversation is consistently described as
containing simple clauses, contractions, and ellipsis. Likewise, the lexis of
informal speech is usually labelled as simple, general, and vague, and
some of the discourse features are said to include back-channelling,
discourse markers, and question tags (Cornbleet & Carter, 2001: 71).

It becomes instantaneously obvious that the utterance in (1) does not
match this description: subordination and embedding abound, and the
vocabulary is extremely accurate and filled with nouns and adjectives
which are not of Anglo-Saxon origin and which call for specialist
knowledge. The only discourse features that readily associate this
utterance with the spoken register of English are the aforementioned
deictics and the vocative gentlemen.

In (2) below, the general sparsity of complex noun phrases in informal
conversation is overridden by the presence of heavy postmodification,
which is very common in academic English “because of the frequent need
for definition and specification” (Carter & McCarthy, 2006: 269). Yet, the
structural complexity in (2) is not borne out of the formality of context:
the scene unfolds in the living room of the flat that Leonard and Sheldon
share, the participants are engaged in close relationships with each other,
and they all belong in the same (young) age group.
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Sheldon: Because I have no interest in standing in the Rose Room of the
Pasadena Marriott in front of a group of judgemental strangers, who
wouldn’t recognise true genius if it were standing in front of them
giving a speech. Which, if I were there, it would be.

The whole turn opens with a simple subordinator such as because and
involves the ellipsis of I threw it out in response to the preceding question
Why did you throw it out? Yet, most of this utterance is a single noun
phrase revolving around the noun interest, which is followed by a
prepositional phrase that begins with the preposition in and continues
with a non-finite clause opening with the verb standing and ending at the
full stop. The information here is densely packed and made to fit a
nominal structure, which is hardly surprising given that Sheldon feels
most at home when he speaks academic English (i.e. incomprehensible to
the mere mortal).

On the other hand, the complex noun phrase is part of a subordinate
clause that is not “obviously connected to any particular main clause”
(Carter & McCarthy, 2006: 166), which is another common feature of
everyday informal conversation. In addition, the last clause in (2) (i.e. the
sentential relative Which, if I were there, it would be.) is also subordinate
and uttered separately from the preceding clause. It is fairly common in
speech for a sentential relative such as the one in (2) to change hands and
occupy a complete speaker turn (i.e. to be uttered by a co-speaker and
stand on its own). However, Sheldon seems to have a hard time letting his
co-speakers take over, so he holds the floor in order to evaluate what he
himself has already said instead of allowing the others to do it.

It is interesting to note that speech and writing, or rather features typically
associated with each, exist side by side also in (3), which is uttered by the
same speaker.

Sheldon: Leonard, please don’t take this the wrong way, but the day you win a
Nobel Prize is the day I begin my research on the drag co-efficient of
tassels on flying carpets.

32 BELGRADE, 2017
Alfa BK University



TATJANA MARJANOVIC

The noun phrase in bold is representative of both recursive modification
and bracketing (Downing & Locke, 2002: 480). The recursive element
comes alive in the repetitive pattern of a noun phrase containing a
prepositional phrase except that the last prepositional phrase, on flying
carpets, does not qualify the noun tassels but the one preceding it, co-
efficient. This analysis suggests a rather complex structure involving
bracketing despite the seemingly linear format of a relatively short phrase
containing a total of 11 words. There is no preference in this case for
phrasal chaining as is regularly found in informal speech. Yet, the
utterance in (3) is also made conversational by its two relatively short and
simple main clauses connected by the coordinator but.

Simple, vague, and general lexis?

This section addresses some of the lexical choices in the show that, at least
on the face of it, seem better suited to the register of written English. Here
I have resorted to the Corpus of Contemporary American English (Davies,
2008-), commonly shortened to COCA, and its frequency-related searches.
COCA is the largest freely-available corpus of English with more than 520
million words of text equally divided among spoken language, fiction,
popular magazines, newspapers, and academic texts.

The searches returned results that not only confirmed the intuitions
formed about the words in question, but also offered an insight into
contextual information. The probes involved three random words that
were intuitively felt to be the opposite of simple, vague, and general:
synthesize, inarguable, and reversible. As none of the words is of Anglo-
Saxon origin, and as none of them is morphologically simple, it is not
unreasonable to assume that they will not readily top the frequency charts
of spoken English. The first of the three words, synthesize, is generally
very infrequently used, as suggested in Table 1, which, like the other two
tables, is made to look exactly as it appears in COCA.
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SIZE | PER
SECTION | FREQ o) MIL CLICK FOR CONTEXT
SPOKEN |o 109.4 |o0.00 |
FICTION |o 104.9 |[o0.00 |l
W 1 110.1 | 0.01 [
NEWSPA
PER o 106.0 [0.00 |l
I [0 oa (o0 |

Table 1: COCA results for SYNTHESIZE
Tabela 1: Rije¢ SYNTHESIZE u Korpusu savremenog americkog jezika

An additional advantage of the corpus is that it allows the user to see the
distribution of words across the five sections: spoken, fiction, magazine,
newspaper, and academic. The extremely sparse distribution of the verb
across the board is in itself a telling comment on its general usage.
Moreover, the results show that the word disappears completely from the
spoken section, with only one context displayed for it in the magazine
section and ten in the academic one. Therefore, it is predominantly an
academic word, and one that is rarely used even in academic English, the
most formal of the five registers in COCA.

While the second word, inarguable, is shown in Table 2 to have a more
widespread distribution across the five COCA sections, it is nevertheless
reported to have the lowest frequency in the spoken section. It is also
worth noting that the contexts displayed for the entry reveal that spoken is
television discourse altogether, and that the magazine and newspaper
sections mostly feature serious analytical content. Fiction is in part science
fiction, which is what the characters in the show are obsessed with, since
nerdiness is stereotypically associated with a propensity for, among other
things, video games and phantasy, such as the science fiction series Star
Trek (Bednarek, 2012). The adjective inarguable is twice as frequent in
the academic section compared to the spoken one. For a more detailed
overview, see Table 2.
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SIZE PER
SECTION | FREQ o) MIL CLICK FOR CONTEXT
SPOKEN |7 1094 |0.06 | GGG
FICTION |26 [1049 |o25 | N
MAGAZIN —
E 17 110.1 0.15
NEWSPA |15 |1060 |01 | IS
PER : :
O R il e e

Table 2: COCA corpus results for INARGUABLE
Tabela 2: Rije¢ INARGUABLE u Korpusu savremenog americ¢kog jezika

Lastly, the adjective reversible is overall the most frequent of the three
randomly selected words from The Big Bang Theory transcripts. It, too,
prevails in the academic section for reasons that at this point seem self-
explanatory. The spoken English section, as the contexts displayed for the
entry demonstrate, is once again almost exclusively television discourse.
Also, the word is frequently used in magazines with a technological bias,
as well as those dealing with health issues. The specialized use of the word
may account for its low-profile status in fiction and, to an extent,

newspapers.
SIZE PER
SECTION | FREQ o) MIL CLICK FOR CONTEXT
SPOKEN [108 |109.4 |09 | NG
FICTION |43 104.9 |0.41 [ ]
MAGAZL 1, 101 |1 T
NE 97 . .79
NEWSPA
NEWSPA o |o. )
PER 72 106.0 | 0.68
ACADEM
_107 324 103.4 |3.13

Table 3: COCA corpus results for REVERSIBLE
Tabela 3: Rije¢ REVERSIBLE u Korpusu savremenog americkog jezika
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Working with corpora can also be useful for foreign language students, as
there are a number of things they can learn about language merely by
looking at concordance lines. There are other language apps and corpora
aside from COCA, such as Google Books corpora (and within it Ngram
Viewer), which could be put to use together with the transcripts available
in doing some simple research work.

When speech loses its speech-like properties and appropriateness
becomes an issue

Excerpt # 1 is mostly about a dry cleaner’s baffled responses to Sheldon’s
extraordinary way with words, but the source of humour in this case has
important pragmatic implications. What prompts laughter in this scene is
basically Sheldon’s self-absorbed imperviousness to a changing social
context in which interlocutors do not have the same level of expertise, nor
do they share the same concerns. In fact, everyone acquainted with the
show and the character of Dr Sheldon Cooper knows all too well how the
socially awkward physicist with a firm belief in his own intellectual
superiority struggles to understand sarcasm and irony, as well as
metaphorical meanings in general (which he readily translates to a non-
metaphorical, literal mode of expression). It does not seem that Sheldon
can adapt to a changing context or understand the different social roles his
co-speakers are expected to fulfil, possibly because people like Sheldon
find it difficult to detach from themselves in order to take a closer look at
others. That in itself is enough to cause the humorous breakdowns in
communication.

The complex noun phrases are in bold type, and the low-frequency, formal,
scientific vocabulary is in italics. The small caps mark the points in the
dialogue that represent a challenge to the success of communication.

Excerpt # 1

(Scene: A dry cleaner’s.)

Shopkeeper: Can I help you?

Sheldon: YEs. According to information I gleaned from Yelp, you had great success
when a santeriasuzy3y brought you a pair of leather slacks stained with
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chicken blood. I believe I may have a similar problem. This cushion experienced
a nude revenge wiggle.

Shopkeeper: A WHAT?

Sheldon: A naked man sat on it. Now, here’s my concern, his diet is rich in fatty
deli meats. What test do you have to detect lipid residue?

Shopkeeper: LIPID WHAT?

Sheldon: Lipid residue. An anal autograph. A colon calling card, if you will.
Shopkeeper: Tuesday okay?

Sheldon: Don’t rush it. We may be dealing with befoulment on a molecular
level.

Shopkeeper: Let me write you a ticket.

[The Big Bang Theory: Series 6, episode 9, The Parking Spot Escalation]

The verb glean, for example, could have been replaced with a lexically
lighter get, while the entire clause featuring the inanimate subject this
cushion, the monotransitive verb experience, and the noun phrase a nude
revenge wiggle could have easily been rewritten in a more congruent form,
e.g. Somebody wiggled their naked bottom on this cushion. The way
Sheldon breaks it to the dry cleaner basically constitutes a case of
grammatical metaphor (Halliday, 1985: 321) — ironically so for Sheldon,
who has trouble processing expressions that lend themselves to
metaphorical extension.

Noun phrases involving primarily nominal premodification, such as a
nude revenge wiggle and a colon calling card, are singled out for their
creativity and openness to various interpretations, which may be the
reason why the dry cleaner responds the way he does. The two remaining
noun phrases in bold are examples of postmodification: a non-finite clause
for convenience placed inside square brackets, a pair of leather slacks
[stained with chicken blood], and a prepositional phrase, befoulment [on a
molecular level], also in square brackets. There are other examples in the
text of noun phrases with both pre- and postmodification, as well as
markedly formal and specialized lexis, but the ones commented on are
believed to be representative enough of the degree of complexity
underlying their makeup.

Perhaps this can also serve as a reminder that some speakers will
inevitably be more fluent than others, although Sheldon beyond any doubt
represents quite an extreme case. The poor dry cleaner’s bewilderment
makes it immediately obvious, but the trouble with Sheldon is that he does
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not seem to understand the importance of context any more than he
appears to grasp the concept of appropriateness. If he did, he would know
that dry cleaners are not the kind of people who care about detecting lipid
residue, nor are they expected to know the first thing about befoulment on
a molecular level. That Sheldon has issues with pragmatics is revealed in
the way he answers the dry cleaner’s formulaic Can I help you? with a yes,
as if it were a veritable question! This dialogue alone teaches valuable
lessons not only about speaking and speakers but also about language in
general.

Features of conversational English

So far the focus has been on The Big Bang Theory as a show where writing
is often disguised as speech, and now is the time to see the sitcom as a
place where English is actually spoken. Some of the informal features
identified in the transcripts and associated with informal conversational
or everyday English include contractions, deictic expressions, discourse
markers, ellipsis, expletives, fillers, hedges, hesitations, intensifiers,
interjections, pauses, repeats, slang, stance markers, tag questions (here
treated as synonymous with question tags; for an alternative
interpretation see Carter & McCarthy, 2006: 200), vague expressions, and
vocatives (Carter & McCarthy, 2006; Cornbleet & Carter, 2001; Quaglio,
2009).

A caveat is in order here that some of the categories may overlap, carry a
different label, or have a different meaning associated with them
depending on the source which addresses them, but the aim has been to
list as many as possible in order to point to a diversity of spoken features
in The Big Bang Theory. Each category has received at least a running
commentary on its usage and role in discourse.

Contractions are one of those categories that do not require an additional
comment, but the one in (6) stands out since it is illustrative of
representing speech in writing (Carter & McCarthy, 2006: 237). The
feature focused on is highlighted (in this and all the other examples that
follow).
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Leonard: So I did something stupid. I'm sure you did stupid things when you
were younger-.

Leonard: She doesn’t mean it. She’s just being nice.

Penny: Whatcha doing?

Deictic expressions (i.e. pointing words), such as this in (7), may easily be
incomprehensible for anyone not sharing the immediate context of an utterance,
e.g. as in reading a transcript not providing contextual information.

Leonard: Don’t panic, this is what the last 977 hours have been about.

Broadly speaking, discourse markers refer to expressions that signal
“relationships between segments of discourse as well as between speakers
and hearers” (Quaglio, 2009: 80). Carter and McCarthy (2006: 214-221)
provide a long list of specific tasks borne out of this general organizing
function of discourse markers: opening, closing, sequencing, marking
boundaries, linking segments, focusing attention, diverting, shifting,
resuming, reformulating, and monitoring shared knowledge. The last of
these functions is performed by you know in (8). Just like response tokens
(Carter & McCarthy, 2006: 190), they often occur in pairs and clusters, as
in (9).

Penny: I was just, you know, surprised.
Howard: No, listen, see, we’re throwing my friend a surprise party and I'm
supposed to keep him out of his apartment for two hours.

Situational ellipsis, which is the kind of ellipsis most typically associated
with speech, resembles deixis in that its interpretation hinges on the
immediate context of the utterance. It is safe for the words in square
brackets to be missing from (10) and (11) because they refer to the
participants themselves.

Penny: Okay, [’'m] feeling the awkward now.
Howard: [Are you] happy now?

Expletives do not necessarily indicate hostility, but may also suggest a less
restrained mode of expression that one feels entitled to when interacting
with a close friend, for example. Such words often express irritation and
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annoyance, but can also be used affectionately. Not even in the case of (12)
and (13) can the speaker’s intention be safely predicted out of context.

Leonard: Dammit man, we'’re dying here.
Leonard: The bastard teleported.

Fillers, which speakers use to fill the gaps in real-time communication, are
“prefabricated, highly conventional words and phrases” (Cornbleet &
Carter, 2001: 61) with little meaning attached to them, such as the
omnipresent and fairly meaningless word like in (14).

Penny: Wow, so in your world, you're like the cool guys.

Hedges are expressions that, among other things, strategically evoke a
lack of precision in conversation and thus allow speakers to negotiate and
“collaboratively construct the intended meaning” (Quaglio, 2009: 75).
Terms such as sort of or kinda are also meant to make exchanges between
speakers sound less direct, which basically renders them more polite, as in

(15).

Leonard: Yeah. He was kinda dreamy.

Hesitations, or pauses filled by sounds, suggest that the speaker is still
thinking of what to say next, e.g. Penny in (16). They “frequently precede
important lexical choices underlining that the speaker takes time to select
the appropriate expression” (Carter & McCarthy, 2006: 173). Alternatively,
the speaker may use a vocalization of this kind as a cue that an important
idea or decision is pending, e.g. Penny in (17). Hesitations sometimes co-
occur with pauses and repeats, as in (18), which is hardly surprising in
light of the fact that all three are geared towards the same communicative
goal.

Penny: Um, home, to write some bad cheques.
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Penny: Okay, let’s do this, um, I will drive Sheldon to get a present, and Howard,
you need to get rid of Leonard for about two hours.
Leonard: I'm... uh... in a... 'm in a radiation suit. What’s up?

Intensifiers, mostly adverbs (e.g. very, so, really, too, etc.), are widely
used by speakers in conversation “to express stance, emotion, and for
emphatic purposes” (Quaglio, 2009: 91). The adverb so in (19) precedes
the lexical verb, which makes it rather colloquial and more or less
synonymous with definitely. Amy’s use of the adverb very in (20) is also
interesting, since in this case it modifies a noun and is interchangeable
with an adjective such as exact.

Penny: Oh, we are so taking you dancing.
Amy: Excuse me. Have you considered that your intelligence might be the very
thing causing your dilemma?

Interjections “express positive or negative emotional reactions to what is
being or has just been said or to something in the situation” (Carter &
McCarthy, 2006: 224). Raj’s interjection in (21) tends to be playful, while
Sheldon’s in (22) represents a negative reaction to the situation he is
describing.

Raj: Ooh, he’s got me.

Sheldon: Ugh, let it go. I have heard that my whole life. Every time something
upsets me somebody says, let it go, you know, like it’s my fault, and it’s not okay
to feel the way I feel.

Pauses, which are conventionally indicated by dots, as in (23), may share
some similarity with hesitations in that they create suspense rather than
simply show that the speaker is at a loss for words.

Howard: There are pitfalls, trust me, I know. When it comes to sexual harassment
law I'm... a bit of a self-taught expert.

Repeats are a testament to the online nature of spontaneous speech, and
are accordingly described as a way of giving speakers more time to think
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about what they are going to say. As (24), (25), and (26) suggest, repeats
display a strong tendency for clause initial position.

Penny: You just, you just walked in and they hired you, just like that?
Penny: Leonard, you’re... you’re giggling in your sleep.
Raj: The... the picture’s breaking up.

All three examples also suggest that repetition may be the result of a
feeling of surprise (or another similar emotion such as excitement) that
the speaker is experiencing, occasionally reinforced by an intervening
pause, as in (25) and (26).

Slang terms should be relatively common in a show like The Big Bang
Theory, which is mostly about the lives of a group of friends who,
although scientists, are young and desperate to fit in (with the exception of
Sheldon, of course).

Bernadette: Cool. How do they do that?
Penny: Okay, look, we don’t have to go anywhere. We can just, you know, stay
here and hang out in the hot tub.

In (27) Bernadette, who has recently married Howard, is chatting with her
hubby, who is in the outer space. In (28) slang comes naturally to Penny,
who is regarded as the coolest of the lot. Slang promotes and highlights an
informal, casual atmosphere between speakers who, in this particular case,
call themselves either friends or lovers.

Stance markers, as the name implies, are expressions “that mark the
speaker’s stance or attitude towards the message” (Carter & McCarthy,
2006: 222). They commonly take the form of -ly adverbs, but there are
other phrases, mostly prepositional, and clauses fulfilling the same
function (e.g. in fact, no doubt, I think, to be honest, etc.).

Sheldon: Never mind. I elearly woke you up in the middle of a REM cycle, you're
in no state to talk.
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Sheldon: Of course I do. My watch is linked to the atomic clock in Boulder,
Colorado. It’s accurate to one tenth of a second. But as I'm saying this, it occurs to
me that once again your question may have been rhetorical.

Given his reputation for intellectual arrogance coupled with a firm belief
in his own infallibility, it is not surprising that Sheldon shows a preference
for assertive stance markers such as those in (29) and (30).

Tag questions, in this paper used as a cover term rather than referring
specifically to a short question uttered in a separate turn by the listener,
are meant to “engage the listener and invite convergence with the speaker”
(Carter & McCarthy, 2006: 197). Some informal tags occur as fixed forms
in English, for example, right or, less commonly, huh, as in (32).

Howard: We're not really gonna go to the North Pole with him, are we?
Leonard: Yeah. Pretty cool, huh?

Vague expressions are so common in everyday conversation that they are
said to perform a number of important discourse functions. Two of them,
however, stand out as especially pertinent: not only is vague language “a
strong indication of an assumed shared knowledge and can mark in-group
membership” (Carter & McCarthy, 2006: 202), as in (33) and (34), but it
also represents a strategic way to make one’s utterance less blunt (Quaglio,

2009: 76), as in (35).

Penny: Toad of truth? Is that a physics thing?

Raj: Is this just so we won'’t touch your stuff while you're away?

Stuart: So, here’s my question. It’s the second date, you think she’ll be expecting
things to get physical?

Alongside their discourse management role, vocatives are commonly used
as markers of interpersonal relationships (Carter & McCarthy, 2006: 228).
When the characters in the show address each other, they mostly use first
names, either full or abbreviated (e.g. Leonard, Howie, Bernie, etc.), and
familiarizers (Leech, 2014: 173), as in (36) and (37), which perform an
exclusively social function (and tend to be male-oriented).
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Raj: Dude, my parents just split up.

Leonard: Buddy, I, I get that you're worried about me and I, I appreciate that,
but I'm not going to die.

Terms of endearment represent another high-profile vocative form in The

Big Bang Theory and include, for example, words like sweetie, honey, and
so on. As the show is in American English, the general plural form guys is
quite common, too. When called for by the right context, honorifics as well
as title plus surname combinations (e.g. Sir, Dr Hofstadter, etc.) are also
employed.

It is true that very few of the features listed above could be said to belong
in the extreme end of the informal conversational spectrum — which is
understandable, since they would, if such was the case, jeopardize or put a
strain on the comprehension of the dialogues in the show. Ensuring
intelligibility for the overhearer (i.e. audience) must be the main reason
why the turns remain relatively neat and tidy, why the structures are
rarely abandoned or incomplete, and why the word order is mainly of a
standard kind. However, since this paper is only concerned with an
analysis of a qualitative kind — and therefore lacking the support of
quantitative data — it is impossible to make any strong claims in that
direction. The same applies to the general impression that recasts (Carter
& McCarthy, 2006: 173) or false starts (Cornbleet & Carter, 2001: 70) are
virtually exempt from the show, even in the mildest of form.

Overall, most of the examples in this section are about structures that are
short and simple, both clauses and phrases, and lexis that is general and
based on Anglo-Saxon origins — unless Sheldon is speaking, of course.

When one’s idiolect becomes unrecognizable and things go wrong

As informal language is a matter of degree — and rather a personal one,
too — the following is a likely scenario of what may happen when a speaker
makes a sudden switch from a mildly informal to a markedly colloquial
register of English, as is the case with Sheldon in Excerpt # 2. In the
dialogue Sheldon flaunts his use of urban slang, which is, however, not
met with equal enthusiasm by Penny. The slang expressions are written in
small caps, as are Penny’s telling responses that show in no uncertain
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terms how she feels about Sheldon’s alleged attempts at, as he himself
puts it, striking up a casual conversation.

Excerpt # 2

(Scene: The lobby.)

Sheldon: Penny, hello.

Penny: Hey, Sheldon.

Sheldon: WHAT IS SHAKING?

Penny: I'M SORRY?

Sheldon: It’s colloquial, a conversation opener. So, do you find the weather
satisfying? Are you currently sharing in the triumph of some local sports team?
Penny: WHAT’S WRONG WITH YOU? YOU’RE FREAKING ME OUT.

Sheldon: I'm striking up a casual conversation with you. Sup?

Penny: PLEASE DON’T DO THAT.

[...]

(Scene: Outside Penny’s door.)

Sheldon: She’s sending VIRTUAL LIVESTOCK to random men on the internet. If I have
any hope of keeping them together, I need data. Specifically, I need to know
exactly what Leonard did that caused you to POP AN EMOTIONAL CAP IN HIS BUTTOCKS.
Penny: WHAT?

Sheldon: Again, urban slang. In which, I believe, I'm gaining remarkable fluency.
SO, WHAT IS THE DOWN AND THE LOW?

[The Big Bang Theory: Series 2, episode 9, The White Asparagus Triangulation]

This is Sheldon temporarily abandoning his customary speech habits and
playing with, as he puts it, urban slang. His newly adopted communicative
behaviour is so unlike him and so at odds with all things Sheldon
represents that Penny finds it almost scary (e.g. What’s wrong with you?
You're freaking me out. Please don’t do that.). Perhaps such a gross
departure from one’s standard way of speaking would be disconcerting
even if it was not Sheldon delivering the likes of What is shaking? and
Sup? In day-to-day communication, those who know their co-speakers
well enough should be able to tell what speech style best embodies their
linguistic identity. When the change is so dramatic and abrupt as in
Sheldon’s case here, it is always felt.

Sheldon’s unwavering self-confidence prevents him from realizing that in
the process of getting the hang of urban slang he gets some of the
meanings plain wrong. When he asks Penny about the down and the low
hoping to learn about Leonard’s shortcomings in the bedroom, he actually
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uses African American slang referring to men who usually identify as
heterosexual but furtively have sex with other men (Down-low, n.d.). It
does not quite seem to be the question he was hoping to get Penny to
answer! And by virtual livestock Sheldon presumably refers to emoticons,
most probably sheep, as in to make sheep’s eyes at somebody, which is an
idiomatic way of saying to look at someone in a way that shows that you
love them or are attracted to them (Make sheep’s eyes, n.d.). As for
Sheldon asking Penny about her popping an emotional cap in Leonard’s
buttocks, it is clearly an elaboration of the original slang idiom pop a cap
in someone’s ass, which means to shoot someone with a gun (Pop a cap,
n.d.). Only in this case the demise is of a romantic kind, possibly
equivalent, for example, to putting an end to a relationship.

The slang expressions are intertwined with Sheldon’s staple — i.e. rather
formal — mode of linguistic expression, in a way constituting a case of
code-switching (e.g. Crystal, 1987: 423), but it is clear that the overall
effect is not a satisfactory one for Penny, who does not interpret it as a
sign of solidarity and clearly refuses to follow Sheldon’s suit. For her,
Sheldon’s flirting with urban slang is uncharted territory, and reason
enough to make her feel uncomfortable. However, learners of English can
benefit greatly from Sheldon’s experimentation with slang in trying to
understand why it does not work — and possibly learn some slang as a
bonus, too.

Closing remarks

The Big Bang Theory differs from a regular show of its kind in that it
combines the features of both spoken and written English, applying them
with equal consistency to different levels of form and meaning: grammar,
lexis, and discourse. The show can therefore be rightly treated as a
valuable language tool and a rich source of English usage data to explore
and analyze.

Learning under the guise of entertainment gives hope that students will
respond to the idea with more eagerness and enthusiasm than is usually
the case. The availability of subtitles and transcripts in English helps to
make learning more flexible, and there is also the possibility of doing some
simple corpus research (e.g. COCA, as previously mentioned, is free of
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charge and easy to access). Other important lessons that the show can
teach have to do with idiolects, code-switching, and (mis)interpreting
sarcasm and irony, as well as metaphorical meanings in general.

However, the main goal was to highlight the enormous language potential
of this particular sitcom rather than specify in great detail what is to be
done with it in and outside the classroom. Now it is up to individual
teachers to make the most of it by adjusting it to the actual needs of their
students.
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®UJIM Y HACTABU XUCITAHCKHUX KYJITYPA:

OpuzuHaaHvu Hay4Hu pad

Casxcemax: OuaM Kao ayTeHTUYAH MaTepyjajl M ay[uO-BU3YEIHO CPECTBO HA
KOje Cy y4YeHWIU HaBHKJIU, HOTOAAaH je 3a IpeZcTaB/bake HHOpManuja o
XUCHAHCKUM KyJATypama. Y HAcTaBM ILINAHCKOT je3WKa, W3ydyaBame KyJITypa
TOBODHHMKA IINAHCKOT je3WKa je WM3y3eTHO 3HAUAjHO M UYMWHU HACTaBy je3HKa
koMIUIeTHOM. IIpeamer paza je mpuMeHa ¢uiMa Kao JUJAKTUYKOT CPEACTBA Y
HAaCTaBHU XHMCIAHCKUX KyaTypa. [lusb pasa je yrephuBame edukacHocTH HacTaBe ca
dmamom y yHampehuBamy COIMOKYJITYPHE KOMIIETEHI[Hje IIIAHCKOT je3MKa.
IIpensoct ¢unmy fAaje KOMOHHAIMja 3BYYHOT M BHU3YEJHOI KaHajla IpeHOCA
Iopyke Koja omoryhyje y4eHUKy Aa MCTOBPEMEHO BUJU U Uyje 3HAUE€Ibe MOPYKE,
YHMe ce yCIEIIHIje yCBajajy IpeICTaB/beHn caapkaju. [lopes Teopujcke aHATN3E
mocrojehe suTepaType, pajx oOyxBaTa UM CIPOBEJEHO eKCIEPUMEHTAIHO
HCTPa)KUBarbe KOjUM je moTBpheHa edUKacHOCT GUIMA Y HACTABU XUCIIAHCKUX
KyaTypa. Y  UCTPAKUBaWy Cy HJEHTHYHH  CA/IpXKaju  IMPECTaB/bEHH
€KCIIepUMEHTATHOj TPyIH, Koja je mparTuiaa HacrtaBy ca GWIMOM, Kao Hu
KOHTPOJIHOj IPyIH, KOja je Ouia JIuieHa ekcrnepuMeHTaaHor dakropa. JobujeHu
pesysTaTé moKasyjy Aa je mpuMeHa (ruiMa y HaCTaBH IIITAHCKOT je3UKa yTUIAIa
Ha M0OOJBIIAE COIIOKYJITYPHE KOMIIETEHI[H]je CTYAeHATa, IPH YeMy CY CTYAEeHTU
yCBOjUIM BUllle HHPOpManuja U3 061aCTH XMCIIAHCKUX KyJITypa y mopehermy ca
TPaIUI[OHATTHUM HAUMHOM HACTaBe.

KmnyuHne pewu: UINAHCKUA KAo CTPAaHU je3WK, XHCIAHCKe KyaType, (UM,
COIIMOKYJITYPHA KOMIIETEHIIN]a, eKCIIEPUMEHT.

YBog

WNako Ha mpBHM mOIJeA acolyjanyja Ha GUIM I[OJ[pa3yMeBa Pa30HOY,
dunMm ce Moxke KOPUCTHUTH U y 00pa3oBHe cBpxe. duyiM kKao 06pa3oBHO

tPaj je HacTa0o Ha OCHOBY TEOPHJCKOT U EKCIIEPHMEHTAHOT HCTPAKUBAIba Koje
[pe/iCTaB/ba CACTABHU JIe0 JOKTOPCcKe aucepranuje Come Xopmwak ,OUIM Kao ay uo-
BUBYEJIHM HapaTWB y HACTaBU INMAHCKOT Kao cTpaHor jesuka y Cpbuju“ mox
MeHTOPCTBOM TIpod. ap Jesere Oumnnosuh,010pameHe Ha OUIOIOIKOM (aKyITETY Y
Beorpazy 21. jyHa 2016. roguHe.
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CPEJICTBO MOJKe Ja TpYKU OpOojHe MPETHOCTH V YUeby IIMaHCKOT Kao
crpasor je3uka. [lorpebHO je ucrahu ga y mporecy y4uerma MITAHCKOT Kao
CTpPaHOT je3WKa, BaXKaH JIe0 MPEJCTaB/ba U YUYEHe O XUCIAHCKUM
KysaTrypama. Ilojam XrcmaHcKe KyJIType OJTHOCH Ce Ha TEPUTOPHje Y KojuMa
je 3HauajHO MTPHUCYCTBO HM3BOPHUX TOBOPHUKA IIMAHCKOT jE3WKa, Off
Inanuje o JyxxkHe AMepuKe, IIpH YEMy Ce IO/Ipa3yMeBajy U peruje y
KOjUMa INIAHCKM HUje 3BAaHUYHHU je3WK, ajJd YWHU BaXKaH eJIEMEHT
kyatypaor uaentutera (CAJl, PUIMINHYE U CJL.).

CBaku uiM, Kao TMpojeKIhja CTBApHOCTH, MOJle, CTEPEOTHUIIA U
npymrrBenux mokpera (Toro Escudero, 2009: 3), obmwiyje KyJTypHUM
caZip;kajuMa, Te MOXKe Ja TOCIY)KH Y HACTaBU U YUYEHY O XHUCIAHCKUM
Kyarypama. Bpojuu ayropu, momyt ayropa Toro Escudero (2009: 3)
cMarTpajy Aa je ¢GuUIM BeJuKa KyJATypHa pedepeHIa, Te je 300r Tora
OJIJINYHO CPEJICTBO 32 IPEHOIIEHE KYJITYPHUX CaIpIKaja.

C o63upomM Ha 6sIMCKy ITOBe3aHOCT (PruIMa, APYIITBA U KyJITYpe, Y Py ce
pa3MaTpa JUZAaKTU4Ka yJyora (miMa y mpolecy HacraBe/ydema o
XHUCIIAaHCKUM KynTypama. Llub pasa je yrBphuBame eprKacHOCTH HACTaBe
ca ¢uwiMom y yHampehjuBamy COIMOKY/ITypHE KOMIIETEHIHje YUEHHKA.
3axBaspyjyhu puamy kao ZUAAKTUUKOM CPEZCTBY, HACTABHUIIY IITIAHCKOT
jesuka y CpOuju Mory 000OraTUTH U YHAIIPEJUTH MIPOIeC HACTaBe.

3Hayaj KyJIType y HaCTaBM LINAHCKOT je3MKa

CacTraBHU /1e0 yCBajarba CTPAHOT je3UKa IPEZCTABIbA YIEHe O KYJITYPU TOT
jesuka. Kao mro HaBozme Genc & Bada (2005: 73), yueme CTpaHOT je3uka
HUje KOMIUIETHO 0e3 ydema O IH/bHO] KYyJATYpH. Y HACTaBU IIIIAHCKOT
jesuka yobuuajeHO je /ma ce makma ob6paha mpBeHcTBeHO Ha
JITHTBUCTHUKE ACIIEKTE, MAKO Cy OJf U3Y3ETHOT 3HAUaja U KYJITYPOJIOIIKI
ACIIeKTH, KOjU Cy YeCTO 3aII0CTAB/bEHH Y IIPAKCH.

C 063upom 11a ce KyJITypa MaHu(eCTyje y TOBOPY, MUIIJbEEY U HAUMHY Ha
Koju Oum spyam Tpebaso Jla ce IOHAIIAJy Y KOHKPETHUM JIPYIITBEHUM
cutyanujama (Sanchez Lobato, 1999: 9), ox 3Hauaja je yBoheme KyaType y
HAaCTaBHU Iporec. Ilo3HaBamwe KyJITYPOJIOUIKHX aclieKaTa IUJBHOT je3uKa
MIpeZICTaB/hba CACTABHU 0 KOMYHUKATHBHE KOMIIETEHIIUje. YKOJIUKO Ce
YUEHHK jeZHOT JaHa Halje y OKpy’Kemy IIMaHCKOT TOBOPHOI IOApyYja,
HEOIIXO[HO je /a mocezyje oapeleHa 3Hama 0 HEeHOj KYJITYPH Kako Ou ce
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JIAKIIIe CHAIla0 U KOMYHHUIIMPAO V PeajiHOj je3UYKOj CUTyaruju. Jorl
JaBHO, Jespersen (1961: Q) je ykazao Ha 3HAayaj KYJIType y HACTaBU
CTpPaHUX je3MKa, UCTAKaBIIH Jia je HajIJIEMEHUTHja CBpXa yuyera je3uka
MIPUCTYT JIyXy Hal{je Y HajIIuPeM CMHUCIY.

Aytopu Miquel & Sans (1992: 15—21) y wianky El componente cultural:un
ingrediente mas en las clases de lengua roBope 0 3Hauajy KyaType y
HACTaBH IIIAHCKOT KA0 CTPAHOT je3nka u Oimke je oxpelyjy. IIpurowm,
oHe Majy kiaacudHUKaujy KyJaType, pasiaukyjyhu ,KyJaTypy ca BeTHNKOM
CJI0BOM®, ,KYJITYypy caMmy IO cebu“ U KyJTypy ca MMM CJIOBOM K.
»Kysarypa cama mo cebu” mpejicTaBiba KyJITypHU CTAHJIAP/I, Tj. 3HaMA KOja
je HeOmxXOJHO Ja YYeHUK caBiaZa JAa Ou OCTBApUO YCIIENIHY
KOMYHUKAIMjy Ha IIIAHCKOM je3uKy. 3a DasjuKy Of e, ,KyJITypa ca
BEJIMKUM CJIOBOM” TTOZ[pa3dyMeBa OHAj /Ie0 KyJIType KOjH je IOCTyIaH caMo
onipehieHOM €J10jy JbyAM U UM Ce Ha BUIINM HHBOHMA je3UKa, 0K KyJITypa
ca MaJuM CJIOBOM ,K“ TO/pa3yMeBa perHOHAJHE OJIUKE U
cuenupUIHOCTH KyJIType TOBOPHUKA IIIAHCKOT je3uKa. 3axBasbyjyhu
kiacudukanuju NOMEHYTUX ayTopa, y OIIITHM IpTama Cy
cHUCcTEMaTH30BaHAa B3Hama KOja YYEHHK IIMTaHCKOT je3uka Tpeba [a
rmoceayje o MUbHOj KyJITYPH.

®uIM, APYLWITBO U KyJITYpa

OpgHoc dwunma, JApymITBA U KyJIType je eKIUIMIUTHO YyoOjudeH Yy
nedpuHunuju dunma naroj Ha [IpBoM AeMOKPATCKOM KOHTPECY IIIAHCKE
kuHemarorpadwuje 1978. roguHe. [Ipema nomeHyToj AedUHUIUjH, DUIM
IIpeZICTaB/ba KYJATYPHO A0OPO, HAUMH YMETHUYKOT U3PaKaBamha, CPEZICTBO
JIPYLITBEHE KOMYHUKAIHje, IPEeAMET UHJIYCTPHjE, TPHKUIITA, aJIU U HAyKe
U npoydyaBama. HaBezena pedununuja crpukTHo oapehyje dmim y
koHTekcry Illmanuje, 1 mpemMa ®0j je GUIM CBPCTaH y KYJITYPHH J€0
6amrrure Ilnanuje, eHUX HATMOHATHOCTH U peruoHa (Primer Congreso
Democrdtico de Cine Espafiol, 1978, in: Alvarez Rojas & Timén Benitez,
2010: 21).

Kpo3 npukasuBame apymrBeHux curyanuja (Pastor Ferran, 1997: 167),
KyaTypHuX Mojieia 1 MeHTanurera (Turner, 1983: 136), Ha puiMy je
yTeMes/beHa YBpCTa Be3a JAPYIITBA MU KyJTYype Ca OBHM MEIUjyMOM
KOMyHUKaruje. Ilopes; JOMUHAHTHUX BEPOBaHa, CTABOBA U BPEJHOCTH
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Kkyatype u3 kojer motude (Turner, 1983: 130), ¢uiM mOpuKasyje u
CBaKOJHEBHU >KUBOT JbY/IH, ajli U yMeTHHUYKe TBopeBuHe (Martos Eliche,
2002: 54—55). PUIM ce He CBOJM CaMO HA TBOPEBUHY WHJIUBHU/IYyaTHOT
ayropa, Beh IpezcraB/hba IPOU3BOJ KYJITYPHOT M BPEMEHCKOI OKBHpa
(Gisbert Pellicer, 2009: 72). Cnenuduunu (peHOMeH (PHIMA JIEKHA Y
YHEHHUITA Jla UCTOBPEMEHO IPEJCTaB/ba U IIPOU3BOJ, KYJIType U IbeH
cacrasuu geo (Martos Eliche, 2002: 54—55).

3axBaspyjyhu yckoj Be3u GuiMa, IPyIITBA U KyIAType, OPOjHU ayTOpH Kao
mro je Pastor Ferrdn (1997: 167) 3acrymajy Te3y mAa je Guim
Hajcaip:KajHUje CPeCTBO 3a MPEJICTaB/batbe KYJIType Y HaCTaBH.

IIpeaHOCTH PUIMA Y HACTABH/yIebY XMCIAaHCKHUX KYJITypa

[MpexHocTn duiMa y HacTaBU/y4uelmy XUCHAHCKHUX KYJITypa ¢y OpojHe.
IIITo ce TUYe MpeACTaB/baAbA CA/IPIKAja, Ay/UO-BU3YeJIaH HAUMH MIPEHOCca
IIOPYKe KPO3 CIOj PeYH U CIUKe IPUKa3yje KOMIUIETHY HOPYKy (Amenos,
1998: 18). Kao ayrenTnuaH jesnuku Mmatepujai (Lonergan, 1984: 8) puim
mpy:ka 6pojHe MoryhHOCTH 3a paj Ha 4dacy. YTUUe M Ha KOTHUTHBHE
mpoiiece, Tako ITo ImoBehaBa korHuTuBHe Kamarurere (Martinez-
Salanova Sanchez, 2002: 58-59) kpo3 3ak/byuuBaibe, MEPIENIU]Y HU
U3pajkaBambe KPUTHYKOT MUILbEA. [IPUCYTHU CY ¥ eMOTHBHU MPOIIECH,
KOjH ZIOTIPUHOCE /12 YCBOjeHO 3Hambe Oyne Tpajuuje (de la Torre, 2005: 22—
23). ®uaM uMa 3HauajHy yJIOry yV moBehaBamkwy MOTHBAIUje YyYeHUKA
(Stempleski & Tomalin, 2001: 1) ka0 cpeACTBO OJIUCKO YUEHUIIIMA U KPO3
MIPUCYCTBO JIyTUYKUX eJIeMeHaTa.

duim omoryhyje KOHTakT ca KyJaTypoMm u3 Koje mojcrtude (Arribas &
Landone, 2001: 9) mpukasyjyhu OpojHe coiuokyaTypHe caap:kaje. C
003UpOM Jla Cce COIMOKYJITYpPHA KOMIIOHEHTA ydYera je3WKa OJHOCH Ha
nHopMaIje U 3HaWka Koja YIOTIYHY]y 3HAUeHhe Y KOMYHUKATHBHOM
YMHY U YMHE Ta aJieKBaTHUM win HeagekBaTHUM (Miquel Lopez, 2004:
513), Beoma je 3HauajHO obOpahjuBaTH oOBe cazp:Kaje Ha yacy.
CoumokyntypHa 3Hamwa (Zajednicki evropski okvir za Zive jezike, 2002:
108) oIHOCE ce Ha KapaKTEPUCTUYHE OJJIMKE IIHUJbHE KYJITYpe, Kao IITO CY
CBAaKOJHEBHU JKUBOT (HAUMH HCXpaHe, jesa, BpeMe 3a OOpOK), YCIOBH
JKMBOTA, BPEAHOCTH, BEpPOBama U IMOHAIIAHa, TOBOP Tejla U 0OWdaju.
Je3nuke  KOMIIETEHIMje  VYEHHK  IIOBe3yje ca  II03HABambeM
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COLMOKYJITYDHMX aclleKaTa Ha OCHOBY Kojux ce ozpehyje wusbop
Bokabysapa u perucrpa 3a ymnoTpeby y ozapelleHOj KOMyHHKAaTHBHO]
curyaruju (Plan Curricular del Instituto Cervantes, 2006: 11. TIOTJIaBJbE).

Y4ueHHK KOjU je OBJIAZA0 COIMOKYJITYDHOM KOMIIETEHIIHjOM MOXKE Ja
TyMauu W JIOBe/le Y Be3y PA3/IMUHUTe KYJITypHE CHUCTEMe U Jla pazyMe
JIPYIITBEHO DPAa3IMUIUTE BapHjalyje y OKBUPY LIJbHe KyiaType (Byram,
Zarate & Neuner, 1997: 13). YueHunu ce ¢okycupajy Ha obpanmy
KYJITYPHUX cajipaKaja Ipeko GbuiMa, Ipy 4eMy yue Jla pa3yMejy MOpyKe U3
Pa3IMUNTHX MEPCIEKTHBA Kao IITO je APYIITBEHA WJIH HMOJUTUYKA, [IPH
yemy ce yHanpehyje nporec yuema (De Pablos Ortega, 2004: 19). IIpeko
duIMa yuyeHHIH yjeTHO TyMade, pa3yMejy U pa3Bujajy MOIITOBAE IIPeMa
KYJITYpH IIWBHOT je3uka (Vazquez, 2006: 38). Ctora ce Moke 3aKJbYyIUTH
Ja GuUIM JONPUHOCH HACTaBM HA HEKOJMKO HuBoA. [lopexn ycBajama
IIPE/ICTaB/bEHUX CaJIpiKaja, YUEHNUIIN PA3BUjajy U KOTHUTHBHE BEIITHHE U
KPUTHUYKO MUIBEIHE.

XucnaHcKa CTBapHOCT Ha UMy

3axBaspyjyhu ¢uiMoBrMa, Ha 4Yacy INMAHCKOT je3WKa MOTy [a ce
npezictTaBe 6pojHU KyaTypHHU caapskaju (Garcia-Abad Garcia, 2010: 7).
duaM mpyka WIMPOK AWjana3oH KyJTYPHHUX cazpikaja, on (uamuke
CTBApHOCTH Y BU/Y II€j3aKa JI0 CyOjeKTUBHE y BUAY €TUYKOT U KyJITYPHOT
cucreMa jente Hanuje (Tort i Raventos, 1997: 29). Ha dunmy cy HeEpeTKo
IprKa3aHe KyJITypHEe KOMIIOHEHTe KOje ce ofHoce Ha oOuuaje, HABUKE,
noHarmnama, oaehy u xymop (Peiffer, 2001: 38), ka0 1 Ha CTBAapHOCT, CTHT
Moze, crepeorurie, apyimrrBeHe mokpere (Toro Escudero, 2009:
3).OmMoBH OOWIIYjy pasIMUUTUM OOesIeXKjuMa €eloxe U eJeMEeHTHMA
CBaKO/THEBHOT KUBOTA Y BUAY TaCTPOHOMH]j€E, MOJIE, My3HKe, apXUTEKTYPE.
36or Tora ce Mmoxke pehu Ja cy QUIMOBH MOTOZHO CPEACTBO 3a
IpeHoleme aTMocdepe npyre Kyarype (Lonergan, 1984: 69).
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MeTop0/10THja NCTpaXKUBamba

EdukacHocr ¢uama y HacTaBu INIIAHCKOT je3WKa je NOTBpheHa U
CIPOBEIEHUM WCTpa)KUBalheM Yy BHAY eKcrnepuMmenta. 2 Ilpeamer
HUCTpajkuBama je Ouwsa ymoTpeba (PUIMCKHUX CIleHA y HACTaBU KYJIType
mmnaHckor jesuka. b ekcnepumeHnTa je OWO [a ce WCIUTA U yTBPAU
epukacHoCT TpHMeHe (QUIMAa y HAcTaBU XHUCIAHCKUX KYJITypa.
[TpetnocraBka je 6wia /1a CTYAEHTH YCIIENIHFjE YCBajajy COIMOKYJITYpHE
acreKTe IITAHCKOT je3uka y3 ¢GUJIM M MPOIpaTHE aKTUBHOCTU, Y OJTHOCY
Ha KIacuuyHy HactaBy. [Ipu uzBohemy excrepuMeHTa, y30pak Cy YHHUIIA
crynenTu ®usosnomkor dakysrera y Beorpaiy Koju cy cirymaau mpeiMeT
CaBpemMeHU IIMAHCKU je3Uuk I1-4. EXcriepuMeHT je peain30BaH y JIETHEM
ceMecTpy 2013/2014. rogune. Obpasa mobHjeHNX HoaTaKa U3BpIIeHa je
y nporpamy CIICC (Statistical Package for Social Sciences) u ob6yxBaTuia
j€ CTaTUCTHYKY aHAJIN3Y IOMOhY MeTo/1a IeCKPHUITHBHE CTATHCTUKE.

VY ekcnepuMeEHTY Cy yJeCcTBOBaje eKCIEPHMEHTATIHA M KOHTPOJIHA rpyna
Koje cy Opojase cBaka 1o JBajeceT Tpu cTyAeHTa. CBakoj Tpymu Cy
IIPE/ICTaB/beHH UJEHTUYHU CAAPKaju U3 KYJITYpe, KOjU ce OJIHOCE Ha:
6oxxrhHe U HOBOTOAUIINELE IPA3HUKE, YCKpC, reorpadujy, racCTpOHOMH]Y,
CBAKO/IHEBHHU JKHMBOT, &JIM Ha JIpyrayuju HauyuH. EXcliepuMeHTaIHA TpyIa
je mparmiia HacTaBy y3 moMoh paza ca GpuaMoM, 0K je KOHTPOJIHA Tpyma
IpaTwia KjJachuyaH HaYMH HacTaBe. EXcniepuMeHTasIHa rpyna je Jmo0mia
oxroBapajyhe mpompaTHe AaKTHUBHOCTH KOje Cy IIpaTHJIe TJIelarbe
drIMcKor MaTepujaia, a Koje cy Ouyie CTpyKTyupaHe Ha WHMOpMAIHje O
JMUJAKTHIKO] jeTHUIN, TEXHUUKO-YMETHHYIKe NH(POpMAIlfje, aKTUBHOCTH
mpe, 3a BpeMe U TOC/Ie IieAama (GriMa, kao mro npepiaxy de Pablos
Ortega (2004: 20) u Ferrés Prats (1992: 104). KouTposiHa rpyIa je umana
AKTUBHOCTU y BH/y TEKCTOBA, BEKOW U CJIMKA, KA0 IMPU KJIACUYHOM
U3BOl)erby HacTaBe.

VY pajgy ca eKCliepUMEHTATHOM M KOHTPOJIHOM IPYIOM OHO je 3acTyIJbeH
IIpUCTYI 3acHOBaH Ha 3azanuma. CIpoBeeHH TpeTMaH IIpe/iCcTaBiba
He3aBUCHe Bapujabsie y umcrpaxkuBamy. Kopmyc je o0yxBaTho YKYITHO

2 ExcrlepuMeHT M CTaTHCTHYKAa obpajia pesysraTra Cy CacTaBHH J€0 JIOKTOPCKe
nuceptanuje Comwe Xopmwak ,OUiIM Kao ayaro-BU3yeTHN HAPATUB Y HACTABH IIIIIAHCKOT
Kao crpaHor jeswka y Cpbuju“ mox menTopcTBoM mpod. aAp Jenene Puiumnosuh,
onbpamene Ha PutosomkoMm dakynrery y beorpagy 21. jyHa 2016. roguse.

54 BEOIPA[, 2017.
Anda BK yHuBep3urer



COHbA XOPHAK NAINR

JIBaHaecCT clieHa U3 cefaM GUIMOBA, Koje cy Iopef MINaHCKe YK/byduBase
U XUCIIAHOAMEPUUYKY KuHeMaTorpadujy.

OGe rpyIe cy Hajpey pajzuie Ipe-TecT, /ja Ou ce YTBPAMWIIO Jia JIU TpyIie
rocezyjy NpuOJIMKHO WCTH HUBO IIpeA3Hama. [loToM je u3BpIIeH
eKIepuMeHTaIHU TpeTMaH. Ha kpajy cy rpyme ypaausie mMoCcT-TecT a 6u
ce YTBPAWJIO KOja TPyla je YCBOjWJIA BHINE CA/IpKaja, OZHOCHO, BHUIIE
3Hama. [Ipe-TecT U moCT-TeCT cy OMIN UAEHTUIHU 3a 00e TpyIIe.

PeBy.)ITaTI/I HCTpAXKHUBaAKbA

HakoH Tectupama, 100ujeHn noanu obpaljeHu Cy CTaTUCTHYKUM ITyTEM,
y3 IOMOh CTaTHCTHMYKUX TeCTOBA MYJITHBAapHjaHTHE aHAJIN3€ BapHjaHCce
(MAHOBA) u myntuBapujanTHe anaiause kopapujance (MAHIIOBA), mpu
yeMy cy 3HauajHe cienehe Bpeanoctu: f (BpegHOCT YHHUBapHjaHTHOT
Tecra), p (crarucrruka 3HauajHocT f Tecta), F (MysnTuBapujanTHu Tect), P
(craTmcTuka 3HAYAjHOCTMYJITUBapHjaHTHOT F Tecta), AS (apuTMeTHuYKa
cpenuHa), AS* (KOpUTroBaHa apUTMETHYKA CPEIUHA).

3axsaspyjyhu cratucruukom Tecty MAHOBA ytBphena je kBaHTUTaTHBHA
pa3jMKa aHAIM3WPAHUX Bapujabsm wu3Melly eKcnepuMeHTaJIHE U
KOHTPOJIHE I'PyIle Ha MHUIMjATHOM Mepemy, OJTHOCHO IIpe-TecTy (Tabesa
1). PesysTaTu oBOT TecTa ykasyjy Jia cy UCIIUTAHUII eKCIIepIMeHTaIHe 1
KOHTPOJIHE Tpyme OWIN MPUOJHKHO yjeAHAaueHH IO IpeA3Hamy, jep He
[IOCTOjU 3HAuYajHA pa3/iMKa U3Mel)y OBe /iBe TPyIle Y MO3HABamby CcafiprKaja
u3 obJiacTu XucnaHckux kyarypa (F=1,97, P=0,11).

JE3UK, KbMXXEBHOCT U MOMYJIAPHA KYJITYPA 55
360opHnk pagosa



®UJIM Y HACTABU XUCMAHCKUX KYJITYPA

Bapwujabiia f p
Boxxkuhan u 0,29 o
HOBOTOUIIIEHY TPA3HUIN 99
VYekpe 0,86 0,36
Teorpaduja 3,57 0,07
TactpoHOoMUja 0,59 0,44
CBaKO/IHEBHH KHUBOT 4,09 0,05
F=1,97 P=0,11

Tabena 1. Pasnuke wu3sMelly eKclepuMeHTJIHE U KOHTDOJIHE TIpyle y
aHaJIM3WpaHUM BapujabiaMa Ha WHUIUjATHOM Mepelmy Ha MYJITHBApHjaHTHOM
uusoy (MAHOBA)

Bapujabsa f p rpyna AS* pasiaukaAS
Boxuhau u E 11,76
112,21 0,00 5,21
HOBOTOJ MY IIPA3HULIU K 6,55
E 3,58
Yckpe 69,64 0,00 K 172 1,86
. E 3,58
T'eorpacduja 31,59 0,00 K 2.33 1,25
TacTpoHOMUja 30,45 0,00 E 4,30 1,42
’ ’ K 2,88 ’
CBaKoHEBHU KUBOT 33,76 0,00 E 1,86 0,84
’ ’ K 1,01 ?

F=29,65 P=0,00

Tabena 2. Pesynratu MAHIIOBA aHanmmze Bapujabim 3a HCIHUTAaHHUKE
eKCIIepUMeHTaTHe U KOHTPOJIHE IpyIe Ha (GUHATTHOM Mepemy

Ha ocmoBy MAHIIOBA ananuse (Tabesia 2), u3BpllieHa je aHaIM3a 3a
CBaKy MojeITMHAYHy 00J1aCT KaKo OW ce YCTAaHOBHJIO /1 JIU je OMJI0 IIoMakKa
3axBa/byjyhu eKcIepuMeHTaJIHOM TpeTMaHy. YTBpljeHO je 7ia mocroje
pasjIiKe y MIOKa3aHOM 3HAKY Ha MOCT-TeCTy u3Mel)y eKCepuMeHTaTHE U
koHTposiHE rpyne (P=0,00). McnurtaHuny eKCIEpUMEHTATHE TpyIie
IIOKa3aH ¢y 00Jbe 3HAE O XUCIIAHCKUM KYJITypaMa HaKOH CIIPOBEJIEHOT
eKcIiepuMeHTa. bojbU pe3ysiTaTi eKCliepUMEHTAIHE TPYIe A0Ka3yjy Ja je
eKCIIepUMEHTATHU TPETMaH YTHUIIA0 Ha YCHEIIHHje yCBajame IpajiuBa Tj.
[pe/icTaB/beHux nHpopmaIyja.
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Haj6ospu pesyaTaT IOCTHTHYT je y Bapujabau Yckpe, y Ko0joj cy
HUCIIUTAHUITA €EKCIIEPUMEHTAIIHE TpyIle WOCTUTIUM O0JbH pe3ysiTaT 3a
51,02%y OfHOCYy Ha HCIUTAaHWKE KOHTpOJIHEe Tpyme. To 3Ha4Yu na cy
IIOCTUTJIU ABOCTPYKO OO0JBH Pe3ysITaT, OAHOCHO YCBOjUJIU ABOCTPYKO BHUIIIE
npezicTaB/beHuXx nHpopMaIja. Ha ocHOBY oBor pesysitaTa Moxe ce pehu
Jla Cy CTyZIeHTH 3axBasbyjyhu pamy ca GUIMOM YCBOJUIH BUIIIE 3HAHA KOja
ce OZIHOCE Ha TEMAaTHKY YcKkpca y chepu XUCIaHCKUX KyJITypa.

Y Bapujabsu CBakOJHEBHH KUBOT, CTYJEHTHU €KIEPHUMEHTAJIHE TpyIe
mocTurau cy OoJspM  pesysTaT 3a 45,70%. Ha ocHOBY oparyemaHux
(unMcKux cuieHa, OHM Cy HAyYWIW BUIIE O CafpiKajuMa IPUCYTHUM Y
CBaKO/THEBHOM JXKHMBOTY (Ka0 Ha IpUMep, 0 HAUMHY HapydyuBama nuha y
[Imanuju, racTpOHOMHjU, OOMUYajuMa, HAYMHY >KHBOTA W IOHAIAma y
YTOCTUTE/FCKUM 00jEKTHMA).

®uIMOBH KOjU Cy NMPUKA3UBAIM CajpikKaje O TaCTPOHOMHUjU, Takohe cy
JIOTIPUHENIN /1A CTYAEHTH YCBOje BHUIE 3HAMKA U3 THX 00JIACTH, U TO 3a
44,65% y ofHOCY Ha Kjach4yaH HauWH HacraBe. CTyZeHTH Cy JajeKo
sakimie u 6oJbe YCBOJHJIM COIMOKYJITypHA 3Hama O TOME Koja Cy TO
TunuYHa jesa u nuha y lllnanuju, o HaUMHYy HapyJuBama nuha y 6apy, o
OMIJbEHOM 4YOKOJaJHOM Hanutky IllnmaHana, o jeamma y HIpHOOaJIHUM
nenosumMa [llnmanwuje u .

3axBaspyjyhu puaMoBrMa KOju cy nMpuKasuBaiu arMmocdepy 6o:xuhHux u
HOBOTOAMINUX Tpas3Huka y IlmaHuju, CTYAEHTH Cy YCBOJWIA BHIIE
3HaWa Y Be3HU €a OBUM TEMATCKUM Ca/IpKajuMa, U TO 3a 44,30% 0f] TpyIe
Koja je mpaTuia HacraBy 6e3 ¢puima. 3axBasbyjyhu mpucycTBy GUIMCKUX
CIIeHa, CTyJIEHTH eKCIIEPUMEHTAJIHE TPYIIe Cy JIAKIIle HAyYUITH Ka/ia, T7e U’
Ha KOju Ha4YMH ce mpocijasba boxuh u HoBa roamHa, Koja cy THIHYHA
jesia y ToM IepUo/y, Koje ce IecMe IeBajy, U KaKBU Cy 00MYaju Be3aHH 3a
nouexk HoBe rogune y [llnanuju.

Y ¢unmoBuMa mpukaszaHe TeMaTCKe IeJIMHE Be3aHe 3a reorpadujy o
Kanapckum ocrpBuma, Maapuzay, CeBusbu u MeKCUKy, JIOIPUHEJIE Cy J1a
CTYZIEeHTH eKCIIepUMeHTaJIHe TPpyIle MOKaxKy 60Jbe pesysaTaTe 3a 34,96% y
OIHOCY Ha KOHTPOJIHY I'DYILY.

CrymeHTH Cy HaKOH €KCIepHMEHTAJIHOT IIporpaMa y BHJAY paja ca
dunmom, ycBojuiu Bullle HHPOpPMAaINKja O XUCIIAHCKUM KyJITypaMma U Ha
Taj HAYWH HOOO0JBIIAJIA COMUOKYJITYPHY KOMIIETEHIH]Y IIMTAHCKOT je3UKa.
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Moske ce 3aK/BYUHTH /1A je HACTaBa y3 ayu0-BU3YeJIHU (opMaT Iokazaua
edukacHUje pe3yaTaTe y OZHOCY Ha KJIACHYAH THUII HACTaBe.

3ak/by4ak

Bancka moBe3aHoCT puiMa, APYIITBA U KYyJATYPE MOXKE Ce UCKOPUCTUTH U
Yy YyuYemyo XHCIAaHCKHMM KyJTypamMa KaoO CacTaBHOM AacIeKTy HacTaBe
[IITAHCKOT Kao CTPaHor je3nka. Ha ocHOBY aHasu3se mocrojehe urepaType
U HCTPa)KMBama, MOXe ce 3aK/byUYUTH Ja GMaIM Kao oapas ApYILITBa U
KYJIType, TOIPHUHOCH e(PUKACHOj HACTAaBU O XMCIAHCKUM KyJITypaMa.

JIMHAMUYHO MIPE/ICTaB/bahe COLMOKYITYPHUX HHGOPMAIHja IPEKO 3ByKa
U CIUKe, MOMa)ke YYEHHMKY Jia WX JIaKIlle 3alaMTh y IIPHUjaTHO] H
moTtuBuinyhoj armocdepu 3a pax. PuiaMm, Kao ayTeHTUYHO CPENCTBO,
OJIMCKO je yuyeHUIIMMa Kao MPHUIaJHUIIMa HOBE reHepalije KOPUCHUKA
nHGOPMAIUOHUX TEXHOJIOTHja, KOju 300T Tora BeoMa JIaKO IPHUXBATajy
OBO WHOBATHBHO cpeAcTBO y HacraBu. O®wiM, mopex pasBujama
COLIMIOKYJITYPHE KOMIIETEHIIMje, yTUUYe W Ha pa3BUjarbeé KOTHUTUBHUX
mpoleca YYeHHKa, IIpe CBera Ha pPa3BOj KPUTUYKOT MUIUbEHA WU
moTuBanyje. OUUIIENHO je /1a mpu paay ca GWIMOM, YUEHHUIH yCBajajy
BHIIIE COIMOKYJITYPHUX HHGOpMaNuja y OJHOCY Ha KJacU4YaH HaYUH
HacTaBe y3 MoMoh yiibeHuKa.

3Hauaj puiMa y mpolecy yuema O XUCHAHCKHM KyJITypaMa je OrpOMaH,
Jep VYEHUIIM JWPEKTHO OCTBApYjy YBHUJ yV LWBHY KYJITYpy, INTO je
Hemoryhe y OkBUpY kjaacuuHe HacraBe. Kao mro Dobos (2010: 19)
HaBoaY, GUIMOBH IPEZCTAB/HA]y ,IPO30P y CBET” u omoryhasajy ma ce
YVUEHHUIN TPUOJIMIKe KYITYPH je3UKa KOjU y4ue, a 1a IPUTOM He HAIyIITajy
YIUOHHILY.

C 003upoM Ha YHMIbEHUIy Jla yJora (uiMa y HACTaBH XHUCIIAHCKHUX
KyJITypa HHje JJOBOJAHO UCTPAKMBaHA U IIPHCYTHA Y HacTtaBu y Cpbuju, 3a
OUEKHBATH je Jla Ce OBOj TEMHU IIOCBETH BHIllEe MaKie. 3axBasbyjyhu
OpOjHUM MIPETHOCTHMA KOje Toceyje, GUIM MoKe YHAIIPEUTH HACTABY O
XUCIAHCKUM KyJITypama. FHOBAaTHBHO CpEJCTBO KOje Ha BeoMa
HENOoCpeZlaH ¢ JIaK Ha4YWH YCIOCTaB/ba KOMYHUKAIWjy u3Mely
Pa3JIMIUTHX KYJITypa 3aciyKyje CBOje MeCTO Y HaCTaBHUM IUIAHOBHMA U
nporpamuma y Cpouju.
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Summary: FILM IN TEACHING HISPANIC CULTURES

Film as an authentic material and audiovisual resource close to the students, is
suitable for presenting information about Hispanic cultures. In Spanish language
teaching, studying cultures of Spanish language speakers is very important and
makes the complete process of teaching. The research objective is the analysis of
the application of film as a didactic resource in teaching Hispanic cultures. The
aim of the research is to investigate the efficiency of film as a didactic resource in
improving sociocultural competence of Spanish language. The combination of
audio and visual canal of transmitting message allows student to simultaneously
see and hear the meaning of the message, which results in better acquisition of
presented information. Beside the analysis of the existing theory, the paper
contain conducted experimental research which confirmed the efficiency of film
application in teaching Hispanic cultures. The identical information were
presented to an experimental group, which attended the class with film application,
and a control group, which was deprived of the experimental factor. The obtained
results indicate that the application of film in teaching Spanish improved
sociocultural competence, and that students acquired more information in the
field of Hispanic cultures in comparison with the traditional methodology of
teaching.

Keywords: Spanish as a foreign language, Hispanic cultures, film, sociocultural
competence, experiment.
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AYTOBHUOI'PA®U]JA IIPEAABAYA KAO
INOCTCTPYKTYPAJIUCTUYKHU HAPATHUB
UAEHTUTETA, UCKYCTBA U UHCITUPALIUJE

IIpeanednu pad

Caxxerak: Ayrobuorpaduja mnpefaBavya, y CBETIYy IOCTCTPYKTYPAJIUCTUYKE
Teopuje, CIyKM Kao HApaTUB KOjU je Ioj, JUCHUIUIMHADHUM IaTPOHATOM
dunozoduje, i U BEJMKUM YTHIQjUMa IIOJIUTHKE, IICUXOJIOTHje, HCTOpHje,
COIMOJIOTHjE, KEbMKEBHOCTH U JINHTBHCTHKE, Y KOjJUMa Ce IapayIeJIHO yTeMeJbyje,
IIpY YeMy CBaKa Off HaBeJIEHUX JTUCIUILINHA IOTEHIIjATHO MOXKe /1 ,,eKCIIoanpa”
y JINYHOj IPUYH OHZA KaJla lheHH Ha0oju IpeoBaaajy. Ilucame KUBOTHE IIpUYe,
MehyTuM, 3a  IOCTCTPYKTypajJHCTe HHUje HApaTOJOTHja,  HAapPIMCOUIHA
CEeHTHMEHTAJHOCT WM HACTABHO MHUTOTBOPCTBO. AyTobuorpaduja y mejaromKoM
KOHTEKCTYy IPEZCTaB/hba KPEATHUBHU U TPaHCHOPMATHUBHU IIOAYXBAT KOjH,
penyKOBameM OITIITET WX IPEHOIIekheM ca Oe3TMIHOT IJIaHa Ha JIMIHO UCKYCTBO,
HACTOjU J1a XyMaHH3yje U NEPCOHAIN3yje HacTaBy W mpenaBada. OBaj pag cMmo
3aI04esId aHAIW30M JIEKCHYKE PasHOBPCHOCTH TepMHUHA aymobuozpaduja ca
JIBOCTPYKUM ITHJBEM: /Ia YKa)KeMO Ha 1. OPOjHOCT M MOMEHYTy aMOWBAJIEHTHOCT
KOHIlenTa ayrobumorpadckor 3ammca, W 2. Ja YIOYTUMO Ha KOMILJIEKCHOCT
HJIEHTUTETA WU CyOjEKTUBUTETA KOjJU Y FeTOBOj U3PAIX YUECTBYje. Y APyroM ey
paza, omnucyjyhu TeopHjcka MoJa3uIITa MOCTCTPYKTYPaInCTa, (peHOMeHoIoTa U
JIEKOHCTPYKTUBUCTA, KPO3 TPHU Iepleniyje ayrobuorpaduje: 1) ICUXOJIOIIKY, 2)
JIMHTBUCTHYKY ¥ 3) GEeMHHHCTHYKY, HACTOjaJII CMO Jia OCBETJINMO
ayrobuorpadujy kao moaudoHN MeUj HAYIHOT U JTUYHOT HCTPAXKHUBAHA Y KOjeM
IpeJjaBay yCIIOCTaB/ba PABHOTEXKY ca cOO0M, CBOjOM OKOJIMHOM U CBOjUM ITO3UBOM.
VY Ttpehem ey pasa MOHYAWIN CMO CONCTBEHU MOJiesl ayrobuorpaduje y myxy
ITOCTCTPYKTYPAJIUCTUUKE TEOpHje, Tie CMO MamupameM JIMYHOT HCKYCTBa Jayu
IIpUMep CaMOAHAIN3€ YUeHha WIH IPO(eCHOHATHOT yUerha U HHCIupaIyje.

KsbyuHe peumn: ayrobuorpaduja, MOCTCTPYKTYPAJTUCTHUKKA HapaTHUB, HACTaBa,
(dbeMUHHUCTUYKY) UJIEHTUTET, HHCITUPAIH]a..

YBoj,

Pag 3amounmemMo omucyjyhu IIMPOKO JIEKCHYKO ToJbe ayrobuorpaduje
Kao MoJIa3Hy je3nuky Iutatdopmy Koja omoryhaBa ga mpenaBad-ayTop
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CIIO3HA MIUPUHY JIMYHOT MPOCTOPA KaKo OU IIITO CBEOOYXBAaTHUje MOTA0 J1a
aHaJIN3WUpa, Pa3BHja, MpobiieMaTu3yje WIN OCIHOpaBa KOHBEHI[MOHATIHE
II0OjMOBE COIICTBA W3 yIJIa JIOMHHAHTHE MapafiiTMe K IOTEHIIUjaTHO
3aIll0YHE ca HOBUM, Y OKBHUpY Kojer he yTBpAUTH CBOjy YJIOTY ¥ BPETHOCT y
rpaHuniaMa obpa3oBHOT IPOCTOpa y KOM IIOCTOjU M pasBHja ce. 3a
MexsiapeHa je Taj OOpa30BHM KOHTEKCT IATOJIOIIKH, a YYECHHUIU
00pa3oBHOr IIpoleca ,CEMHOTHYKA CHpPOYaJ 3aKadeHa 3a yTpoOy
motpomraukor apyimrsa” (McLaren, 1991: 146). Crora ayrobuorpadwuja
IIpeZicTaBba MOKYINA] OTBapama UCTHHE O Ielaromkoj chepu, y Kojoj ce
YMHH Jla je HacTaBHUK/IpeaaBau 3apobsbeH, OJOKUpaH U (QpycTpUpaH
HaMETHYTHUM 00pa30BHUM MOJIEJIOM, 1A CY CAMUM THUM Y UCTOM II0JIOKAjy
U CTYyZIEHTH KOjU Ce UCKyCTBOM IipesiaBada ¢popmupajy. Ilorien cryeHaTa
ynyheH y mpefiaBavya HUje CaMO WCIYEHEH OYEKHBAakbHUMa Y IOTJIEAY
aKaJIEMCKOT 3Hama Beh, MHOro Impe, CTYZIEHT WHBECTHPA IOBEPEHE,
HaJly U BpeMe ouekyjyhu ga ce meroBo mpo(ecHOHAIHO M JIMYHO ja,
AHAJIOTHO IIpefiaBavy, AeduUHUIE Yy TO3UTUBHOM pa3BOjHOM CMepYy.
Uspana ayrobuorpaduje je HeomxomHa u 3060T Tora Ja ce IOCTaBU
MIUTam-e: KAaKO CMO JIOCIIEJIU /IO IIe/IaroTHje I7e CTBapaMO CBETOBE Y KOjIMa
JINMHUTHPAMO CTY/IEHTE Ha HAYMH Ha KOjU CMO CaMU JIMMUTHPaHU? 3aIlTo
je IPUHIMI IJ1aca U TUIINHE OPTaHU30BaH XUjepapXUjCKU U HAMETHYTO,
OHAaKO KAaKO IIOCTOJU y OJHOCY IOJUTHYKUX ayTOpUTETa IIpeMa
HACTAaBHUKY? 3allITO je TOIUIMHA Be3aHa 3a ¢J1a00CT, MPUHITUI KEHCKOT, a
He 32 UCKPEHOCT, CIIOHTAHOCT U IIPUPO/THOCT?

Kako 6ucmo 6ap e TMMHYHO 3all04esd ca JaBameM OZroBOpa Ha OBa H
OpojHa Apyra MUTamka, paJi CMO KOHIUIIMPAIN TaKO Jja HajIpe, KPo3 TpU
[paBlja aHAJNU3€ — IICUXOJIONIKY, JIMHTBUCTHUYKY H (HDEMUHHUCTUYUKY,
IIOKyIIaMO  /la IOHYJUMO TOKOBE KpeTama CaMOAaHAJIN3E W
ayrobuorpadckor HMHTEpPIpeTHpama Ja OWCMO Yy YCJIOBUMA IIHUPET,
KOJIEKTUBHOT KCTPa)KUBarba, y HEKoM Oyayhem BpemeHy, MOTEHIIUjaTHO
octBapwin Behy moryhHOCT mpakThuHe peasiuzaiiyje. Y MPWIOT TOM
HacTojaly IOHYAWJIM CMO MOJEJA  JIMYHOr  ayTrobmorpadckor
HWCTpa’kuBarba, OTBapajyhu CBOj MMEJAroIIKM IIPOCTOP B3ajeqHUIld 3a
KOJIEKTUBHY WM KOJabOpaTUBHY aHAJIN3y [OBE3UBAGEM JIMYHOT
HCKYCTBa y4era ca [10JbeM HMHCIHpanuje kao Hoceher cryba mmearomkor
[1031Ba U pajia.
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O nojMy ayro6uorpaduje

Besnuku 6poj mojMoBa U MPUCTYIIA CMEIITA Ce MO/, 3ajeTHIYKU KUIoOpaH
— TepMuH aymobuozpaguja. Ilpema [leH3uHy, mosbe nepuHULIjA je
HeIperJIelHO, a caMo JIeJIUMUYHO Habpajame Morso 6u sa obyxBaTa:
JKHBOT, COIICTBO, MCKYCTBO, enudaHujy, ayroeTHOrpadujy, eTHOrpadcky
Tpuvy, AUCKYpC, HapaTuB, (UKIH]Y, *KUBOTHY HPUYY WIH KCTOPH]Y,
IIpUYy JIMYHOT UCKYCTBA, CTYAH]y cOICTBeHOT ciay4daja (Denzin, 1989: 27).
Coucky ce MOTY JAOAAaTH: HApPTUIIUNIATHUBHO AaKIMOHO WCTPAXKUBAbE,
MEeTAallOeTHUKA, COLMO-TIOETHKA, JHEBHUK COIICTBEHOT KCTPAKUBAMha,
tectumoHuo (Huebner, 1975), a cBaka oj] BHUXOBUX JAedHUHUIMja HUMa
CBOje 3HaUeme, 00pas3sIoKermhe U KOHTEKCT.

Ayrobuorpadcku 3amuc WiId JHEBHUK je IOTpara 3a ayTeHTHYHUM
HUJEHTUTETOM, PEKOHCTPYKIIMjOM WU ocjobaljameM CBOje JIMYHOCTU U
MOKE Ce CXBaTUTH M Kao IOKyIllaj IpefaBadya jJa moBpaTu cebe of
3aMpP3HYTHX M JIAKHUX JINIA KOje CTaBba Ha cebe WM Ipey3uMa y
IIKOJIaMa M WHCTUTyIHjaMa rze obpasyje u rae je cam obpasoBaH. UuH
nucama ayrobuorpaduje 3a Ebca je ,,0oTKprBarhe HHTUMHUX Be3a usMely
6bumu u 3Hamu, u3Mel)y mocTojamha U oOpa3oBama, u3Mel)y cebe u
kynatype” (Abbs, 1976: 148), nok je 3a I'pymea, meljyTum, Kpajibu 3HaUaj
JINYHUX HapaThBa, KOjHU IPOM3JIa3u U3 ayrobuorpaduje, CMeIITEH Y
OTKPUBAky COICTBEHOT DPAa3BOJHOT M IMPOGECHOHATHOT IIpolleca Kpo3
HEIPEKU/THO NHCAKe, YNTAke U PEBU3Hjy HAMKMCAHUX MaTepHjaia Kao
rJaBHHUX ajiaTa camoaHanuse (Grumet, 1976).

3a pasyimKy o/ XyMaHHCTa, KOJ| KOjuX je cyOjekaT OMO ImocMaTpaH Kpo3
LIEJIOBUTY KaTErOpHjy jeAWHCTBA, Ia TaKO U IMPEJCTaB/baH Kao
panmuoHayiad,  crabwiaH, CTaTUYaH W KOXEPEeHTHH  OOJIUK,
MIOCTCTPYKTYPAJIUCTH BHUZE HIEHTUTET KA0 PA3HOJIUK, KOHTPAJUKTOPAH,
JIUHAMWYAH U IPOMEHJbUB, Y 3aBUCHOCTH 0OJ] MHOIITBA dakTopa (Davies,
1993: 13). To 3Haum ga, AOK XyMaHHCTHYKA KOHIIENIHja HJIEHTHTETA
MoYrBa Ha TOMe Jia cBaka ocoba MMa CBOje jeAUHCTBEHO, (PUKCHO U
KOxepeHTHO 6uhe win ,,0uT”, IOCTCTPYKTYPAUCTH IIOCMATPajy HAEHTUTET
WIN CyOjeKTUBUTET Ka0 MECTO HejeauHcTBa U cykoba (Weedon, 1987: 21),
Kao KOHCTDYKT TI/Ie je O3HAUEHUK ,ja~ IUIyPATHOCT WA Pelpe3eHTaIuja
KOja je mpUBpeMeHa, He caMO y caMOj JINYHOCTU Beh U y JUCKYP3UBY U
nuckyp3uBHOM kKoHTekery (Foucault, 1080). IMumyhu o ayro6uorpaduju,
I'yacon HarsamiaBa Jia je KOHTEKCT ¢yHJaMeHTaJIHa IPETIOCTaBKa Koja
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JIEXU Yy CYIITUHU ayrobuorpaduje, cTora ITO HUjeAHA KUBOTHA IIpHYa
HUje Ipuya usosanyje, Beh Beoma cyiokeHa ycjI0jeHOCT JIUYHUX €In30/1a
y IPYIITBEHE, KyJITYpHE, HCTOPUjCKe T0jaBe, OPOjHE MOKpeTe, TPEH/I0BE U
BPEIHOCTHU KOjU Taj CYyOjeKTUBUTET yAPY:KeHO 06ukyjy (Goodson, 1992).

Aytobuorpaduja je Takole TekcTyarHa KOHCTPYKIIHja U IEKOHCTPYKIIHja
(pUKTHBHOT, UMaruHAPHOT, MUTCKOT MJIH OMUIBUBOT UIEHTUTETA YHYTAP
U u3BaH ApymTBa. Ayrobuorpaduja je jeaHa BpCTa aHTUTE3e I HU3
aHTHTE3a, jep JIUYHOCT Koja ce Kpehe y KOMILIEKCHOM TPO(ECHOHATHOM,
MIOJIUTUIKOM U KYJITYPHOM IIPOCTOPY CTaJIHO MEHA IPABIIE, HOJIUTHYKU
ce NOBHHYje IJIM OIMpE, CTBapa U TyOM HJEHTHUTET, JeMHCTHODUKYje
cTBapHOCT Wiu je npukpusa (Butler, 1999). Kako XUBUMO CBOje *KUBOTE
Kao cBecHa 6mha, Kako JlajeMO CMHCAo JAPYIITBEHHUM U MaTePHjaIHIM
OTHOCUMA, TI0JT KOjUM IPAaBUJIMMA JKHUBHUMO U KOja OJf FbUX JIOMUHAHTHO
00JINKYjy HaIll CBAKOJHEBHU JKUBOT, CBE je Y JAUPEKTHO] 3aBUCHOCTU O]I
JIpymTBeHe Mohu mocrojehux auckypea, cHare MOJUTUYKUX HHTEpeca
KOje OHH TIpeJICTaBbajy, Kao 1 Haier npucrtyna ibuMa (Weedon, 1987: 27).
Je3nKk Kao JeTepMUHATOpP HyAW HaM OpOjHE ONIHje W MOJAJHTeTe
ayrobuorpadckor HapaTHBa Kako 61McMO 00eI0faHMIi MHOIITBO BEP3Uja
,ja” Koje moCToju y HaMa, Kako GHCMO /1eCTabHIM30BIM JTOMUHAHTHY
CEeKCyasIHy MOZeTy pajia Kao MOCIeANIly aTprujapxara, Kako OucMo, Kpo3
WCIOBECT WJIM 3aXBJIHOCT, OTKPWJIH JKEHCKY IUIyPJIHOCT IyTeM
$PpojIOBCKO-jYHTOBCKO-€JIEKTPUHE CaMOAHAJIM3e W Kako OucMo je
JIONIMPAJIA ¥ MaIlUpaId y OKBUPY 00aBe3a W OATOBOPHOCTH KOje MMaMO
npema cebu u ApymTBy (Ashley, Kathleen, Leigh Gilmore &Gerald Peters,

1994).

O NCUX0J/IOIKOM NPUCTYIY

CaBpeMeHU HAaIlOpU J]a Ce HACTAaBa, KYPUKYJIyM M OOpa30BHO HCKYCTBO
cXBaTe U Kao ayToOHMOTpadCKH, IMCHXOJIOMIKA WU OHorpadCKku TEKCT
HacTajy cemaMzeceTux roguHa ca IlmHapoBoM GopMysIanujoM KOHIENTA
currere. Haume, currere wiu ,apxutektrypa cebe”, mo Ilunapy (Pinar,
1988), mogpasymeBa okBup ayrobuorpadcke pediiekcrje 0 06pa3oBHUM
HCKYCTBHMa Koja oxpabpyje eIykaTrope W IIpefjaBade Ja Kpo3 oOJIHKe
caMOTyMayerma WJIH JINYHOT, MHTUMHOT U IPHUBATHOT WHTEJIEKTYaTHOT
pasroBopa ca coboM, He CaMO PEKOHCTPYHIIYy KYPHKyJapHE IUbeBE U
ucxone, OMIO TCUXOMETPU]CKH WJIM KBAJIHUTAaTUBHO, Beh 1a ocTBape
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PEKOHCTPYKITH]Y IEJIOKYITHE CBOj€ JIMYHOCTH U Ha Taj HAYMH MTOMOTHY J1a
ce OCBETJIM W IIHpa jaBHA, o0pa3oBHA u KyiaTypHa cdepa. Ilomazehu
HajIpe O] TOTa Jla MU ,, JUIUIOMUPAMO, Ka0 aKpeUTOBaHU, ATl U3JIyleHH,
Kao epyauTe, anu ¢pparMeHTHUCAHE JbYCKe JbYACKUX MOTYhHOCTH , y CBOjOj
cryauju ,Pasym, ayawno u mkosa” IluHap uaeHTH(DUKYje IBaHAECT
HETaTUBHUX, IATOJIOWIKUX JEBUjallyja JIMIHOCTU KOje ce pa3BUjajy KOZ
IpeJlaBaya HAKOH BUIIErOJIUINELEe IMpocBeTHe mpakce (Pinar, 1976: 381).
Te meujanuje cy caenehe:

1. xuneprpoduja unu arpoduja daHTazuje KUBOTA;

2. TOJBOjEHOCT WUJIU IyOUTaK cebe yciies MO/IeIOBarha APYTHX;

3. BaBHCHOCT U 3ayCTaBJ/b€H Pa3B0j BJIACTUTE ayTOHOMU]E;

4. KpUTHKe OJi CTpaHe JpyruUX M TIyOWTak caMospybpa U
CaMOTIOIITOBAhA;

5. cysbujame apuiInjaTUBHUX OTPEDA;

6. otyheme o1 cebe 1 HEroB YTHUIA] HA ITPOIEC UHAUBUAYALIH]E;

7. YCMEPEHOCT Ka ceOU I0CTaje yCMEePEHOCT Ka JAPYyTuMa;

8. rybuTak MHTHUMHOT ce0e U yCBajame eKCTEPHOT cebe;

9. HWHTepHAJIMN3AIYja OIPecopa, pa3Boj JIAKHOT YHYTPAIkbeT CUCTEMA;

10. otyheHoCT 0N JIMYHE CTBAPHOCTH B300T G6GE3JIMYHOCTU TPYIHOT
IIKOJIOBAhA;

11. obecHa)KeHOCT ycJes MambKa adbupMaruje;

12. aTpoduja KamamuTeTa eCTETCKOT M CeH3YaJHOT JokuBibaja (ibidem:

370).

[Tutame camooOHOBe ymyhyje Ha TEXHUKY currere, Koja ce, o IluHapy,
oZIBHja IO KopanuMa y deTwpu ¢dase: IpBa je peepecusHU KOpaK WU
OXKUBJbaBaibe ceharba Ha MPOIJIOCT U pasyMeBame Kako Cy IpOIILIa
HCKYCTBa YTHIAJIa HA CTBaparke U pa3Boj JIMYHUX CTABOBA U YBEpeHma O
obpaszoBamby; [Apyra — npoepecusHu KOpak, OTBapa MNPWIMKY JAa Ce
pasMuIlba M KOHIUNUpa OyayhHocT; Tpeha mpeacTaB/ha aQHAAUMUUKU
Kopak, Kaja Cy0jeEKTHBHO OTBapa IIPOCTOpP CJIO0OJE U CaJIalllEhOCTH,
TPEHYTKe KOjU Cy caJia ¥ OBZle, K0 U UCTOPUjCKe TPEHYTKE y KOjUMa CMO
JKMBEJIH, Y KOjUMa Cy [ADYTH JKMBEJIH, U y KOjuMa he Hally ITOTOMIIH
JETHOT aHa KUBETH U YeTBPTAa — CUHMeMmuYKU KOpak, Koju ce mobuja o
KOpaka jelaH, /IBa U TPH.

I'pyme ommcyje currere xao IOKyIIaj 7a ce mpobJyieMH W Ipude, OHUIIO
WHIUBUAYaTHE WIN KOJIEKTUBHE, IPOYyYaBajy Ka0 JUPEKTHU TJIACOBH WJIU
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BOKaJIM30BaHa MCKyCTBa Koja mobelyjy Tummuny (Grumet, 1981). Metox
currere je jemHa Bpcta 60opbe NPOTHB JTOMUHAHTHOT CTPYKTYypaJM3Ma,
KOjU Ha CBOM IOJUTHYKOM BPXYHILy, KpPO3 CHCTEMe U OOpa30BHE
[IOJINTUKE, OCHAXKYje TeHEepaIN3alijy W YHUTAPHOCT, a IIOHUIITaBa
jEMUHCTBEHOCT U WHAWUBUIYATHOCT, YuHehn 1a aHOHMMHOCT mpejjaBaya,
1a ¥ CTyZIeHTa U CTY/IEHTKUIbE, IOCTaHe mojpasyMeBajyha (Grumet, 1976:
116). 'pyme cmarpa [a je OpUBHUAHA jETHOCTABHOCT METOZIE CAMO
dbopmasnHo mpuBKHA, UMajyhu y BUAY KOMILIEKCHY CJIOjJEBUTOCT currere
KOja TIOYMBA, II0 MUILbEEY ayTOpKe, HA HajMame TPH HUBOA:
TICUXOAHAJIU3H, denomenosoruju u €r3UCTEHIIN]ATH3MY.
[McuxoaHaIUTUYKM acleKTH UWHTEPIIpETaIje UCKyCTBa 00yXBarajy
HCIUTHBAE CBUX OYUIJIEHUX U JIATEHTHUX 3HaUerha UCKYCTBA U 3HAMA,
CBECHOT W HECBECHOT caj/ip;kaja je3WKa, Koja ce 3aTUM YKpIINTajy ca
MIOJINTUYKUM HMIUIMKanyujaMa TakBe pediiekcuje. Currere crora Huje
00JIMK Tepanuje AWU3ajHUPAH Jla JIeYd CUMIITOMe, Beh MeTo[| aKTHBHE
yJIOTe TOjeVHIIA ¥ PEKOHCTPYKIMjU cebe KPO3 JIMUHY IIPAKCy, OZHOCHO
AQHAJUTUYHUM U HAYYHUM [POJIACKOM KpPO3 COIICTBEHE COIMjaJIHE,
UHTeJIeKTyanHe u pusnuke cTpykrype (tbidem: 111). buhe, nuunocT Mn
IpejilaBay, Koje Imocraje objekarT WM IpeAMeT HCTOpHje Jo0Hja craTyc
cyOjekta y mpomecy camodopMupama, Ipu dYeMmy ayrobuorpadwuja
CaMOaHAJIN30M U JIOBOhEmEM /|0 IyHe CBecTH O cebu mobosblnaBa
CITOCOOHOCT J1a ce MMPAaBHUJIHO YCMEPH IIPOIIEC COTICTBEHOT pa3Boja (ibidem:
115).

O JIMHTBUCTHYKOM IPUCTYIy

¥ cBoMm ey Aymobuoepaguja cmuaa Jlewo TBpAU a je ,IojeIuHAll, Y
cTBapw, cycpet usMmelly Ja koje je mykimo u MeHe Koje ce pacTBOpuio”
(Daignault, 1987: 209). 3a [lemoa paa, MHUCA0 U HUIAEHTUTET HHUCY
JvHeapHe Beh /[MCKyp3MBHE aKTUBHOCTH KOje PpAacTBapajy OHO IITO
IIOHaBJbAjy. TakaB cycper je ,JJEKOHCTPYKIIUja~ aHAJTUTUYKOT OCTHKABAHA
CTpYKType cebe Koja HacToju Ja IpeBasul)e mocTojehy KyJaTypHY Kpusy
IIpeZIeTEepPMUHUCAHUX BPeAHOCTH. KUbyuHHM [1e0 3a pasdyMeBame
JIEKOHCTPYKI[Hje jecTe IUCIUIUIMHOBAHA, CHUMYJITaHa ¥ pa3urpaHa
peopraHusanyja jesnukux (PpyHKIHMja Koje MpeHoce PeayiHOCT KPO3 je3UK
u3spa3s. JIer00oB MMyT HHje IIyT MUTOTBOPCTBA U Xaoca, Beh JeKOHCTPYKIHja
peunMa Kako OU ce UjaJIEeKTUKOM CTBapama U JeMOHTHpPamba, yuema U
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o/lyuyaBarba, CTBOPUO MPOCTOP 3a MCTHHY Y OATOBOPHMA Ha MUTama: KO
CcTBapa KOHCTPYKIH]Y U JAEKOHCTPYKIHjy cebe? Ko je cybjekar? mra je
UIEHTUTET, a mrTa uctuHa? (ibidem: 210). Jegad on HauvHA A CXBATUMO
IIPOMEHJBPUBOCT cebe jecTe Aa MPUXBATUMO Jja Cy TOTOBO CBE HAIIIE IIPHYE
TIpUBpPeMeHe, /1a OHe, TUME IIITO UX IPU3HAjeMO, UCKJBYUY]y Apyre Ipuye,
Koje Takohje mMory 6utu uctuHa. Ayrobuorpaduja wian Haile 6uorpadceke
TeMe IPEeZICTAB/bajy BEUHUTO TPAKEHE JIMUYHE CTAOWIHOCTH M K0 TaKBe
MIPEZICTaB/bajy JIAKHY CTAOWJIHOCT M IPUBPEMEHO U JIAKHO jEAUMHCTBO
TeKCTa y Tpakewy HCTHHCKOr. I[ImHap oBakaB [lemOOB CTaB IpeMa
ayrobuorpaduju objarrmaBa Ha ciaefehyd HAYWH: ,MH HHCMO TOJIMKO
Ipuye Koje MpUYaMoO KOJIMKO CMO HAYWHH Jia OCJIUKAMO OJHOCE YHyTap
IpuyYe, O/THOCE KOjU IOJIPa3yMeBajy ¥ OHO IITO CMO MU30PHUCATH KOJIHKO U
oHO mTo cMo yrsbyuman” (Pinar, 1988: 28).

Hacrapsbauu OBaKBOT IIpaBIia BHU/IE jE3UK U KA0 MHCTPYMEHT ITOJIUTUYKOT
MIOTEeHIMjasla, WHCTPYMEHT 3a BHU3WOHAPCKE IPOMEHE WIH, KakKo
UepuxosiMC TpeJCTaB/ba ,KPUTUYKU IIparMaru3aM’, je3UK YIOTpeGoM
JIUjasleKTUKe KOHCTPYKIUje U JIEKOHCTPYKIHje ,,[PaJii HOBE 3aje/THULIE Y3
moMoh Halux HajOOJbUX BHU3Wja OHOTA IITO je JIemo, 100p0, UCTUHUTO, U
r7ie HepedJIEKCHBHA DENpOAYKIHMja OHOTA IITO je IITETHO YK/bydyjyhu
HENpaBay, MOKe OUTH [IOHEKJIe IPUIINTOMJ/b€HA WJIH IpOoMemeHa”
(Cherryholmes, 1988: 151).

0 peMHUHUCTUYKOM NPUCTYILY

3a pasyuKy OJ] AEKOHCTPYKTUBHCTHYKOT ITPUCTYIA, KOjU Jiaje MpUMAar
HAIMCAHO] PeYU WJIN TEKCTYAJIHOj KOMyHUKaNuju, ['pyme, monyT 6pojHUX
TeopeTruapa (GEHOMEHOJIOTa, CMaTpa Ja je IJlac KJbYYHH KOHIENT Y
ayroouorpadckoj sgurepatypu (Grumet, 1988). IIpoHanasutu peuu,
roBoputH o cebu, ocehatu Aa cy Bac pyru caciayIiaaiy — IeJIOBU CY UCTOT
mmpolieca BOKayin3aiuje. IJiac mpejicTaB/ba OJHOCE: OJIHOC IOjeAMHIIA
mpemMa CyIITHHU COICTEBHOT KCKYCTBa, OJHOC MPEMa OHOME KaKO TO
HCKYCTBO HMEHYjeMO WJIHM OJHOC IpeMa je3WKy W, Ha Kpajy, OJHOC
MojeZIHIIA TIpeMa APYTUMa, jep pasyMeBalbe je3nka WM ToBopa je y
cylITHHY ApyiiTBeHu mpotec (Apple, 19088).

OjniHOC TIojeIMHITA/jeAMHKe TTpeMa CYIITUHH HCKYCTBa y ayrobuorpaduju
j€ BHUIIIECTPYK KaJia je y nuTamy *KeHa. [Ipe cBera, ped je 0 JUXOTOMUjU
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TIPUBATHOT | jaBHOT. JIOK 3a mojyyaBarbe MoxkeMo pehu fa je uspaszuto
JINYHA [IeJIATHOCT, KOja Ce 3aCHHBA HA JUPEKTHO] KOMYHUKAIUU WU
MHTEPAKIHjU OJHOCA MajKe IpeMa TyheM JIeTeTy, OHO je NCTOBPEMEHO U
jaBHa JeJaTHOCT IO TOME IITO Ce OJBHja y jaBHUM O0Opa30BHUM
ycTaHOBaMa, 4Ydja je CBpXa Ja CJIYKU JIPXKABU UM HCIyEbaBa JPYIITBEHE
oTpebe Kpo3 IMPUPOAY U CaJp:Kaj HACTaBHOT IporpamMa. JaBHa cdepa u
npuBaTHa cdepa y KOHTEKCTy HACTaBe He MOry OWUTH OZBOjeHe, U TO Ce
IIOJ[je/THAKO MO’KE OJHOCUTH KaKO Ha yYEeHHKe TaKO U Ha CBE OCTaJIe
yUeCHUKE eflyKalyje KOjU Cy YK/BYUYEeHH Y KOHTEKCT 0Opa30BHOT CHCTEMA.
Aytobuorpaduja, crora, orBapa 6pojHe TeMe GeMUHUCTUUKE IIeIaroTuje:

1. IIpBu mran jecre nma ayrobuorpaduja mpeacraBba pedIeKCHBHU
TEKCT O Pa3yMeBarby COIICTBEHOT/3KEHCKOT HUCKYCTBA, KOjU Ce OZBHja
yHyTap cebe, MHTPOCIIEKIIUjOM U aHAIN30M, U KOJU OZPEIHUIIE CBOT
CMHCJIA TPaKH Y aHAJIU3U U MMEHOBaWY JaTOT JKEHCKOT HCKYCTBa
(Grumet, 1976; Pinar, 1986).

2. Jlpyru miaH jecre on cebe kKa IpyruMa, HEMO3HATHM CJIYIIAOIUMA,
PETaTUBHUM CTPAHIIMMA, KOje TOCMaTpaMo Kpo3 ,IUIaHUPAHEe HCXO/ie
U IwbeBe”, couujanusanyjy’, ,yuehy cpeauny”, a moHajBuie Kpo3
,OLIEIbHBalbe” WIK OIICECH]y MEPEIbEM U eBajiyanujama, ImyTeM KOjux
VHUIIITaBaMO EbHUXOBO U HAIlle JIMYHO Y KOPHUCT omiurer. [IpuxBarame
OIIpecopa U TO J]a Ce M CaM IIOCTAaHEe OIPECOPOM KJbYUIHU Cy JIEO OBe
ananuse (Norquay, 1990; Connelly and Clandinin, 1987).

3. Tpehu mnan je ma sxeHcku meduHucaHa HacraBa He Tpeba ma Oyxe
camo 3a0esie’keHa U OCBET/bEeHa, MO/IeJbeHa ca JIPYTUM, CAOIIITEHA U
ocHakeHa. Kao TakBa, OHa HUje caMO IICUXO-TIOJIUTHYKU TEKCT,
COI[MOJIOINIKA 06pa30BHA IpHUUa, Beh M eCTeTCKU U YMETHUYKU TEKCT.
sllemaromka curypHa kyha”, ocobohjeHa MuzorvHe maTpHjapxajiHe
JIOMUHAIVje, Y CBOM KOHAYHOM HCXOZy Tpeba /a yBelle YMETHHUKY
CYNTHJIHOCT y HACTaBYy, KOja Ka0 MO30PHHUIIA KUBOTA MIMa IIPOCTOP 3a
HOBH je3UK, MOJIepHOCT U eTuKY (Jagodzinski, 1992; Sawada, 1989).

I'mac ce jaBpa He caMO Kao HAIOP Jla Ce CXBaTHU ayTOOMOrpad)CKU TEKCT
Beh u kao pemMuHHCTHYKA U TOTUTHYKA MeTadopa.

O 1n4yHOM ayTOo6HOrpadCKOM NpHUCTYIy

Aytobuorpaduja Kao JOKYMEHT aHajn3e U ociaobalama, mo Xabepmacy,
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OCTBapyje ce pasyMeBameM Y3POUHHX Be3a Y JIMYHO] HCTOPHUjU Koje ce
OCBETJ/bABAIHLEM WJIN PACTBAPAjy U pa3Bujajy win pacrady. Cy6jeKTHBUTET,
KOjU je TIpeZMeT Te UCTOPUjCKe aHaiu3e, Jo0Hja CcTaTyc MPBOT pesia U
mojicTiye U npomosuiie camodopmatueHu npoiec (Habermas, 1981: 14).
Naxo HujemHa ayrobuorpaduja, ma HYU Hallla, He MOXKe Y HOTIIYHOCTH Jia
JleJTi BEJIMINHY OBe TBPAIbE, OHA (ayrobuorpaduja) 6apeM HOKyIIasa aa
YCBOjU METOZOJIOIIKE IIPETIIOCTABKE Jia je JOBOJEHme CTPYKType CBOT
HCKYyCTBA M CBECTH CIOCOOHOCT yCMepeHa Ha IIpOLeC COIICTBEHOT
ociobahama u pasBoja. JIOMUHAHTHH WJIN CACTABHHU €JIEMEHTH TOTOBO
cBakor ayrobrorpadckor 3amvca Moriu 6u 6uTu cienehu:

= 3aIITo je HEKO II0CTa0 HACTAaBHUK;

» TJloyerHa ¢asza mpodecroHaIHE Kapujepe WIM HHHUIMjaTHA
colyjann3anyja;

* HaxknajHa dasza npodeCroHATHOT Pa3Boja;

= Ilpeokymanuje ¥ HWHTEpPECOBalkba HACTABHUKA y DPABJIHYUTHM
JKABOTHUM J00MMa;

= HckycrBa ,,000jeHux” jkeHa, J1e30ejKH U rejeBa, Ka0 U HaCTaBHHUKA ca
ZIPYTauUjIM CIIOCOOHOCTHMA;

* Kaxo COICTBEHO MCKYCTBO HACTABHUKA MOXKE MMaTH 3HaYajaH yTUIA]
Ha TpoQeCHOHAIHE CTABOBE U IOCTYIIKE;

» Kaxo pesuryja yrude Ha NEPLENINjy HACTABHUKA, HHUX0BA HUCKYCTBa
U IIPaKCy;

* MoruBaiuja, BepoBarba 1 BPe/JHOCTH HACTaBHUKA;

= HacraBHUIU KOju pajie Ha pyKoBoAehnM mosoxkajuma;

= KakaB yruraj Ha mpodecHOHATHE CTAaBOBE U IPAKCYy MOXKE HMAaTH
BJIACTUTO POJUTEIHCTBO;

= UckycrBa HaCTaBHUKA-poAuTe/ha 4YHja Cy Jlella ca HoceOHUM
00pa3oBHUM MOTpebaMa;

» Kako HacTaBHUIM BUAEe U [I0KUBJbABAjy HACTaBHE IUIAHOBE U
06pa30BHE U OPraHU3aLIOHE [IPOMEHE;

= Kako 6uorpaduje HacTaBHUKA YTUUY Ha Pa3B0j U MPUPO/IY MOjeTMHIX
MpeiMeTa,

= Kako Guorpaduje HacTaBHUKA YTHUy HAa OPTaHU3AIUjy U KyJITypHE
BPEHOCTH.

Hako ce HUCMO AUPEKTHO (GOKyCHpaIu HAa MEPIENIHjy CBAKOT O/ OBUX
eJleMeHaTa TaKCAaTUBHO M IIOHA0CcO0 y M3pajy BiacTuTe ayrobuorpaduje,
cMarpaMo Jia OHU acCIeKTH KOju MMajy AOMUHAHTHY W IpeoBialyjyhy
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ysiory Tpeba ma Oymy HaBeleHH, He caMO 300T ONHMCHBamba 0OPa3OBHOT
ambujenTta. CTtBapame cBOr ayToOmorpadCKor 3ammca y caMOM IIOYETKY
UIeHTU(UKOBATIH CMO ca YUermheM u3 ayrobuorpaduje Wi MeTaydemeM,
Kao TJIABHUM CTyOOM II€ZJarOIIKOT IIO3WMBA, KOjU Ce IOTOM OCJIama Ha
WHCIIUPAIUjy Kao JUYHU TOKpeTad. Y TOM CMHCJIY, HAIPaBWIK CMO
YeTHpU HUBOA,/TIPOCTOPA 3alUCUBAIbha, e Ce y IIPBOM IIPOCTOPY Oesexu
TEKCT, TyMadyeme CBOT paZia — 00pas3osHo uckycmeo. Ty ce MucIu Ha
yuelme M KaKko Ce /0 era JoJjia3y, JIMYHA IpUYa ca JAeTaJbHUM
(akTorpadcKUM U JECKPUNTUBHUM ONMCOM, KOjH, OCUM y TEXHUKE H
CTpaTeryje yuema, MOKe Jla YJIa3y U Y IPOCTOP YMETHUYKOT U KPEaTUBHOT
MIOKYyIIaja KOjUM ce oJipejeHa aKTHUBHOCT WJIU II0jaBa OMHCY]jy. Y APYyroM
poctopy nokpehemo pedeKCHBHO MUCAbe Y PA3THIUTHM OOIHIIIMA —
AuyHo uckycmeo. To je memo meTa/bHUX WJIM HAKHATHUX KOMEHTApa,
KODEKI[Hja, YMETHYTHUX pPa3MHIIL/balha, CHUMAKa, 3alKca, IOBPaTHUX
MUIIUbEHA CTyJleHaTa Wid JApyrux mnpodecopa. Y Tpehem mpocropy
HAaBOAVMMO HHCIUpAIuje, IMOJCTUIAje 32 yUerme Kao U MeTayueme —
kpeamueHu nomayu. llusp mpude o cebu He MOAPa3yMeBa caMO TavyHOCT,
AyTEHTUYHOCT WJIH TOIITEeHhe, HUTH je€ TO UCK/BYYUBO TEPEH MEMOpHje
KOja Jlaje TPEHYTHY CaJlallllOCT WM HENOCPeJHY Ipouuioct 6e3
KOXEDEHTHOCTH U CBECTH /Ja Ce WCKYCTBA IIOBEXKY Yy CMHUCJIEHY
KOHTUHYHpPaHy Ieplennujy. ¥ TOM CJIy4ajy CBECT OCTaje 3aKbydyaHa y
TOJI0j TPEHYTHO] CAJAIIbOCTH, y HEIOBE3aHOM HHU3Yy MEpIENIUja Koje
HeMajy Moh /1a ce ofiHOCe jefHe mpema apyruma kputuuku (Crites, 1971:
298). Ayrobuorpaduja HUje XPOHHKA WU PeluTa] MeMopuje, Beh mpe
cBera MeTOMIOJIOTHja KOja IIpero3Haje BPEIHOCT Oesekerma JIMYHOT
nckycTBa. IlocemoBame HCKycTBa WU pedIeKCHBHA JIE€JIATHOCT HUCY
JIOBOJbHHU 32 ayrobuorpadujy, moTpebHO je TpaHChHOPMUCATH TEKCT, CBOJ
TEKCTYaJIHU U3Pa3 IPETOYUTHU TAKO J1a edeKaT TeKCTa yTHUYe Ha IIOHOBHO
MIPOKUBJbABaIhe, Pa3yMeBarbe, U TpaHCHOpPMICAhe. AHUMAIMja YUTAOLA
Tpeba Ja JOBeJle O TOTA Jla OH HAIpPaBU BE3y ca CBOjUM HCKYCTBOM H
BPEJHOCTMA, [PYIITBEHOM VJIOTOM U JUjaJIEKTUKOM IPOILIOCTH,
cajammwocTy U OyayhHOCcTH, YnMe oTBapa cBecT 0 MoryheM BJIaCTUTOM
WHTEJIEKTYaTHOM MOKpPeTy U (GuIyrHOCTH yMa. YeTBPTH U HAjBUIIN HUBO
je KpeamusHo napmuepcmeo, Koje moapasyMeBa ayrobuorpadujy y
KOHTEKCTYy KOJIaDOpaTHBHE CcapaJilbe Ca pEeJIeBaHTHUM IMapTHEpUMa Y
HAaCTaBHOM CHCTeMy. MUIIUbeEe U CTABOBU CAapPaJIHUKA Yy 0OpPa3oBHOM
KOHTEKCTY IPE/ICTaBIbajy CPEJICTBO 3a YUEHE U Pa3B0Oj, IEPCIEKTUBE HOBE
WHCIIMpAIje Koja TMpeBa3wla3u IOjeJUHAYHE U JIMYHE TeMe U
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TpeZicTaB/ba IOJCTUIIA] U WHUIMJATHBY 3a 3ajeTHUYKO pa3yMeBame U
MIPUHIHIIE 3ajeJHUUKE UHCITHPAIUje.

Pesumupajyhu uzejy o ayrobuorpaduju kao Merayuewy U UHCIHPAIUjU
morin OucMo pehm ma je mwp ayrobuorpadCKux HCTPAKUBama [1a
MIPUBYKY HaXKEby Ha MOTYhHOCT MHOTO 6OTaTHjUX MePCIeKTHBa mosiazehu
071 MeTozoJIoTHje Oeslelkerha U BpPEeJHOBAKA COIICTBEHOT HCKycTBa. Camo
ydJere UMa HEKOJIMKO HUBOA, a (OKyc pa3Boja HaCTaBHUKA MOrao 6u aa
ye y TNpaBly HOBOT JM3ajHa JIMYHOT pasBoja rpaheHor He camo Ha
nmoHamamwy u nepbopmancama, Beh u Ha pedIEKCHBHO] CBECTU O JKHUBO]
CTBAapDHOCTH Y KOjy je aKTUBHO W JOMUHAHTHO YKJbyueH ocehaj o
MIPUTIA/Iahy TOj PEATHOCTH U O IOCEAOBAIGY YJIOTe W IPHUIAZAlky cebu y
obaBJbamy yJiore mpeaaBada. Ayroburopaduja He Tpeba camo na Oyne
ycMepeHa Ha TO a ce TpaHChOPMHUIIEe JUYHA IPUYA Y TEKCTYaHU U3pa3
U Tako NpOU3BeZle je3nUKH edeKaT WIH Jia ce MOHOBO IPOXKUBHU HEIITO
CMUCJIEHO, KOje Kao BpeIHO IIOCTaje OTPrHYyTO off 3abopasa.
Ayrobuorpadcka cBecT, HAIPOTHUB, Tpeba Zia ce KOPUCTHU Kao AparoneH
n3Bop wuHGOpMHCaWka, Kao MelhyreHeparujcka U TapTHEPCKA WJIH
KoJsiabopatrBHa 6a3a mojaTaka ca mpuyaMa o JUYHUM H3jaBaMa O YUewmy,
KOja He caMoO IITO IPOMOBHIIE MHAUBHU/IYAJIHU KOHTEKCT Ka0O IPUBATHHU
Wi JIMYHY, Beh mpezcraBiba U MOJEJ Ipolleca M3Tpajibe Aujaora ca
JIDyTHMa KOju ce y era ykybyue. Kpajibu b jecte J1a ce UJIeHTHDUKY]Y
omneparuBHe AebUHUIMje WHCIHUPAINje y CBaKO] MPUYM HACTABHUKA 32
CBaKM Off PAa3JINYUTUX HUBOA y4Yerha M TAaKO IIOMOTHE WJIH JIOTIPUHECE
IIpe/IJIO’KEHOM ayToOHOorpad)cKOM MOZIEITy.

3ak/by4ak

YBepeHH MO Ja JIYTOPOYHO HCTPAXKUBAK€ Ha TeMy ayrobuorpadckor
OeJieKerba MEIATOIIKOT MCKYCTBA IPE/CTaB/ba HEOMXOAHOCT KaKo OH ce
OCBETJIVJIM ¥ U3HEJIH Y JABHOCT OHU aCIIEKTU HACTaBe 0] KOjUX ce oKpehy
IJIaBe W KOjU HA Taj HAUYMH OCTajy He3abesekeHH U HeyNnoTpeOJbUBH.
Aytobuorpaduja HHje camMO IOIJIe[ y IMPOILLIOCT, Beh HHIUPEKTHO
aKTUBHO OTBapame HOBHUX IIPOCTOPA KOjU Y PEATHOCTH UMHE KYJITYypHE,
Hay4yHe, TIOJIMTUYKE U COlMjaJiHe ¢parMeHTaluje, pasjiuike U
KOHTPAJUKIIHje, KOjU OCTajy /ia ce MOBEXYy Y OHOME IITO IMpe/CTaB/ba He
€aMo jeZIMHCTBO HACTABHUKA Ka0 HCTPa’KMBaya, IIpeflaBaya U HAyYHUKA
Beh, moTeHnMjasiHO, ¥ HapalTaja Koje oHu GopMupajy. ¥ ToMm ciy4ajy,
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KOpHCHA MCKYCTBa U 3alla’karba M3alllJla U3 aHOHUMHOCTU TIOTEHIIN]aTHO
6u MorJIa 1a IpoMeHe IaTpHjapxXajHe TPaHUIle HEBUIJBUBOT AyTOPUTETA,
OTBOpE HOBE JIOMEHEe KypUKYJIapPHOT CTBAapaJIallITBa U JJUPEKTHO ce CyKobe
ca TPaJUIVOHAIHUM IPUCTYINMA y KOjUMA je WHTEJIEKTYaJIHO W3HAJ
€MOTHBHOT, TeOpHja M3HAJ[ IpaKce, OMINTOCT M3HAM MOjeANHAYHOCTA U
mocebHocTu. TloCTCTPyKTypasin3aMm MoOKe y paay Outu cxaheH U Kao
HajaBa jeZHOT HOBOT IEJATOIIKOT Iepuoza y kojeM he ayrobuorpaduja,
OCJIOE€HA Ha ITOCTMO/IEPHUCTUYKE KOHIIEITE, ITOMOhH J1a ce OTBOpe HOBe
HJIe0JIOIIKE W IIefarollKe [AUMeH3Huje ociobalhameM CBUX mpaBama
Oesexxerba HMCKyCcTBAa Kpo3 HOBe ayrobuorpadceke dopme, aHamusze u
HWHTepIIpeTaIyje.
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Summary: TEACHERS’ AUTOBIOGRAPHY AS A
POSTSTRUCTURALIST NARRATIVE OF IDENTITY, EXPERIENCE
AND INSPIRATION

The purpose of this paper is to encourage readers to a deeper reflection on the
concepts and use of autobiography in educational practice, both from a
philosophical and theoretical standpoint, and from a practical and utilitarian.
Autobiography, in the light of poststructuralist theory, serves as a narrative which
is under the patronage of philosophy, but none the less of politics, psychology,
history, sociology, literature and linguistics, in which it embeds itself and where
each of these disciplines can potentially "explode" in the personal story when its
charges are prevailing. Writing a life story, however, is not post-structuralist
narratology, narcissistic = sentimentality or educational —mythmaking.
Autobiography is not only a look into the past, but active opening of new spaces
which in reality consists of cultural, scientific, political and social fragmentation,
differences and contradictions that remain to be linked to what is the unity of the
teacher as a researcher, lecturer and scientist. The abandoning of teacher’s
anonymity could potentially change the boundaries of the invisible patriarchal
authority, and hopefully open a new domain of curricular creativity where the
intellectual is not always dominating emotional, generality governing individuality
and uniqueness. In that respect, autobiography represents a creative and
transformative undertaking that tries to humanize and personalize teaching and
teachers, an attempt to replace a world of forms, norms and stereotype routines by
new educational realms of meaningful human relationships. The paper starts by
analyzing the lexical diversity of the term autobiography with a twofold purpose:
to highlight the number and ambivalence of the autobiographical record, along
with the complexity of identity and subjectivity involved in its production. In the
second part, by means of the theoretical assumptions of poststructuralists,
phenomenologists and deconstructivists, through three levels of autobiographic
perceptions: 1) psychological, 2) linguistic, and 3) feminist, we have tried to
highlight the values of autobiography as a polyphonic medium of scientific and
personal research, in which the teacher strikes a balance with his/her environment,
calling, and experience. In the third part, we have offered our own model of
autobiography in the spirit of poststructuralist theory, where we have tried to map
our personal experiences of learning, give an example of meta-learning and
inspiration.

Keywords: autobiography, poststructuralist narrative, teaching, (feminist)
identity, inspiration.

JE3UK, K(bMXXEBHOCT U MOMYJIAPHA KYJITYPA 75
360pHnk pagosa



LINGUA IGNOTA: NPEBPEAHOBAHE CPEAHOBEKOBHE YXEHCKE MUCTUKE Y
CABPEMEHOJ 3AMNAHOJ KYJITYPU

Henaa M. Kue:xesuh
YHrusepsurer y beorpazny
IleHnTap 3a cTyAuje poja 1 HOJTUTHKE
nenad.knezevic@aol.com

LINGUA IGNOTA: IPEBPEJHOBAIGE
CPEAIOBEKOBHE ) KEHCKE MUCTHUKE Y
CABPEMEHO] 3AIIAZIHO] KYJITYPHU

IIpeenednu pad

Caxxerak: OBaj pajg mMMa 3a OWb Jla HCTPAXKH CABPEMEHY DpeLeMujy Jesa
CpeZlbOBEKOBHE JKEHCKe MUCTHKE — JIyTO 3aMI0CTaB/haHOT KOPILyCa CPETHOBEKOBHE
KIbM)KEBHOCTH KOjU cajfia TMpHUBJIayu cBe Behy MKy, HE caMO aKaJeMCKUX
KpyTroBa, Beh U IIupe KyJIType Ha 3anazay. MHOTH o7 lbUX BEKOBUMA 3a00paB/beHH,
OBHU TEKCTOBU cajla MOHOBO CTHYY IyOJIUKY 3axBasbyjyhu HOBUM IpPEBOAMMA HA
caBpeMeHe jesuke. VMmajyhu y BuAy HpUpPOAY OBHUX TEKCTOBA U IHUXOBY
KOHIIENITYJIHY HUCIPEIIETEHOCT Ca CPENHOBEKOBHOM CJIIKOM CBETA U CJIOKEHUM
PETUTUjCKUM TIpe/icTaBaMa 3acTYIUbEHUM y EbUMa, MOTPEOHO je MperucrIuTaTu
HayWHe HAa KOje Ce K/bYYHU KOHIIENTH CPENOBEKOBHE JKEHCKE MICTHUKE
Mpe/iCTaB/bajy YHYTap CaBPEMEHOT, MOCTXPUIITNAaHCKOT, TOCTMOIEPHOT KOHTEKCTA,
He 3amocTaB/bajyhu mpu ToMe HM 3Hayaj momysapHe Kyarype. Ilosazehu ox
MPETIIOCTAaBKE Jla Ce YWTale He O/[BUja Yy BaKyyMy, Kao W Ja IpeBoljerme HHje
ocs000h)eHo  KyATypaslHUX Tpefpacyla, y OBOM paay he Ha OpUMEpPY
CcpebOBEKOBHE ayTopKe Xwuieraps, u3 buHreHa (12. Bek) OUTH TpecTaB/beHU
Pa3IMYUTH WHTEPIPETATUBHU IIPUCTYIIN 3a KOje ce MoKa3yje /la IpaTe TPEHyTHe
KyJATypajiHe U HAEOJIONIKEe Tojesie. Y IIMPEeM CMHCIY, OBa aHaIH3a MOXKe Jaa
CIy’KM Kao IPWIOT IPOIEHH IPEBOJUBOCTH CPEAIOBEKOBHE BepCKEe KYJITYpe
VOIIITEe, Ka0 M Ja yKake Ha TO Kako ce ofpelheHe CpemrmOBEKOBHE H/IEje
TpaHChOPMHUIIY y KOHIENTe OJINCKE PAa3IMIUTHM CaBpEMEHUM CTAHOBUINTHMA U
HWHTEpeCcHMa.

Kspyune peum: Xwuijeraps us3 bBuHrena, cpeamOBeKOBHA JKEeHCKAa MUCTHKA,
KIbIJKEBHA pelleNIiyja, MomyJIapHa KyaTypa.

¥ Hacj0oBy OBOrI H3jarama ymoTpeb/beH je JIaTMHCKH TepMuH lingua
ignota (HeMO3HATHU je3UK), MO/ KOjUM je IMO3HAT KOHCTPYHCAHU je3UK Ha
YHjeM je OCMUIIbaBaKy — CeJlaM BeKOBa IIpe II0jaBe CaBPEMEHHX
BEIIITAYKKX je3uKa — paJiijia CpellbOBEKOBHA MOHAXHUIba XUJJIETaps U3
Bunrena. ,HernosHatu je3uk” oBle KOPHUCTHM Kao meradopy 3a Hacyehe
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CpeIlbOBEKOBHE MUCTHKE YOIIIITE, KOje, U Kajla ce MIPEeBOAN Ha MOJIepHe
je3mKe, ocTaje HA MapruHaMa caBpeMeHe KyJType, IIpe cBera 300T CBOje
JIyOOKe KOHIIENTyaJTHE Pa3IUYUTOCTH y OJIHOCY HA HHTEJEKTyaslHE U
JIyXOBHE TOKOBe T1IOCT/MozepHe. lako mpexncraBba €0 HCTOpHje
€BPOIICKE KYJITYpe U KIbHUKEBHOCTH, CPEJIbOBEKOBHA MHUCTHKA TO OCTaje
ipe cBera y ¢akrorpadckrom cmucity. bes 063upa Ha cBe Behu 6poj HOBUX
IIpeBO/Ia Ha MOZEPHE je3WKe, caBpeMeHO] KyJITypu TO Haciehe ocraje
CYIITUHCKY CTPAHO U HajBehuM /ieJioM Hemo3HaTo, u3Meljy ocrasor u 3aTo
IITO HEroBa KOHTEKCTyaJn3alyja IOoJApa3dyMeBa M CJIOXKEH IIOCTYIAK
objarrmaBamba OHOIHjCKE MW XPHUITNAHCKE CHMOOJIMKE, PETOPHUUYKHUX
CpeJicTaBa, MyXOBHUX IIPAKCH U MOHAIIKe KyJIType ca KOjuMa caBpeMeHa
YpTaJIavKa ITy0JIMKa JIAHAC BUIIIE HEMA JKUB M HETIOCPEJIaH O/THOC.

Yupkoc MpeTxolHO PeueHOM, UHTEPECOBAbE 32 CPENIHOBEKOBHY JKEHCKY
MHCTHKY! (TauHHUje, 3a IOjeINHE IbEHE acCIeKTe) IMOC/ENBUX JelleHrja
JIO’KMBJbaBa IMPOIBAT HA 3alajy, ajlk ce TO OABHja MAaXOM HE3aBHCHO O]
TPaIUITIOHATHOT KOHTeKcTa I[pKBe Kao mpuMapHe 3ajeJHUIle y K0joj je TO
Hacsehe Hacraso U yHyTap Koje je BeKoBUMa TyMadyeHo. TuMe ce 0TBapajy
mypa MHUTaka CaMOr KOHIIENTa HeMAaTepUjaTHOT Hacsiaeha, HeroBor
0UyBamka U PETPOAKTUBHOT KOHCTPYHCAhA IIPU PA3THIUTUM CAaBPEMEHUM
amponpujanyjamMa. Y HAcTaBKy pajia MOCIAYyKHNY ce MpUMEPOM paHUje
[IOMEHyTe KIUKEBHHUIIE, MOHAaXUIbe Xuizerap/ u3 BuHreHa, kako 6ux
yKa3ao Ha IPEBPEIHOBAbE CPEHOBEKOBHE KEHCKE MUCTHUKE, Ka0 M Ha
HeKe O] KaHajla KOjUMa ce Jajbe Tpajupa OBaj Ba)KaH €0
cpenmoBekoBHOT Hacseha. Heka ox mutama Koja ce mOCTaBibajy Cy: IITa
ce ZlelaBa kKaJia He MOCTOjU HHTEPIPETATUBHY KOHTUHYUTET (WJIH je OH U3
Pa3JIMYUTHX pasJiora o30MJbHO HapyiieH)? Kakse mpejcrase ce 1obujajy
Kao IOCJIEZUIa WHTEPIPETATUBHUX MOCTYyIaKa KOjU ce He OC/Iamajy Ha
a/IeKBaTHY KOHTEKCTyaIM3alyjy, WIH Cy 3aCHOBAaHU Ha IIPEBACXOJIHO
WEHTUTAPDHUM YUTAHUMA?

! CpemmoBekoBHA JKEHCKAa MHCTHKA MpPEICTaB/ha BGOraT KOPIYC TEKCTOBA XpHirhaHCKOT
JIyXOBHOI' cajipkaja KOjU Cy IHcale JKeHe. Y yXKeM CMHCIY I10jMa, OJHOCH Ce Ipe CBera Ha
MHUCTHYKE TeKkcToBe mnucane m3Mehy 11. m 14. Beka Ha monpyyjy maHamme Hemauke u
Huszozemipa. Behunna oBuX [ena mucaHa je Ha JIaTWHCKOM, aild cadyBaHa je W OOMMHA
BepHAKyJIapHa KHIWKEBHA IPOAYKIMja Koja je o]l BaKHOCTH HE caMo 3a BepcKy, Beh u 3a
KibIDKEBHY HcTopHjy EBpore.
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Hauwun Ha koju ce Xwiaerap/ u3 buHreHa TpaguIlMOHAJIHO PEJCTaB/ba y
BEPCKOj JIUTEPATYPU 3aIMa{HOT XPUITNAHCTBA KOHIIM3HO je Mpe/CTaB/beH
3BAHUYHUM BATHUKAHCKUM JIOKYMEHTOM, AIIOCTOJICKUM IIHCMOM IIalle
Benegukra XVI u3 2012. rogiuHe, KOjuM ce Xuierapy, y37ukKe Ha paHT
IpxBene Hayuutespurie (siat. Doctor Ecclesiae). Y o0pazyioxkermy OBe
O/IJIyKe HaBeJIEHO je Jla Cy HheHa yuerba, IPeM/ia OPUTHHAIHA, YKOPEheHa
y ,OHOJIHjCKUM, JINTYPIHjCKUM KOPEHHMa OCBeT/heHHM [IpaBmiom cB.
Benenukra”. ¥ TEKCTy ce Npu3Haje Ja je IeHO yuenihe y CBETOBHUM
CTBApMMa, Ka0 W jaBHO IIPOIIOBEZame, OMJI0 HEOOWYHO 32 KEHy OHOT
BpEMeHa, il Ce OHO TyMauW Kao u3pa3 IHEHOT ,IJIOIOTBOPHOT
amoctosiata”. Y OuorpadckoM ey JOKyMeHTa IOMHIbE Ce Jla je ca
yCIEXOM OCHOBaJIa /IBa JKEHCKA MaHACTHpa WM CJIYKWIa Kao HUXOBa
urymanuja. FbeHe mpopouke BHU3Wje U TEOJIOIIKE HEje OIICAHE CYy Kao
YBPCTO yKOpemeHe y CBeToM nucMy. KoHauHO, HENOCPEIHO IIpe 3aBpIIHE
dopmynanuje caMe ofIyKe, 00pasyioKeme je caxkeTo Ha ciaeaehu HaUUH
(mpeBop ayTOpa):

Vuemwe oBe cBeTe OEHEAVKTHHCKE MOHAXHIbE CTOjU KAO CBETHOHHK 3a IyTHHKE
HaMmepHUKe. FbeHa IOpyka HapOYHUTO je aKTyeJIHA y JaHAIIbeM CBETY, U3Y3€THO
OCETJHMBOM Ha BPEIHOCTH KOje je OHA 3acTymaja U IO KojuMma je sxuBesna. Ha
IpUMep, MUCIUMO Ha XWIZIeTapAuH Xapu3MaTCKU U CHEKYJIaTUBHU KallallUTeT,
KOjU TIpy’Ka KUB IOJICTHUIIA] TEOJIOIIKOM HCTPKHBAIbY; HA HbE€HE OCBPTE Ha
mucrepujy Xpucra, Kajia ce carjieajy y cBojoj Jiermotw; Ha aujasior lpkBe u
TEOJIOTHje ca KyJITYpOM, HayKOM M caBpeMeHOM yMeTHoIrhy; Ha uzeas nocseheHor
JKMBOTA Kao MOTYhHOCT 3a JbYZICKO OCTBapehe; Ha HheHY Jby0aB MpeMa JIUTYPrHju
Kao CJIaBJbeHY JKUBOTA; Ha HeHO pasyMeBame pedopme 1pkBe, He Kao UCIpa3He
IIpOMEeHe CTPYKType, Beh kao obOpaheme cpla; Ha HeHY OCET/BUBOCT IIpeMa
MIPUPOIH, YHje 3aKoHe Tpeba uyBaTH, a He KpiruTH. (Benedictus XVI, 2012)

Y 0BOM aKTy M37]BOjeHa Cy KJbyYHa MecTa Koja Off /Apyre IOJIOBHHE 20.
BeKa IMPHUBJIAYe W NaXKKHy pa3Marpama Koja HHCY OJIMCKAa 3BaHUYHUM
LIPKBEHUM, NOMYT XWIETapAUHUX HEKOHBEHIIMOHATIHUX TEOJIOUIKIX
YBU/Ia, WJIH [IPENO3HAT/HUBO XUJI/IETaPUjaHCKOT OZIHOCA IIPEMA IIPUPO/IH.
Unax, y oBAe YOWHHBOj TPALUIIMOHAINCTUYKO] IEPCIEKTUBH, CBU
HaBeJIeHH eJIEMEHTH IPEZCTaB/beHU Cy Kao y30p KOju Tpeba aa Ciy:ku
IIpkBu y HEHOM OTIOPY TeHJeHNHjaMa Ka CeKyJIapHu3alldjd 3amaj{HOT
Japyurtea win pedopmama yayrap 1pkBe, a yopaBo TO je mpejcTaBa Koja
CTOjU Yy OINTPOj CYHOPOTHOCTH Ca JIOMUHAHTHUM CaBpPEMEHUM
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penpeseHTanyjaMa Xuizerap/, Kako y akaZleMCKOj JINTEPATYPH, TAKO U Y
MIOIyJIaPHO] IyOJIUITUCTHIIH.

Naxo cy uHTepecoBame 3a XWierap/luHe TEKCTOBE y 20. BeKy 0OHOBIIIE
MoHaxuibe u3 Ajounrena (Eibingen) ofjaBpuBameM cepuje caBpeMEHHX
CTyZWja U MpeBoja XUIAerapAuHUX TEKCTOBA ca JaTUHCKOr (B. Schrader
und Fiihrkotter, 1956), 3a kacHHUjy momysiapusainujy y Aajaeko cy Behoj
MepH 3aciy:kHa (peMUHHCTHYKA HCTpakuBama. [Ipema aHanusu JlopHe
Konuurpunr (Lorna Collingridge) xojom je obGyxBahena smTepaTypa Ha
€HIJVIECKOM, HEMAYKOM H (PAHIyCKOM je3UKy, CaMO TOKOM IIOCJIEEbe
JlelleHnje 20. BeKa 00jaBJbeH je BHUIlle HETO ABOCTPYKO Behu 6poj HacioBa
nocBeheHNX OBOj CPEIHOBEKOBHO] AyTOPKU HErO0 TOKOM ITPETXOHUX
JIEBET JIENleHNja YKYIIHO; Ta4uHUje, 54 u3Mely 1990. U 2000. CIpaM camo
23 y mepuoay 1900-1990. KoJyHTpuil To OBOAU Yy UBPCTYy Be3y ca
YKJ/bByUHBakeM IporpaMa (HEeMHUHUCTUYKH OPHUjEHTHUCAHUX CTYIUjCKUX
mporpaMa Ha cBe Behm 6poj yHuBepaurTeTa U yBohemem Xuimerapsn y
kypukyiayme Kenckux cryamja (Collingridge, 2003: 38). ok cy
MaJIoOOpPOjHH HACJIOBH C IIpBe IIOJIOBUHE 20. Beka Ouiau mocBeheHH
Xunperapa Kao MOHAXUibH, OEHEAUKTHHKN U CBETUIH, KPajeM 20. BeKa
JIOMUHHUDPAjy TEKCTOBH UHjU je aKIeHAaT Ha IPeJICTaB/balby OBE
KIBIDKEBHUIIE KA0 CBOjeBPCHE MPOTO(PEMUHHICTHUKE HKOHE, WIH, KaKO
nume KosMHrpuil, kao jefHe o7 NpaMajKHd caBpeMeHOr (eMHHH3Ma
(ibid.).

Xungerapa je Maxkmpy caBpeMeHe (EMHUHHUCTHYKE HCTOpuorpaduje
IpUBYKJIA Hajmpe OOMMOM KOpIyca CBOJUX TEKCTOBA, KOjUM
KBAaHTUTATUBHO JJaJIEKO IPEBa3mIa3u OpOj CauyBaHUX TEKCTOBA APYTHUX
CPEeZIbOBEKOBHUX ayTOPKH, IPyKajyliu Tako BaXkaH U3BOPHU MaTEPHjal O
JKEHCKOM Hacyielly HactaioM y ToM mniepuoay. Ca JpyruM Tajacom
¢emrHN3Ma, paznuuuTH OuorpadcKu IMOJAIM U JIeJIOBH H3BOPHUX
TEKCTOBA IIOUYENU Cy Jla Ce TyMaue Kao XWIAerapAuH aKTHBAH OTIIOP
aTpujapXxaJIHUM CTPYKTypaMa, a HE€He TeOJIOIIKE WHOBAIHje Kao
demMuHOIEHTpUYHA CyOBep3uja IPKBEHE OPTOAOKCHje, IINTO JIaHAC
[IpE/ICTaB/ha OMIITA MecTa y (HEMUHHCTUYKUM CTyAujaMa IocBeheHHM
Xunperapa U CpeArbOBEKOBHO] KEHCKOj MucTUIM yormiTe. Beh ce cama
MHCTUYKA MCKYCTBA OBUX JKEHA UHUTAjy MPBEHCTBEHO Y KOHTEKCTY OJTHOCA
MohH, Kao HHCTPYMEHT ITOCTH3alha BaHPEJHOT YTHIAja, HHBEP3Uje
poxHux ysora, U obe3behuBame IpocTOpa 3a AYTOHOMHO 3KEHCKO
crBapasiamTso (Kuexesuh, 2015).
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Tpeba HaIOMEHYTH Ja (PEMUHHCTUYKH MMOKPET HHje OTKPHO XHJIAerapz
u3 BruHTeHa U ApyTe Mpe/ICTABHUIIE CPEAIHOBEKOBHE MUCTHKE TEK V JIPYTO]
[MOJIOBMHU 20. BeKa, Beh ga Iocroju KOHTHHYWTET WHTEPECOBamba 3a
JKEHCKYy MOHAIIKY KyJITypy Beh oa BpemeHa mpBor Tajaca GeMUHH3MA,
OIHOCHO Jpyre IIOJIOBUHE 19. Beka. M3 TOor mepuoaa IOTHYE paj
Oputancke wucropuuapke u cudpaxerkume Jinne Exkencrun (Lina
Eckenstein), ksura mos HacioBoM Woman under Monasticism: Chapters
on Saint-lore and Convent Life 500-1500 AD [,KeHa 107 MOHAIIITBOM:
IIOTJIaB/ha O CBETAYKOM IIpEZatby U MaHACTUPCKOM KHBOTY, 500-1500 H.
e.“]l. Nako je y oBoj kwu3u omiomak nocBehen Xwuierapys HeBesHK,
3HayYajaH je OBJle 3acTYIUbeH paHu GEMUHUCTHUYKUA JUCKYPC O
CPEIOBEKOBHOM KEHCKOM MOHAIINTBY yoIITe. 3a EKEHCTHH, >KHBOT
CpeIlbOBEKOBHIX MOHAXHEba IMPEJCTaB/ba y30p 3a JIEBETHAECTOBEKOBHE
JKeHe U Ta/la HAcTajyhu KeHCKH HOKpeT: ,[IpaBo Ha camocTasaH pa3Boj u
JIPYIITBEHY OJITOBOPHOCT KOje JlaHAIllIha KeHa TaKO YIOPHO TpaXkd, Ha
MHOTO HauyWHA YIOPEAWBO je ca MPaBOM KOje je JKeHaMma Ipe XWbamy
roguHa o0e3behuBao manactup.“ (Eckenstein, 1896: ix) Tume mouunme
JMIUCKyp3WBHA peuMarvHallfdja KEHCKOT MOHAIITBa Kao IojaBe ca
MOTEHIWjaTHO (HEMUHUCTHYKUM IpeA3HAKOM — TII0jaBe Koja je
cyOBep3MBHA CaMUM THM IITO KOHCTUTYHWINIE MPOCTOP 3a CaMOCTAJIHO
JIeJIOBAlbe KEHA YHyTap OKBHpPA AaHAPOLEHTPUYHO CTPYKTYPHICAHE
IIPKBEHE U MOHAIIIKE XHjepapxuje.

[MorennujayHa CyOBEP3UBHOCT JKEHCKOT MOHAIINTBA U KEHCKE MUCTHKE
IIpeIo3Haje ce U 'y caBpeMeHUM KBUP YHTAlkUMa. Y BHUMAa ce caMa BepcKa
MUCTHKA IIPEJICTaB/ba KAa0 ECEHIMjaJIHO queer YCJIEA CBOje JPYTOCTH,
HEU3PEINBOCTH M TPAHCIEH/IEHTAJTHOCTH Y OJTHOCY HAa BEPCKY MHCA0 U
npakcy riaBHor toka (Chewning, 2006: 70). OBo momatHo omoryhaBa
jE3UYKH M3pa3 CBOJCTBEH TPAMUIUjH MHCTHKE — HE caMO XpHIIThaHCKe -
KOju je y BepOaysim3alliju MHCTHYKOT UCKYCTBA U HEKOHBEHIIMOHAJHOM
n3pakaBamby MOOOKHOCTH YECTO OKPEHYT TeJIeCHOM, UYyJIHOM U
CEeH3yaJTHOM, YK/byuyjyhu ejieMeHTe KOju Ce CaBPEMEHHM YUTAOI[Ma
MOTy YMHUTU XoMoepoTckuM. Kaga je peu o Xunperapa u3 Bunrena, y
XOMOEPOTCKOM KJbydy TyMaude e Pa3JIUYUTH CETMEHTH HHeHOT
CTBapaJIAIITBA, HA CJIMYAH HAYMH Ha KOjU C€ KBUPYjY TEKCTOBHU I10jEeUHUX
JIPYTUX TPEeICTAaBHUKA U IIPEJICTABHUIIA CPEJOBEKOBHE MUCTHKE.
[Tukiyc weHe JIUTYPrUjcKe moesuje nocsehene boropoaunu Tako ce yuTa
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Kao MCKa3 ,TeJIeCHEe U JYXOBHE XKyZAibe mpeMa Mapuju” (Summers, 2004:
122), a [eJIOBU IbeHE KOpeCcHoHAeHnuje yryheHe keHamMa Kao
SndpoBame eporcke uexkibe” (Schibanoff, 2000: 367). Ilopen aemoBa
TEKCTYaJIHOT MaTepHjajia, JecTo ce HaBOAM XWIJEerapAuH OJHOC ca
monaxuboM Puxapauc (Richardis), meHom mTHheHHIIOM, KOjU ce
HEpEeTKO OmIHcyje kKao ye36ejcku win canduuku. Mako HeMa fokasa 7a je
BUXOB OZHOC 610 Ha OWJIO KOjU HAYWH TPAaHCIPECHUBAaH, HUTU je IpeMa
JTOCTYITHUM HM3BOPUMA TAKO JIEJI0BA0 IbUXOBHM CaBPEMEHUIINMA, ajIy3uje
u npude o Xwiazgerapa u Puxapzauc kao spybaBHUIIAMAa 0CAMOCTaJbYjy ce
Kao JIEKOHTEKCTyaJIM30BaH HapaTHUB U 00e30ehyjy Xwuimeraps mecto y
caBpeMeHOj (PEMUHHCTUYKO] M KBUP IyOJUNVICTULIV, HA WCTU HAYMH HA
KOjH je TO CIy4aj ca IOjeJUHUM JPYyTMM MMEHHMa PaHOXPHUIITNAHCKe U
CpeIFlbOBEKOBHE UCTOPH]E.

OBakBa uyHTarba MOTY Ce Ha3BaTH CEJIEKTUBHUM, CBAaKaKO y CIIy4ajy
Xwgeraps, ¢ 063UpOM /1a MOCTOje EheHH Maibe MOMHEbAHU U MO3HATH
TEKCTOBU y KOjUMa H3HOCH CACBUM KOHBEHIIMOHAJIHE CPEHOBEKOBHE
CTaBOBE O XOMOCEKCYaJIHOCTH, a Koje Ou OW/IO TENmIKO YHWTaTH Kao
adupmaTuBHe. FbeHna mpBa Kmura 60kaHCKUX o0jaBa, Scivias, cazpKu
JIy?’Ky IeJIMHY KOja TpejicTaB/ba OIITAp HAIaJ Ha OHe KOju Satanam in
perversitate sua turpissime subsequuntur (,cimeme COTOHY y CBOjOj
O/IBpaTHOj u3omaueHoctu”; Scivias 2.6). IToce6Ho ce ocBphe Ha JkeHe:

Sed et femina quae has diabolicas artes rapit quod se virili officio cum altera
femina conjugari simulat, vilissima in conspectu meo apparet, simul et illa quae se
huic in tam contumelioso facinore subjicit.

A >keHa Koja je KpeHysa aBosbUM myTeM, Koja M3UTPaBa MYIIKapIia y OJHOCY ca
JIDYTOM 3KEHOM, YMHU MU C€ HAjIIOKBAapEHUjOM, Ka0 M OHA KOja joj ce y Tako
CcpaMOTHOM HeJiesTy moTuuisasa. (ibid.)

IIpyro oGjaimere je Za ce He pajud O CeJeKTUBHOM dYWTamy, Beh o
HeIO3HaBaky XWierapAnHNX U3BOPHUX TEKCTOBA, O/ KOJUX MHOTH HUCY
JIOCTYIIHH Y CAaBPEMEHHUM IIPEBOJIMIMA, T€ HCKJbYUYHMBOM OCJIarbamy Ha
CaBpeMeHy CeKyHJIJapHY JHUTepaTypy H3 KOje Cy MaxOM OICTpParbeHH
caZp)kaju Koju OM ce MOIVIM CMAaTpaTd HECHOJUBUM Ca IIPETXOJHO
nsrpaljeHUM ImpezcTaBamMa o Xuijeraps Kao (peMHUHHCTUYKO]j, OJTHOCHO
KBUP UKOHU.
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Jlo HapouuTe pelenIyje OBe ayTOPKe JT0JIa3u YHyTap jefHe pyre obacTy,
Takoh)e mpomCTEKJIe M3 KOHTPA-KyJITypHHX IOKpeTa 1960UX U ‘7OHUX:
€KOJIOTHj€e U H0j CPOJIHE €KO-TEO0JIOTH]j€e. JETHO O] Haj3acTy»KHUjUX UMeHa
3a momysiapusanujy Xuwigeraps n3 BuHreHa Ha €HIJIECKOM TOBOPHOM
noapydyjy je Metjy ®okc (Matthew Fox), 3aueTHHUK TeOJIOUIKOT IIpaBIia
[MO3HATOT Kao ,JyXOBHOCT crTBapamsa” (eHr. creation spirituality). Cam
mpaBar, kako ra Pokc Omucyje y CBOjUM KIHIaMa, OCJIama ce Ha
CpeIlbOBEKOBHY XPpUIMTNAHCKY MHCTUKY M MMeHa TOMyT XWJIZerapj, U3
Bunrena, Majcrep Exxapra u Llynujan u3 Hopuua, anu je nctoBpeMeHO
JTIyOOKO eKyMEHCKHU OPHUjeHTHUCAaH U OTBOPEH 3a MUCTHUKE TPAJHUIH]je KOje
MIOTUYY U3 APYTUX CBETCKUX PEJIUTHja, V3 HarJaIlaBame €KO-TEOJIOIIKIX
Tema. IIOjMOBHHMK JyXOBHOCTU CTBapama OJM3aK je KOHIeNITHMa
NIpUCYTHUM M KoJ Jpyrux New Age mOKpeTa y KOjUMa Ce WCTHYE
(eMHUHUHHN acneKT 60KaHCKOT, cBeTOCT Majke 3eMbe U UHTEPPEIUTHjCKU
yauBep3anus3aM. Kaza je peu o tymauewmuma Xwizgerapa us3 bunrena,
wmeHy Teosiornjy QPokc ommcyje kKao 3acHOBaHy Ha Myzapoctu 2 kKao
(emrHUHOM acnekTy BokaHCKOT; leHa MUCTHYKA HCKYCTBa JIOBOJE ce Y
Be3y ca MCcUX0-OU3NIKUM eeKTHMA jore; WIYMHHAIIH]e ca MAaHYCKPUIITA
BeHUX BU3Hja MPeJICTaB/bajy ce Kao MaHzase, ca ¢pyHKIHjOM KaKBy OHe
umajy y 6yausmy u ci. (Fox, 2012)

Tako npepaljene, mpencraBe o Xwijeraps /laJbe Hajia3e CBOje MECTO Yy
MyGIUIUCTUIY, TIOIYJIAPHOj IITAMIIK M Y HOBUM MeJUjUMa, TJie Ce IOJ
MarJOBUTUM TEPMHHOM ,MUCTHKA” Hajuenrhe mojjpasyMeBa HeKa BpCTa
caBpeMeHe CHHKPETHYKE JIYXOBHOCTH HCHPAKILEHE O] TPAAUIIOHATHOT
XpHUITNAHCKOT cajiprkaja. AKO ce y3Me y OO03Wp /[da BeJUKH Opoj
caBpeMeHMX 4YHTajana, 0apeM ca eHIVIECKOT TOBODHOI IOApYydYja, O
Xwunperapa u3 BuHreHa nmpBu myT ca3Haje U3 BUCOKOTHPAKHUX POKCOBUX
KEbUTA, WJIU ca OpOjHUX cajToBa U 6JI0TOBa MUCAHUX IO/, IOCPETHUM HJIU
HEMOCPEeJHUM YTHUIIajeM €KO-TEOJIOIIKUX YBUZA, IOCTaje pa3yMJbUBUM
New Age auCKypc KOjU /[JOMHUHHpA IIONyJIADHUM IIpeJicTaBaMa o
Xunperapa. OBAe je YOWBHBO KapaKTEPUCTHUYHO TMPEIUIUTAE TEK
[I0jeflUHUX eJleMeHaTa CpelHhOBEKOBHE MIUCTHKE €A CaBpPeMEHUM
apTHKyJaljaMa AyXOBHOCTHU U JPYIITBEHOT aKTHBU3MA, YKJbydyjyhu u

2 TpagunronanHo ce auk MyzipocTty, yecT y XuiJlerapiInHUM TeKCTOBUMaA, TYMadu Kao
B/ Fb€HOT OCJIatharha Ha CTapo3aBeTHE MypocHe Kibure. (Kuexxesuh, 2011: 103)
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roToBo HensbexkaH KoMepruujagHu cmoj ca lifestyle u  wellness
WHyCTpHjaMa.

Ilok Tpajy TeopHjcKe pacmpaBe O TeoJOmKOM, GUIO30(PCKOM WK
YMETHUYKOM JIONPUHOCY XWIZIErap[IHOT KOpIyca Kao u Moryhum
HU/IEOJIOMIKUM U (KOHTPA)KYJITYPHUM IIpei3HAIMa Koje 61 OHO MOIJIO Ja
HOCH, OHO II0 YeMy je OBa ayTOpKa JJaHAC HAjIIO3HATHja y IOIYJIApHO]
KYJITYPH jeCTe FeHO JIeJI0Bale Kao UCIleJnTe/bKe U TpaBapke. OJ mpBux
mefieceT HacjaoBa mocBeheHux Xwiizeraps Ha TVIOOQTHO] WHTEPHETCKO]
KIbMKapu AMa30H, Y TPEHYTKY MHCAlba OBOT Pa/ia, HajMame YeTBPTHHA je
13 00J1aCTH TOIyJIapHe M XOJIMCTUYKE MEJUIIMHE, CA HACJIOBHMA IOIYT
“St. Hildegard of Bingen’s Nutrition: Spelt the Super Food” [,/cxpana cs.
Xwunperapa on bunrena: Cmesnra, cynep xpana“], “Hildegard’s Healing
Plants” [, Xunnerapgune uctespyjyhe ouspke”], “From Saint Hildegard’s
Kitchen: Foods of Health, Foods of Joy” [,,13 kyxutbe cBere Xuiaerap/:
XpaHa 3/IpaBjba, XpaHa PAaJOCTU‘]; YaK je W EHIJIECKU IIPEBOJ HEHOT
MeIUIIITHCKO-TEOJIOMIKOT TekeTa Causae et curae o6jaBibeH IO HACTIOBOM
“Holistic Medicine” [, Xonauctuuka wmeaunuua“] (Bingen, 1994).
Komepuujanusanuja Huje orpaHUYeHa HA TPIKUIITE KIBUTa: JOCTYIAH je
YHUTAaB HHU3 IpexpaMOeHHX IPOM3BOZA U CyIUuleMeHaTa OasupaHUX -
CTBapHO WM HABOJHO - Ha XWIZIETap/INHUM PEIENTUMa, Y TPOU3BO/IEbU U
JUCTpUOYIIMjU HU3a KOMIIAHHWja 3a 3/IpaBy XpaHy KOje YeCcTO CaJipiKe
ymnpaBo XwiserapAuHO UMe y CBOM HAa3UBY: Of y/ba U TUHKTYpPA, IPEKO
yajeBa J0 cyma. JeHa O/ HHHUX Y OIKCYy CBOje JIMHHjE ITPOU3BOJA
Xuserap/ omucyje Kao ,jeJlHy O] HajsHAuajHUjUX >KeHa cpejmer Beka”
KOja je uMasia ,,BU3Ujy 3ApaBor kuBoTa” (Sonnentor, 2016). Y THIHUYHO]
IIpe3eHTalldjl jeJlHe Jpyre KoOMIIaHWje, XWJjerapj je [AoBeleHA ¥
HENOCpeJHY Be3y ca  aJTepHATUBHUM ¢opMamMa  JyXOBHOCTHU:
»3aXBaJbyjyhil CBOM XOJIMCTHYKOM U IIPUPO/IHOM IIOIJIEAY HA JIEUerhe, Kao
U CBOM CTaTyCy MECTHUYapKe, Xwierap/ je mocrana Gurypa of BEJTHKOT
MoIITOBama yHyTap caBpemMeHor New Age nokpera” (Gutsmiedl, 2016).
OBZEe je ped O CacCBUM CEJIEKTUBHOM IPHUCTYNy XWIJerapAuHUM
MEIUITUHCKAM ydYemhHMa, Koja Cy y OCHOBH HEPA3/IBOjUBA O] IHEHE
MOGOKHOCTH U TPAJUIMOHAIHUX XPUITNAHCKUX MPHUCTYIA JTyXOBHOM H
TEJIECHOM HCIEJbEHY, a KOJU ce 3a MOTpebe CaBpeMeHOT TPIKHUINTA N
MOTIIYHO allCcTpaxyjy WX IIpeBOjJile Ha TepMuHe cBojectBeHe Iby Ejn
JTyXOBHOCTH.
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AnTepHaTHBHA TyMadema XWIZETapAUHOT KUBOTA U JieJla 0/Ipa3iuiia cy ce
U Ha JI0 cajia jeanHu urpaunu ¢uiM noceeheH woj, o HazuBoM Busuja -
u3 scusoma Xundeeapd us buwneena (Vision — aus dem Leben der
Hildegard von Bingen) mo3Hate HeMauke peauTesbke Maprapere (o
Tpore (Margarethe von Trotta), u3 2009. roguse. Ilopes mpucycrsa
onpeheHnx aHaxpoHU3aMa, IPUMETHO je a ce GUiIM Koju ce 30Be Busuja
3ampaBo Bpyo Mayo 0aBu XwierapAuHUM BH3HWjaMa W HHUXOBUM
caap:kajem. Pokyc ¢puiMa je Ha Ipe/CTaB/balby XUIerap/ Kao CHaKHe,
caMOCTaJIHE JKeHe KO0ja, YIPKOC JKEeCTOKOM IIPOTHUBJbEWY U
OMaJIOBaKaBamwy O CTpaHe I[PKBEHHX ayTOPUTETA, OCHHUBA CAMOCTAJIHE
JKEeHCKe MaHACTHpe W YBOJAU V bHUMa pasinuure wHOBaruje. IlocebnHa
makmwa InocBeheHa je HWEHOM KpeaTHBHOM O0aB/bely MEIUIMHOM H
My3ukoM. Y oapehenum dirembekoBuma aat je ocBPT Ha XwiierapInHO
JleJIOBae U Ha HEKOJIMKO KapaKTEPUCTUUHUX €IM30/Ia U3 HeHOT KUBOTA,
npu yeMy ce GUIM 3aBpIraBa XWIIETapJUHUM O/JIACKOM Ha NIPBO Of
IBEHUX PaHUje IOMEHYTHUX ITPOIIOBEJHUYKIX ITyTOBAKhA, IPUKA3AaHUM Kao
BUJI OZB’KHOI' IIOMepama PO/IHO JleTeEPMUHNCAHUX rpaHHna. Busuja Ha
KOjy ce ajyaupa Kpo3 Iieo GWIM HHUje XWijerapfujaHcka BHU3Hja
002KaHCKOT OTKPOBEHA, Beh BH3Mja KEHCKE eMaHIMIAIUje U3 pakypca
Jpyror Tajaca ¢demuHusaMa. Ha To ymyhyje u cama penuTespbka Koja
IIoYeTKe CBOT MHTepecoBama 3a Xwijeraps u3 bunrena somnupa y 1970-te
TrOAVHEe, BPEME PEeOPraHU30Bama KEHCKOT IIOKpeTa M TajJa aKTyeJIHe
adupmanuje 3a00paB/bEHHX HMeEHA JKEHCKEe HCTOpHje, y IOTpa3u 3a
ncTopujckuM npereyama u ydopuma (Medievalists, 2010).

Kao u HajBehu neo akTyesHe HeakazeMcKke JUTepartype 0 Xuiaerapia U
MIOIyJIapHUX penpe3eHTallkja, ¥ 0Baj (PUIM je TeMe/bHO MpEeUHuIneH of
HCTOPHjCKO-0noTpadCcKUX ejeMeHaTa KOju HUCY M0 caBpeMeHoM yKycy. C
003upoM Jla JKeHaMa Taja II0 IpaBWIy HHje OWJIO JI03BOJBEHO 1A
MIpoTOBe/ajy, XuijerapuHa MpPOIOBEHUYKA IIyTOBAamba CTAaBJbeHA CY Y
KOHTEKCT HeHe (PEMHHUHOCTH, KAao IPUMEpP OJ[BAXKHE TpaHCrpecuje
POJTHUX OTrpaHHuera. Y GUIMYy ce He IMOMHUIbE /1A je Taj acIeKT EbeHOT
JleJIoBalka OWO JHUPEKTHO yrepeH mnpotuB Karapa kao jeqHe Bepcke
MambuHe Koja he HamocyieTKy OuTH OpyTajHO YryIlleHa Ha jeaHOM O/
MIOTOUX Tajaca BePCKe HETPIIEeJbUBOCTH, YMjeM 3aMaxy je Xuiierapn
HEIMOCPETHO U C €HTY3Hja3MOM JIONPUHOCHIA. VICKYCTBO XPOHUYHE
boJtecTH Koje je, Kao IITO je MIO3HATO U3 U3BOPHOT MaTepHjaia, yMHOTOME
00€eJIEKUII0O EbE€H KUBOT, y QWIMY je IpeJICTaBJheHO Kao HeKa BpCTa
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cuMyJanyje — JIyKaBCTBA y IIW/bY IIOCTH3alba CACBUM IPAarMaTUYHUX
nwbeBa. HbeH oHOC ca MoHAXUKHOM Puxapauc, nako y GpUiIMy CynTHIIHO
IIpeJICTaB/hbeH, Ha Tpary je HOBHje JIUTEpaType Yy KOjoj ce ajayAaupa Ha
XunperapauHo Je3bejerBo. KoHauHo, amaxpoHmsaM mocebHe BpCTe je
mTo je y upatehem mpomMoTHBHOM Martepujasly MpOAYIIEHTCKe Kyhe
Zeitgeist Films Xwimerapsn HasBana, m3Mel)y OCTajor, ,eKOJIOIIKOM
aKTUBUCTKUIOM.” (ZeitgeistFilms, 2009)

®uim Busuja — u3 smcusoma Xundeeapd u3 BuHeena Tako mpefcTaBiba
WIYCTPATUBHY CHHTE3y CaBPEMEHUX, IOIyJapHHUX I[PEICTaBa O OBOj
CpeIEbOBEKOBHO] MUCTHYAPKH, MOTEHITMpajyhul KapaKTEPUCTHYHA MeCTa
U3 meHe Omorpaduje M KIIDKEBHHUX JleJla KOja Cy Off MHTepeca 3a
caBpeMeHy IMyO/IHKy (IIpe cBera oHa ca eMaHI[UIIATOPHUM MTOTEHIHjAIOM),
JIOK ce mpeBulajy cBa OHA Koja OW ce W3 JlaHAIIbE MEPCIEKTHBE MOTJIa
VUAHUTH  HEMOXKe/bHUM, 1ab0 pasyM/bUBUM HWIH  [TOJUTHYKH
HEKOPDEKTHUM, Kao IITO cy XuerapJuHa MUCTHYKA HCKYCTBAa, heHa
KOH3epBaTWBHA XpHUIThaHCKA €THKA WIM TEOIeHTPUYHA CJIMKA CBETA.
Tume ce cTBapa U JlaJbe IMPEHOCHU PpeIpe3eHTaIja Koja MHOTO BHIIIE
TOBOPH O JAOMHHAHTHHUM BpPEJHOCTHMA CaBpPEMEHE CEKyJIApHE KYJITYpE,
HEro o ayTeHTH4YHO] Xwijeraps u3 DbBuHreHa, WHeHOM BpEMEHy U
yBepewmHuMa. Jom je moueTkoM 1980-ux, MenujeBucra Ilutep IpoHke
(Peter Dronke) mpumertuo je fa 3a Behu /1eo XuiierapJuHOT KOpILyca He
MOCTOje HU KPUTHUYKA M3/1atha, HU DUITIOJIOIIKE CTyAHje y KojuMma Ou Omia
TeMeJbHO oOpaljeHa muTama jesuka, ctusia u ussopa (Dronke, 1984: vii), a
Ta mpuMeznba 106pUM AeJIOM BaXKU U JaHAC. YIPKOC, WJIM MOXK/IA YIIPaBO
3axBasbyjyhu ToMe, HempeKuJHO pacre Opoj HacjoBa y KojuMa je
Xwunaperapa mprKazaHa Kao 3arOBOPHHUIIA HAjpa3IUYUTUjUX CABPEMEHHX
CTAaHOBUIITA, H/eja U MPAKCU U TO JI0 Te Mepe Ja ce, MpeMa pednMa
Teptpyn Ilepon Jlyuc (Gertrud Jaron Lewis), Xusierapinta fiejia JjaHac
SIIOIYJIapU3yjy M IOTPEIIHO TyMade /0 Hempemno3Hat/buocTH.” (Lewis,
2006: 330)

CaBpemeHa pellenIyja HEHOT CTBApaJAIlITBA MOXKE Cce IOCMATpaTH Kao
npuMep Hacseha-y-Hacrajamby: CTBaparmba HOBHX HapaTHBa Ha OCHOBY
npoOpaHux, AEKOHTEKCTYaJTHU30BAHUX eJieMeHaTa CHUPOBE TEKCTyasiHe
rpafje. 3axBaspyjyhul JOIPUHOCY AITEPHATUBHUX YUTAHA, O] KOJU CY OBJIE
u3aBojeHa camMo (HEeMHHUCTHYKA, KBUP M €KO-TEOJIOIIKA, XUJJerapy w3
BuHreHa, y pasJMuuTUM peBu3HjaMa J100Hja CBOje MECTO U § CABPEMEHO]
MOITyJIAPHOj, Kao W IOTPOIIAYKOj, KyJATypH. IbeHO cTBapasamrTBo
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TIpeBpeHYje ce y CKIaay ca motpebamMa HOBUX 3ajeIHUIIA U JIPYIITBEHUX
[IOKpeTa KOju U y eJIeMEHTHMa CpehbOBEKOBHOT Hacieha Tparajy 3a
CBOjUM HCTODUJjCKUM yTeMe/belheM WIN y3opuma. JlofaTHO, MpUMep
Xunperapn u3 buHreHa mokasyje Kako ce CpeJOBEKOBHA MUCTHUKA,
3axBasbyjyhul CBOM HEKOHBEHITMOHAJTHOM U3pa3sy, MOoKa3yje Ka0 HapOUUTO
Io/lecHAa 3a PEBUBMOHUCTHYKe uHTepmperanuje. OBe 06e36elyjy mape
IIPEHOIIEhe OBOT 3HAYAJHOT JIeJla CPEAbOBEKOBHOT HEMATEPHUjaTHOT
Hacseha, majyhum My HOBUM JKMBOT y 21. BEeKy, aJili Ha HA4YHUH KOjHU je
dparmenTapaH, BHUCOKO CeJIEKTHBAH U wuzeosiomku 3acuheH. Ocrtaje
YyTHCAK /1a TeMeJbHE TOPYKEe U CMHCA0 CPEJIbOBEKOBHE JKEHCKE MUCTHUKE,
mapajioKcajHo, YIIPABO yCJIe[ HOBHje IOIyJapu3alyje W Ja/be O0CTajy
lingua ignota.
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LINGUA IGNOTA: NPEBPEAHOBAHE CPEAHOBEKOBHE YXEHCKE MUCTUKE Y
CABPEMEHOJ 3AMNAHOJ KYJITYPU

Summary: RE-EVALUATION OF MEDIEVAL WOMEN’S MYSTICISM
IN CONTEMPORARY WESTERN CULTURE

The aim of this paper is to evaluate contemporary reception of works of medieval
women mystics — a long neglected corpus of medieval literature that is now
attracting ever greater attention, not only in the academe, but also in the broader
culture in the West. Most of them forgotten for hundreds of years, these texts
began to gain new audience in relatively recent times thanks to new translations
into modern languages. Given the nature of these texts, their conceptual
interconnectedness with the medieval worldview, and the complexity of the ideas
they embody, one needs to examine how the key concepts of medieval women’s
mysticism have been rendered within the contemporary post-Christian, and post-
modern context, not excluding the import of popular culture. Beginning with the
premise that no text is read in a vacuum and that translations are not immune to
cultural bias, the paper will use the example of the 11t century author Hildegard of
Bingen in order to outline different interpretative approaches, linking them to the
trajectories of current cultural and ideological divides. In a wider sense, this
analysis can serve both as an assessment of translatability of medieval religious
culture in general, and as an overview of its transformation into notions
compatible with various contemporary standpoints and interests.

Keywords: Hildegard of Bingen, medieval mysticism, literary reception,
contemporary culture.
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PRIPOVEDACKI POSTUPCI U GRAPENJU MUSKIH I
ZENSKIH LIKOVA U PROZI ERNESTA HEMINGVEJA

Originalni nauéni rad

Sazetak: Ovaj rad se bavi istrazivanjem pripovedackih postupaka koje je Ernest
Hemingvej koristio u stvaranju svoje proze, a koji su sluzili za razgradnju tema
koje su ga najviSe preokupirale — teme rata, ljubavi, straha i smrti. Korpus c¢ine
romani Zbogom oruzje, Sunce se ponovo rada, kao i kratka pri¢a ,Macka na kisi“.
Analizom korpusa, pokusacemo da damo odgovore na pitanja kakve izbore pravi
autor kada je re¢ o nac¢inu pripovedanja, fokalizaciji, gradjenju likova, a paznja ce
narocito biti usmerena na preispitivanje musko-zenskih odnosa, koji su, narocito
od sedamdesetih godina XX veka, bili predmet opre¢nih misljenja knjizevnih
kriticara. Svoj, na neki nacin minimalistic¢ki, stil koristio je kao sredstvo za
bavljenje temama kriza i konflikata koji su sveprisutni u postupcima junaka
njegovih romana i prica.

Kljuéne reci: Ernest Hemingvej, narativne tehnike, subverzivnost, musko-Zenski
odnosi.

Uvod

Ernest Hemingvej je jedan od najznacajnijih americkih proznih pisaca,
esejista i predstavnika americke knjiZzevnosti koji je svojim stvaralastvom,
idejama, i Zivotom uopste, ostavio neizbrisiv trag u drustveno-kulturnim i
knjiZzevno-umetnickim okvirima. Stil pisanja Ernesta Hemingveja odlikuju
kratke, izjavne recenice, jednostavni dijalozi, namerno izostavljanje
pojedinih redéi i pazljivo birani detalji koji postaju klju¢ni za krajnji efekat
price. Takav nacin pisanja ovaj pisac je usvojio dok je kao novinar radio za
Kanzas Siti Star i Toronto Dejli Star. Do pravog znacenja Hemingvejeve
proze dolazi se putem dijaloga, kroz akcije junaka, kao i kroz ti§inu koja
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vlada izmedu njih. Potiskivanjem ideja i motiva, Hemingvej nas vodi u
dubinsku strukturu dela. Naglasak u njegovom stvaralastvu je na
sazimanju, jezgrovitosti i jasnoéi izraza. Hemingvej je u svojoj prozi
naglasavao potrebu da se u tumacenju knjizevnog dela moramo udubiti u
samo delo i pokusati da probijemo ,ledeni breg” koji skriva nepregledno
prostranstvo znaéenja koja je nemoguce uoéiti na prvo citanje.

U ovom radu se, pored pripovedackih postupaka, istie i znacaj Zenskih
likova, s ciljem da se prikaze kako je psiholoska i emotivna marginalnost, a
ponekad i nevidljivost zenskih likova, vaZan element ne samo
karakterizacije, ve¢ celokupnog shvatanja Hemingveja kao ,maco” pisca,
koji je postao poznat ,zahvaljujuéi agresivnom eksponiranju svoje liénosti”
(Gordi¢, 1995: 45), a zbog Cega je dolazio u sukob sa kriticarima, narocito
sa feministickim kriticarkama. PokuSavaju¢i da razume nacine na koje
pisceva biografija utice na svest ¢itaoca, ruski formalista Boris Tomasevski
navodi kako je jednom knjizevnom kriticaru potrebna biografska legenda
koju je izgradio sam autor (Tomashevsky, 2002: 55). Ponekad je tesko
odvojiti pisca i njegovo delo od legende koja kruzi oko njih. Hemingvej je
stoga insistirao na posebnoj vrsti prerade i preoblikovanja Zivotnog
iskustva u umetnicko delo. Time ispri¢ana prica postaje deo Citaocevog
iskustva i se¢anja (Samson, 1995: 883).

I zaista, mogu se uocliti brojna podudaranja izmedu zivota Ernesta
Hemingveja i njegove proze. Hemingvejevo rano stvaralastvo bilo je pod
snaznim uticajem iskustava koja je doZiveo u Prvom svetskom ratu, kao i u
ratovima u kojima je potom ucestvovao. Hemingvej je jednom prilikom
izjavio da su tri stvari izvrSile najveci uticaj na njega i oblikovale ga kao
liénost i kao umetnika. To su: Mark Tvejn, Biblija i rat. Nesumnjivo je da
su iskustva iz rata ostavila najdublji trag na njega, iako ih nije iskusio kao
vojnik, ve¢ kao novinar, izvestavajuci sa ratista.

Tema smrti bila je jedna od njegovih doZivotnih fascinacija. Kroz zZivot ga
je vodila snazna strast prema ribolovu na otvorenom moru, lovu na divljac,
boksu, borbama s bikovima, ratu, i konaéno — smrti. U mnogim
slucajevima Hemingvej izbegava da direktno opisuje nasilje. On stvara
ratne price bez pomena rata u njima, ali smrt je uvek prisutna u svesti
njegovih junaka. Kako u sluc¢aju teme rata, tako i u slu¢aju uvek prisutnih
razmatranja li¢énih odnosa, skucenost podacima sluzi da se naglase slozene
emocije koje se kriju iza postupaka junaka. Takode, ovakva jezicka
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skucenost otkriva teskote u komunikaciji koje sa sobom nose takva
iskustva.

Kako je primetio Skot Donaldson, veéina likova u pricama koje je
Hemingvej napisao pati od ,skopofobije”, tj. nadvladani su strahom od
toga da ih drugi posmatraju (Donaldson, 2003: 128). Ova averzija je
narocito primetna kod muskih likova. Odsustvo odluéne muske figure i
degradiraju¢a predstava muskaraca u Hemingvejevim priéama moze
izgledati ¢udno onima koji ga slave kao ,maco“ pisca i koji od njega
oc¢ekuju da kao takav koristi zenske likove kao sredstvo za postizanje li¢nih
ciljeva svojih muskih saputnika.

U delima ovog pisca odnosi izmedu muskaraca i Zena zasnivaju se na
retkim opisima i dijalozima. U njima se likovi direktno obracaju jedno
drugom, bez okoliSanja. Uvijeni su u tiSinu koja prozima i najintezivnija
osecanja i ¢ini da reéi utihnu.

Pripovedacki morfosintaksicki obrasci

Ernest Hemingvej je uspeo da svojim svedenim jezikom docara kako
fizicke prostore, tako i psiholoSke karaktere svojih junaka. U pisanju se
drZao reda i ritma kojim bi uspeo da oslika onu pravu situaciju koja bi u
¢itaocu uspela da izazove osecanje koje je i on sam doziveo.

I pored kritika na ratun neprekidne potrebe za tehnicki savrSeno
oblikovanim radom, Hemingvej se drzao vrlo strogog reda, u kome je
narocitu paznju posveéivao imenicama, koje su kao vrsta reci najefikasnije
sredstvo za evociranje predmeta. David Albahari je primetio da Hemingvej
imenice vezuje veznicima, kako bi u svoje price ukljucio i vreme i trenutak.
Tako njegova dela obiliju stilskim figurama polisindenton i poliptoton, tj.
prisutna su bezbrojna ponavljanja veznika i ponavljanja istih reéi, kao Sto
su ,i” i ,sad”. Tako je uspevao da odredene predmete stavi u srediste
paznje, a potom, ponavljaju¢i imenicu, postavio bi ih u neki novi
izmenjeni odnos. Na ovaj nacin bi izazvao oseéanje toka i diskretno
nametnuo svoju linearnu sintaksu, punu nagove$taja i evokativnih
elemenata. U jednom od svojih poslednjih objavljenih intervjua, na pitanje
da li pre u delu nagovestiti ili odmah dati samu ¢injenicu, Hemingyvej
odgovara:
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Od stvari koje su se desile i od stvari koje postoje i od svih stvari koje znate i svih
onih koje ne mozete da znate, vi stvarate nesto pomoéu svoje invencije Sto nije
prezentovanje nego potpuno nova stvar, istinitija od svega istinskog i Zivog, i vi to
stvarate Zivim, i ako je [to Sto] uradite zaista dobro, dajete mu besmrtnost. Zbog
toga covek i piSe, koliko ja znam, ni zbog ¢ega drugog. A Sta da se kaze o svim onim
razlozima koje niko i ne zna? (Albahari, 2014)

Hemingvejev strukturni obrazac podrazumeva takozvanu grani¢nu
situaciju, u kojoj dolazi do sukoba i gde se naglasavaju razlike. Veoma
éesto se u centru zbivanja nalazi rat, ali ne i nuzno, pa se u ovoj funkciji
javljaju i neke sasvim obi¢ne teme. Ponekad nam se ¢ini da nema nicega
Sta Sto bi junaka moglo dovesti u konflikt, ali do konflikta ipak dolazi, i to
kao posledica razli¢itih psiholoskih karaktera junaka i principa koji oni
utelovljuju. Ovakvi sukobljeni principi predstavljaju uporiste za strukturu
price, a sama struktura predstavlja konstrukciju preko koje Hemingvej
razapinje mrezu simbola (Gordi¢, 2000: 195).

Ono sto Hemingvej Zeli da postigne u svojim romanima i pri¢ama, jeste da
re¢ima evocira dogadaj, a ne da ga opise. Njegov cilj je da ¢itaocevoj paznji
nametne sam prizor, dok bi on kao pripovedac ostao diskretan i povucen.
Kako bi ostvario taj cilj, Hemingvej konstruise novu teoriju, koju je izloZio
u svom eseju iz 1959. godine, ,,Umece kratke price” (“The Art of the Short
Story”). U osnovi ove teorije nalazi se princip ledenog brega, koji oslikava
tenziju redukcije. Princip ledenog brega podrazumeva ,dostojanstveno
kretanje ledenog brega, koje zavisi od samo jedne njegove osmine koja se
vidi iznad vode® (Gordi¢, 2000: 32). Hemingvej navodi da je kod
izostavljanja vazno voditi racunja o dve stvari: ,,Ako izostavite vazne stvari
ili dogadaje koje znate, prica postaje jaca. Ako izostavite ili preskocite
nesto S$to ne znate, prica ¢e biti bezvredna® (Ibid: 32). Hemingvejev cilj je
»0setiti viSe nego razumeti® (Ibid: 129), Sto ¢e kasnije u radu biti prikazano
na primeru pri¢e ,Macka na kisi“. U postizanju tog cilja Hemingveju
pomaze i vesta upotreba jukstapozicije, koja se zasniva na izostavljanju
bilo kakvih spona izmedu naporedo izloZenih konkretnih slika, $to mu
omogucava da ostane u senci svoje price. Upotrebom jukstapozicije i
metonimije, ukinut je piS¢ev komentar i prizori su pusteni da govore sami
za sebe (Ibid: 129)
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Kreiranje musko-Zenskih odnosa

Mnogi kriticari, poput Leslija A. Fidlera i DZudit Feterli, zamerali su
Hemingveju nacin na koji je su svojim delima prikazivao Zene i njihove
veze sa muskarcima. Ovo narocito dolazi do izrazaja nakon objavljivanja
romana Zbogom oruzje (A Farewell to Arms) iz 1929. godine. Muski likovi
su prikazani kao avanturisti, egocentricni i nezavisni, dok su Zene
prikazane kao duboko frustrirane, ranjive, izolovane od ostatka sveta i
otudene od muskarca sa kojim dele Zivot.

Ove razlike medu polovima dovele su do brojnih optuzbi za negativan
stereotip prema Zenama u Hemingvejevim takozvanim ,muski-
orijentisanim romanima”. U svojoj knjizi Ljubav i smrt u americkom
romanu (Love and Death in the American Novel), Lesli A. Fidler opisuje
Hemingvejeve Zene kao ,nepromisljene, krhke i podredene, toliko da nisu
dostojne semena koje bi u njima ostavio muskarac” (Fiedler, 1966: 318).
Fidler vidi Hemingveja kao pisca koji daje prevlast muskim likovima, dok
Zene prikazuje previse apstraktno.

Feministkinje su kritikovale Hemingveja zbog toga Sto je Zene podelio u
dve kategorije: ,zene kucke”, kao sto su Bret Esli i Margot Makomber koje
LStroje” svoje muskarce, i Zene koje su ,,projekcija muske erotske fantazije”
(,Zene andeli”), a koje su mile i pokorne, kakve su Ketrin iz Zbogom oruzje
i Marija iz romana Za kim zvono zvoni. Njihova potcinjenost ,dostojnom”
muskarcu vredna je divljenja, i one postaju iskreno sreéne samo onda
kada svom saputniku mogu da se prikljuce u lovu, na putovanjima, u baru,
ili na frontu.

Virdzinija Vulf je, i pored pohvale za neosporni talenat i lepotu stilskog
izraZaja, Hemingveju zamerala ,samodovoljnost” muskog sveta (Lynn,
1987: 369). Slicno, Dzudit Feterli pokazuje na primeru romana Zbogom
oruzje da smrt Zene u pri¢i za Hemingveja znaéi oslobadanje od
odgovornosti muza i oca (Fetterley, 1978: 60), ¢ime implicira da su
muskarci najsre¢niji bez Zena. Lesli Fidler istice da Hemingvejevi junaci
koriste ribarenje i odlazak u rat kao izgovor za izbegavanje obaveza koje sa
sobom nosi Zensko prisustvo, a da Hemingvej ,,ne zna $ta da radi sa svojim
Zenskim junakinjama, osim da ih odvede u krevet” (Fiedler, 1960: 305).
Na ovaj nac¢in Hemingvej gradi svoj ,maco” imidZ i njegova dela odisu
sjakim osetajem muske prisnosti i drugarstva” (Ong, 1995: 50). Njegovi
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junaci Zive bez Zena i dece avanturisticki, a svoju muskost potvrduju
povrsnim vezama sa razli¢itim junakinjama.

Sve ove karakterizacije su samo neke od interpretacija onoga kako je
Hemingvej stvarao odnose izmedu svojih muskih i Zenskih likova. Njegovo
pisanje se analizira kao knjizevni diskurs koji je obeleZen rodom. Pri tome
njegova razmiSljanja o rodu i seksualnosti nisu nuzna samo za
razumevanje podsvesnih teznji autora ili njegovih junaka. Ona su vazna za
razumevanje predmeta interesovanja pisca koji je u svoje delo uveo teme
seksualnosti i rodnog konstruktivizma. Od pocetka do kraja svog proznog
stvaralastva, Ernest Hemingvej se posvetuje istrazivanju drustvenih
konstrukcija musko-Zenskih odnosa. Za njega princip ljubavi nikada nije
daleko od smrti. Moze se primetiti, medutim, da Hemingvej idealisticki
opisuje Zene u romanima i pricama koje obraduju temu rata, a realisti¢no
(i cini¢no) u romanima i pricama koje se desavaju u mirnodopsko vreme.
Njegova svest o smrti ga vodi do toga da u svojim delima nagoveStava da
viSe neznosti i romantiéne ljubavi proizilazi iz veée opasnosti od rata.

U vetem delu Hemingvejevog knjizevnog opusa moZe se primetiti
eksperimentisanje tehnickim i stilskim sredstvima, kojima je autor
pribegavao u formiranju skupa muskih vrednosti koje sluze za izgradnju
herojskog kodeksa, koji junacima ne dopusSta da krSe moralne norme.
Hemingvej je izricito cenio svoja iskustva iz rata, gde je mnogo toga naucio
o ljudima koji zive pod stresom. Stupio je na knjizevnu scenu u potpunosti
pripremljen za posao pisca, koristeéi svoj um koji ga je ve¢ upoznao sa
uspesima i neuspesima, isticuéi, uz cini¢no ubedenje, da mu se viSe nista
vazno u Zivotu ne bi moglo dogoditi, a Sto bi se po intenzitetu moglo
porediti sa uZasima rata.

Hemingvej se interesuje za ono $to pokrece ljudske emocije, a kako je rat
iskusio iz prve ruke, ¢ini se logi¢nim $to je u fokus stavljao rat i njegove
posledice, zahtevajuéi od ¢italaca da u sklopu tih uzasa preispitaju emocije
glavnih junaka. Tako spomenuti roman Zbogom oruzje donosi ep o smrti i
stavlja pred ¢itaoce slike besmisla rata, ratnih iskustava iz Italije, sliku
razocaranosti ratom, ali i romanticnu pri¢u o poru¢niku Henriju i
bolnicarki Ketrin. Ipak, iza apsurda rata i zla koje sa sobom nosi, izranja
optimisticna misao na kraju romana da ,,covek moze da bude unisten, ali
nikada porazen” (Diniz, 1980). Iako je Hemingvej za mnoge ¢itaoce vazio
za simbol americkog maskuliniteta, njegove price otkrivaju osetljivost
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prema emocijama i patnji onih koji su ucestvovali u ratu. Rat je iskoris$¢en
kao efikasna maska za prikrivanje osetljive strane ¢oveka, uopste.

Ljubavna pri¢a u romanu Zbogom oruzje otkriva opseg Hemingvejeve
zavisnosti nad ograni¢enim emocionalnim okvirom rata. Ovde pisac ljubav
kontrastira ratu prikazujuéi je kao idealizovanu emociju jedne idilicne
veze. Ove dve teme su spretno povezane u jedan tragi¢ni obrazac. Savrseni
primer je trenutak kada se Ketrin i Frederik nalaze u Milanu, gde se
njihova ljubavna veza prikazuje kao stvarna i jaka, samo na osnovu toga
§to ih okruzuju neprijateljske sile. No, uvidevsi da ga zahtevi price
primoravaju da ukloni ljubavnike, Hemingvej je nasao resenje u uvodenju
nasilja i tako dao poseban znacaj celoj pri¢i. Na taj nacin Frederik, umesto
da opravda emocije koje oseta prema Ketrin, stvara od njenog lika samo
apstrakciju tog se¢anja (Kumar, 2013). Frederik nije sposoban da svoju
bol i pric¢u iskaze. Postuju¢i kdd muske verbalne tiSine, nalazi se u procepu
i emotivno je umrtvljen. Ta umrtvljenost se vidi posle smrti Ketrin kad
»postaje isto tako tih kao ona”, naucivsi da ne oseca (Price Herndl, 2001:
49).

Jedan od najboljih kvaliteta poetskog izrazavanja Ernesta Hemingveja
jeste nametanje barijere izmedu njegovih muskih i Zenskih junaka, tako da
se onemogucava potpuna realizacija njihovih emocija. Na taj nacin sebe je
postedeo teskocée da ih predstavi kao potpuno stvarne, a njihove emocije
dramati¢no efikasne. Rat lezi u pozadini svih ljubavnih pri¢a i Hemingvej
nam prikazuje likove koji slobodno uzivaju u ljubavi kroz seksualni ¢in,
zadovoljavajuéi nasusnu potrebu uma i tela. Ba§ zbog toga nema mesta
dubljim osecanjima. O ljubavi Hemingvej kaze: ,,Svi ljudi pricaju o njoj, ali
oni koji su je osetili zauvek ¢e nositi oziljke na srcu, i ja ne bih vise trosio
vreme na pricu o tome, posto je to najbesmislenija tema o kojoj se moze
govoriti” (Donaldson, 2003: 129).

Posle ¢itanja Hemingvejeve proze u prvi plan izbijaju uvek prvo pustos,
glad, strah i bol koje rat ostavlja. Ljubav se odvija kroz rat. Cim se rat
zavrsi, zavrSava se i ljubav — ili kroz rastanak ili kroz smrt. Hemingvej
koristi rat kao metaforu za opste stanje ljudske egzistencije u XX veku i
upoznaje svoje Citaoce sa nacinima na koji ljudi odgovaraju na strahote
rata. Time, takode, veli¢a ljudski duh koji opstaje u vreme nedaca. Ljudi
na rubu smrti, kao i oni koji samo u smrti pronalaze svoj smisao i za koje
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umreti predstavlja nagradu, sluZe da prikazu svet koji je stvoren od nasilja
i obavezan na nasilje do samog svog kraja.

Emotivna ogoljenost junaka

Hemingvej prikazuje emotivnu dramu tako $to izostavlja sve $to je suvise
delikatno i bolno da bi se izreklo i to kompenzuje pricom o nevaznim
stvarima. Vrlo ¢esto likovi pribegavaju nekim neobi¢nim radnjama koje na
prvi pogled nemaju mnogo smisla. One zapravo daju oduska oseéanjima
glavnih likova, narocito Zenskih, koji nisu u stanju da verbalizuju ta
osecanja u kriznim Zivotnim situacijama.

AT

Pric¢a ,Macka na kis$i“ (“Cat in the Rain”) iz Hemingvejeve zbirke U nase
vreme (In Our Time), iz 1925. godine, pravi je primer te emotivne
ogoljenosti koju junaci nose u sebi. U srediStvu radnje se nalazi jedan par,
muskarac i Zena, koji zbog kiSe provode jedno popodne zajedno sami u
sobi u italijanskom hotelu. Nezadovoljni su situacijom u kojoj se nalaze,
ali i sopstvenom vezom. Posmatrajuéi kako kisa pada napolju, ,bezimena”
americka Zena ugleda macku $¢uéurenu ispod stola i odlucuje da je spasi.
Njen muz, DZordz, nudi joj da ode i donese macku, ali ova ponuda ostaje
samo na recima. On ostaje statican do kraja pri¢e, ne pomerajuéi se sa
kreveta na kojem lezi i ¢ita knjigu. Nakon $to Zena pokusa da dode do
macke preko sluzavke i vlasnika hotela, citalac shvata da macka za Zzenu
predstavlja Zelje koje joj DzordZ nije ostvario — materijalne, emotivne i
seksualne. Njegova ekstremna nezainteresovanost kod ZzZene pokrece
lavinu Zelja i ona pocinje da ih nabraja:

Zelim da imam maée koje mi sedi u krilu i prede kada je mazim [...] I Zelim da
jedem za stolom svojim sopstvenim srebrnim priborom i Zelim sveéice. I Zelim da
bude prolece i da cesljam kosu ispred ogledala i Zelim mace i nesto nove odece.
(Hemingway, 1987: 153)

Muz je nezainteresovan za njene zelje do te mere da je uéutkuje i savetuje
da uzme nesto za ¢itanje. U tom trenutku u sobu ulazi sluzavka, noseéi
macku, koju je Zeni poslao vlasnik hotela. I ovde Hemingvej naglo prekida
pricu, ¢iji otvoreni kraj ostavlja ¢itaoca u nedoumici. Da li je u pitanju ona
ista macka koju je Zena htela ili neka druga? NerazreSen status koji macka
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zauzima kao glavni simbol u pric¢i odrazava neresene probleme ovog para.
Skot Donaldson naglasava DzordZovo potpuno odsustvo empatije i
njegovu emotivnu gluvoéu prema Zeni koja pred njim nabraja svoje Zelje
(Donaldson, 2003: 237). Medutim, iako je Dzordz prisutan fizicki dok ova
bezimena Zena govori, ona jasno iskazuje pravi feministicki nezaustavljiv
govor jedne nezadovoljne Zene. Na ovaj nacin Hemingvej uspeva da
prikaZze Zenski ugao gledanja, ali i da svoje Citaoce natera da preispitaju
ulogu pravog muskarca u modernom drustvu.

Analizirajuéi ovu pri¢u, moze se uociti Hemingvejevo nezadovoljstvo zbog
postojanja muske emotivne hladnoce koja se i dalje smatra vaznom u
konstrukeiji modernog maskuliniteta. Zbog toga se ne moze tvrditi da je
on u potpunosti podrzavao mizoginiju, sto potvrduje i Dzudit Feterli
(Fetterley, 1978: 75). Uostalom, Hemingvej se zalaze za to da se li¢ni
stavovi pisca ne smeju izjednaciti sa stavovima njegovih junaka jer pisac
mora da zauzme distancu, kako bi poceo da pise (Bahtin, 1991: 15).

Americ¢ki strukturalista Dejvid Lodz tvrdi da je ova prica odli¢an primer
uspostavljanja znafenja uz pomo¢ metonimije, umesto standardno
koriséene metafore. Uz pomoc¢u metonimije znacenje se otkriva postepeno,
kroz neprekinut lanac tematskih i simbolickih opozicija (Beuka, 2002:
113-114). Svi kontrasti u pri¢i omogucavaju ¢itaocu da postepeno sagleda
poloZaj u kome se junakinja nalazi. No, uprkos ovome, citalac je na kraju
price ostavljen bez zavrSetka, a Hemingvej i ovde postiZe intezivnu
pripovednu jezgrovitost: on izmeSta emocionalno srediste na fizicke
objekte poput klaustofobi¢ne hotelske sobe, macke i praznog, kiSom
natopljenog trga, Sto sve asocira na tugu. Pri¢a ,Macka na kisi“ prikazuje
razliku muskog i Zenskog govora, ali i ograni¢enja samog jezika koji nije u
stanju da isprica iskustvo, te koristi patnju i teskobu tiSine.

Izgubljena generacija

Hemingvej muskim likovima ne dozvoljava emocije zato $to to pokazuje
slabost. Posto je smrt ono $to je za Hemingveja bila opsesija, on svoje
muske junake usmerava na hrabro suocavanje sa smrcéu kroz razlidite
avanture i stalne borbe. Time oni ¢uvaju svoju muskost. Iza svakog
literalnog postupka koji koristi, kao temelj stoji razocarenje koje je
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proizveo Prvi svetski rat, a koji je, prema Hemingveju, doveo do prvog
snaznog sloma ¢ovecanstva (Gurko, 1968: 232-236).

Filip Jang je ustanovio pravila po kojima jedan Hemingvejev junak mora
Ziveti, nezavisno od toga da li se fizicki ili psihi¢ki suocio sa ratom (Young,
1965). Njegove junake odlikuje odvaznost i hrabrost. Oni Zive tako da
hrabrost shvataju kao ,,milost pod pritiskom“. Hemingvejevi muskarci su
preokupirani ,maco“ aktivnostima: stalno se opijaju, olako ulaze u veze
bez Zaljenja, i nose u sebi trag bajronovskog heroja. To su usamljeni
pojedinci koji su ranjeni bilo emotivno, bilo psihi¢ki. Oni se pokoravaju
nacelima kao S$to su Cast, hrabrost i izdrZljivost, a od njih nasilje, borba i
patnja ne stvara pesimiste, jer oni nikada ne priznaju poraz. Umesto
poniZenja, za njih je smrt vrhunska vrlina.

Istovremeno, ni muski ni Zenski likovi ne govore previse, jer se time
pokazuju emocije. Zbog toga Hemingvej koristi rat kao barikadu protiv
svakog oseéaja, cak i onda kada se rat zvani¢no okoncao. Njegovi junaci
zive od pokreta i sopstvenih delovanja, a buduéi da takvi koncepti zivljenja
podrazumevaju svest o smrti, junaci moraju biti potpuni hedonisti. Oni
uzimaju od zivota najviSe Sto se moze, a to ukljucuje alkohol i seks.

Roman Sunce se ponovo rada (The Sun Also Rises), iz 1926. godine,
tipi¢ni je primer izgubljene generacije i mesto gde Hemingvej koristi
pripovedacke obrasce koji ne prave razliku izmedu muskih i Zenskih likova.
Dzejk Barns i Bret Esli su logican nastavak na likove Frederika Henrija i
Ketrin Berkli iz romana Zbogom oruZje. Njihovi svetovi su zapravo isti:
mir je samo produZetak rata, gde je Zivot jedna primitivnha dzungla,
prepuna svih vrsta tabua koji ogranicavaju one koji pokuSavaju da zive.
Jedina razlika je u tome Sto su sudbine Frederika i Ketrin posledice
spoljnih okolnosti, dok likovi iz romana Sunce se ponovo rada svoju
sudbinu grade na bazi destruktivnosti koju nose u sebi, a koja je direktna
posledica pustosi koju je rat za sobom ostavio. Oni su kao grupa
bespogovorno odani ideji destruktivnosti samo iz razloga §to ne uspevaju
da razbiju okove koje su im nametnule politicke i drustveno-kulturne
okolnosti. Jedini lik koji odstupa od te grupe je lik Roberta Kona, koji se
razlikuje od svih prethodnih Hemingvejevih muskaraca jer poseduje
osobine kao Sto su osetajnost, empatija ili intuicija. Ovaj junak ume da
zaplacde, ne moze da kontroliSe svoje emocije prema Bret i veoma je
obziran. Zbog te zaslepljenosti, on je prema hemingvejskom kddu vredan
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Zaljenja. Kao muskarac koga su ,istrenirale“ dve Zene, on je implicitno
feminizovani junak zbog svoje ,vere u besmislenu sentimentalnost u
vremenu brutalne moderne seksualnosti“ (Forter, 2001: 27). Svoju
neuklopljenost iskazuje kud god da krene. Tradicionalna kritika ga je
smatrala zrtvom Hemingvejevog antisemitizma i mrZnje prema
marginalizovanim grupama uopste.

Ono sto pokreée Hemingvejeve muske i Zenske likove nije slava, ni sreéa,
niti ispravljanje nepravde, ili Zed za iskustvom. Oni nisu vodeni ni sujetom,
ni ambicijom, niti Zeljom da stvaraju bolji svet. Takva izgubljena
generacija nema viSe snage za postizanje viSe milosti ili vrline. Umesto
toga, njihovo ponasanje je reakcija na moralnu prazninu svemira koju su
primorani da ispune sopstvenim beznadem.

Zakljucak

Hemingvejev fiktivni svet je uvek ¢isto, dobro osvetljeno mesto, i svet koji
je sacdinjen od pazljivo odabranog minimuma detalja. Na taj nacin je
Hemingvej uspeo da nametne stil koji je ispunjen ogranicenjima, ali koji
mu je omogucio da eksperimentise sa formom. Veliki deo njegovog rada
tice se odnosa izmedu tehnickih i stilistickih elemenata. Svojim namerno
osiromasenim stilom, jednostavnom sintaksom, upotrebom svakodnevnog
govora i odbijanja da dozvoli ose¢anjima svojih junaka da prosto plove
kroz delo i da na taj nacin odu u preteranu retoriku i neiskrenost —
prikazao je svet u kome je biti iskren i nerazmetljiv jedino sa ¢im bi
¢italacka publika, izmorena od polarizovane medunarodne politike
dvadesetih i tridesetih godina XX veka, mogla da se poistoveti.

U kreiranju Zenskih likova Hemingvej je pokazao da one nisu samo
negacija muskaraca, ve¢ su u funkciji muskaraca (Mosse, 1996: 74). Svaka
Hemingvejeva heroina sa sobom nosi sloZenu i simbolicnu ulogu.
Isticanjem muskih likova, Hemingvej naglasava Zenstvenost svojih
junakinja, a ono po ¢emu se one razlikuju od muskaraca je to Sto se o
njima moze govoriti izolovano. One postoje same po sebi i izgradeni su
karakteri, uz sve svoje frustracije, depresije i nezadovoljstva. I ne boje se
da to iskazu. Bez njih, muskarci ne bi mogli otkriti sve ono $to je potrebno
da bi postali pravi Hemingvejevi heroji.
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Heroizam je usamljeni ¢in, a Hemingvejev junak je usamljeni ¢ovek koji se
ne ukljuéuje u drustvene strukture, bilo muskog ili Zenskog pola. Takva
licnost je sredi$nja figura za Hemingveja. To je junak koji, budué¢i da nema
podrsku u spoljnjem svetu, istinsku snagu crpi iz unutrasnjeg bi¢a. Unutar
umova tih junaka prisutne su stalne borbe koje se ti¢u pitanja opstanka.

Hemingvejevi muskarci moraju imati minimum osobina kako bi zasluzili
herojski status. Takvi junaci ne misle, ve¢ samo delaju i prate unutrasnje
¢ulo. Za muskarca u ratu se podrazumeva ispunjavanje obaveza, a sve zbog
toga sto u XX veku on postaje ratnik koji osec¢a potrebu da sluzi viSem cilju
i zanemaruje sopstvene individualne Zelje (Mosse, 1996: 108). Takav je
sluéaj sa Frederikom Henrijem iz romana Zbogom oruZje, koji je prinuden
da potisne sopstvene Zelje i emocije kako bi ispunio pravila
Hemingvejevog herojskog koda. Takav muskarac je i onaj koji ée radije
pokazati emotivnu ogoljenost, nego li pristati da postane stvarno bice i
pokaze empatiju. To, pak, vidimo na primeru Dzordza iz price ,Macka na
kisi“, koji stoji kao simbol za svakog americkog muskarca u godinama koje
su usledile nakon Prvog svetskog rata — godinama kada dolazi do
sparalize“ odnosa. I ma koliko on svoje prave muskarce konstruisao po
svom modelu, pojedinim junacima nije dozvoljavao da udu u ovu
kategoriju, Sto je slucaj sa Robertom Konom iz romana Sunce se ponovo
rada.

Ernest Hemingvej je, zahvaljujuéi superiornoj sposobnosti pisanja, uspeo
da stvori likove koji izuzetno podseéaju na stvarne osobe, i u ¢ijim
postupcima mozemo prepoznati i vlastito iskustvo. Na taj nacin je uklesao
svoje ime u grupu najznacajnih autora XX veka i njegova proza je postala
~pravi dar ¢itaocima“ (Gordimer, 1999: 99).
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Summary: NARRATIVE STRATEGIES IN THE CONSTRUCTION OF
MALE AND FEMALE CHARACTERS IN THE PROSE OF ERNEST
HEMINGWAY

Ernest Hemingway created a new style of fiction when he began publishing his
short stories. The style, characterized by short, declarative sentences, simple
dialogues, omissions and careful selection of details, was forged in reportage while
he was working as a journalist. By editing, cropping and omitting, Hemingway saw
how much he could achieve with how little and it was this ‘writing with the
minimum of means’ for which his prose became famous. In his stories, meaning is
established through dialogue, action and silence, and the emphasis is on
compression, simplicity and clarity. This paper analyzes the subversive potential of
the narrative techniques and strategies that Ernest Hemingway employed in his
fiction in the development of the major themes that preoccupied him most — war,
love, fear and death. The analysis focuses on the novels A Farewell to Arms, The
Sun Also Rises, and the short story “Cat in the Rain.” The paper examines the
author’s narrative style and techniques, such as focalization and juxtaposition, in
the construction of his characters. Special attention is devoted to examining male-
female relationships in the cited works, which have been the focus of conflicting
opinions among literary critics since the 70’s. The motifs of crisis and conflict
constitute an important element of Hemingway’s fiction, and their main purpose is
to emphasise the psychological complexity of his characters as well as of male-
female relationships. These relationships are key for the construction of his (male)
characters, while crises and conflicts in this domain reveal the numerous identity
and existential problems that men are faced with. This paper also underlines the
importance of female characters with the aim to demonstrate the fact that the
seeming psychological and emotional marginality, as well as the invisibility of
Hemingway’s female characters, have been the key argument for the widespread
perception of Hemingway as a macho writer. The stories present us with people
and places devastated by war, people physically and emotionally wounded, lonely
and alienated. There are two wars being waged in the stories — the one set in
Europe and other set at home, that is, an individual’s inner struggle to find a place
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in the post-war world. This paper aims to investigate this domain perception,
analyzing Hemingway’s subversive narrative strategies in the works mentioned.

Keywords: Ernest Hemingway, narrative strategies, subversiveness, male-female
relationships.
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INDUSTRIES INVOLVE? WHAT ARE ITS
ADVANTAGES AND DISADVANTAGES?

Review article

Abstract: Referring to the theoretical framework outlined by Adorno,
Hesmondhalgh, Mosco and Mieége, this paper provides an overview of the complex
relationship between culture, creative industries, and political and economic
development. The paper makes a distinction between creative and culture
industries, providing a classification of various commodities with regard to that.
All these commodities have, as it is argued in the paper, gained added market
value following the ‘cultural turn’ in the wake of the post-industrial economy.
Furthermore, it is argued that both the market and the subjectivity of consumers
are constructed culturally. The relationship between culture and economy is,
however, more complex than that, since culture is also largely dependent on the
economy and politics of a particular society. In conclusion, the paper provides an
evaluation of the political economy approach to culture industries.

Keywords: cultural industries, creative industries, cultural economy, cultural
imperialism, political economy approach.

The importance of cultural industry is not merely limited to its economic
capabilities, but also to the prominent role it has in the forming and
developing of peoples’ identities, attitudes, values and lifestyles. The
dynamics and complexities of the relationships between culture, creative
industries and the political and economic development of societies have
gained the attention of theorists and researchers from the mid-twentieth
century. The post-World War II world saw the mainstreaming of studies
on cultural and creative industries as it was an absolute necessity to
explore and grasp the changing nature of politics and economics in the
developed countries.
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The end of the Cold War marked the beginning of a ‘cultural turn’ in the
globalized world. The worldwide distribution of the values and attitudes of
the West in general, and the United States of America in particular, has
been the focus of attention not only for academics but also for ordinary
people from across the world. There have been intense debates over the
impact of globalization and the consequent transformations in the realm
of culture from a number of conflicting standpoints. The idea of cultural
imperialism has been particularly influential in the understanding of the
profound transformations that are taking place in the sphere of culture.
Regardless of the difference among these perspectives, there exists a
consensus on the incredible role of global media as carrier of the
unprecedented changes applicable to culture at both global and local levels.
However, culture should no longer be perceived as a locally bounded
‘whole’ way of life, as the components of culture themselves have
profoundly changed. It has been suggested that culture should not be
viewed as introverted, tied to place and inward looking as it used to be in
history. Rather, culture is seen as an outward-looking, learning process; a
way of developing people’s lives and breaking down preconceptions.

The intangibility is one of the important factors in defining a cultural
product or commodity. Certainly, the content of cultural commodities is
immeasurable and cultural in nature. Here, ‘cultural’ means that the use
value of a cultural commodity satisfies some of the mental or
psychological needs of a user in one way or another from a culturally
determined standpoint. Speaking from the opposite perspective, a cultural
commodity has no ‘physical’ value apart from its ability to gratify given
cultural tastes of a consumer. In broad terms, cultural industries are
characterised by the production, creation, transmission, distribution,
registration, protection, participation and mass consumption of cultural
and creative types of intangible and immeasurable contents, which are
available in the market as exchangeable commodities or services.
Globalisation represents not only the competitive distribution but also the
co-operative sharing of cultural and creative goods.

Cultural industries deal with the mechanisms of production, distribution
and use of cultural goods. Laws and provisions concerning copyright and
intellectual property rights are used to protect and ensure the value based
exchangeability of such commodities and services in the marketplace. The
term ‘cultural industries’ denotes that culture is part of the economic
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sector; the state considerably regulates the cultural industry as a sector of
economy but not without political implications. In his book, The Cultural
Industries, Hesmondhalgh says,

in all areas of commercial life, governments intervene. The free market does not
exist in modern, complex societies but is merely a goal aspired to by those who
believe that the market, in its ideal state, is the best way to distribute resources
and answer human needs. (Hesmondhalgh, 2007: 122)

I agree with Hesmondhalgh’s statement that culture has become a
complete commodity, something that serves to establish economies.

Crafts, designs, printed and published materials, multimedia creations,
designs of various types, photographic articles, music, audiovisual and
cinematographic creations and artistic performances are some of the
popular forms of cultural and creative commodities. Cultural and Creative
Industries encompass activities that are part of cultural and artistic
production. It does not mean that cultural industry and creative industry
are synonymous or interchangeable.

Based on the predominant quantity of artistic or creative content, ‘creative
industry’ can effectively be differentiated from ‘culture industry’.
Therefore, while advertising and architecture are part of creative
industries, television programmes and cinemas are part of cultural
commodities. Creative industries include distinctive fields such as
advertising, architecture, art and antiques markets, crafts, design,
designer fashion, film and video, interactive leisure software, music,
performing arts, publishing, software and computer services and
television and radio. Content creation, production, distribution and
consumption are the four principal areas of cultural industries.

The advances in technology and the developments in information
technologies, digital media and new communication channels have
profoundly changed the character of the Creative and Cultural Industries
in the Twenty-First Century. Cultural and Creative Industries have a
major share in the international trade and a deep impact over the cultural
lives of peoples of different countries. The international flow of cultural
goods and services is higher than ever. Cultural trade flows include the
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transnational and cross-border distribution of books, television
programmes, audio and video CDs, films, documentaries, internet data
and information, videogames, paintings and sculptures.

It has been argued by a number of theorists that postmodernist culture is
affirmative. On the contrary, Adorno criticises mass culture merely as a
product of what he understands as ‘culture industry’. While seeing mass
culture as making passive effects on the spectators, Adorno
underestimates the positive aspects of popular culture and its
potentialities for democratising culture itself. He fails to see the
democratic transformation of culture through the medium of mass culture.
Therefore, postmodernists have come up with the argument that Adorno
holds an elitist appraisal against the culture of a people.

Adorno’s perspective is regrettably one-sided in only seeing the alienation
and ideology in the cultural contents produced by culture industry.
Adorno’s critical theory considers the existence of an alienated and
alienating culture industry as a product of the capitalist commodity
fetishism. Adorno was a staunch advocate of modernist high culture in
comparison with the consumerist, populist mass culture.

For Adorno, fascism was the full scale realisation of western rationality
and full-fledged instrumental reason; Cultural Industry is a tool for
capitalist-driven integration and unification, which has catastrophic
effects on humanity. In the same fashion, Horkheimer and Adorno’s
Dialectic of Enlightenment also reveals the self-destructive tendencies
inherent in the whole project of modernity. According to Horkheimer, the
very work of emancipation from various restraints would itself lead to an
inevitable return to new forms of regression and domination.

For capitalist development, all production is under the logic of the market,
in which the production is not oriented towards meeting the real needs of
people, but to multiply capital, which is nothing but the objectification of
human beings. While the capitalist class unlimitedly acquires capital, it
also gains unaccounted and illegitimate political power that is inherently
destructive in relation to the working class. Therefore, production
becomes isolated from use value and acquires the sole purpose of
exchange: culture becomes a commodity.
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In other words, the universality of exchange value under capitalism
objectively includes the particularity of use value. It is also an act of
replacing the intrinsic values of ‘thing’ with its extrinsic values. The art
generated by culture industry does not provide happiness but gives
entertainment as a relief from labour, which is in essence the most
creative form of human activity. Art is detached from practice and is a
product of the inevitable division between physical and mental labour in
any given class-divided society. The production of leisure goods is not only
a systemic outcome but also systemic necessity for its own reproduction.
The artistic amusement one gets from the products of cultural industry
constitutes a continuity and discontinuity with work.

Cultural economy has become a central paradigm in cultural studies that
considers culture essentially as economy and analyses it as an industry.
Culture is not merely seen as a realm of human activity or social
development separated from the politics and economies of the concerned
societies. Simply speaking, contemporary culture has a distinct and
autonomous political economy. Moreover, culture itself is constituted by
political economy. Culture can no more be understood without analysing
the processes and patterns of the production of culture. The traditional
notion of culture has given way to the consumerist notion of culture;
hence, the term ‘consumerist culture’ derived.

The political economy approach is part of the materialist tradition of
cultural studies. The political economy approach inquires culture in
material terms. It is widely noted that there is a gap between a production-
centred approach and a consumption-centred approach to the study of the
cultural and creative industries. One could say that culture could be
studied simply as a sector of economy. Most importantly, culture must be
studied as a type of material production. Otherwise, there is no way to
understand the politics of cultural contents produced, distributed and
used in the cultural and creative industries.

In the last analysis, cultural production is what is paramount, from the
political economy perspective, as materialism always emphasises the
actual production processes in the society. The rise of new media
industries in the twentieth century led business to take a close look at the
economics of communication. The result was research on everything from
how to produce and market radio and television receivers to how to sell
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products to mass audiences. The growth of political economy was built in
part on an effort to understand this process critically, i.e., to connect mass
marketing to wider economic and social processes and to criticize them
from a range of humanistic values. (Mosco, 1996).

Such an effort was based essentially on a Marxian theoretical foundation.
Mosco (1996) has identified the central belief of a political economy
approach as a strong commitment to historical analysis, to understanding
the broad social totality, to moral philosophy or the study of social value
and of the good social order, and, finally, to social intervention or praxis
(Mosco, 1996).

The cultural economy perspective has gathered momentum following the
so-called ‘cultural turn’ in the wake of the post-industrial economy,
thereby, not only the academics but also the corporate sector gives an
added value to culture as a significant factor in market dealings and other
economic activities. Even within the discipline of economics, there is a set
of influential theorists that looks at economics as a discursive formation
and cultural composition of a particular type. It means that the market
itself is constructed culturally, and is therefore not an objectively
constituted entity beforehand. Economic realities are nothing but
discursive constructs that are shaped by the cultural settings in which they
operate.

The political economy approach to the cultural and creative industries
does not uphold the view that the audience is active without limits. The
consumer subject does not and cannot exist in a vacuum of non-place and
non-time to have pure tastes and pure choices. The control of the
consumer is an illusion at the spectacular marketplace of commodity
fetishism. The politics and economics of the culture industry shape the
very subjectivity of the consumers of cultural contents. It can be argued
that the political and economic form governing the creative industries
shapes the consumers’ likes and dislikes.

According to Mosco (1996), “political economy is a major perspective in
communication research” (1). The central assumption of a political
economy approach is the understanding that “social change is ubiquitous
[and that there are) three starting points that serve as entry or starting
points to the social field: commodification, spatialization, and
structuration” (Mosco, 1996: 11). As an epistemology, a political economy
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approach cannot comprehend all of social life with an overarching theory.
Therefore, it tries to combine theory with practice as Marx pushed beyond
theory to praxis, Freud beyond the psychoanalysis of explanation to
therapeutic provocation, and so on (Mosco, 1996). In brief, Mosco puts
forward the view that there is no single correct approach that, by itself,
constitutes a definitive political economy of communication. Hence, the
political economy approach to communication is one starting point or
gateway among a range of others, such as cultural studies and policy
studies, major approaches that reside on the borders of political economy
(Mosco, 1996). Therefore, it must be understood that a political economy
approach to the study of cultural and creative industries in particular, and
communication in general, does not make claims larger than its defined
potential to define social phenomena.

Miege (1989), in his opposition to Adorno and Horkheimer’s model of
culture industry, founded the cultural industries approach; he vigorously
argued against the notion that capital is all-pervasive. The model of
instrumental reason is too abstract as a tool for analysis. Miége was for
rejecting both the economic determinism and economic reductionism of a
political economy approach in general and asserted the unaccounted for
complexity of cultural industries, which was not fit to be analysed in the
earlier framework of culture industry. Hesmondhalgh comments that
Miége was adamant that the term ‘Cultural Industries’ (plural) is used as it
“signals an awareness of the problems of the industrialisation of culture,
but a refusal to simplify assessment and explanation” (Hesmondhalgh,
2007: 25).

While grounding the political economy approach itself, Miége looks upon
technology as both oppressive and a potential tool for liberation. For
Miege (1989), “the capitalization of cultural production is a complex,
many-sided and even contradictory process” (1989: 12). He challenges the
positive vs. negative logic of Adorno. Furthermore, the cultural industry
does not exist as a singular, unified field overwhelmed by a single process.
Miege (1989) also contends that Adorno and Horkheimer overlook the
importance of market forces in the shaping of culture.

Theoretically speaking, three components of new media studies are “the
artefacts or devices used to communicate or convey information; the
activities and practices in which people engage to communicate or share
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information; and the social arrangements or organizational forms that
develop around those devices and practices” (Lievrouw and Livingstone,
2006: 2). The characteristics of media have changed profoundly in the last
two or three decades, they are not merely technological advancements.
The social, political, economic and cultural aspects of such changes are
important to take account of when a critical understanding of the cultural
imperialism thesis is attempted.

The times of mass society as well as mass media have faded away.
Therefore, it is necessary to examine the historical conditions in which the
new media proliferate. In other words, unless the processes and patterns
through which the new media socialization are understood, it is not
possible to understand them as a whole. “Linear narratives and genres
that were associated with particular media technologies and forms in the
past — the novel, the Hollywood film, the LP record album, the crime
drama — are absorbed into hyperlinked, hybrid content that is generated
and shared via diverse channels.” (Lievrouw and Livingstone, 2006: 3)

In his seminal work Cultural Imperialism: A critical Introduction, John
Tomlinson defines cultural imperialism as “the use of political and
economic power to exalt and spread the values and habits of a foreign
culture at the expense of a native culture.” (1992: 3) The problem here is
the selection of the parameters to determine what is foreign and what is
native in terms of culture. The predominant understanding of such a
dichotomy between the foreign and the native culture presupposes the
nation state as a homogeneous community. Exploring the construct of
‘Englishness’, Hall argues that such a national construct is manufactured
homogeneity. “It was always negotiated against difference. It always had
to absorb all the differences of class, of religion, of gender, in order to
present itself as a homogeneous entity” (Hall, 1997: 29). A more realistic
understanding of the processes and patterns of cultural and economic
domination must take account of the differences that exist between
various social groups within the nation state: “the cultural economy
approach encourages us to question the easy dichotomies that some
political economists and sociologists of culture draw between the realm of
culture and the increasing encroachment of economies on that realm”
(Hesmondhalgh, 2007: 58).

LANGUAGE, LITERATURE, AND POPULAR CULTURE 111
Book of Proceedings



WHAT DOES A 'POLITICAL ECONOMY' APPROACH TO THE STUDY OF THE
CREATIVE AND CULTURAL INDUSTRIES INVOLVE? WHAT ARE ITS ADVANTAGES
AND DISADVANTAGES?

The widespread availability of American cultural products such as music,
television channels, entertainment and informational commodities is one
of the important factors that enable the lopsided influence of American
culture over the rest of the world. Therefore, Schiller famously defines
cultural imperialism as

the sum of processes by which a society is brought into the modern world system
and how its dominating stratum is attracted, pressured, forced, and sometimes
bribed into shaping social institutions to correspond to, or even promote, the
values and structures of the dominating centre of the system (Schiller, 1976: 9).

Importantly, Schiller has found a common ground between the study of
media dominance and theories of economic imperialism. For him, it is
necessary to look at theories such as world systems and dependency
theories in order to explore the dynamics of domination in the sphere of
communication: “nothing less than the viability of the American industrial
economy itself is involved in the movements towards international
commercialization of broadcasting” (Schiller, 1969: 95).

In the economic realm, the production of American produce has a
penetrating impact over the determination of the cultural aspects of the
lives of millions of people from outside the United States. Many theorists
have almost equated cultural imperialism with American cultural
imperialism, as if the United States alone is the conductor of the concert of
global cultural imperialism. It is important to note: there is no single
culture that oppresses other cultures on its own. With reference to the
nation state as the overwhelming reality in the modern world, it is possible
to classify cultural imperialism as ‘cultural imperialism from within and
without’. The idea is that cultural imperialism is not only a compound,
multi-layered phenomenon that encompasses a wide array of practices of
a number of hegemonic cultures, but also could only be defined from the
standpoint of the subaltern cultures from around the world.

Culture is also a means of policy making and unmaking. It has been part of
governance techniques. Culture is a medium of regulation too, be it
democratic or authoritarian. The rationality of both government and
governance relies upon culture and its constitutive powers for retaining
and gaining legitimacy. The resistance to the ‘powers that be’ also use
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culture as a means for effectively raising political challenge. There is a
close relationship between culture and politics across the political regimes
of various types. The contents, prices, standards, distribution networks in
cultural and creative industries are considerably controlled and regulated
even in the democratic countries of the West.

The increasing cross-border trade on media culture not only commodifies
culture but also reinvents culture as commodities constructed in terms of
the prevailing market logic. Delimiting or opening the national cultural
market is a political issue, which in turn substantially influences the
character of cultural and creative industries. Culture is essentially related
to many of the policy areas of modern governance, ranging from media
campaigns against HIV to election campaigns. It is closely linked with
trade and economy. It is important to note that culture as a commodity is
essentially different from other goods.

On the one side of the media globalization debate,

[m]ainstream economists and liberal communications theorists have emphasized
the relationship between new technologies and markets, and argued that media
globalization promotes opportunities for shared information, borderless
communication and global commerce. Further, they believe that global media
encourage the spread of liberal democratic ideas and empower citizens worldwide
against unjust forms of local authority, by allowing the ‘whole world to watch’ and
witness such injustices (Flew and McElhinney, 2006: 291).

I agree here that media has allowed for ‘shared information’, the world has
changed drastically with the media coverage of wars and various
‘momentous’ occasions throughout the world that have all been televised
and made readily available to anyone who wishes to see them: this is even
more prominent today as websites like Youtube make millions of televised
events available to us whenever we wish, as many times as we wish to see
them.

On the other hand, the political economy tradition has long drawn
attention to the adverse political and cultural implications of the unequal
distribution of international communications power and resources, and
how they intersect with broader structures of dominance and Western
hegemony in the international political economy (Flew and McElhinney,
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2006). From a different platform, theorists of New World Information and
Communication Order, such as Kaarle Nordenstreng and Cees Hamelink,
have pointed out the importance of the internationalization and
commercialization of global communications to the status of United States
as the world’s dominant capitalist economy (Flew and McElhinney, 2006).

Hesmondhalgh is of the view that “government organisations have played
an important part in promoting its cultural industries abroad as a means
of securing export income, but also in order to export a set of beliefs and
values concerning how to organise production and consumption”
(Hesmondhalgh, 2007: 214). I strongly agree that by promoting material
abroad, governments hope to increase income for their sector and better
the economy in their country.

The contemporary era of globalization is marked by the emergence of a
global market for what is commonly known as cultural commodities.
However, this global market of cultural commodities is characterized by
unevenness and irregularity. The policies followed by a number of
governments in the developing countries are instrumental in initiating
this shift in the media sector. It is worthwhile to note that the expansion of
the big media conglomerates “has not been primarily the result of
technological change or market competition, but is indicative of the extent
of transnational corporate influence over national policy-makers and the
hegemonic role that has been played by global media in the international
dissemination of ideas” (Flew and McElhinney, 2006: 293). Therefore, we
can see that politics has a big influence on what is, or will be, ‘culture’.

While analyzing the media and its impact on culture, it is possible to see
that cultural change takes place in dialectical relationship between the
forces at the local and global levels. No culture is simply paving the way
for its own death since cultures have their own inherent capacity to
reproduce themselves. It has been widely observed that there is a
significant growth in the regional production of television programmes
and other cultural products in competition with the global media. In the
twentieth century, the mass media played a vital role in the export of
cultural values from the imperialist metropolises to the developing world.
However, as the organizing logic of capitalism has undergone mutations in
the twenty first century, the form and content of cultural imperialism too
have changed.
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On the other hand, nothing like a global media culture exists in reality.
The media culture in itself is multiple and varied even from genre to genre.
Nevertheless, the dominant cultural discourse originating from the United
States and other imperialist metropolises, and spreading through the new
media, has a significant role in shaping the cultural outlook of the rest of
the world directly or indirectly. For example, in Hesmondhalgh’s opinion
it is possible to say that diversity may well have increased as new syncretic
cultural texts and genres circulate within societies exposed to Western
cultural influence [while on the other hand) Western cultural exports
might inhibit or destroy indigenous cultural traditions (Hesmondhalgh,
2007).

I feel very strongly about this; by expanding, ‘dominating’ another nation
culturally we are in essence changing that country’s basic construct.
Culture should not be limited but I feel it should not be forced upon others
either; perhaps a good example of a country and culture that has been
changed by Western culture is Japan — the culture was drastically changed
after the war.

Many theorists have noted that contemporary media globalization ensures
the one-way flow of cultural commodities from the Western backgrounds.
The domination of the West is being reproduced through the hegemony of
its cultural formations. Capitalism is not only a political or economic force,
it is a cultural force too, capable of changing the cultural life of millions
and millions from around the world in accordance with its need to
reproduce its values and norms which happen to be deeply embedded in
the social cultures of the dominant countries.

The Cultural Imperialism Thesis was very influential even in shaping the
debates on media for the last two or three decades. However, there have
been criticisms which try to shake the very intellectual foundations of the
cultural imperialism perspective. In an increasingly globalized world, the
processes and patterns of cultural interactions and integration are not
linear or one-dimensional. It has been noted that the theorists of cultural
imperialism overstate the centrality of media in transforming the cultural
lives of people. There are wide varieties of counter media initiatives, such
as independent media centres, which consciously try to break the mould of
stereotypical Western programmes. As stated earlier, I feel it important
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for these lesser ‘famed’ cultures not to be lost in the mass of Western
culture.

Mosco (1996) is of the opinion that it is possible to take an explicitly non-
reductionist and over-determined or multiply determined approach to
research. Furthermore, it declines to reduce any apparent complexity in
person, relationship, or historical occurrence to a core essentiality or
simplicity, e.g. that the economic or the cultural provides the essential
causal impetus for historical change and that others are non-essential
(Mosco, 1996). It is the strength of the political economy approach that
“following on the work of Gramsci, Lukacs, Althusser, and Williams, it
holds that definitions of theory and society are over determined or
multiply determined” (Mosco, 1996).

In other words, there are different types of constitutive processes that
shape the very existence of individuals, social institutions and knowledge
and ideas. Here, determination does not mean absolute fixing or deciding
on the other but, in William’s terms, setting limits and exerting pressures
or, in Ahmad’s words, to the givenness of the circumstance within which
individuals make their choices, their lives, their histories (Mosco, 1996).

Since multiple determination or overdetermination is an essential feature
of a political economy approach, it more easily avoids the tendency to
isolate practices in autonomous categories and permits emphasis on both
relatively autonomous and interactive practices (Mosco, 1996). There are
vigorous internal debates taking place with the political economy
approach. In addition, this fact allows a significant variety of viewpoints
under the umbrella term of ‘political economy approach’.

Critical paradigms to the study of the Creative and Cultural Industries try
to overcome the uneven emphasis the ‘political economy’ tradition gives to
politics and economics pertaining to cultural and creative industries. The
Marxian economic determinism that leads ultimately to economic
reductionism is a defining characteristic of the political economy approach.
In fact, the realm of culture has its own internal logic of functioning. It is
not simply working in accordance with the principles of market or the
crude laws of economics. Culture is discursive; it constitutes discourses
with cultural contents.
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The political economy approach, however, has been criticised as an
encyclopaedic or ‘textbook approach’, particularly the tendency to present
elements of a map without a sense of structure, process, relationship, or
outcome (Mosco, 1996). These kinds of criticisms have emerged from
many corners against the political economy approach since it exclusively
emphasises social totality. The political economy approach to the study of
cultural and creative industries has been criticised from a purely aesthetic
point of view, too. Theorists such as Paul De Man argue that the emphasis
on external factors by the crass materialism of the political economy
approach leads to the missing out of focus on internal factors of cultural
and creative products such as the quality of content and the attractiveness
of cultural and creative themes.

The modern world is equally characterised by integration and
disintegration. The crises in the realms of culture, politics and economy
are not isolated. The overarching social crises of both modernity and late
modernity are closely related, or even entwined. Such crises, in their
various manifestations and multiple dimensions, are the expressions of a
historical process. It is the advantage of the political economy approach
that it studies the very historical process that overlaps the crises of various
types in our era, without overlooking its structural and functional
complexities.

Certainly, there are differences within the political economy approach to
the study of the cultural and creative industries based on linearity and
non-linearity. While the traditional approaches of political economy are
considered linear because of their one-dimensional view of social
processes and relations, new turns within political economy emphasise the
non-linearity and multiplicity because they try to characterise the
multidimensional postmodern life in its given complexity.

For Hesmondhalgh the political economy approach to the creative and
cultural industries goes beyond technical issues of efficiency to engage
with basic moral questions of justice, equity and the public good
(Hesmondhalgh, 2007). To conclude, it is possible to argue that the
political economy approach to the study of creative and cultural industries,
apart from its limitations, is constantly advancing itself and able to
comprehend wider social and cultural phenomena.
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EJIEMEHTHU IIOIIYJIAPHE KYJITYPE U
NNoPOAUYIHHU OAHOCHU Y POMAHY IIPEKO PHJEKE
MEPCH CITUCATE/bBULE EHU T'POYBC

IIpeanednu pad

Caxxerak: OBaj paJi TOBOPY O YTHUIQjUMa PA3THIUTHX HOPOANYHUX JENIaBakha Y
JKMBOTY IIOjEIVHIIA U UXOBUM yJIoraMa, Kao W INOIJIeuMa O KJIaCH, pacu U
OIHOCHMA TI0JIOBA Y je/THOj APYIITBEHO) 3ajeqHun. Pajilha poMaHa ce JieliaBa y
Jlusepmyiny u ¢dokycupa ce Ha KyhHa felnaBamba U U3MUjEH€HE YJIOTE JKeHa Y
BpeMeHy /JIpyror cBjeTckor parta. [lajyhm Heke KOHKpeTHe IIpUMjepe, paj
omoryhyje uuTaTesby fja 00Uje jacHY CJIUKYy O HEKHM KJBYYHHM IpoGyieMuMa y
MIOPOAUYHHUM OJHOCHMA KOjU Ce I0jaBJbyjy y poMmany ,IIpeko pujeke Mepcu“. Tu
OJTHOCHU Cy NPUKA3aHU Ha BPJIO PeaIaH U TPAHCIAPEeHTAaH HAYWH, U HICY YBUjEK
cpehHu Hero cy u myHu Tyre. Takole ce mpuKasyje KaKaB yTHIAj OCTaBJbajy Y
JlAJbIbEM JKHBOTY IoOjefuHNA. Kao Kpajbu Wb je 3aMHILBEHO Ja ce Kpo3
IIpHUMjepe U3 caMor pOMaHa J0Ka)Ke KaKO KyJITypaIHU CTYAUjH, a y CKIIONY BUX U
IomyJlapHa KyJITypa, IIOCTajy JOMHHAHTHHM €JIEMEHTH MOJAEPHHUCTHUKHX U
IIOCTMOJZIEPHUCTUYKAX POMAaHAa U /Ia je CIOj KIMKEBHOCTH M KYJITYype IIOCTa0
HepacKuAuB. Y OBOM Dajly ce Takol)e aHAIM3UMpa CBEYKYNHU YTHIQ] IOIyJIapHe
KyJIType Ha CaBPEMEHO JpPYUITBO, YK/bydyjyhu M 3HaTaH yTULAj Menuja u
TEXHOJIOTHje Ka0 HeroB HEOIBOjUBU AMO. Y pajy ce Aajy uHdbopManyje 0 HEKUM
HCTOPHjCKUM YHIb€HUIlaMa u3 J[pyror CBjEeTCKOr paTa W eJIEMEHTHMa je3uKa
kopuirheHUM y poMaHy KOjU je MHcaH y To BpujeMe. ITucarn HacC CBOjUM pOMaHOM
jomr jemuom moxcjeha za je KEbMIKEBHOCT CPENCTBO KOje OC/IMKAaBa CTame y
JIDYIITBY, T€ Jia je OAyBHjeK Omyia Cpe/ICTBO KOjUM Cy Ce IIPEHOCHJIE COIIHjasIHE,
MIOJINTUYKe, €MOTHBHE W JbYZCKE IOPYKE HE3aBHUCHO Of] eJeMeHaTa je3uKa U
JIPYTHX TOBOPHUX oOpazana.

K/byuHe pHjeuu: MOpOoJvIla, MOPOAUYHH OFHOCH, YJIOra KeHe, IOIyJapHa
KyJITypa.

IlonyapHa KyaTypay poMaHy IIpeko pujeke Mepcu

[TomysrapHa KyJITypa Ce KOHCTAaHTHO MHjea M CBOjCTBEHA je MjecTy u
BpeMeHy. TavyHO BpHjeMe HAaCTaHKa IIOIyJIApHE KYJITYpe je TeIIKO

JE3UK, K(bMXXEBHOCT U MOMYJIAPHA KYJITYPA 119
360opHnk pagosa



EJIEMEHTW NONYNAPHE KYJITYPE U NOPOANYHU OAHOCWU Y POMAHY /TPEKO
PHIEKE MEPCH CNTUCATEJBULIE EHU TPOYBC

OJIPEJIUTH, AU ce MOKe pehH /1a je H’eHO NMPUCYCTBO IOCTAI0 IPUMJETHO
ca [10jaBOM HHZYCTpUjayIn3aIuje.

Moskemo pehu fa je momysiapHa KysITypa 3alpaBo HapoAHAa KyJITypa Koja
[peoBJiaZiaBa y CaBpeMeHOM JpyuITBy. Jlakyie, cajp:Kkaj MOIyJiapHe
KYJITYpe je IOCTaB/beH BEJIMKUM /IHjeJIOM Of CTpaHe HHZAyCTpHja Koje
[IUpe KyJTYypaJIHH MaTepHujaj, Kao HOp. UiM, TeJeBU3Hja U IITAMIIA.
TepMuH momyJapHa KyJaTypa, Me)yTHM, HE MOXKEMO OIHCATA CaMO Kao
VKYIIaH TIPOU3BOJ] OBUX HMHAYCTPHja, HETO U KA0 PE3YJITAT KOHTUHYHUPAHE
WHTepakiuje u3Melly OBUX WHAYCTpUja U JbYyOU Y JAPYUITBY KOjU
KOH3YMHUDajy UXOBE IIpOW3BOJile. beHeT mpaBu pasyiuky wusMely
'mpuMapHe' U 'CeKyHJAapHe' NOIyJIapHe KYJIType, TZje je mpBa MacoBHA
MPOAYKIIHja, a ApyTa JIOKITHA penpoayknuja (1980: 153-218).

JujenoBu nomysapHe KyJIType ce YTIIABHOM ILIACHUPAjy MIUPOKOM CIIEKTPY
my6sinke. Heku Jjpyau TBpZe /1a TH JUjeJIOBU JIOMUHUPAjy IOIYJIapHOM
KYJITYpOM jep KOMIIaHUje KOje IPOU3BOJie U MPO/Ajy apTHKJIE MOITyJIapHe
KYJIType TOKYIIIaBajy Aa U3BPIIe MaKCUMHU3ALH]y HBHUXOBOT MPodUTa TAKO
IIITO HArJIAIIaBajy OHE HjesIOBe IOl KYJIType KOju MMajy IIUPOK CIIEKTAP
3aWHTEPECOBAHUX JBY/IH.

Kako Jlux Xubaun nHaBogu (1988), OHO HITO MU 30BEMO ,IOIyJIapHa
KysTypa", Ha IpUMjep, CKYI OIIITe JOCTYIHUX apTedakaTa - 3allKCH,
onjeha, TB mporpamu, HaUMHU IIPEBO3a, UTA. -HE II0jaBJbY]y CE y CBOM
MPENno3HaT/FHBOM CaBPEMEHOM O0JIMKY /10 Tocsuje JIpyror CBjeTCKOT para
KaJla Cy HOBH MPOU3BOAM 3a IIHUPOKY IOTPOIIY IAU3AjHUPAHU U
MIPOU3BEIEHN 32 HOBA IMIOTPOIIAYKA TPIKUIIITA.

Kako Bepuh y cBoMm pazy objanimasa, HoyIapHa KyJITypa, HEOIBOjUBA O]
CTBApHOCTH y KOjOj IMIOCTOJMO, ITPOKHUMA CBE aCIEKTE JbYJCKUX KUBOTA —
on m3bopa ¢dapMepKH, TeJEBHU3UjCKOr IIporpama, MIaMIIOHA 3a KOCy,
TYPUCTHUYKE JIECTHHAIIM]jE WJIK OOMYHOT My3HUKOT JIFCKA, IPEKO CTABOBA U
MOHAIIAKka APYIITBEHUX jeIWHKH, Ja OU Ha Kpajy [AocIjesia y HEIITO
alcTpakTHHU]y W Ha TPBU IIOTJIE], HEAOCTIDKHUjy cdepy — Jujermy
KIbIKEBHOCT. BUIMO /1a HU ,IIpaBa®, TpaAMITMOHATHA KIbHKEBHOCT HUje
MMyHa Ha YTHUIQ] HOIMyJIapHEe KyJITYpe. — JEAUHO M0 YeMy KEbUKEBHOCT
WIIaK 33/Ip>KaBa CBOjy AyTOHOMMU]Y je YHEb€HHUIIA /]Ja OHA KOPUCTH eJIEMEHTe
IIOIIyJIapHE KYJITYPE Y COIICTBEHY, /Ipyraduujy cBpxy. OBaj IyT ce He pajix 0
KOMEPITHjaJTHOj, MAPKETHUHIIKOj, CEH3aIHOHAJIHUCTUYKO] YIOTpeOH.
EneMeHTH momysapHe KyJITYpe y KIGMKEBHOM /jesly 00ujajy HOBU
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cMMcao, MocTajy cuM00JIM BHIIET pejia, OTKpHBajyhu u npeHocehu aybibe
U Y3BUIIIEHU]jE 3HAUEHE.

[MomynapHy KyJATYypy He YMHE WCK/BYYHMBO HeHU Mpou3Bogu. Hako
IomyJIapHa KyJITypa HMa CBOjy MaTepHjajJiHy CBpPXy, OHa OCJIHKaBa
VUHTEpece,  TEXKIbe,  JKEJbE, CBAaKOJTHEBHU  JKMBOT  OOWYHUX
spynu:,Ilomynapraa Kysatypa je Kyarypa nogpehenux u obespiamrheHux, u
cTora OHa yBeK y cebu Hocu obeJbekja OJHOCA CHAra, TparoBe Cuja
JIOMHUHAIMje U TMojpeeHOCTH Koje cy IpecyAHO B3HAYajHe 3a Hall
JIPYIITBEHU CHCTEM, I1a CTOTA W 3a Hallle JPYIITBEHO UCKYcTBO.“ (DHUCK,
2001: 12)

Jlonazumo 0 3ak/bydKa /ia je YIUIUB eJieMeHaTa MOIyJapHe KyJIType Y
KIBMYKEBHOCT MOJIEPHU3MA M TOCT-MOJIEPHU3MA OUUTJIENAH, jepP BETUKU
Opoj Ijena TOr IepuoAa CAAPIKU eJeMEHTe IOIyJIapHe KyaType. YTHIAj
[oTyJIapHe KYJITYPe Ce IOTOTOBO IPUMjETH Y IIEPHOY TOCT-MOIEPHU3MA.
MopepHu3aM Kao KEbUKEBHU IIPABAIl je 3aXBaTHO CBE aCIEKTE KYJITYpe Y
noba mpesnasa u3 19. y 20. BHjEK, a IOCT-MOJIEpHU3aM IEPUOJ, Kpaja 20.
Bujeka. IlocT-MOfepHM3aM ce MOYKe ONHCATH Kao peaklnuja Ha
MOJIEpHM3aM, IIPUXBaTame CBjeTCKe IIobanu3saruje, JAeNeHTpaIu3Ma U
IUIypajn3Ma ca joll U3Pa3uTHjUM eJIeMeTHMa HOIyIapHe KyJIType.

ITocroju mIMpPOK cHeKTap HAYWHA HA KOjU Cy JbYAU IIPEJCTAaBUIN
IOTLyJIApHY KYIATYpY y JIpyrom cBjeTckoM paTy. MHOTH PajioBH CYy HaCTaIH
TOKOM TOJUHA Cyko0a, W jOII MHOTO TOTa je HACTaJIO U3 TOT IepHuojaa
cBjeTcke uctopuje. JIpyru CBjETCKH paT JIOBEO je 0 HOBOT Oyma y IOTJIeLy
caBpeMeHHX poMaHa. HakoH JIpyror cBjeTCKOT para HaCTymHO je XJIagHu
par, 6op6a uszmely npuje Benecune Amepuke u CCCP-a, Tj. uamel)y zBa
MMOJIUTUYKA, eKOHOMCKA U COIlMjayiHa ypehema- usmel)y kanutanuszma u
xomyHu3Ma (corujanmama). Ca pacmagom CCCP-a, m kanuTaam3aM cBe
BHIIIE TIpEy3UMa IpUMAaT y I1jesioj EBponu U cBUjeTy, a TJIaBHA OJJIMKA
KalUTAJIN3Ma jecTe MOTPOIIAYKO APYINTBO. Y IOTPOIIAYKOM APYIITBY
€KOHOMCKH HWHTEPECH JIUKTUPAJy TPEHJI0OBe, OOJMKYjy Ha4YHH
pa3MUIIbaa, IOHOCE HOBHU CHUCTEM OIIITENpuUXxBaheHMX MOpPaTHUX
HOpMH U HaMehy HOBY MAacOBHY, NOMNyJapHy KyJaTypy. IloTpomiauko
JIDYLITBO He MoOKe 0e3 pekjaMe W IIpoIaraHze, JieTaka, a To je IJIaBHA
O/I/IMKA MAacOBHE IIOIyJIADHE KYJAType. Y TOM IEPHUOAY J[0Ja3u H JI0
pasBoja TEJEKOMYHHKAIMOHUX W WHOOPMAIMOHUX TEXHOJIOTHja KOje
ybp3aBajy mpoTok wHdOpManuja, U IMOMaXy Jila HOBU TPEHIOBU Opike
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nmohyy 7o kpajmer kopucHuka. I[lociuje JIpyror cBjeTckor paTa Ha 3amaay
Cy HUIIAJIM POMAaHHU Ca eJleMeHTHMa IIOIyJIapHe KYyJITYpe, a WCTOK Ce U
Jasbe ip:xao TosicToja v PyCKUX KIACHYHUX pPOMaHa.

Jpyru cBjeTCKH paT je mocrao He3aoOMja3HA W HEHCHPIIHA TeMa y
CBaKOJIHEBHO] TOIyJIapHO] KyaTypu. Poman Ilpexo pujexe Mepcu
HaMCaH je OJf CTpaHe BPCHE CIHCATE/BHUIlE KOja je WHCIHUPALUjy
IIpOHAIIA Y IIpUYaMa Koje joj je mpuyaia mweHa 0aka, a CB€ Ha OCHOBY
CTeUeHNX HCKycTaBa TOKOM JIpyror cBjeTckor paTa. Heku of elemeHara
IIOIyJIapHE KYJITYpPE KOjU ce I0jaB/byjy Y KEBH3H Cy ymorpeba Jietaka y
Ipomaraf/jiHe CBpPXe para, OCHHUBame JKEHCKUX BOJIOHTEPCKUX
opranusanuja momohu, ymorpeba paauja u TejedoHa Kao cpecTaBa
orJalnaBama, uT,.

Heku ox mpuMmjepa y poMaHy HaM U CBjefode O YIOTpeOW JieTaka y
[poIaral/iHe CBPXe, a TOBOPE IIYHO U O YTUIA]y Ha JABHO MIHEIBE: ,,...a OBE
ro/iiHe je OWJI0 MyHO IocJia 300T CHJTHUX MPUITpeMa 3a MOTyhu pat jep cy
Hac u3 Biane obacysnu crtHUM MHPOPMATHBHUM JIETIIIMA O €BaKyaIuju
Jjere W3 TrpajoBa Ia [0 B3allTUTE YIPOKEHUX objekara moMohy
TOCTaB/beHUX Oapukaza of Bpeha nujecka...” (Groves, 2008: 2)

¥V IIpBOM CBjETCKOM paTy PAacTYPEHO je YKYIIHO OKO TPU MUJIMOHA JIeTaKa,
a y Ipyrom Hekosnmko munujapau. [lejmec MoHpo je usymuo 138. MoHpO
6oMOy Koja je cazprkaBajia YKyImHO 50 000 JjeTaka. OHa ce HA OKO 300
MeTapa Ha/JIMOPDCKe BHUCHHE OTBapasa, a Jiemu pacrprmuBaiu. o Maja
1945. TOAWHE TIPOU3BENIEHO je 75 000 TakBux OombOu. Kpajem /[pyror
CBJETCKOT paTa CaBe3HHUIIM Cy IIOBPEMEHO HCIAJbUBAJIM TpaHATe Koje Cy
YMjecTo €eKCIUIO3MBOM Ouje IymeHe IIPOIATaHJHUM JIeNuMa KOju Cy
CJIY?KIJIM KaO CBOjEBPCHA IPOIYCHUIIA y CIy4ajy Mpenaje, a caJipKaBajiu
Cy KpaTKe IOpYKe O CAaBE3HUYKUM I[WJbeBHMa IIOIYT: ,,3aIITO ce 60puMo?“

OcHUBame pPa3HUX BOJIOHTEPCKUX OpraHu3alyja je O4YurjeZaH MpUMjep
nomysiapHe kKyatype. Ox 1938. roamHe 1m0 1966. roguHe y Benmkoj
Bputanuju je mocrojasia J[oOpOBOJbHA JKEHCKA yApyra 3a BasayllIHa
ymozopewa ([IDKY) koja je momarasia JeyaumMa y cIydajeBUMa
bombapmoBama rpasoBa: ,He, HapaBHO Ja HUje XTjesa na Oyze y 3aBajau
ca BesTmHOM CBEKPBOM, aJIH je BUZjesa Kako cy je npucranuie rhe Ilapkep
IJIeJlajie Ha MPBOM ofp:kaHoM cactaHky JIPKY HakoH IITO je aHTa:kKMaH
o6jaBsbeH.” (Groves, 2008: 166)
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Parna mnpomaranza je jemaH oA Hajuemrhe KOpUIINeHUX O0OJIHMKA
IICUXOJIOIIKOT paToBama. ,lloJ O0jMOM paTHEe IpoIaraHze, aMepUYKU
CTpyUmballd IO/pa3yMUjeBajy cBa obOaBjeliTerba, Haeje, yuema WIn
crenyjaiH HayuH yOjehuBamba KOjU CIIYKU IOCTU3aly OJApeheHux
patHux (60opbeHUX) NU/bEBA, a HAMHUJEIEHH Cy /1a YTUYY HAa MUIUBEIHE,
PacIoJIOKEe U [pXKame JbYAW pau W3BJIavYerha IIOCPEeNHUX WU
Henocpenuux kopuctu' (Muxariosuh, 1984: 15).

Jp:kaBHe BJAaCTH Cy YOUWIe IOTEHIHjaJ MpoIaraHie IIPeKO pajuo
IIpUjeMHUKa, Kako y Kyhu, Tako u Ha juHHjaMa ¢poHTa. Mely mpBuma
KOjU Cy Paii0 KOPUCTHJIM Y MIPOIIAaraH/IHe CBPXe YTHUIamha Ha IOJIUTHYKE
OJTyKe Y APYTUM 3eMsbaMa OwJte ¢y BiacTu y Benmkoj Bpuranuju. Paamo
je xopuirheH Kako 61 ce poNarasioM YTHIIAIO Ha JIPYTe APKaBe Y CBETY
(yriaBHOM je 6miia peu o 3eMsbama y Adpunu) a ca IU/beM IpPOMjeHe
TOTAJIUTAPHUX PEKUMA Y IEMOKPATCKH IOJUTHYKYU IOPENaK: ,3ap HUCU
Yyo HOPYKY KOjy cy 00jaBH/IN y IETaK MpPeKOo pajfja PEKaBIIH /1a ce CBE
BOjHO 0c00Jbe MOpa IIITO MpHje jaBUTH Ha TpeHUHT?“ (Groves, 2008: 144)

Panno je 6uo mpuctynayan orpoMHOM Opojy Jbyau. ToOH KOMyHUKaIHje je
6mo HemocpemHuju. IIpykao je [AUPEKTHUjU KOHTAKT U CTBApao
€MOTHBHHU]y Be3y O] HOBHHA ca KOH3yMeHTOM HuHpopmanuje. buio je
TEIIKO OMETATH FHETOB CUTHAJ, a J0Ce3a0 je 0 OTPOMHOT Opoja byau y
gyuTaBoM cBujery. MH(popManuja Koja MpOTHYE Pajiio CUTHAJIOM HUje
mo3HaBasia TreorpadCKy VAA/BEHOCT, TpPaHUIE, KYITYpy U CTelleH
[IICMEHOCTH, MOJIUTUYKY U UIEOJIONIKY YCMEDPEHOCT Kao HHU COLMjaJTHH
cratyc. Y BpeMeHy paHor XX BHjeka, pajiuo je OWO uaeasaH KaHaJ Ja
»,30YIbeHO cTazio“ ocraHe 30ymeHO. [[aCHBHOCT U MOCJIYIIHOCT BJIACTUMA
Cy ce M3Yy3€THO IleHIJE. BpynHe cy Owie — JIUYHU UHTEPEC U IMOXJIEIA,
06e3003UPHOCT, CTpPaxX O/ YIJIABHOM H3MHUILBEHUX HempujaTesba. LIuib je
610 jemaH, 1a Maca UCIpenaaHux Jbyau Oyzie moOpa MopIIKa 3a HEKE
HOBe IJIH CTape ayTOPUTapHEe Bole.

Hanmape, jomr jeaH ejleMeHAT NONyJIapHE KYJIType y pOMaHy jecre
ynotpeba Ttenmedona: ,,CBojy apary beiy cy mpoHAULIX Y XHCTEPHYHOM
CTalby Ha TepeHHMa TEeHUCEPCKOr Kiayba HakoH IMTo ux Yapiu
obaBujecTro TesneOHOM O CBEMY IITO C€ JIENMIABAIO W WHCHCTHPAO Ha
BUXOBOM fo0sacky.” (Groves, 2008: 147)

IToTpeba 3a KOMYHHKaIHjoM je OMJIa HEOIXOJ/IHA, 1A Ce HAKOH H30bujarba
Ipyror cBjerckor pata 6poj mehyrpasickux Imo3mBa CBe BHIIIE MOBehaBao.
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Mymkapy ¢y 4eKaad y JyTuM PeJOBHMAa Y BOJHUM JIOTOPHMA Ja [T030BY
CBOjy TOpOJIHUILY, KOja je Gmia manexko kox kyhe. Omepatepuma y Behum
IpajloOBUMa je HAJIO’KEHO /1A TPaXke 0J] KOPUCHHUKA /1a (bUXOBY [TO3UBH OY/1y
kpatku. [Ipenopyuena my:xuHa pasroBopa je 6uia rmetT MUHYTA.

Paznuka uzmel)y paguja u TenedoHa jecTe [a ce MPEKO pajuja BPIIHO
VTUIIQj] HA IIUPOKEe HApOAHE Mace JOK ce TesedOHOM OCTBApUBAIA
IojefiNHAYHA, IPUCHUja KOMYHUKAIWja, Tj. AUPEKTHHjH, aau OpPOjHO
OrpaHUYeH yTHIIA].

IlopoauyHU oaHOCU y poMaHy IIpeko pujeke Mepcu

IMucan pomana, EHu I'poyBc, oTBapa poMaH yoOW4YajeHOM MOPOIUYHOM
CIIEHOM V KO0jOj HaKJbHBO OMHCYje TOIUTy KyhHy aTMochepy U HOPOIHUILY
KOja ce cripeMa Jia nolje Ha IyT TPajeKToM IIpeKo pujeke Mepcu Ka rpaay
Bonacu, obactu y moapydyjy JluBepmya, kako 61 IpocaBwiIn poheHmaH
cecrapa Osm3Hakumba. CTpyKTypa caMe IIpUUe je BeoOMa jacHa U JIAKO jy je
MIpaTUTH KpO3 [Hjesi poMaH. PoMaH ce cacroju of ABaZieceT U IeT
IIOTJIaBJ/ba KOjU HOKPHBAjy HEPHOJ IOYeTKa J[pyror CBjeTCKOT paTa of
1939. I1a CBe JI0 Kpaja 1940. TOAuHe, Te CTOTa IPYXKajy 7o6ap UCTOPHjCKU
mpersies; uuTaolly. CBako MOIJIaBJbe IOHOCU TPEHYTKE HEU3BjeCHOCTH, I1a
Cce YMTAOI MOTY JIAKO H3ryOUTH y 3aIuvleTy Ipudye, Kao U Jia ce
ueHTUUKYjY ca mpobieMuMa ca KojuMa ce JINKOBH CyouaBajy, moceOHO
OHHMA KOjU Cy UCTOBPEMEHO M CUMIIATUYHU U 3aHUMJBUBU KPO3 IHjeIU
pomaH. ITucar 06JIMKYyje JTUKOBE TAaKO /1a OHU CII03HAjy YHEbEHHUILY /1a aKO
JKeJle TIPEKUBjETH, MOPAjy /1a Bjepyjy OHHMA KOjU UX OKPYKY]y, IIITO MOTY
MOCTHNY caMO YKOJIUKO Bjepyjy U y came cebe.

V3 ommca Kmure cazHajeMo IJIaBHY IpUYy pOMaHa, Te Ce JaKo
3alHTEPECYjeEMO 3a HCXO7, Te mpuue. I[Ipuya Koja ce ofBHja je 0 ABHje
cectpe, [Iun u Baj, koje cy mornyHo pasynuunte. [IuH je mOHOCHA HA CBOT
BpHjeHOT My>Ka U HBUXOBY Jjelly, aJId HUKaJla HeEMajy JJOBOJbHO HOBIA U
He MOTY HUIIITA yIITeAjeTH. Baj je jeAHAKO MOHOCHA HA HOBY YJIOTY KOjY je
B€H MYXK ZI00MO Ka0 IPajICKU JIOKAJTHH OJOOPHUK U HUXOBY €JIETaHTHY
HOBY Kyhy, Te je cX0HO TOMe O/TOj1JIa CBOjy Jjely /ia Of KUBOTa OUEKY]jY
VBHJjEK caMO HajooJbe. JENUHO IITO By 3aHUMA jecTe JIPYIITBEHHU CTaTyC U
TIOBJIACTHIIE KOje joj oH moHOcHu. CBe ce M3HEHa1a MUjeha Kajia IoYHe paT
M MHOTE HeXXeJbeHe OJJIyKe ce Mopajy nmouujetu. W [IuH u Baj umajy
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CHUHOBE KOjHU Cy JIOBOJAHO CTapH 3a BOjCKYy M Khepke Koje MOTY Ja HuX
3aMUjeHe U Tpey3My IUXOBY yjory koa kyhe. Jlonuio je Bpujeme 3a
uctuHy. Jla u 6u Tpebaso HajcTapHjy Ajery ymucaTd y Bojcky? Ja ju 6u
Tpebasio Hajmitally nAjemy eBakymcaTH pafyl HUXOBe cuUrypHOcTH? CBe
TpaJUIMOHAIHE M3BjeCHOCTH Cy HecTaje. 3aTHM ce HHUXOBa HajMmuiaha
cectpa, mjeBauniia PpaHcuH, HeoueknBaHO Bpaha kyhu u y30pka um
NIPOILIJIOCT, YaK W ycpeZ, cajalime omnacHoctu. Ilopopuna Kammnuon ce
YBHUjeEK ApsKajia 3ajeJHO Y TEIIKUM TPeHyI[MMa U TYyTU, ajTu ce YaK U OHU
MIUTAjy J1a JIU je JIONULIO BpHjeMe Jja CBoje HajMialje WiaHOBe MOPOJHUIIE,
O6nm3aHIle, CKJIOHE Jajeko on 6bombu. Bombe mamajy u mopojuiie ce
pas/iBajajy 300T kKOHGJIMKTA KOjU ce JielliaBa Kol Kyhe U y HHOCTPaHCTBY.
Ia nu he oun mohu mponahu cpehy wiu he um je pat omyseru?

Y mpBoM moOrJaBiby, KpO3 Pa3roBop Ha poljeHzaHCKOj 3a0aBH, MOMKEMO
YOUHTH HETPIE/HBUBOCT KOja IOCTOjU n3Mel)y cecrapa 6au3Hakuma. bosbe
pehu, HerpmesrmBOCT KO0jy BuBHjeH mokasyje mpema CB0joj cecTpu
onm3HakuBU: ,,Huje ce Moryia 3aHeMapuTH YibeHUIA fa 6e3 063upa mITo
cy oHa U BuBujeH Ouie OIM3HAKNIbE, CIMYHE KA0 /IBa 3pHA I'PAIIKA CII0Jba
[JIeZIaHO, /IBAZIECET U TPH TOIUHE y/IaTe 3a ABOJUILY PABTUIUTHX JBYAU IIITO
je 3HauMIIO Jia cy cazia Beoma pasynunte usuyrpa.” (Groves, 2008: 4-5)

Huje HeyoOuuajeHo koj 6pahe u cecrapa ga umajy Jomn ogHoc: ,[1uH je
Moxza Ouia crapuja JleceT MUHYyTa, ajd OHa, Baj, ce ocjehana mamexo
cynepuopHHje o7 we.“ (Groves, 2008: 11)

IMTunrueB npuka3 6paTCKe U CECTPUHCKE JIOjaTHOCTH U PUBAJICTBA OTKPHBA
BeHy 3a0pUHYTOCT 32 OUyBarbe CBETE HEMTOBPEAUBOCTHU JIOMa y BpHjeMe
IIpEeOKpeTa M JAPYIITBEHHX HpoMjeHAa. [IMHMHA ONM3aHKUIbA je MMasia
oTMjeHy Kyhy Haj BOZOM, Kao IITO JIOKaJHA H3peKa Kake, HA JIPYroj
cTpanu pujeke Mepcu y rpaay Bosacu, rije skuBe 6oraTd, 1 My»Ka KOju je
o cBeMy cyziehu 3apaljiBao Bullle HOBIIA HETO IITO je 3HAO HITa OU C BUM.
Mehyrum, 1IuH je yBujexk muciamwia aa je meH My CeM 060JbH YOBEK Of
My?Ka HeHe cectpe: ,IIMH HuKaza He Ou Morya jja Hale cebu My»Ka Kao
mto je Enpun.” (Groves, 2008: 11-12)

Haumn Ha Koju ce OfHOC cecTapa OJIM3HAKWIbA OIJIEIa Y POMaHY He
0CTaB/ba YMTAOIA PABHOAYIIIHUM, T€ MHOTH MOTY /ia Ce IOMCTOBHjeTE ca
BUM. BIn3aHIu yIyIaBHOM He 2KeJie /1a TOBOPE O OBOM ACIEKTY EbUXOBOT
oxHoca. To je cyBulie GOJIHO U YeCTO YK/bydyje cy3e u y30ypkaBa jake
eMoIrgje u uuHy Tyry. OHoO 1TO je BuBujen uzaspana kop [1uH je ocjehaj
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Tyre. TOKOM YKMTAaBOT poMaHa, YUTAJAIl MOKe IpuMjeTuTd na [Iun yecro
MUCJIA Ha CBOjy CECTPY U KaKO Cy O/IjeJTHOM CBaKa OTHIILIA CBOjUM IIyTEM,
U J1a je O6usio Temnko 6uTH o/1BojeH. Buia je cama, 6e3 cBoje GIM3HAKUIbE, Y
IIOTJIeZly TOPOJUIle, JKUBOTHUX BPHjEAHOCTH KM OHOTa INTO je 3aucTa
BakHO y kuBOTY. [IuH yBUjek ocjeha na je meHa OIM3HAKUIbA BOKAH U0
we. C apyre crpaHe, mbeHa cecTpa, Baj, ocjeha ce mpyraumje: ,,CBakako
HUje KeJbeJia /1a joj ’heHe HOBe KOMIIIMje TOBope 13a Jyieh)a Kako joj cecTpa
JIOJIa3H1 ¥ TIOCjeTy Y MPOIIIOTOUIIH0j Xa/buHU.“ (Groves, 2008: 13)

Pazyimuuty ApymTBEHHW CTAaTycH, IIPUIAJIalhe KJIACHO pas3BOjeHUM
JIMjeJIOBUMA JIPYINTBA, IJIABHU je KaMeH CIIOTHIamke u3Mely cecrapa.
[Mopoaurie ce MOry mocMaTpaTy Kao 00jeKTH caTHpe Y HEKUM POMaHUMA,
jep OHe WCTaKHyTe CJIy’Ke Kao W3BOp (UHAHCUjCKE, a HE €MOTHBHE
noapiike. Kpo3 pomas, cratyc ce rpafin Ha OCHOBY KJIACHOT IIOJIOXKAja,
IocjeIoBarba MaTEPHjATHUX CTBAPU U (PUHAHCH]A, T/Ije Cy HEKHU O]T JIMKOBA
y poMaHy, Kao Ha npuMjep BupujeH u mweHa xhepka besna, >xe/pbHU 12
MTOKaKy TaKBe ,,KBAJIUTETE".

Baj je yBujek nMajia KOHKYPEHTHY IIPTy y ceOH, IITO je 3HA4Yujo jia 6e3
o63upa mrra 6u [IuH Kao Hajcrapuja ypaauia, Baj 6u yBujek mokyrmasasia
Jla je HagMarnu. Baj je 6mita Ta Koja je yBHjek MopaJia /ia IPUBYUYe MaXKby
Ha pasJivKe JPYIITBEHOT CTaTyca KOjU je IOCT0jao m3Mely HbHUXOBHUX
MIOPOJINIIA, UAKO Cy cecTpe. BUBHjeH je yBHjeK je carkaspbeBajia CBOjy CECTPY
ONMM3HAKUIY IITO MMa Tpu KhepHu, 3a Koje je Muciawia jga cy Ouie
nH@epPHOPHE HA CBAKW HAUHH y OJHOCY Ha mheHy 3abesy. Muciawiia je na
je I'pejc, Hajcrapuja [luamna khepka, mpeBulle Jrdria Ha lbUXOBY Mual)y
cectpy ®paHcuH. Baj HuKazia HUje HU Kpuiia cBoja ocehamba mpema mutal)oj
cectpu. CBe 710 Kpaja poMaHa MOKEMO YOUUTH CTAJIHU TAKMUYAPCKHU JyX
Koju BuBmjeH MuCIM 12 MOpa ofp:KaTH. Y HEKUM JUjeJIOBUMA POMaHa,
YMHU ce Kao Ja Baj Mp3u cBojy cectpy LIuH mTo HUje aMOUIIMO3HHUja U
ITO je Tako cHUpoMamIHa u oOwuHa, HeyryienHa. OmiTe MO3HATaA
YHKBEeHUIA je Jla cy OJu3aHnM yBHjeK BeoMma Oiucku, Baj je yBujex
ynyhusasna HaapeheHu ocMmujex, kaa rof je 3a TO MMasa IPWINKY, IbUMe
j€ moKa3uBaJia CBOjy HETPIIEJbUBOCT IIPEMA CECTPH.

Ha moueTky 1mrecTor morjaBjba MOXKEMO YOUHTH jOIII jeJTHOM Hecslararba y
MUIIUbeBUMa Koje 6m3HaKkumbe uMajy. OBaj myT pHujed je o eBakyaluju
Jjelie U KaKo Ce CyOUYHMTH ca HOBHUM Telllkohama Koje jiosase. [IuH HuKaz
HUje oo0paBajia YHEEHUIY IIITO je BheHa cecTpa GJINM3HAKKbA JKeJbesa J1a
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ce manu [lek eBakywuine. Ilek je cuH mwuxoBe Hajmial)e cectpe ®paHcUH
Kojer cy ycojuwiu BuBujeH u weH cynpyr, Ensapsa. CazHajemo y pomaHy
Ja je TokoM JIpyror CBjeTCKOT paTa, OKO 130.000 JbYIH €BaKyHCAHO
Jaseko of mnoapyvja Mepcucaja. To HuCy 6mam camo yYeHUIH, HETO U
TPyAHUIlE, MJIaJile Majke ca 6ebama u ozpaciie ocobe ¢ MHBAIUUTETOM.
I'pancke Biactu cy obe3bujesniie 3a Ajery Aa ce IMpeceyie y MUPHO CEJI0
UYemajp u CjeBepHu Besc, raje 6u 6rwim MHOTO cUTYpHUjU o7 60MOaIIKIX
Hamazma. MHora fajena cy eBakyucana 6pozom u3 Jlueepmysna y Kanany,
Jyxxny Adpuky, HoBu 3enanzg win Aycrpanujy, a MHOTH OJf BUX Ce
HUKaJla HUuCy Bpatuiu kyhu. MelhyTum, nako je 6UI0 Telko, 3a MHOTE
poauTesbe je To OMO jeJlaH OJ] HauKMHa J]a ce OCUTYpajy Jia he IUXOoBa Jjerna
IIpEeXKUBjeTH YaK U ako je Bpuranuja Hanaguyra. Kao u cBu pogutessu y
CBUM BehWM WHIYCTpUjCKUM TpaJIOBUMA, TaKO Cy U OoHU y Mepcucajmy
MOpaJIU [IPUCTATH /1A IIYCTe Ajelly Aa Uy a bopase KoJ| CTpaHaIa Koju cy
MWbaMa Jajieko Ha Heojipel)eHO BpujeMe. Xusbajie Jjelie je KUBjesIo
naseko ox Mepcucajia y mepuosy off HEKOJIMKO TOAWHA. Y TO BpHjeMe Cy
0JIpaciiv, Te Cy Ce U HAy4YWJIU /1 JKUBe JIAJIEKO OJ CBOjUX pojuTesba. Heke
IIOpoAUIle KOje Cy Ce IMOHOBO cacTajie Cy MPAKTHYHO IIOCTajle CTPAHIIH.
MHora fjenia koja cy ce BpaTuia y Kpaj Mepcucaja ¢y roBopuia BeJIIIKA
jE3UK TEUHO - HEKU Cy 3a00paBUJIM FOTOBO CBE HA €HIJIECKOM jE3HKY IIITO
Cy paHUje 3HaIH.

Hajuecpehnuja gjena cy 6uia cMjenrteHa TaMo Tje HUCY OUIa moKesbHA.
Hekuma je 6ui0 y»KacHO U OWJIM Cy HEeyXpameHH, NPUCHHLEHH JIa JKUBE
BaHU W pajie mpekoBpeMeHO kao PpancuuuH cuH [lex. Mnak, Baj Huje
6umo crasmo g0 tora. OHa je Owia yBjepeHa Ja je y IpaBy IITO ra je
IocjIajia M TO je BUJIjesia Kao U3rOBOP Jia Ce PHjEIIH JijeTeTa KOje YOIIIITe
HUje HU XTjeja. BWwio je HeKONWKO ciaydajeBa (PU3HUYKOT, MEHTAJHOT U
CEKCYaJIHOT 3JIOCTaBJ/balha C KOJUM Cy Ce HEKa O €BaKyHCaHe Jjele
Mopasia cyounTu. Cama moMucao o Toj MoryhHocTu je unHMIA Aa ce [Iun
ocjeha HesnaromHo. Majke cy 4ecTo maTuje y»KacHO 300T CBOje fjele Koja
¢y uM Hezmocrajana. To je paszsor 3amTo [IuH HEje MOTJIa 1a CXBAaTH CBOjy
cecTpy Kako je MorJia /a nomasbe [lexa y HEKy ApyTry 3eMJby /1a JKHBU ca
cTpannuMa. Moria je aa pasymuje 7ia je Baj 6una 3a6punyra. Ha xpajy
KpajeBa, OHe /iMjesie UCTe CTPaXOBe, Al y UCTO BpujeMe [IuH HUje Moria
Jla cxBaTHU Kako je Baj morua ma momuciu aa he Ilexky 6utu 60sbe 63 HUX.
[IuH HUKaza He OM MOTJIa Ia OCTABU CBOjy Ajeny uau Cema, yak M ako Ou
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TO 3HAYMJIO /1a MOXK/Ia Hehe npexuBjeTH oBaj pat. bapem, ako 6u om0
JIO TOTa, yMPJIH OU 3ajeZHO.

Jo1l jeJlad 0JTHOC KOjU je MHTEH3UBHO MIPUKA3aH y POMaHYy je 0JTHOC OI]a U
cuHa. Kao u y cBakoM ozHOCY, OMJIO je HEKHUX mpobiieMa KOju ce IojaBe
Ka/la ce U3pakaBajy pa3jinyuTa MUILbEHA U yBjepema. OHOC ona 1 cCHHA
je BaxkaH 1Mo pasBoja 6mio Kor gjedaka. Fbuxom meljycobHU onHOC je
BapHpao y CMHCJIY pasyMujeBama U Jby0aBU jeZHOT IIPpEMA APYTOM.
OueBrMa ¥ CMHOBHMA Ca IIMPOKO PA3JIMUYUTHM HHTEpPECHMa MOXKe OUTH
TEIIKO /1a ce MOWCTOBjeTe jemHu ca ApyruMa. O4eBU KOjU AUCIUIIIUHY]Y
Jljelly Ha MUPaH U MpaBeiaH HAUMH TaKO IOKa3yjy CBOjy JbyDaB.

¥ 6w10 K0joj KyJTYypH IIUPOM CBHjeTa, Be3a U3Mely oIa U CHHA je jegHa
O]l HajjauMx W KJbYY 3a WJIEHTUTET Te Kyarype. Mehyrum, JIyk, CemoB u
[IuHuH cuH, je 0JUTyYHO /1a He JKeJH 1A PaiN Y CIACHIAYKO]j CIIy»K0H, Beh
Jla ce yMjecTO Tora HPHAPYKU BOJHHM CHaraMma, 3ajeJHO ca CBOjUM
npujaresbuMa y 60pbu, jep je yIJIaBHOM MECIJIMO O TOME Kao O IUTaBmy
YAaCTH U MIOIITOBAKA.

»,Hama je To jacHo Cem, anu Jlyk je muagm. OH Hema Hama cazHama. Hucu To
Tpebao pehu. Oamax je mocrao Harmer. I1a, u Tpeba aa Gyze, 0ArOBOPHO je CYMOPHO.
JI0BOJBHO YecTo caM My TOBOPHO IIITa Ce JIelllaBa ca JbyANMa KOjU Oy y par. Aiu
He, OH MUCJIU Ja 3HA Hajbojbe, MHCIU Jia Cy TO CBe caMe MeJa’be U cjaBa U
YHIbeHUIIA J1a HOCH TO IPOKJIETO oAujeso. OH He 3HAa HU JIUO OHOTA IITO Ce
memasa.” (Groves, 2008: 174-175)

OH je pajuje pU3HUKOBAO CBOj KUBOT y JIaHKHPKY, yMjecTo /1a 6opaBu U
pazu y cnacuiaavkoj ciry:k6u JIuBepirysia u /1a ra (beTOBU IPUjaTe/bH 30BY
KykaBuIloM. Huje 610 HauWHa Jla Ta ce pasyBjepu Ja he YIUHUTH HCTO
OHOJINKO 3a CBOjy 3eMJ/by KOJIMKO OM yUYMHHO Jla je ocTao Ko Kyhe.
Hjenyjyhu Ha cBojy pyky, JIykoBa OJAJiyka 3HATHO pPEMETH OJTHOC ca
ETOBHM OIEM.

VY mrecrom norsiaBsey I'poyBc CHaKHO ommucyje peakiyjy JIyKoBor ora kaaa
j€ ca3Hao Ja ra HEroB CHH HUje MOCIYIIao, Te Jja ce IMPHUAPYKHUO BOjCIU
6e3 IEeroBor IMpHCTAaHKA: ,, ...JIUIE My je TOPHUJIO Of Oujeca, MECHUIE Cy
6wmte crucHyTe ca crpaHa“ (Groves, 2008: 146).
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Y oBakBHUM cuTyallFjaMa MajKe HHCTUHKTUBHO IIITUTE CBOjY JIjelly Kao IITO
je Llun mokymasa sia 3amrTuTH cBor cuHa Jlyka. [Tokymiasna je ga 3amrutu
CBOTA CHHA Off OYeBOT OHjeca W TMOTPEIIHO U3TOBOPEHUX U HEXKe/HEHUX
pHjeun Koje Cy Mpou3alule U3 IBbUXOBE paclipaBe 3aTo IITO PHUjedr MOTY Jia
HAIIITeTe MOPOAUYHUM OJHOCHMA BHIIlE HEroO U caMa jajesia. KacHuje je Tek
cXBaTWJia Jia HeH CHH BHUIIE HUje JUjeTe W Ja MOXKE caM 3a cebe Jia
omyudyje, 6e3 003Wpa KOJIUKO Ce HOj U HEHOM MYXKy TO YHHIJIO
TIOTPEITHUM Taza:

,CeM HHje IPOroBOpPHO HU pHjed 0 JIYKy OTKAKO je OH OTHINA0, U UCIIOUeTKa je 610
BeoMa y3HEMHUPEH 360T OHOra IIITO ce JIeCHUJTO 1a HU OHA caMa Huje Ouia CKIOHA 1a
mpuya o Tome. Ay Huje 6ua0 y [IMHUHO] IPUPOAK 1a KPUBU WIN KajKibaBa OHE
KOje BOJIM, U KaKO Cy JaHU IPOJIA3UJU IMOCTaja je HEeU3MjepHO 3abpuHyTa 3a
Cema.“ (Groves, 2008: 169)

ITopen oropueHOCTH HHEHOT My2Ka, [IUH je Morya Aa ocjeTn meroBy 601, a
y HCTO BpHjeMe je MOTJIa /Ia IPUMHjeTH Jia heH cuH JIyk To HHje Morao aa
Buau. busa je y»xacHyTa IIITO BUAM KaKO Cce OTall M CHH, KOjU Cy YBHUjeK
WMaJId OJ[JINYaH OJHOC M KOju Cy Omim BeoMa CIWYHH, caza obpahajy
jeZlaH ApyroM Kao HempujaTesbu. Hukaza HUje BHUAjesla CBOT MysKa TaKO
spytor. [IuH je mokymana ga objacau Cemy 3amro je JIyk To ypaguo, anu
je ucto tako 3Hasa /1a he CeM To BeoMa TEIIKO IPUXBATUTH.

¥ CemoBum ounma, JIyk je mokasao Jja HUje IUjeHHO, a HU MOIITOBAO TN
yBakaBao oueBe caBjere. VIHaue My He OU IIPKOCHO U MIPHUjaBHO CE y BOjCKY
6e3 meroBor ozobOpema. CeMOBO pazouapame U JbyTHa 300T JIykoBe
OJlIyke ce HajOoJbe OIJiefla y peueHUIH Kazna kaxe: ,Hanmam ce ma cu
oHOcaH Ha cebe jep ja cBakako To Hucam” (Groves, 2008: 148).

Jour jemna ysuemupasajyha cutyaiigja Koja ce feliaBa u3Mely ora ¥ cHa
je xama Jlyk nohe kyhu 1o mpBu myT HAKOH IIITO je MPOBEO HEKO BpUjeMe
poBy. Jlok je Ilun nmpecpehHa 1mTO jOj je CHH XKUB U 37[paB U IIOHOBO KOJ
kyhe, ;eH Myx CeM He MOJKe /1a IIPECTaHE /1A Ce JbYTHU U Jia Oy/ie KBaH Ha
cuHAa. JOIl yBHjeK He MOXKe Jia MPUXBATU UYHUIHEHHUIY Jla My Ce€ HberoB
COIICTBEHH CHH YCIPOTHBHO HA TakaB HauuH. OH je moBpujeljeH, moHOCAH
¥ HUje HUMaJIo BOJbaH J]a My OIIPOCTH U 3a00paBH CBE jOIII YBHjeK.
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Hacrasa cutyanuja je jako Temka kako 3a CeMa Tako U 3a HerOBOT CHHA,
asu je jomr texxa 3a [Imn. Huje 6mio HaumHa J1a MX OHA IOMHUPH, A CBE je
ckopo Tokymazna. [lopoanyHe BpHjeHOCTH joj MHOTO 3Haue U I'poysc
OCJIMKAaBa OBY CUTYallHjy AOOPO y OBOM IIOTJIABIBY.

IToposuna je ieH IPUOPUTET U YECTO je HajBAXKHUja CTBAP, AJIM UCTO TAKO
je JecTo muTame KOJIMKO 3aIllPaBo IMOPOAUIIA IPYKa IIPOCTopa U ciroboze
mojenuuiyy. [ToHeKas; cMabyje WK OAy3UMa JIMYHHU MPOCTOP U Hamehe
TeXKIbe U OUeKHBaba Koja IojeJ[MHall Ipey3uMa Kao TePeT Ha cBoja wieha,
a He MO2Ke J1a ux uctyHu. O0ujame MOpoaUIle MOKe Jia OTyU MmojeTuHIA
U J1a IpOy3poKyje ocjehaj camohe u kpuswuiie.

Anu omer, ¢ Jpyre cTpaHe, KaXKy Ja HUKO He O0m Tpebao OuTH cam y
BpujeMe Boxxmhuux mpasuuka. On Jbyid ce OUeKyje Jla UX IPOBELy y
KpyTy nopoautie. OBy NPIJIHKY cy K00wIH JIyK 1 HEKU HEeTOBH IIPUjaTeJbH.
Homiao je xyhu 3a Boxxmh Ha oficycTBO M JIOHHO je TOKJIOHE CBOjOj
nopoauiy u3 Ilapusa. Ha kpaTko, omeT MOKeMO Jila OCjeTHUMO TOILTY,
mopoAnYHy atMocdepy Koja je Ouia mpukasaHa Ha IOUeTKy pomaHa. CBU
cy 6unu cpehtu cem Cema. OH je moc/betbl OTBOPUO JIYKOB MOKJIOH Ha
KOM je TTHCajIo: ,,07] TBOT JIparor U BOJAEHOT CHHA, AerieMbap 1939”.

OBoM nopykoM JIyK je HOKyIIIao Jja Kajke CBOM OIy KOJIMKO MY je 3ka0 360T
cBera. [lokymaBao je ma ce M3BHMHM, ajld C€ FHErOB OTAIl HUje HA TO
ob6asupao. Nnak je Hemrro 6wio aApyraurje y ¢cBeMy oBoMe. OTHOCHIH Cy
ce mpema JIyky ca cacBUM HOBHM IIOLITOBAI-EM Ca/a Kajia je BOjHUK Yy
cnyx6u y ®@paniryckoj. To je 6110 cBe MITO je OH XTHO — JIa Ce HE OJHOCE
mpeMa HBeMy Kao IpeMa KyKaBUIIM U HEKOMe KO je HAIyCTHO CBOje
JipyroBe. 3060T OBOTra ce MUTaMO Jia JIX je MOoxXBaja Kojy je JIyk mobuo on
CBOjUX MpHjaTesba Ouia BpHje/lHA HapylllaBamka OJTHOCA Ca FheTOBUM OIEM.

Y tpunHaectom noraassby Cem u JIyk ce HallOKOH nomupe. [IvH o/y1a3u Ha
JKeJbe3HUUKY CTaHMIy Jla ucupaTu cuHa u 36or tora ce Cem ocjehao
HeJIaTOZ[HO OJT caMe ITOMMCJIH Jia MOXK/Ia BHUIlle HUKaj Hehe Bumjetn cBora
crHa. 300r Tora je MOKYypHO Ha CTAaHUILY Jia Ce MO37[paBH ca UM IIpHje
HEro 1ITOo Oy/ie MPeKacHO.

BaxxkHocT omHOca y mopozuiiu, 60pbe ce M 3ay3uMarba 3a OHO y IIITa
BjepyjeMo je paciuieT pajiibe KOju ce ojiBhja y pomany IIpexo pujexe
Mepcu. Eau T'poyBc roBOpM O TOME KAaKO JIMYHY KCTOPH)Y 3ampaBo
obsukyje KyaTyposoiika ucropuja. Kpos poman mpumjehyjemo kako ce
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MUjekajy 1 BpUjeMe 1 HOBAlIl, a CAaMUM THUM H IIOPOJIUIA, TE /1A je OCTaTaK
JIPYIITBA MIPOIIA0 PaJiUKaJiHe mpoMjeHe. [lopoauiy OMIUKYjy W OXHOCH
u3Mel)y mojeiHaIa, a Te Be3e ce MUjerhajy Kako ce MHUjemhajy MCKYCTBa
nojennHana. OBO je cjajHa, MCTOPHUjCKA IpHYa KOja TOBOPU O GOpOeHOM
JIyXy 1 GJIUCKOCTH y TIOPOHUIIM, O VBjeperbY /a YaK MaKO je JIaH MpEeNyH
VHHUIITEHA U 60T, UITaK IOCTOjU HaJia 32 60Jbe cyTpa.

3ak/by4yak

HaxoH mITo mpoyuTamMo O HOPOAWYHUM OAHOCHUMA, J[pyroM cBjeTcKOM
paTy U KaKo TO yTHUe Ha JKMBOTE JbYAU y poMmaHny IIpexo pujexe Mepcu,
[IOYHEMO BUIIE PAa3MHILbAaTH O CTBApUMAa KOje Cy CTBApHO OHUTHe Yy
JKUBOTY. JKMBOT U JbYZ C€ YBUjEK MUjeHajy, AT MOPAJIHE U MOPOANIHE
BpUjeHOCTH OU yBHjeK Tpebaso Jla OCTaHy IPUCYTHE. 3a MHOTE JbYIE,
JeduHUNMja pUjedr TOPOAUIA je XapMOHHUja U3Mel)y TpyIIe JbYAH KOju ce
OpuHy W masze jefHH Ha Apyre, mTo GOpPMHpa HEPACKUUBY Be3y.
[MopopmyHe BpujeTHOCTU Cy BakHe W Tpeba UX HETOBATU M XPAHUTH.
Jby06aB, mo/ipIIIKa, MPUjaTE/LCTBO U BOJICTBO Cy K/bYUHE OCOOMHE MOTpebHE
Ja ce ¢opmupa mopoawdHa Besa. [lopoguma ce cmarpa 3a €JIUTHO U
€KCKJIy3UBHO JIPYLITBO, KOjeM BehWHa Jby[U y JaHAIIKbeM CBHUjETy He
IpunaZa Wid HeMa IPUBWIETHjy Jia Oyne mweH awo. OxpHoc usmely
poZIUTEIhA U EIHUXOBE JIjelle jeIaH je 0/f OCHOBHUX JbY/ICKHX OJTHOCA. Y OBOM
pomaHy ayrtopka ['poyBc wucTHYe nga Majke NOpyxajy QPUBHUKY U
eMOITMOHAJIHY OpHUTy 3a CBOje MJIaJle CHHOBe U Khepu. Y TOM mpoIiecy,
poauTesbr he ymosHaTH Jjelly ca NOPOJUYHUM BPHjeTHOCTUMA U
OWHeBUMa, yuehn uX Ja mpuxBarajy HOpME M BPHUjeAHOCTH APYIITBA
KOjeM IpuIaziajy. PoauTre/bu TO YnHe y HaAu Jia he BUAjeTH jeAHOT JaHa
Jla cy IHXOBa Jjerna IOcTaja 3pesa, OJpacjia, ca CBOJUM BJIACTUTHM
[IWJBEBUMA U CBPXOM Y JKHBOTY, a TO je YIIpaBo OHO mITO je ['poyBc Jsujemno
MIPUKAa3aJia y POMaHy.

ITocroje cTBapu koje ce moralajy y HaIIeM KUBOTY, a KOje YeCTO MMaMO
po0JieM Jja MPUXBAaTUMO U CBAKO MMa JIPyravuju HAYWH KaKO TO YUHHU.
Par je 610 u ocTao IoOIyJlapHa TeMa 3a IHCIE jep YTHYe Ha IjeJIOKYITHO
JIPYLITBO, OWJIO /1a CMO JUPEKTHO YKJbydeHU wiu He. OBa Kibura jaje
JbyZIMIMA W3 MPBE PyKe IOIJIE] Ha TO KAKO Par Jjesiyje Ha Jby/e Y IMPBUM
JvHUjaMa (PPOHTA W Ha HUXOBE IMOPOAUIE KOje MX 4eKajy Koz Kyhe.
JIuKOBM y poMaHy Cy MpEKHUBjesIM paT OTKPHUBajyhu /a CBAaKO MMa CBOjY
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TIpUYY U IPOIIOCT O KOje ce Kpuje. Kako 61 MpUXBATHIIN CBOje CTPaxXoBe,
TPUjex0OBe U TajHe MOPAjy Ce CYOUUTH ca HUMAa U HAYIUTH OIPOCTUTH HE
camo cebu Beh u jegau apyruma. OHU Cy HaydWIH J]a 3ajeTHO ca OpysKjeM,
XpaHOM U CKJIOHUIIITEM TaKOlje IOCTOjU jaka 3Kejba 3a MPEKUBIbABAEM.
Ta xespa je omtyumsia ucxos JIpyror cBjeTCKOT para Ha KOjeM ayTOpKa
I'poyBc TeMespu CBOjy 3aHUMJBUBY PaJilby U I7je HEHU JINKOBHU IIOCTAjy,
Kao y CTBAPHOM >XUBOTY, OOMYHHU U IOoceOHU, HEOOWYHU U IIPOCjeuHH,
cabu U jaku, jeTHOM pjedjy - Jby/IH.

Kpo3 cHaxkHe crKe pasapama y poMaHy, caIuke 60MOU, CIINKe YMUPamha y
6uTkaMa ¥ OOJIHMYKUM KpeBeTHMa, uuTtasaill mobuja Behe pasymujeBame
3a HOCTynke JnkoBa. CTpaxoTe para yTU4Yy Ha pasjIMuUTE JbyZAe Ha
pazyIinuuTe HAYHHE.

PomaHu Hammcanu o paTy roBope, He camMO O (PUBMYKOM YUMHKY para,
HEro U O yTUIAjy Ha JBYJICKM AyX. bopba 3a cBOjy 3eMJsby ce cMarpa 3a
xpabap u yactaH yuH. To Bpujenu 3a BehuHy Myikapana u jkeHa Koju ce
0ope, au Kaj TH TBOja 3eMJba TOBOPU O PaTy U CBUM XpaOpHUM CTBapu
KOje ce MOTY YUMHHUTH, OHH 4YeCTO 3a00paBibajy /a BaM Ka)Ky KakKo Ce
HOCUTH ca CMphy M CTpPaXxOM KOjU IIpOM3JIa3W U3 TJIeJama CBOJUX
npujaTesba Koju ymupy ucupes Bac. To je oHo ca yum ce JIyk Mopao
CYOUHTH JIOK je OMO Ha paTHINTY, aJld OH TO HUje 3Hao Kako. To je Ouia
00J1 01 KOj€ Ta je oTaIl MOKYIIao 3aIITUTUTH.

AyTopka Takolje MCKpeHO HWJIyCTpyje YJIOTY jKeHe y paTy Koja je Takohe
BeOMa BajkKHA Yy OJpKaBamy CUTYPHOCTH bpurtanuje. 3axBaspyjyhu
BE3WHUM IpPUKa3UMa, YUTaonu he cxBaTutu Aa 0e3 CBAKOJAHEBHUX
Hamopa keHa Ha pomahem ¢ponty, bputanuja 6u usryomna par. Muore
JKeHe Koje Cy ce IpUJIpy:Kujie cy Ousie BOJIOHTEPH W OHE Cy XTjese Ja
WUTpajy CBOjy yJIory y Tmomaramy bpuranuju. I'pejc, JIykoBa cecrtpa,
obyueHa je ga Oy/le MeIUITMHCKA CeCTpa, Kako OW MoOIJIa Jja IIOMOTHE
pameHUM BOjHUIIIMA HA MYIIKOM XUPYPIIKOM Ofjesberby. To je 610 mweH
HA4YWH J1a JIOIIPUHECE CBOjOj 3eMJsbH. JIpyre »KeHe, Kao ITo cy ['pejcuHa
TeTtka OpaHCHH, IPUAPYKIIIE Cy Ce TPyIlaMa Koje Cy IjeBajie U Iiecase 3a
BOjHE TpyIle, 1 HA Taj HAYMH UM ITOMarajie jia 3ab0paBe Ha HeNpHjaTHY
CTBApHOCTH Y KO0joj Cy ce Haa3win. 3ab6aBe TOKOM paTa, Kao IITO Cy KMHA
U IUTeCHE JIBOpaHe, IIOMOTJIE Cy JbYAMMA Ja TMOKYIIAjy /la KUBE IITO je
Buille Moryhe HOPMAJHHUjUM >KMBOTOM. MHOro jKeHa je paguio 3a
J106pOBOJBHY KEHCKY YPYTY.
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Poman mpyxa daciuHaHTaH YBUJ U3 WCTOPUjCKE U  KYJITypHE
mepcriektuBe Ha JIpyru cejercku par. Kopucrehu mHore enemente
TIoIyJIapHe KYJIType ayTopKa je Jiakille MPHUOJIMKUIAa YUTAOIMA OIIHCE
paTa W Tafalllke MOPOAMYHE OfHOCe. Ymorpeba pajuja, TejleBU3HjE U
JleTaka Kao IPOIaraHJHUX CPe/CTaBa je YTHUIaja Ha IIUPEerhe MAacCOBHE
TIOIyJIapHE KYJITYPe U 0OJINKOBAbE IPYIITBA ¥ KOjeM U MU JIJAHAC YKUBUMO.
Kpo3 momynapHy KyaTypy MH CTBapaMO HOPOAMIYYy II0 HAIIOj CJIHIIH.
MHoru o7 Hac Kpo3 IJIeZlalbe TesleBU3Uje M (PHIMOBA /0JIa3H JI0 HJIEje
Kako Ou W3IJiefiajla HOpMaJIHA MOPOJAMIA M KOjU je HeajlaH HAauYWH 3a
BacCITTaBalbe Hallle Jjelle.
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Summary: ELEMENTS OF POPULAR CULTURE AND FAMILY
RELATIONS IN THE NOVEL ACROSS THE RIVER MERSEY BY ANNIE
GROVES

This paper examines the effects of various roles family plays in the life of an
individual as well as their views on class, race and gender issues within a
community. It also covers the storyline of the novel which is set in Liverpool and
focuses on the home front and the changing role of women at that time. By
providing some concrete examples, the paper allows the reader to get a clear
picture of some key problems within family relationships that are portrayed in
Across the Mersey. These relationships have been portrayed in a very realistic and
transparent way, not always happy but full of sadness, too. It also depicts what
kind of impact it leaves in the individual’s further life. Ultimately, it is meant to
demonstrate, based on the examples in the novel, the way cultural studies
alongside the concept of popular culture are becoming dominant elements of
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EJIEMEHTW NONYNAPHE KYJITYPE U NOPOANYHU OAHOCWU Y POMAHY /TPEKO
PHIEKE MEPCH CNTUCATEJBULIE EHU TPOYBC

modernist and postmodernist novels and that the combination of literature and
culture has become inseparable. Moreover, the paper analyzes the overall impact
of popular culture on modern society, including the considerable media and
technology influence as its inseparable part. Furthermore, it provides information
about some historical facts of the WWII and elements of the language used in the
novel which was written at that time. Once again, the writer reminds us that
literature is a tool that reflects a state within a society, and that it has always been
the means by which it has passed on the social, political, emotional and human
messages regardless of the elements of language and other forms of speech.

Keywords: family, family relations, the role of women, popular culture.
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AFRICAN-AMERICAN BLUES: THE STAGES OF ITS
EVOLUTION FROM FOLK TO POPULAR CULTURE

Original research paper

Abstract: The blues represents a unique variety of African-American poetic and
musical culture, which emerged at the end of the 19t century. To understand the
essence of the folk roots of the blues and to make this topic clearer to the audience,
the article compares it with such alternative lyrical/musical traditions as
Serbian/Croatian/Montenegrin epic poetry sung and played by guslars, or
Japanese haiku. The blues has undergone a complex way of evolution. The article,
descriptive in its essence, reviews the three main stages of development of African-
American blues: 1. Folk (country) blues; 2. Jazz Age blues; 3. Electrified blues
leading to popular and rock culture. By doing so, the article sets as its aim to show
how the blues evolved from purely folk type of art at the end of the 19t century to
rather commercial (popular) forms of the same art in the middle of the 20t
century, having passed its so-called classic (jazz) stage in the 1920s. The objective
of the article is to familiarize the reader with the history of development of
African-American blues, whose popularity is taken for granted nowadays. The
description of this evolution will contribute to better understanding of the nature
of popularity of this unique form of African-American culture.

Keywords: blues, folk culture, musical tradition, jazz, Afro-American music.

African-American blues as folk culture

The concept of folk culture. — Epic poetry of Serbia/Croatia/Montenegro/Bosnia played on
the gusla. — Japanese haiku as a type of folk culture. Sabi in hatku. — African-American blues
as folk tradition. The feeling of misery.

National heritage of any kind is unimaginable without folk culture.
Folklore expresses itself in fairy tales, legends, poetry, music, dance, etc.
Every nation and each major culture develops its own folklore. In some
countries, folklore emerged back in early times, as it happened in most
European countries, whereas other, relatively young societies, developed
their folklore after medieval era, as it occurred in North and South
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Americas. The United States has its particular folk culture created either
by white colonists and their descendants, or by black residents, who,
despite (or perhaps even owing to) experiencing slavery, created unique
forms of music, poetry, and other forms of folklore. The blues became one
such distinctive and unique form. To understand the essence of the blues,
it should be first compared with some of the known forms of traditional
folklore.

Folk has known many forms in different cultures. In Serbian, Croatian,
Montenegrin, and Bosnian history we encounter a unique form of epic
poetry composed and sung by original guslar singers, which can be
compared to the blues. The famous French writer of Italian origin Prosper
Mérimée, whose mother was Morlach!, wrote the following about the
Balkan bards:

Let me tell you just a few words about Slavic bards, or guzlars, as they are called
there.

The majority of them are old men, very poor, often dressed in rags; they wander in
the cities and villages, singing their songs to the accompaniment of the instrument
similar to guitar, called guzla, and having only one string from horsehair. People,
not occupied by anything... surround them in crowd; and when the song is over,
the singer awaits for generosity from his listeners. Sometimes, he resorts to a
cunning trick, and interrupts performance at the most interesting part to appeal to
their generosity...

However, the ballads are sung not only by the guzlars; almost all Morlachs, both
old and young, also follow this job. Sometimes — although, there are few of them —
compose their own poems, often improvising on them.

They sing slightly nasally. The melody of the ballads is very monotonous, and the
accompaniment of the guzla enlivens it little; only getting accustomed to this
music, one can endure it. At the end of each line, a singer utters a loud scream, or,

t Encyclopedic Dictionary of Brokhaus and Efron (9CBE) (1896). Vol. 19, page 862.
Saint Petersburg, Russia) defines Morlachs (Serbian: mopaayu; Italian: Morovlacchi;
German: Morlacken), as “seaside or maritime Vlachs — Slavic inhabitants of Dalmatian
mountains in the Zar and Spalato districts. In the middle 15t century they fled to here
from Bosnia, escaping from persecution of Ottoman Turks. Passionate dancers and
singers. The Morlachs are partly Catholics, and partly Orthodox. As brave seamen and
sailors, they represent the core of Austrian fleet.”
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more exactly, some yell, resembling the howling of a wounded wolf (italics added
— G.Sh.). In the mountains, these screams are heard from afar, and one must get
used to them to acknowledge them as proceeding from the mouth of man.

(ITpocmep: 1927: 56-57)

Mérimée recounts about one of his good acquaintance, Hyacinthe
Maglanovié¢, a Morlach, who was not only performing guslar songs, but
also writing them by himself. Mérimée presents the whole ballad of
Maglanovié’s titled The Hawthorn of Veliko’s Family. The ballad is broken
into 34 stanzas in which each stanza contains two or three sentences.
Below are several sample stanzas of this ballad:

II

Bey Ivo Veliko, son of Alexa, left his house and homeland. His foes attacked from
the East, burnt his house and took possession of his parts.

VII

Bey Ivo Veliko, the son of Alexa, left with his son and cross the yellow river of
Mresvica. He told Porde Estivanié: “Spread before me my cloak, so that I could
shelter under its protection”.

VIII

borde Estivanié spread his cloak. He broke bread with Bey Ivo Veliko. And called
he Alexa his son, born by his wife.

XII

And they [their foes] said together: “Death to Ivo Veliko and his son Alexa!” They
took each other by hands and drank $ljivovica from the same cup.

Ivo Veliko’s foes wage the war against him and kill him: this is the climax
of the ballad. However, Ivo’s son, Alexa, revenges him, assassinating his
killers. The story of Ivo’s death contains strong spirit of sadness, whereas
his son’s revenge, concluding the ballad, creates in the reader the sense of
optimism:
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XXXIV

“Take off, take off the blood-stained clothes from the wall. His foes are dead. Ivo
and DPorde are avenged. The hawthorn of Veliko’s family is blooming again, and its
stem will not fade ever!”

(ITpocmep, 1927: 62, 65)

This blend of joy and particularly great sadness is unique to Balkan guslar
singers2, drawing the material and inspiration from local legends and
folklore. Further, in present work, we shall see that the feeling of sadness
is prototypical for the reviewed samples of folk poetry and music, and
even decisive, when we deal with African-American blues.

In order to approach the main object of discussion, let us refer to another
commonplace form of folk culture, namely, nowadays well-known type of
Japanese oral poetry called haiku. Haiku is a traditional Japanese folk
poetry, passed on both orally and in written form. One of the most famous
haiku masters was the poet Matsuo Basho, who produced the majority of
his work at the end of the 17th century and the beginning of the 18th
century AD, wrote numerous haiku, immortalizing this Japanese folk art.
One of the stanzas of his poems says:

The old pond
a frog jumps in
sound of water
(Wiese, 2011: 148)

Here Basho portrays the act of jumping of a frog into the water with a
splashing sound in a poem that is clearly about natural phenomena.
Another important feature is the contrast — the quiet of the pond with the
noise of the frog. Finally and most importantly, it has a feeling of sabi, a
Japanese word meaning “peaceful sadness” (Wiese, 2011). Note that,
generally, haiku poems follow a specific three-lined form. Most typical

2A Hungarian historian Sebastian Tinodydescribed as early as in 1551 the art of the
guslars as highly emotional performance, when a guslar sings the song with a sad and
dedicated expression of his face. (Mundal, 2008).
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Japanese haiku have exactly seventeen syllables: the first line accounts for
5 syllables, the second line has 7 syllables, and the third line has again 5
syllables. The above example is less orthodox in form, but still follows
general pattern.

Although the contrast may or may not be present in the main object of our
discussion — the blues — the other two features, namely, the form structure
(three lines) and the mood (sadness), are also two significant components,
which make the blues the blues. Modern haiku are written in different
languages with different syllable patterns, but we will confine our
examples with the one given in order to compare it with African-American
blues.

Having brought forth two relevant and illustrative examples of unique
forms of oral poetry, let us now refer to the art of the blues, as it has
become widely known in the 20th century as an offspring of African-
American folk tradition. Several milestones during the formation of the
blues shaped it into a distinct and separate type of folk culture.

The blues had two predecessors: spiritual music and work song. Spiritual
music of American Blacks was the music performed by African-Americans
in their church. It was usually sung in a choir without a soloist, although a
cantor would lead the congregation and direct its performance (Koues,
1977). Spirituals became especially popular during the Second Great
Awakening in America (1820s-1840s), when African-Americans were
massively converted into Protestant (primarily Baptist and Methodist)
denominations (Ahlstrom, 1977). As this time, African-American musical
expression was incorporated into American Protestant traditions.

Just like work song (discussed below), spiritual music emerged in the
times of slavery as a means of passionate musical expression and religious
submission of the African-American people towards their gloomy fate.
This sentiment of submission, possibly coupled with the innermost dream
of freedom or, at least, being relieved from suffering, has led the art to
combine sadness with the grain of optimism. This mixture expresses itself
both in music and lyrics of the songs. It goes without saying that both
lyrics and notations were passed orally and by ear, thus making this
typically Negro art of a popular (folk) character (Kouesn, 1977).
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Work song is another African-American folk tradition, from which the
blues emerged. Work songs were born on the slave plantations, as the
slave cotton pickers sang them to alleviate their suffering under the
scorching sun and presence of merciless slave-owners armed with whips.
The slave-owners would not prevent the black slaves from singing the
work songs, considering that the singing of a song at the plantation would
be a good means preventing the disobedience of subjugated people. Some
of the work songs have a thread of cheerfulness, still being doleful, as they
are created in the working field to cheer up the spirits depressed by
backbreaking toil. The typical structure of a work song is “call-and-
response”, when a soloist sings out a phrase, and the other workers
respond to this phrase in choir:

Solo. Farewell, fellow servants

Chorus Oho, oho

Solo I'm gwine way to leabe you
Chorus Oho, oho

Solo I’'m gwine to leabe de ole country
Chorus Oho, oho

Solo I'm sold off to Georgy

Chorus Oho, oho

(Komnnuep, 1984, p. 27)

These two folk traditions interacted with each other, and by the end of the
19th century produced another, purely secular musical form of African-
American folk art, called the blues. This genre, being partly a derivative of
spirituals, and partly of work songs, incorporated their elements and
others, to make a new type of folk culture which enabled it to evolve
subsequently into more advanced (jazz) and contemporary (pop) forms.

The most widespread and well-known form of the folk blues is the twelve-
bar blues, which we will deal with by default in this work. From spirituals,
the blues inherited prototypical musical harmony and the blend of despair
and (less often) metaphysical optimism, expressed in the lyrics. At the end
of the 19ththrough the beginning of the 20t century, the blues was sung by
almost exclusively male singers accompanied by guitar and ornamented
by the sounds of mouth harmonica, an instrument incorporated by the
black singers from another folk tradition — country music.
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An American scholar Sydney Finkelstein provides the analysis of the blues
as the folk music. First, he defines the features of folk music to make the
subsequent connection to the blues:

A folk music is not a “pure” music. Music taken from many sources becomes part
of people’s daily lives, their personal and social thinking. Thus used by them, it
takes on new characteristics and a new unity whatever its origins. Through such a
language we can see how a people live together, how they react to the world and
their fellow human beings.

He then juxtaposes spirituals to the blues. The spirituals were not escapist
pieces of art, rather he considers spirituals a music of slavery which
expressed the fight of African-Americans for freedom. The imagery in this
fight is described as Biblical, which was used in uprising and “as an
Underground Railway code.”3 As for what the blues as folk art is, he adds:

The blues were a music of the semi-feudalism that arose in the South after the
sabotage of “Reconstruction”. The Negro was tied down, as much as possible, to
the land, surrounded by innumerable restrictions. The blues became likewise both
a tool and an expression of his struggle for freedom of movement and travel, for
freedom of labor, for the decencies of family life. They created new images, drawn
from more realistic experience than the Biblical imagery of the spirituals. They
spoke of the gambler, the outlaw, the railroad and steamboat, the chain-gang, fire
and flood, the labor giant like John Henry, this imagery likewise having a double
meaning. They spoke bitterly of man-woman relations, the resentments of the
deserted man or of the deserted woman, the assertions of independence. Thus, in a
seemingly comic way, a resentment could be expressed against a much more real
oppression. The seeming conflicts of sexual life became symbols for the Negro
people’s resentment at any confinement of their freedom.

(Finkelstein, 1948: 60)

The reader may notice that Finkelstein uses the word “resentment” three
times, while describing the African-American’s attitude to reality. This
resentment, inherited first from the times of slavery, and augmented in

3“The Underground Railway” was the secret paths by which the fugitive slaves escaped
from the slave-owning states at nights. — (G.Sh.).
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the post-Reconstruction Era because of the disappointment in the
ostensibly new opportunities of new life, usually expresses itself in both
folk blues music and folk blues poetry through specific sentiment of
misery, the most distinctive feeling present in literally every piece of the
blues. Consider, for example, a stanza from the blues If you see me
comin’:

If you see me comin’, heist your window high;
If you see me comin’, heist your window high.
If you see me goin’, hang your head and cry...

Or, another example: the lyrics of the blues song called Driftin’ Blues:

I'm driftin’, I'm driftin — like a ship I'm on the sea...
Yeah, I'm driftin’, I'm driftin — like a ship I'm on the sea...
Well, I ain’t got nobody in this world to care for me...

African-American blues in the Jazz Age

Jazz. Age and formation of the Classic Blues. — Blues poetry in the writings of the Harlem
Renaissance poets

The reader may have noticed that both of these stanzas have three lines
(the most common poetic form corresponding to 12 musical bars) — a
prototypical configuration of contemporary blues. However, at the
beginning of the 20 century, some singers of older generation still
continued performing its more archaic versions. Several of such singers
(e.g. Blind Lemon Jefferson, Leadbelly) were recorded in the 1920s and
even 1930s. The music recorded by them became known as country (i.e.
folk) blues, and insofar as by form it is more free than contemporary blues,
we can assume that it refers to earlier stage of evolution of this genre,
being an intermediary form between the work-song and classic blues,
which was solidified around the 1920 (Kosutuep, 1984).

By the 1920s, the blues has obtained the harmonic base, diatonic scale,
and standard dimension, becoming Europeanized, and formed into the
type that we know from contemporary jazz. It was exactly in the period of
Europeanization of the blues that the whole group of its famous female
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singers emerged. We know them today as classic blues singers: Ma Rainey,
Bessie Smith, Chippie Hill, Ida Cox. They were highly revered by the
Negro audiences as well as some white listeners.

The blues in the performance of these singers are reminiscent of the old
country blues (sung by males), and, at the same time, they were like the
blues of jazz musicians. Classical female blues performers did not rely on
the blue notes as compared to male singers. So, why were these
performers closer to the European traditions, than the males — the singers
of preceding generation? The reason is likely that the majority of the
female singers were not only blues performers (as the men before them),
but also were popular vocal singers of the minstrel genre and considered
themselves variety (vaudeville) performers. They performed not in a
cabaret, but in minstrel and variety/vaudeville venues, which were
popular among both African-American and white audiences. The
repertoire of such singer as Bessie Smith usually included both popular
melodies and the blues. Bessie Smith also performed humorous numbers,
danced, and took part in the coarse comic stage-plays. African-Americans,
working in the system of show business of the whites, inevitably found
themselves under the influence of European music (Ibid.). This
transformation of the blues from its country (folk) to its classical (jazz)
type might be called the flapperization of this type of art. Indeed, women
started playing an important part also in music, having replaced male
blues performers, and assuming the role of the leaders in a jazz band.

Francis Scott Fitzgerald, who is famous for inventing the term “Jazz Age”,
says in one of his essays about the flapper phenomenon of the Era:

Scarcely had the staider citizens of the republic caught their breadths when the
wildest of all generations, the generation which had been adolescent during the
confusion of the War, brusquely shouldered my contemporaries out of the way and
danced into the limelight. This was the generation whose girls dramatized
themselves as flappers, the generation that corrupted its elders and eventually
overreached itself less through lack of morals than through lack of taste. May one
offer in exhibit the year 1922! That was the peak of the younger generation, for
though the Jazz Age continued, it became less and less an affair of youth.

(Fitzgerald, 1931: 15)
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The agents of record companies scoured the South, indiscriminately
signing contracts with Black female singers, many of who were working in
the vaudeville companies, and had little to do with the blues. By 1921, at
least five or six Black female singers had been recorded. In 1923, there
were already dozens. The whole country was embraced by the blues
madness, and the Americans once again discovered African-American
music. The emotionality and frivolity of performance of the blues by
female Black singers played certain role in the widespread passion for the
blues.

In the pursuit of fashion and profit, the recording companies were inviting
essentially all African-American female singers who could sing to some
extent to the studio and declared them performers of the blues. Many of
them were very weak, while some of them simply unbearable for the
absolute absence of talent. From the whole of this multitude of singers,
many scholars consider that only about ten left the blues interpretations
worthy of attention. The unquestionable and recognized leaders among
them were Ma Rainey and Bessie Smith (Kosiuep, 1984).

Later in the above-mentioned essay, Fitzgerald specifies what he means by
maturity of the Age:

The Jazz Age had had a wild youth and a heady middle age. There was the phase of
the necking parties, the Leopold-Loeb murder... and the John Held Clothes. In the
second phase such phenomena as sex and murder became more mature, if much
more conventional. Middle age must be served and pajamas came to the beach to
save fat thighs and flabby calves from competition with the one-piece bathing-suit.
Finally skirts came down and everything was concealed. Everybody was at scratch
now.

(Fitzgerald, 1931: 21)

Thus, African-American blues became the cornerstone of the Jazz Age. It
could not have come about otherwise, as the blues was one of the key
sources of fledgling jazz music. In essence, the blues stepped into the
second phase of its being — from its folk from into more refined, consistent,
“classical” form — to be known as jazz art. Of course, this tendency had its
major influence on music. However, there was also another side of the
coin, associated with the new literary school of the 1920s, which became
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known as the New Negro Movement, more widely known as Harlem
Renaissance.

This new movement of African-American literati united talented colored
poets, inspired by such eminent African-American intellectuals as W.E.B.
DuBois, Booker T. Washington, and, especially, philosopher Alain Locke4
who edited the book of essays, poetry, and fiction of different Negro
authors called The New Negro (1925). This book featured such previously
unknown authors as Countee Cullen, Langston Hughes, Claude McKay,
and others who primarily wrote poetry. The Harlem Renaissance, lasting
just as long as the Jazz Age, boasts of many talented black poets who
wrote in various poetic genres. Some of them addressed the theme(s) of
the blues: Sterling Brown and, especially, Langston Hughes, made the
greatest contribution to the world of poetry with regard to this unique
form of African-American culture.

Lorenzo Thomas (1997) identifies the foundations, according to which
Sterling Brown treated the blues utilizing its traditional basis in the mirror
of the newly emerged poetic schools of the early 20th century. Recalling T.
S. Eliot as an influential poet of the time, he states:

As a poet somewhat younger than Eliot, Sterling A. Brown delighted in
experimentation yet also valued his role as a contributor to a tradition. In the
poems he composed in the 1920s, Brown "sought to combine the
musical forms of the blues, work songs, ballads, and spirituals with
poetic expression in such a way as to preserve the originality of the
former and achieve the complexity of the latter” (bold script added —
G.Sh.). Brown's relationship to tradition was, in other words, something like a
mirror-image of Eliot's. Where Eliot cringed before a weighty past, Brown -
focusing on the African American vernacular tradition - perceived an originality
and creativity to be mastered and then practiced in an even more original manner.
In fact, Brown's poetics document an attitude toward tradition that is not very
different than the one held by the blues singers themselves. It is worth noting,
also, that Brown did not necessarily see his valorization of African
American folk tradition as inconsistent with his practice of
contemporary poetic experiment (bold script added — G.Sh.). Just as Hart
Crane and others fled the stultifying worldview of their parents, Brown could warn
against "an arising snobbishness; a delayed Victorianism" among educated African
Americans. And when he analyzed the blues, Brown discerned a poetic

4Not to be confused with 17t century English philosopher John Locke.
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approach that paralleled the Imagists and other Modernists "in
substituting the thing seen for the bookish dressing up and
sentimentalizing" that characterized nineteenth-century literary verse
(bold script added — G.Sh.).

(Thomas, 1997)

The following excerpt from Brown’s famous poem Southern Road (1932)
illustrates Brown’s poetic approach:

My ole man died — hunh -

Cussin’ me;

My ole man died — hunh -
Cussin’ me;

Ole lady rocks, bebby,
Huh misery.

White man tells me — hunh -
Damn yo’ soul;

White man tells me — hunh -
Damn yo’ soul;

Got no need, bebby,

To be tole.

Langston Hughes treated the blues theme with similar ardor and skill.
Hughes valued the spirituals and the blues as the greatest contribution of
African-American musical culture, keeping up with the Jazz Age by
transposing the musical language of jazz into poetry. His prolific work was
a tribute to such genres as swing, blues, and even bebops. In his
meticulous monograph Langston Hughes and the Blues, scholar Steven C.
Tracy, himself also a blues performer, writes:

In fact, Hughes claimed that jazz led him to explore the roots of jazz, the blues: “I
sort of went backwards from an interest in jazz to an interest in the folk roots of
jazz. I went backwards from jazz to the blues — Blues really are the basis of jazz —
and to the spirituals, the great Negro folk songs of the “saved” period. And, having

sHughes dedicated to bebop a whole collection of his poems titled Montage of a Dream
Deterred (1951).
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tried to write poems in the syncopated rhythms of jazz, I then began to try to write
poems in the folk idiom of the blues and the spirituals”.

(Tracy, 2001: 182)

Hughes wrote various types of the blues with different topics and rhyme
schemes. Recalling the shift from the focus on masculine singers at the
folk stage of the blues to that of feminine ones at its jazz stage, the poet
provided the classification of the blues as masculine or feminine, saying:
“...the men’s blues are almost always about being out of work, broke,
hungry, maybe a long ways from home, no ticket to get back. In other
words, they’re sort of economic blues. The women’s blues, on the other
hand, are almost always about love” (Ibid., p.183). This statement is
certainly highly controversial, but it is valuable to understand the poet’s
vision, as he utilized these two approaches in his own poetry. An example
of his “masculine” blues is “Red Clay Blues,” the poem about racial and
social injustice:

I want to be in Georgia, where the
Big storm starts to blow.
Yes I want to be in Georgia when that
Big storm starts to blow.
I want to see the landlords runnin’ cause I
Wonder where they gonna go!
(Rampersad, 1995)

An example of a “feminine” blues might be “Lover’s Return”, culminating
in the following words:

I looked at my daddy —
Lawd! and I wanted to cry.
He looked so thin —
Lawd! that I wanted to cry.
But the devil told me:
Damn a lover — come home to die.
(Rampersad, 1995)
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Of course, Langston Hughes’s treatment of the blues contains many other
topics than simple division in masculine-feminine dimensions: love,
society, race, living, religion — these are the themes the poet explores
within the frame of the blues. It is exactly because of this combined with
great artistic mastership that his blues poems converted the blues verse
from simple lyrics into poetry, thus enriching the subtype of modernist
poetry — known as jazz poetry — by more sophisticated and artistically
elevated versification of the blues.

African-American blues as part of popular culture
Race music. — Gospel-song. — Rhythm & Blues. — Soul music. — Rock’'n’Roll

The 1920s were highlighted by the boom of the record industry. Jazz and
blues performers would record their pieces and become famous
nationwide, leading both genres to extreme popularity. However, the
recording mania had, along with purely artistic merit, also a commercial
side. In the 1920s and 1930s, the recording studios started selling records,
which in those decades became known as “race music.” It was a simplified
form of jazz, based on the blues with melancholic lyrics either about lost
love or with some religious content (Wentworth and Flexner, 1968). Race
music would become the prototype of music, what is now known as
rhythm & blues. However, that term would not appear until the 1940s,
when the demand of the listening public for such music was sufficient
enough to create the necessity for the commercial “brand” denoting such
kind of music.

Also in the 1930s, a new musical genre appeared in the musical horizon:
“gospel-song”. The style was developed by professional authors on the
basis of spiritual music with the mixture of the blues. Mahalia Jackson
became known as the Queen of Gospel and accomplished huge
commercial success. Gospel-song also became part of the race music.

The 1940s featured not only the appearance of new race music performers
but also the development in technology. The electric amplification of the
sound allowed performers to achieve completely new musical temper and
profundity while making the music they performed. On the other hand, it
was much more appealing for the listening public to consume the new
productions of the new type of music that was embellished and
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ornamented by electric amplification of sound. Thus, the new generation
of guitarists appeared who primarily performed the blues. These
performers stemmed from the folk roots and enriched by the musical
varieties of the 1920s and 1930s, creating a new style by the name of
“rhythm & blues”.

The names of new stars are well-known nowadays: Howlin® Wolf, John
Lee Hooker, Little Walker, Muddy Waters, B.B. King -by far an
incomplete list of the heralds of new blues music. These artists, having
acquired the particularity and profundity of traditional blues, transformed
it into more modern, appealing, and essentially exciting music for the
listening public. Owing to artistic and technological advancements of the
1940s, the blues with amplification firmly became the part of American
popular culture.

The blues became the arena for new experiments. In the 1950s, the blind
pianist Ray Charles merged the already existing harmony of gospel-song
with the structure of rhythm & blues and gave birth to a new style, named
soul by critics and public. The new style of popular music featured such
stars as James Brown, Otis Redding, Aretha Franklin, and, later, Stevie
Wonder.

In the second half of the 1950s, owing to the artistic merit of such talented
performers as Chuck Berry, Little Richard, Jerry Lee Lewis, Elvis Presley,
and others, rhythm & blues exploded into the new form not only of
popular music but the whole rebellion of young generation: rock’n’roll.
With the appearance of rock’n’roll, the blues finally integrated itself into
contemporary American popular culture. In his famous book, James
Lincoln Collier says:

However, the blues resurrected like biblical Lazarus. By the end of the 1950s, it
unexpectedly had become the source of new music — ROCK — which would soon
conquer the whole world. Just like jazz, rock was born out of the blues. Thus, the
blues continues living in its children!

(Konnuep, 1984, p. 105)

The blues became the Rock on which the New Temple was to be built. This
Temple is contemporary American popular music, which has finally

LANGUAGE, LITERATURE, AND POPULAR CULTURE 149
Book of Proceedings



AFRICAN-AMERICAN BLUES: THE STAGES OF ITS EVOLUTION FROM FOLK TO
POPULAR CULTURE

conquered the world. As for the blues, it definitely played an essential role
in its creation.

Conclusion

Initially, African-American blues’ origins were purely of folk nature. It
couldn’t be otherwise, as the art originated from the types of Black culture,
which drew inspiration from the patterns of folk music imported from
West Africa, whose mixture produced the blues at the end of the 19t
century.

Folk blues gained maturity, as it became famous nation-wide along with
the boom of jazz in the 1920s, the art, whose musical approach altered the
initial country type of the blues, now making it classic form this genre,
which became both mass and elite culture, depending upon which element
it focused on: whether music, or versification.

Finally, with the advancement of technology and record industry in the
1940s and 50s, the blues became accessible for a broad listener worldwide,
having become not only an exciting form of music, but a profitable
business as well, representing one of the types of mass, popular culture,
and giving birth to huge variety of styles enormously popular nowadays.

Thus, the folk culture of the blues eventually converted into the popular
culture, the mere linguistic congruence reflecting the simple truth: the
great forms of human culture may change their form, but, simultaneously,
they will remain the same.
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TRIVIJALNO U SATIRICKOM PJESNISTVU VESNE
PARUN

Prethodno saopstenje

Sazetak: Satiricko pjesniStvo Vesne Parun pripada kasnoj stvaralackoj fazi.
Njegova se poeticko-stilska osnova sastoji od intertekstne i interkodne protosatire,
karnevalizacije knjiZevnih i kulturnih znacenja i sadrzajnog zrenja satirickog
subjekta. U ovom se radu razmatra trivijalno kao jezi¢no-stilski aspekt i ono je
obuhva¢eno analizom segmenata razgovornog i publicistickog diskursa i
odredivanja njihove funkcije u danom pjesnickom tekstu. Navedene se funkcije
dovode u vezu s poetikom pjesnistva Vesne Parun te njezinom stvaralackom
osobom i biografizmom otvarajuéi semioticke relacije vezane za daljnje
usustavljenje njezine poetike.

Kljuéne rijeci: pjesnistvo Vesne Parun, trivijalno, stilistika, poetika,
interpretacija.

Uvod

Pjesnistvo Vesne Parun predstavlja jedan od najvaznijih opusa novije
hrvatske lirike. O njemu postoji pozamasan broj kritickih tekstova i
sinteticka studija Autorsko, povijesno, mitsko (pjesnicki diskurs Vesne
Parun — teorija i interpretacija) (Lemac, 2015) koja se bazira na poetici i
stilistici opusa. Kako je ovaj rad usmjeren na detektiranje nekih stilskih
signala satiricke lirike i proSirenje nekih autorskih teza iz studije, uputit
¢emo na neke temeljne interpretativne postavke u studijama koje
smatramo bitnima za teorijska razmatranja u ovom radu. Prije svega, rijec
je o tradicionalizmu samog pjesniStva, njegovoj predmetno-tematskoj
podjeli, analizi lirskog subjekta, biografizmu i poetickom rezu unutar
razli¢itih diskurzivnih iskustava. Tradicionalizam u pjesniS§tvu Vesne
Parun ocituje se u izgradnji metaforickog sloja pjesama, romanticarsko-
simbolisti¢kim toposima, ritmu, eufoniji i predmetno-tematskoj podjeli.
Za ovo je razmatranje krucijalna predmetno-tematska podjela koja
preuzima odlike tradicionalnih poetskih iskustava. Rana poezija Vesne
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Parun predmnijeva pejzazni, refleksivni, ispovjedni i politicki aspekt, zrela
ispovjedni intimisticki i refleksivni aspekt, a starija satiru. Lirski subjekt
satiricke lirike eminentno je politicki, no u studiji preciznije ga
obiljezavamo kao empirijski i satiri¢ki (Lemac, 2015: 17). Biografski aspekt
utkan je u ovu poeziju i legitimira se manje poznatom zbirkom Pjesme
(Parun, 1949) koja je pisana u kodu proleterske lirike i politicke lirike
Narodnooslobodilacke borbe zbog ideoloskog kritickog teksta Marina
Franicevica (1948: 267-285) na Parunicéin prvijenac Zore i vihori (1947)
zbog kojeg autorica zavrSava na prisilnom radu izgradnje Zeljeznicke
pruge Samac — Sarajevo. Ta je zbirka, kako je u studiji elaborirano pod
simboli¢kim naslovom Slucaj Parun, oznacila radanje politickog subjekta
koji je tijekom vremena izrastao u satiricki politicki subjekt. Ta se
promjena moZe protumaciti posvemasnjom ironizacijom prvotne poeticke
pozicije; glasnogovornik politicke zajednice iz Pjesama (Parun, 1947)
postaje satiricar jugoslavenske i hrvatske politicke zbilje. Sam poeticki rez
zbiva se u trenutku pisanja satiricke lirike jer je ona ve¢im svojim dijelom
postmodernisticka u klasi¢nom smislu njezine diskurzivnosti. Naime,
izrazito je intertekstualna i interdiskurzivna za razliku od prethodne lirike
koja je uglavnom tradicionalne fakture, nastala na simbolistickom
naslijedu Charlesa Baudelairea i Tina Ujevica. Satiricka lirika pocinje
zbirkom Apokalipti¢ke basne (Parun, 1976) i zavr$ava zbirkom Taj divni,
divlji kapitalizam II koji je Parunicina posljednja zbirka (2010). U studiji
smo je podijelili u tri poeticko-stilska polja, a to su intertekstna i
interkodna protosatira, karnevalizacija knjizevnih i kulturnih znadenja i
sadrzajno zrenje satirickog subjekta. U polju intertekstne i interkodne
protosatire formira se satiricko znacenje u tekstovima zbirke Salto
mortale (Parun, 1981) i dobiva dubinsko-semantickom i stilistickom
analizom. Karnevalizacija knjizevnih i kulturnih znacenja obuhvaca dvije
najznacajnije satiricke zbirke Apokalipticke basne (Parun, 1976) i
TronozZac koji hoda (Parun, 1993). U njima se bahtinovskim pojmom
karnevalizacije tumaci politicka ironizacija. U polju sadrzajnog zrenja
satirickog subjekta razmatraju se dvije zavr$ne zbirke Taj divni, divlji
kapitalizam I (Parun, 2009) i Taj divni, divlji kapitalizam II (Parun,
2010) i iznjedruju empirijski subjekt i razgranatija satiricka faktura
proizvedena uporabom ironije i hiperbole. U ovom se radu orijentiramo
na satiru vezanu za potonja dva poeticko-stilska polja i pripadne zbirke.
Interpretiramo satiricko znacenje pomocu aspekta trivijalnog i iznosimo
poeticke moguénosti daljnjeg razumijevanja satire i usustavljenja opusa.
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Aspekt trivijalnog u poeziji

Interpretacija aspekta trivijalnog u poeziji u znacenju trivijalne poezije kao
moguceg diskurzivnog oblika nailazi na aksiolosku nemoguénost. Tomu je
tako jer se trivijalna knjizevnost Zanrovski vezuje za prozu zbog svojih
poetickih invarijanti (stereotipna struktura lika i njegova motivacija,
tipi¢ni likovi, tipicne scene, tipicne funkcije kategorija narativne
strukture), dok za poeziju ne postoji poeticki okvir kojim bi se trivijalno
upisalo. Ta nas spoznaja navodi na pomicanje iz polja Zanra u polje
diskursa kako bi se fleksibilizirale strukturne jedinice i kako bi
interferencijske tocke bile jasnije vidljivel. Trivijalno se odreduje stilisticki
kao uporaba razgovornog i publicisti¢kog diskursa u poetskom diskursu i
to u slucajevima kada oni nisu dio literarne konvencije (npr. stvarnosna ili
urbana poezija) ili kad se oni pojavljuju kao odvjetci u interdiskurzivnom
poetskom gradivu (mislimo na poetski diskurs visoke semanti¢nosti u
kojem postoji stratifikacija ili odnos istovjetnosti jer je i u tom slucaju rije¢
o literarnoj konvenciji), ve¢ kad se njima izrie pjesma obiljeZena
odredenim Zanrovskim kodom (u ovom slucaju satirickim) i kad se on
istice svojom stilskom funkcionalnoséu, a sama se stilizacija razgovornog
ili publicistickog elementa sagledava u odnosu prema pripadnom
funkcionalnom stilu i u translokacijskom kontekstu2 pjesmina uzorka.

Stilska tipologija trivijalnog u pjesni$tvu vesne parun, primjeri i
interpretacija

Trivijalno se u navedenom stilskom opisu pojavljuje u trima stilskim
poljima. To su autopoeti¢ka satiriCka pozicija, metasatiricka pozicija i
ironizacija politicke svakodnevice. Izvodi se reklamnim i razgovornim
diskursom. Autopoeticka satiricka pozicija najviSe signalizira poetiku
biografizma u Parunicinoj poeziji te ukazuje na pozitivisticko priblizenje

Prijelaz od Zanra ka diskursu potreban je kako bi se neke knjizevne strukture ustanovile u lirici
kao npr. fantastizacija knjizevne grade, (auto)biografi¢nost, pa i trivijalno. Analiza koju pritom
radimo pripada domeni stilistike teksta, a sam se diskurs pokazuje kao tekstnolingvisticki
konstrukt spoja teksta i konteksta (pripajanje kulturalnog, nejezi¢nog koda za razliku od
jezicnog koteksta kao tekstne okoline izoliranog elementa (Badurina 2008: 45).

2 Zahvaljujem kolegici prof. dr. Jeleni Jovanovié Simi¢ na upucivanju u pojam translokacije
prilikom mojeg drzanja konferencijskog izlaganja na temu o kojoj pisem u ovom radu.
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autora i subjekta koje je najbliZe u ovoj relaciji. Tomu je tako jer su pjesme
ispovjedne fakture (lirsko ja kao iskazni modus, empirijske datosti
posredovane doZivljajno$éu kao emotivhom paradigmom) i subjekt u
njima rezimira vlastiti Zivot. On se smjeSta izmedu politicke pozicije u
ranoj poeziji (eksklamativni subjekt koji piSe u kodu proleterske i NOB-
lirike ukazuju¢i na poeti¢ku i kriticku izmjesStenost) do druge politicke
pozicije u kasnoj lirici (satiricki subjekt kao kriticki diskvalifikator
politicke i drustvene aktualnosti). Time se zbiva realizacija metafore na
dvije semanticke osi; prva je realizacija lirskog subjekta u autora (zbog
predominacije biografizma), a druga realizacija politicke subjektne
pozicije iz glasnogovornika vrijednosti zajednice u kriti¢ara te zajednice.
Znakovita je pjesma koja svjedo¢i tu poziciju ,Pod paklenskom
pekom® (Parun, 2009: 24-25). Iznijet éemo njezin tekst i interpretirati ga.

U nasem velikom / kulturnom / akvariju / gdje mlada ribica / pojede
stariju, / poznavala sam / dva uzorka / golema. / Odve¢ ih cijenio / nije
nitko. / Al usta su sva / pred njima / bila nijema. / Kako li su / samo
Sepurila / u tom akvariju / ta dva krokodila. / Starom pajacu / mom se
Zuri / ta farsa jednom / da zavrsi. / Za krokodila / Marina sam bila / Jugi i
Partiji / opasna / velesila. / A kad su propale / i Juga i Partija / za
krokodila / iz Novog Akvarija / bila sam, / pod brojem jedan: / Stovateljka
/ Haaskog slobodana. / Pod brojem dva: / ludakinja / i lazljivka. / Pod tri:
/ razvratna / nimfomanka, / kurtizana, / uspaljenica, / kurva. / I dok je to
sve / u knjizurinu / ljevicom / trpao, / kladila bih se / da desnicom / je
drkao. / Ej, bijedni krokodili! / Politicki fosili. / Vi znali ste / za kuju, /
krmacu, / i mulu. / Ali prvi put / sreli ste/ pjesnikinju / Zenu. / Jedan mi
se / od vas / udvarao / iz misolovke. / A drugi pijan / u klubu / sa
zahodske / Skoljke. / Stoga u peklu / nek gejse vas / vatrene / pod peku
stave / i jajca vam / ispeku! / Nek ostane od vas / balkanska / slama. / A
moj / curiculum / vitae / izgorjel ne bu / s vama. (Pjesma je ispjevana
leZernim razgovornim stilom. U njoj je Jugoslavija ironizirana sintagmom
nas$ veliki kulturni akvarij, a Hrvatska sintagmom Novi Akvarij.
Zoomorfnom metaforom krokodila ironiziraju se Marin Franicevi¢ i
Vlatko Pavleti¢, knjizevni povjesnicari i teoreticari druge polovice
dvadesetoga stoljeéa. Ironija se ocituje u autolegitimacijskim iskazima koji
obiluju vulgarizmima (uspaljenica, kurva). Naglasava se pozicija zenskog
stvaralastva u patrijarhalno orijentiranom kanonu. U profetskom
poetskom iskazu (Stoga u peklu / nek gejse vas / vatrene / pod peku
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stave / 1 jajea vam |/ ispeku) ironijski se signalizira kraj navedene
paradigme.)

Drugi sloj autopoeti¢ke satiricke pozicije vezuje se kvalifikaciju i
kanonizaciju Parunifina pjesniStva o kojem je u pedesetogodisnjem
stvaralackom radu napisano mozda stotinjak kriti¢kih tekstova koji su se
kretali od apologetike do velikih oste¢enja. OSte¢enja su mahom vezana za
politizaciju njezine lirike (Franifevi¢, 1948: 267) i ideologizaciju Zenskog
subjekta (Milanja, 2000: 47, Sicel, 1997: 222). Time se satiri¢ki utvrduje
pozicija kanonizacije pjesnistva i sintetickog knjiZevnoznanstvenog govora
o njoj. Dogada se stanovita realizacija metafore u kojoj subjekt tumaci
autora i kritiku pjesnistva. Prikladna je pjesma kojom se taj sloj
demonstrira ,Apel za katedru kroatistike® (Parun, 2009: 124).
Interpretirat éemo je.

U ranim svojim / stihovima / svijet sam zbiljski / poricala. / U ¢eZznjama /
i pti¢jim / snima / Zivotu biljci / hvalu sam / klicala. / Al covjeculjci, /
larvini / smotuljci, / ustvrdiSe / za sva vremena / da samo sam /
senzualna Zena, / i ba$ za njima / uspaljena. / Koliko li muskih /
smusenjaka / sretoh, / divljaka / bez stida! / Toboznjih / umjetnika. /
Ustvari, / sve ruznih / narcisoida. / Ne znam / kako to / stoji danas / kad
Parnas nije / viSe za nas. / Al blago / djevojci / koja ih moze / ismijat
javno, / duhovito. / U ruke im / gurnuti / dje¢ja kolica, / pa i reseto / i sito,
/ dok novi / roman / napisu one / o sudbi / morskoga / konjica / koji
djecicu / rada / na vagone. / A gdje ste djeve / Amazonke, / Europa od vas
/ ¢eka potomke! (U ovoj se pjesmi satiricki subjekt autopoeticki odnosi
prema svojim pocetcima (U ranim svojim / stihovima / svijet sam zbiljski
/ poricala.) NaglaSava se okrenutost prirodnom sloju §to je kritika ostetila
kvalifikacijom senzualnosti koja ne predmnijeva prevlast prirodnog bitka.
Subjekt kritizira poziciju umjetnosti i knjiZevnosti ¢ime se dotice
antielitizma i postavlja mo¢ zenskog subjekta (na tragu patemanicinskog
Zenskog nereda) ispred muskog kao potrebu za rekanonizacijom
knjiZevnog opusa.)

Metasatiricka pozicija vezuje se za nemogucnost subverzivnog potencijala
literature koji je inace zadan satirom per definitionem. Prvotna
romanticarska vizija literature (zbirka Zore i vihori (Parun, 1947) kao
utopijsko pribjeziste pred ratnom zbiljom (interpretacija figure Utopije i
njezinih pojavnih realizacija (Lemac, 2015: 57-65)) performativno se
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iznevjerava i subjekt satiricki upuéuje na mogucnost upliva u politicku i
drustvenu stvarnost. Time se zbiva realizacija metafore ranog subjekta u
kasni subjekt ¢ime se ironiziraju subjektove projekcije svijeta/teksta.
Znakovita je pjesma za ovu relaciju ,Kad rijeéi ostare” (Parun, 2009: 141).
Interpretirat ¢emo je.

U starosti se / mijenja rje¢nik. / Napisi: zlotvor. / Brisi: grijesnik. / Izbrisi:
tugu. / Napisi: jad. / Odbaci frulu, / uzmi bubanj. / Ciniti dobro / bio si
duzan. / Sad vlastite / dobrote si / suzanj. / Piskaralo je / postalo / umnik.
/ Bolnica vojna / kaznionica. / Cipele su ti / Zemljine / paralele. / Pacijent
je / cvijet. / Terapeutkinje / pcele. / Amen je kamen. / A ,zdravo“ /
kukulele. / Kad rijeci ostare / kotaci im se / pokvare. (Subjekt signalizira
starosnu dob i promjenu rjec¢nika koji je metafori¢cka metonimija poetskog
stvaranja. Poetskim antonimiziranjem metonimijskih motiva frule i
bubnja, poigravanjem krnjom rimom i gnomom (duzan - suZanj),
ironijskim motivima piskarala i bolnice i pokusajem subverzije prirodnim
i geografskim motivima (Zemljine paralele, cuvijet, pcele) oslikava se
gotovo apokalipticko stanje beznada u smislu dominacije stvarnosti nad
poezijom. Starost je zaklju¢no oblikovana ironijski gnomskim kodom (Kad
rije¢i ostare / kotacdi im se / pokvare.) i signaliziranjem nemoguénosti
promjene svijeta.)

Ironizacija politicke svakodnevice vezuje se za spomenutu realizaciju
metafore politickog subjekta rane poezije, ali i romanticarskim
devalviranjem ideje drusStvenog poretka u misaonoj poeziji (npr.
pjesmeZauvijek domovini (Parun, 1959: 57-58), Most (Parun, 1959: 55-
56), Pjesma o drzavniku (Parun, 1972: 48)). Njome se mladenacka ideja
subverzije politickog entiteta drustva i drzave dokida starosnom pozicijom
priznanja nemo¢i male povijesti pred velikom. Interpretirat éemo je na
pjesmi Ja, individua (Parun, 2009: 36).

Individuom / slobodnom / postanes / lakse / u narodu / velikom / negoli
/ umalom. / U malome je / neprestano / slalom. / Pa tréii/ $uti. / Inace,
/ platit ¢es / glavom. (Subjekt ove pjesme govori o drustveno-politickim
razlikama velikih i malih naroda naglasavajuéi ironijski oblikovanim
motivom slalom i krnjom rimom (slalom — glavom). Proces individuacije
posredovan lirikom uopée, ranom lirikom i navedenim segmentom
misaone lirike dokinut je politickim entitetom naroda na $to satiricki
subjekt nevoljko pristaje.)
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TRIVIJALNO U SATIRICKOM PIESNISTVU VESNE PARUN

Zakljucak

Trivijalno kao jezi¢no-stilski odvjetak publicistickog (reklamnog) i
razgovornog diskursa utkan je u pjesme koje su veéi dio satirickog opusa
pjesnisStva Vesne Parun. Ono se pojavljuje kao iskazni modus starosnog
subjekta koji rezimira vlastito zivotno i literarno iskustvo, a njegove su
funkcije poeticko transponiranje poetske grade postupkom realizacije
metafore. ViSeslojne realizacije metafore usloznjavaju poeticko pitanje
politickog subjekta u lirici Vesne Parun jer je njihov zajednicki poeticki
nazivnik  supostavljanje = naruSenja  utopijskog,  poetskog i
tradicionalistickog kao tekstualne i oSte¢enja pjesnicke i gradanske osobe
Vesne Parun kao izvantekstualne danosti. Time se izravno postavlja
potreba za rekanonizacijom njezina opusa, kritickog ¢itanja literature o
njoj i davanja zasluZenog mjesta u novijoj hrvatskoj lirici.
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Summary: TRIVIALITY IN SATYRICAL POETRY OF VESNA PARUN

Satyrical poetry of Vesna Parun is related to her late poetic phase. Her poetic and
stylistic base is related to intertextual and intercodal protosatyre, carnevalization
of literal and cultural signs and content growth of satyrical subject. In this paper
we interprete triviality like linguostylistic aspect and it is defined through the
analysis of fragments of speech and journal style. Ist functions are related to the
poetics of the poetry of Vesna Parun and her artistic person and biographism,
which open semiotic relations to the next grounding of her poetics.

Key words: poetry of Vesna Parun, triviality, stylistics, poetics, interpretation.
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OUT WEST TRILOGY

Original research paper

Abstract: Robert Kroetsch’s technique of subverting the old dominant literary
systems and order and turning the world he creates in his poetics upside down
through parody, connects him, as a postmodern writer, to Mikhail Bakhtin’s
theory of carnivalization. Carnivalization can operate both at the cultural and
social level. The paper focuses on the carnivalesque events in the three novels of
Kroetsch’s Out West Triptych (The Words of My Roaring, The Studhorse Man,
Gone Indian). The author proves that carnivalization happens both to the plot and
the characters making the ambiguity and transformation possible and as such
becomes the generator of new meanings. The author also refers briefly to the
recent cultural and political events in North America at the core of which is
carnival.

Keywords: carnival, carnivalization, subversion, dominant order,
transformation.

The cultural and social dimensions of carnival

Robert Kroetsch’s technique of retelling old stories, of recreating them
into new ones, reflects his need for change and renewal in his literary
works. Another technique of his, based on subverting the old dominant
literary systems and order and turning the world he creates in his poetics
upside down through parody, connects him, as a postmodern writer, to
Mikhail Bakhtin’s theory of carnivalization. Kroetsch’s stories generate
multiple meanings, the interaction of which leads to the polyphony of his
narrative discourse, the fact that relates him to carnivalization as well.

Carnivalization can operate both at the cultural and social level, enabling
the opposites (high and low culture; birth and death; old and young; up
and down, etc.) to confront each other and reverse the official existing
order. According to Russian philosopher and literary critic Bakhtin,
carnival represents a temporary liberation from the prevailing established
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order marking the suspension of hierarchical norms and prohibitions. It
marks the time of the destruction of the old order, renewal and the
incoming new order. Bakhtin describes the carnivalesque culture:

“As opposed to the official feast, one might say that carnival celebrated temporary
liberation from the prevailing truth and from the established order; it marked the
suspension of all hierarchical rank, privileges, norms, and prohibitions. Carnival
was the true feast of time, the feast of becoming, changes, and renewal. It was
hostile to all that was immortalized and completed.” (Bakhtin, 1965: 10)

In Bakhtin’s carnivalesque world, hierarchies and divisions disappear, the
opposites unite and merge into one another, which leads to
transformation, change and renewal. Carnival is the liberation of the
suppressed energy and the essence of such a culture consists of: festivity,
feast, jest, but also of destruction and violence because carnival entails the
change of the order. Instead of a king, the focus of the carnivalesque
culture belongs to a clown who initiates the ritual at the end of which is
pathos, transformation and renewal.

As a specific cultural form, carnival started in the Greek and Roman times,
was popular in the medieval times and the Renaissance, went through
decline in the 17th century and was totally eclipsed in the 19th century. The
vestiges of carnivalesque culture are still alive nowadays in popular TV
shows — reality shows - or even as a form of civil disobedience and
contemporary protest sensibility as the recent “Occupy” movement in
North America against the powerful dominant economic forms of
capitalism. Any rejection and resistance of the dominant form both in a
society and a literary text can be viewed in the light of carnival.

As a cultural protest against capitalism and a form of civil disobedience,
carnival is at the core of “Occupy Wall Street” movement. Carnival and
capital are opposite sides of the same coin which tells the same story from
economic and cultural perspectives respectively. Carnival calls for a
reversal of the status quo as a means to mediate between opposite ends of
the social spectrum and to create a shared space to live side by side. The
carnivalesque spirit of the movement expressed civil disobedience and the
tendency for a change. Generally speaking, this movement had an
excessive subversive aspect which is featured by the literary form too.
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Kroetsch’s carnivalesque episodes in the Out West trilogy are read in that
light as well.

In literary writing, Bakhtin introduced carnivalesque concepts in two of
his major works: The Problems of Dostoevsky’s Poetics and Rabelais and
His World. He was interested in the products of carnivalization that could
be traced in the works of Cervantes, Rabelais, Shakespeare. However, in
his discussions on carnival Bakhtin does not mention the large scope of
North American writing such as the works of the Canadian pioneer
authoress Susanna Moodie, or Thomas Haliburton, or the American
classics as Herman Melville and Mark Twain, some of whom Kroetsch
mentions in his famous 1982 essay on carnival “Carnival and Violence: A
Meditation”. Moreover, as Kroetsch argues in this essay, North American
culture itself is a kind of carnivalesque response to European authority, to
the dominance of European history and culture (Kroetsch, 1989: 104).

Kroetsch’s carnivalesque world allows hierarchies to collapse, boundaries
to disappear, opposites to unite and merge into each other while the
promise of transformation, renewal and rebirth arises after violence and
destruction, for he believes that “the question of violence is so central to
contemporary life and art, and at the same time so unanswerable, that it
threatens to become our major concern” (Kroetsch, 1989: 95). While
examining the contradictory terms of violence and meditation through the
concept of the carnivalesque, Kroetsch sides with Thomas Haliburton
whose opinion on the issue of violence and the American Revolution was
more imagined than real because Haliburton couldn’t bear either to look
or look away from it (Kroetsch, 1989: 104).

In the same essay Kroetsch concludes that the carnivalesque world is not
in the state of being, but in the state of becoming where during a
carnivalesque performance actor/performer and audience are no longer
separate. Carnival entails a ritualistic act of the reversed world order; the
complete opposite of the king — the clown takes the position of the king
initiating the opening of the ritual and preceding the pathos of
transformations and renewal. In Labyrinths of Voice Kroetsch contends
that “the great example of our culture is the rodeo clown who often does a
parody of what the cowboy is doing out there, the clown risking life and
limb to parody the cowboy, who is risking life and limb” (Kroetsch, 1982:
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37). Similar examples of popular carnival events were rewritten by
Kroetsch in his novels.

The carnivalesque in Kroetsch’s Out West novels

The central events of Kroetsch’s Out West novels (The Words of My
Roaring (1966), The Studhorse Man (1969), Gone Indian (1973)) are
carnival events. These events — the rodeo clown in The Words of My
Roaring, the wedding feast in The Studhorse Man, the winter games and
the Notikeewin festival in Gone Indian — are the turning points of the plot
development and of protagonists’ identity transformation. As Kroetsch
notices in The Labyrinths, carnivalization is double: “it’s happening to the
characters and it’s happening to the novel” (Kroetsch, 1982: 37).

The Words of My Roaring is the first novel in the sequence and it refers to
the election campaign in Alberta in 1935. The main hero, John Backstrom,
the undertaker, represents the western prairie politics and fights his
political opponent, Doctor Murdoch, who is on the side of the Eastern
establishment. Promising rain to his voters, Johnnie Backstrom raises
against the dominant order and roars for change. He creates a new order
by way of words, stories and myths, he tells his people. He promises the
better future and a new world based on possibility and dream. His
carnivalesque role in the whole novel reflects his need to destroy the old
order, but at the same time he creates, he mythologizes both himself and
his community.

Backstrom’s political campaign takes on parodic features of the crowning
of the carnival king. Mercea Eliade describes the crowing of the clown-
king as

“humiliation of the real sovereign, overturning the entire social order. [...] Every
feature suggests universal confusion, the abolition of order and hierarchy, ‘orgy’,
chaos. We witness, one might say, a ‘deluge’ that annihilates all humanity in order
to prepare the way for a new and regenerated human species.” (Eliade, 1954: 57)

Backstrom is compelled towards chaos, towards “that mysterious thing
[...]; that longing for the old chaos. That old earth, without form and full of
the void. [...] Sometimes it seems that chaos is the only order. The only
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real order” (Kroetsch, 1966: 101). This adds a new feature to his character,
the feature of a clown. Backstrom yields to that regenerative principle of
chaos and as an undertaker he exemplifies the motif of descent under
“that old earth” (Kroetsch, 1966: 101).

To convey the carnivalesque spirit and to parody Backstrom’s campaign,
Kroetsch uses the scene of the rodeo and the clown in the novel. The clown
entertains the crowd at a local rodeo and has close associations with
Johnnie: they are both the same height and they both play the role of fool
or trickster. The clown was ripped by horns, “the innocent figure
mutilated, rolled and trampled in the stinking dust (Kroetsch, 1966: 106),
which creates a grotesque carnival scene. Before he died, the clown “kept
trying to say something to [him], a perfect stranger but he couldn’t make
it” (Kroetsch, 1966: 108). He died wordless and Backstrom started roaring
against the unspeakable silence as a compensation for terror and absence.

In The Words of My Roaring, during the rodeo event, John Backstrom
faces two choices at the decisive moment in his campaign: the official
social and economic order and responsibility exemplified by Doctor
Murdoch and his friend Jonah Bledd, who ends tragically drowning in the
lake, or the carnival world of the rodeo clown who ridicules his electoral
campaign. Backstrom stands on the side of the clown and identifies with
the dead clown at the end. The carnival event went to its extreme
grotesque dimension, and in the danse macabre scene Backstrom
implores the crowd to vote for the clown, roaring against death, against
the terror of human condition — roaring for life and rain that he promises
to his voters. The inversion of order is evident: the one who was supposed
to be king — Backstrom — assumes the role of the clown defending the
carnivalesque order.

Discussing the significance of Kroetsch’s poem The Sad Phoenician,
Dennis Cooley “remembers all the fools and charlatans that bicycle
through Kroetsch’s carnival” (Cooley 2016: 251). He stresses the fact the
fool and clowns can be one of the multiple personas that pervade
Kroetsch’s poems and novels: “Kroetsch’s tour-de-force writing-evasive,
risky, erudite, strutting, yearning — shows his surrogate self to be a badly
shaken clown, one whose disquiet shadows his divagations” (Cooley 2016:
251). Kroetsch’s clown in The Words of My Roaring chooses to be the
hero of his own hilarious suffering and to have the main role in a festival
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of disappointment. He wants to point but does not know where. He stares
out at us. He is like a sad lover in the poem The Sad Phoenician, who
displays his deeply distressed self. We see the cowboy in The Words of My
Roaring as a hero and an entertainer, and then we catch sight of another
him: the helpless, miserable, lonely, hurt man with a lopsided grin. This is
not a fixed and final self hidden under a series of the author’s false,
pretended, and temporary selves. It is one of the carnival selves that shows
its face in the cast of the author’s many personas that appear in his poetry
and fiction from time to time.

The Studhorse Man is the story of a search for the perfect mare conducted
by the main hero Hazard Lepage in Alberta in the Canadian West. The
story is about another pair of paired characters: Hazard Lepage and
Demeter Proudfoot. Hazard’s life, governed by chaotic impulse and
disorder, is opposed to Demeter Proudfoot’s attempt to define Hazard in
time, to order events from his life in a chronological order, to frame him
into the status quo position, for Hazard has a profound aversion to the
historical linear course of time. Hazard stands for action, change and
chaos, while Demeter is static, passive and has a proclivity to order.
Demeter’s greatest desire is to order Hazard’s chaotic experience into a
biography and to convey truth about his life. The central carnivalesque
moment is the wedding feast when transformations started to occur:
Hazard’s sexual activity and the search for the perfect mare started to
decline and Demeter started assuming Hazard’s identity.

The rejection of any kind of order and the affirmation of anarchy - for
carnival is a communal anarchy with the release of the repressed energy -
occurs at the wedding feast of Tiberius and Catherine Melnyk in The
Studhorse Man. The wedding feast is the culmination of the carnivalesque
laughter, exuberance, with the bounty of food and drink, and is preceded
by Hazard’s positive efforts to find a perfect mare for his horse Poseidon.
After the wedding feast, a series of destructive events befell Hazard and
his horse, which leads to his eventual death. This crucial carnivalesque
event in the novel brings Hazard’s and Demeter’s opposing identities
closer, merges them up to the point when Demeter concludes that “that
morning [he] was D. Proudfoot, Studhorse Man” (Kroetsch, 1969: 156).
The carnivalesque abolishes hierarchies, the opposites blur, exchange
their places and bring about change.
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All the novels from Kroetsch’s trilogy actually depict the rebellion against
the status quo, the inversion of order through parody and irony,
symbolically embodied by the microcosmic carnivalesque scenes. The
whole motto of Gone Indian, overtaken from Frederick Jackson Turner,
stated as the epigraph at the very beginning of the novel: “For a moment,
at the frontier, the bonds of custom are broken and unrestraint is
triumphant” (Kroetsch, 1973) reflects the carnivalesque spirit of the novel
pointing to the fact that carnival is a place where transformations occur
and borders are crossed, where old systems fall down and are replaced by
new ones.

Like the previous two novels, the third novel Gone Indian deals with the
subversion of the dominant system with the pair of opposed main
characters: professor Robert Madham and his postgraduate student
Jeremy Sadness. Jeremy rises against the closure of the academic urban
life, represented by his professor and supervisor, and in order to achieve
individual freedom he heads for the Canadian Northwest where he
experiences a number of adventures.

Like Demeter, Madham lives in his world of reason and logic, in “the
world of reflection, of understanding. The insight born of leisurely and
loving meditation. The word made human” (Kroetsch, 1999: 13). He
realizes that Jeremy “simply does not give us adequate motivation,
adequate allowance, for what happens” (Kroetsch,1999: 31). He doesn’t
understand that Jeremy’s new home, the Canadian Northwest is his last
frontier, the frontier of the unspeakable, which waits for a hero to inscribe
his story, to experience transformation there. Thus Jeremy undergoes
several transformations during his adventures in the Canadian wilderness
which take place during the central carnivalesque event - the Winter
festival.

The Winter festival in Gone Indian is the event when “all kinds of taboos
are either violated or dismissed ... carnival moves to a ritual level which is
freed from mere history. ..It's an anarchistic treatment of history”
(Kroetsch, 1982: 36), that celebrates the fool: “everybody gets to
participate in that reversal of order upsetting the king” (Kroetsch, 1982:
36). Jeremy Sadness is a mere spectator whose identity was replaced by
Roger Dorck’s, the supposed-to-be king of the festival. Roger Dorck, who
had been injured on his snowmobile and was in a coma in hospital,
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engaged to the land of the dead symbolically, is replaced by Jeremy by
mistake. Sadness is shifted into a new identity by accident, experiencing at
the same time multiple reflections of his identity, and instead of a mere
spectator becomes a performer marking the turning point in his Grey Owl
identity transformation in the novel. One of the transformations that he
experiences is from the Manhattan postgraduate to Grey Owl, to becoming
native, for to go Indian, Kroetsch suggests, is to have a temporal release of
individual energy in the carnival sense. He finds a new identity where
opposites are merged, closures are denied, and a spectrum of new
possibilities for his new self in the Canadian Northwest is opened up.

Kroetsch’s basic assumption in Gone Indian is that postmodern reality
exists between the belief in possibility of the transformation of the self,
through the descent to the ground, silence, and the leap into chaos, and
the tradition of deterministic structures and absolute beliefs, as
exemplified by Madham. Madham recoils from the terrifying world of
possibilities and sticks to tradition and conventional life, while Jeremy is
set out on the journey of discovering his totem identity, the Indian in
himself. Jeremy frees himself into a myriad of possibilities, while Madham
tries to release and discover himself through his surrogate, Jeremy.
Jeremy’s search and self-recreation is only a parody which he experiences
through a number of ironic subverting events like the Winter festival itself.
In the end, ironically enough, Jeremy himself disappears into nothingness
with his lover Bea Sunderman.

All three carnival events described here play with thanaturgical and
Orphic elements. In The Words of My Roaring, John Backstrom’s
Orphicism reflects in his acquaintance with death, his professional
capacity of undertaker and in his awareness of the suffering of the other.
When he faces the dead clown, he finds language adequate to loss and
death, identifies with him and roars against human suffering. Similarly,
the wedding feast in The Studhorse Man is the turning point for the events
to come which take the course of decline and death. The Winter King
symbolism in Gone Indian is essential to the thanaturgical origins of the
festival over which Roger Dorck, whose life is suspended between the
world of the living and the dead, and Jeremy Sadness, who replaces Dork,
preside. On the other hand, Jeremy’s identity transformations during the
festival bring him closer to the Orphic dimension of the carnival.
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The significance of the carnivalesque scenes is that they open up the space
for communication between the reader and the text. By denying the
distance between the reader and the work of art, Kroetsch engages the
reader in the process of carnivalization where the reader takes part in
discovering and creating the meaning by himself. Shanti Elliot explains
the dialogic relationship between audience and performer (or character in
a novel) as the interplay of the two stating that “by focusing on the role of
the audience in the construction of meaning, the dynamics of interaction
gain more clarity” (Elliot, 1999: 136). Kroetsch involves the reader in
subverting his narrative discourses and the meanings his works convey the
way his narratives themselves undermine existing dominant discourses
and systems. Carnival makes the ambiguity and transformation possible
and as such becomes the generator of new meanings, of renewals and
rebirths, for the work of art should speak to the reader in Kroetsch’s
terms. Faced by the world of “the old dualities” (Kroetsch, 1966: 94): to
usurp the dominant order or to withdraw into a closed and silent self, like
the dead clown or Jonah Bledd, Kroetsch decides to roar for life, for
change and renewal; he decides to roar for carnival.
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Original research paper

Abstract: The provided study is a confirmation of the observations of cultural
anthropology and cultural studies according to which carnivalesque and play are
getting more and more important in postmodern societies. The research material
is analyzed in terms of two theories: 1. M. Bakhtin’s classical concept of
carnivalesque language, which established the research branch focused on the
phenomenon of carnivalesque. 2. J. E. Comb’s concept of “play world”; the author
claims that nowadays we are coming into a new phase of human history which is
so dominated by play that we can define it as a “play world”. The paper is based on
the data obtained through the analysis of the column “Larks” published between
1969 and 2002 in “Przekrdj”, which was one of the most renowned Polish weeklies.
The linguistic material provides an overview of a particular part of the Polish
language from last decades (unofficial, oral, characteristic for face-to-face
communication), when the Polish neoliberal society was developing. The paper
examines a corpus consisting of 1,117 larks (extracted from the weeklies printed in
1970, 1990, 2001 and 2002).

Keywords: humor, sayings, larks, carnivalesque, play.

1. Introduction

Many authors! who focus on the cultural anthropology or cultural studies
claim that the phenomenon known as carnivalesque plays a more and
more important role in postmodern societies. As the language clearly
constitutes a crucial part of culture and is the object of the cultural and

t Umberto Eco (2007), Neil Postman (1985), Wojciech Burszta (2001) — to name but a
few.
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social studies, its condition in terms of carnivalesque is interesting as well.
This is the main reason for checking if contemporary language behaviors
confirm the thesis that such issues as carnivalesque, play and humor are of
great importance as well.

1.1. Carnivalesque and play - the crucial issues

“Carnivalesque” is a term coined in 19292 by Mikhail Bakhtin with
reference to the literature. According to the Russian author, people in the
Middle Ages lived two lives. Both of them were legitimate, but separated
by strict temporal boundaries. First of them was the official life: serious,
full of terror and sacrifices, whereas the other one, seen by Bakhtin as the
life of the carnival market square, was full of laughter, based on the
familiar contacts with everyone and everything and on breaking rules
characteristic for the first, official life (Bakhtin, 1984a: 123, 129, 130). The
theory of carnivalesque has been evolving and has been used by many
authors as a framework for their own theories regarding modern social life
and culture. That is the reason why it is also possible to use it as a
framework for the analysis of the language behavior. It is also worth
mentioning that Bakhtin himself presented some theses about the
carnivalesque language which provides an additional argument for such
an analysis.

The study of play is another branch of knowledge which refers to the
phenomenon similar to the carnivalesque. The modern approach to the
subject was established by Johan Huizinga in the 30s. In the book entitled
Homo ludens, a Study of the Play Element in Culture he discusses the
possibility that play is the primary formative element in human culture.
Since that time the research on play has been developed by many
researchers, which is similar to what has happened to the carnivalesque
theory too. However, in this case, it is not necessary to get back to the
roots, but it is more important to focus on one of the contemporary
theories created by James E. Combs. Combs (2000) claims that we are
entering a new phase of history so characterized by play that we can deem
it a “play world”. One of the main theses of his book is the statement

2In Problems of Dostoevsky’s Poetics and Rabelais and His Word.
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according to which play is nowadays becoming a more and more
important part of culture. Combs does not write about the language, but
he takes into consideration spare time, education or the construction of
social hierarchy. However, it should be assumed that it is possible to link
his observations with contemporary language behaviors as the language
itself and linguistic behaviors are obviously a part of culture. The
tendencies observed in a wide range of social and culture life areas are also
reflected in the language.

The research presented in this paper focusses on the two precisely
indicated theories (Bakhtin’s carnivalesque and Combs’s play world) and
for this reason the terminological problems like the similarities and
differences between terms such as “carnivalesque”, “play”, “comic”,
“humor”, and “transgression” will not be analyzed. Their relations are
complex and opening such a discussion seems to be pointless in the given
paper. In order to show the enormous difficulty in providing proper
definitions of these terms, it is enough to quote Umberto Eco considering
the relation between “carnival” and “comic”: “The idea of carnival has
something to do with comic. So, to clarify the definition of carnival it
would be suffice to provide a clear-cut definition of comic. Unfortunately,
we lack such a definition” (Eco, 1984: 1).

1.2. The characterization of the analyzed linguistic material

As it has already been mentioned, the aim of the given study is to show the
importance of carnivalesque and play in contemporary language behaviors.
The empirical basis of the observations are modern colloquial Polish
sayings found in the column of the Polish weekly “Przekr6j”. The whole
analysis is based on them and for this reason they are as thoroughly
described in this paper as possible, given the scope of this paper.

From 1969 to 2002, one of the most renowned Polish weeklies entitled
“Przekrdj”, in every issue published a column called “Hecaheca” which can
be translated into English as “Larks”s. This column consisted of amusing
and diverting expressions sent to the editorial office by the readers of the
weekly. 1,117 larks taken from 1970, 1990, 2001 and 2002 have been

3“Lark — something done for fun, especially something mischievous or daring; an
amusing adventure or escapade” (Soanes, Stevenson, ed., 2006: 986).
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analyzed. This corpus comprises about 10 per cent of the whole material
printed in “Przekr6j” in over 30 years.

As larks were sent to the editorial office by the readers, it is very important
to mention at least a few facts about them and about the weekly itself.
“Przekro6j” was published from 1945 to 20134. It used to be one of the most
influential and most widely read press titles in Poland, primarily in the
period of the Polish People's Republic (1945—1989). The reason of this
popularity probably lies in the fact that “Przekr6j” is a classic example of
cultural homogenization. The weekly joined together very different forms
and topics, it printed pieces of Polish and foreign literature as well as
popular columns providing advice. Readers could find there, on the one
hand, the reproductions of classical and modern art, and fashion on the
other. “Przekrdj” was also famous for its humor columns — one of them is
the aforementioned “Larks”.

The most effective way to show the characteristics of larks can be achieved
by presenting some examples as well as their structures and other features.
Each of the given lark is followed by its Polish equivalent given in the
brackets.

The lark “Do not hit the cat with a wet cloth, because its tail will rust”
(“NiebijkotamokraScierkg, bo mu ogonzardzewieje”) is one of the
examples of a pure nonsense saying. The absurdity of the combination is
based here on the reference to the situations which seem impossible
according to our general and common knowledge about the world.

The next example “You are right — we'll have dinner tonight” (“Maszracje
— zjemyrazemkolacje”) shows that a pure nonsense effect can also be
evoked by internal incoherence of not having a relationship. It can be
noticed that there is no relationship between the fact that somebody is
right and the fact of eating dinner together. This example is also rhymed
as many others in the collected material.

Another group consists of dialogues including combinations of questions
and answers such as: “How are you going? — it depends on where you go”
(“Co slycha¢? — zalezygdziesieuchoprzystawi”), where ambiguity of the
word “go” is visible.

4When preparing the given article, “Przekr6j” was reissued; the first number was
printed in December 2016.
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Larks are related to different topics, e.g. bad habits and addictions:
“Here's like with the mountain folks, the one who has is the one who
smokes” (U nasjak u goérali, ktonie ma, to niepali”), feelings and male-
female relationships: “The man is antique, but still romantic”
(“Chlopantyk, a jeszczeromantyk”), ratings and qualities: “Damn it, what a
quality!” (“Psiako$¢, ale jako$c¢!”), poverty, wealth, finances, trade, jobs:
“Young or old, we love dollars” (“Mlodyczystary, kochadolary”), and many
others.

Larks are usually created from scratch, which means that they do not have
a source text. Little more than one third of them comprises examples
based on other word combinations, already established in the language
which include to name but a few: a well-known phraseological unit
(“something happens to somebody like a seed to a blind hen”) was used to
create a lark, but “a seed” was changed to “glasses” — “It happened to you
old boy like glasses to a blind hen” (“Przytrafilo «ci
siestaryjakslepejkurzeokulary”). Both units still have the same meaning:
‘something good has happened to somebody by chance’. This example
proves that larks not only create new meanings, but also refresh — in a
slightly modified form — the old ones. A slightly different mechanism is
used in the lark: “Life sticks at forty” (“Zyciezacinasiepoczterdziestce”). It
is the transformation of the Walter Pitkin’s book title “Life Begins at
Forty”. It can be noticed that the new meaning provided by the lark is
opposite to the original text. In Polish the given change is more successful
and creative because “stick” and “begin” are very similar to each other in
their forms, only two sounds change in these Polish verbs: “zaczyna”, and
“zacina”.

The aforementioned examples show that larks are a very varied group.
They are different not only in their forms, but also in their status: some
larks are language units and the others are text units. Larks are also varied
from the semantic point of view, they have different origins and a different
degree of spread. On the other hand, even a quick glance at larks can
indicate that they have something in common: they are relatively fixed
word combinations, often comic and distinctive mainly for the informal
spoken language.
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2. The analysis of larks

The presented sayings were analyzed in terms of the two aforementioned
theories: Bakhtin’s “carnivalesque” and Combs’ “play world” to check if
the colloquial Polish sayings confirm the conclusions about the
importance of these phenomena in modern culture.

2.1. The analysis of larks in terms of the Bakhtin’s theory of
carnivalesque

The description of the carnivalesque language is one of the parts of
Bakhtin’s carnivalesque theory, according to whom the carnivalesque
language is characteristic for familiar contacts and creates special
collectivities of people (Bakhtin, 1984b: 187). This statement seems to be
appropriate in relation to larks as well. All of the aforementioned
examples clearly show that larks are inappropriate in some official
situations. Apart from that, larks also create a kind of collectivity — a
group of people with the same sense of humor and a similar sociological
background. Some larks are just unclear for people who do not know the
given quotations, stereotypes or social customs.

Breaking the rules of communication is another feature of the
carnivalesque language (Bakhtin, 1984a: 130; 1984b: 17). Some examples
of larks can be provided as an illustration of this statement: “A pinch of
pepper, a pinch of salt — everything but a pinch of Walt” (“Szczyptapieprzu,
szczypta soli — tylkonieszczypta Joli”) where the idea is concentrated
around “pinch”. In Polish, like in English, “pinch” is either a noun or a
verb, but the verbal form used in Polish version is considered incorrect.
Another lark breaks word formation rules: “Fif-you, fif-me — that’s the
whole story” (“Fif-ty, fif-ja, to calabajka”). English “fifty-fifty” was
decomposed and mixed with Polish pronouns. “Fifty-fifty” was divided
into two parts in such a way that the part “ty”, which is the Polish pronoun
meaning ‘you’, was separated. This part was replaced by another Polish
pronoun meaning ‘me’. This humorous decomposition strengthens the
meaning of “fifty-fifty”.

Bakhtin also points out that the carnival creates its own genres (Bakhtin
1984b: 16). Larks provide some of them — characteristic for an informal,
familiar contact. They include, for example, the so-called new macaronic:
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combinations of words imitating the sound of foreign languages: “How are
you doing? Like a Japanese — soso” (“Jak zyjesz? Po japonsku — jako
tako”). The answer to the question “How are you going?” means in Polish
‘so so’ and due to a Polish linguistic stereotype when “jakotako” is
pronounced properly, it sounds like Japanese. The lark “Stand me a beer.
Why? Has it fallen?” (“Postawpiwo. A co, przewrocilosie?”) represents
another popular genre: an additional statement. The mechanism of this
genre is quite easy and usually based on the ambiguity of words. One
speaker utters the statement with a serious intention, having in their mind
the traditional, official meaning. Another speaker adds a new statement,
basing on the ambiguity of the word used by the first speaker, and turns
the first statement into a joke. In the given lark, the first interlocutor
wants the other one to buy him a beer (“stand” — 'to buy a drink or meal
for sb'), but the other speaker answers in an unexpected way referring to a
different meaning of “stand” ('to put sth/sb in an upright position
somewhere").

The so-called empty phrases belong to another genre: they are purely
nonsensical, do not mean anything and are just word plays such as
grouping together similarly sounding words, e.g. “Fleas flee flies”
(“Pchlapchlepchia”™). Unofficial greetings and farewells can be found
among genres as well, e.g. “Good morning in the evening”
(“Dziendobrynawieczor”).

The last feature of the carnivalesque language is the theory of parodic
doublets. Bakhtin claims that one of the ideas characteristic for carnival
thinking is a paired image, chosen for their contrast like high — low or fat
— thin. The carnivalesque language is not an exception. As the characters
and things have their parodic doublets in carnival, so do the language
behaviors (Bakhtin, 1984a: 126). This statement can be treated as a
framework for larks. On the one hand, the examples of parodic doublets
that replace the specific expressions can be indicated, e.g. using “Half a
loaf is better in the hand than two choosers” (“Lepszyrydz w garsci,
nizkanareknabezrybiu”) instead of “Half a loaf is better than none”
('getting only part of what you want is better than not getting anything’);
in this case the well-known proverb was changed by adding extra word
and, as a result, its didactic, serious meaning was undermined. On the
other hand, larks imitate the characteristics of certain genres (e.g. puzzles)
while breaking their rules, e.g. “It swims on water, its name is duck. What
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is it?” (“Po wodzieplywa, kaczkasienazywa. Co to jest?”); here the structure
is similar to a classical puzzle, but it can be noticed that it contains an
answer which is unexpected and does not normally appear in puzzles.

2.2. The analysis of larks in terms of the Combs’ theory of play world

5«

Turning to the concept of Combs’ “play world”, it should be remembered
that it is possible to link his observations with contemporary language
behaviors, although the author has not devoted his attention to the
language. Combs’ theses are well reflected by the following quotation:

For the variety of historical and social reasons, our personal ability to, willingness
for, and expectation of play has increased exponentially in recent times. We have
developed knowledge of play, see the value of play, and wish for the joy of play.
Our attitude toward play is changing. As never before we want to play (Combs,
2000: 21).

The author also gave a lot of attention to the pragmatics of play, which is
one of three distinct modes constituting his inquiry into play (Combs,
2000: 21)5. The main thesis representing this topic is:

Concomitantly, modern societies increasingly allow and provide the social
opportunity and cultural legitimacy of play. In contemporary societies, play has
acquired an indispensable quality, and the ability of societies to define, demarcate,
and channel play has diminished. Thus, the time, energy, and wealth devoted to
play has increased, with wide-spread social consequences. The social opportunity
for play is becoming available for large populations. Society offers more people
than ever the chance to play (Combs, 2000: 21).

Among other more detailed observations inherent in the abovementioned
thesis, the one concerning the relation between work and play is presented.
According to Combes, members of modern societies are obliged to work
(to “make a living”) and to play (to “have a life”) equally hard. Both — work
and play — are ways of self-fulfillment (Combs, 2000: 57, 58). Apparently,

5 Two others are: dynamics and futuristics of play (Combs, 2000: 21).
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these tendencies observed in a wide range of social and culture life areas
are also reflected in the language. They are confirmed by the phenomenon
of larks, especially by their popularity expressed by the amount of
examples sent by the readers to the editorial office and the long existence
of the column.

There is also at least one more statement that seems to relate
appropriately to the phenomenon of larks: “In the emerging play culture,
all serious agendas and people are subjected to comic ridicule” (Combs,
2000: 63). We draw our attention to these things which are risible (Combs,
2000: 92). It can be noticed that in the corpora containing 1,117 examples
of larks few of them can be treated seriously and do not pretend to be a
play, e.g.: “Words flow like a river, but a sense falls with drops”
(“Slowaplyngjakrzeka, a senskroplamipada”), “The first love never dies,
but a new one is also a good one” (“Pierwszamiloéénierdzewieje, ale
nowatezzlanie jest”). We stopped creating the units similar to the classical
proverbs which are generally didactic and serious. If we create something
similar to them nowadays, we seem to feel pressure to be funny.

The phenomenon of larks constitutes simultaneously the evidence for the
existence of the play world and it is also one of the consequences of its
vitality. Without the big scale of expanding play in contemporary social
life the phenomenon of larks would probably not exist. Undoubtedly,
playing with words is not new, but we should keep in mind the popularity
of larks: they were sent to the weekly for over thirty years and probably
about ten thousand of them were printed. That is why it should be stressed
that we observe quite a big part of language units which were created just
for fun, showed the opportunities which the language gave and refreshed
the older linguistic meanings.

3. Results

Consequently, it can be stated that larks fulfill the criteria of carnivalesque
language described by Bakhtin:

= they are characteristic for familiar contacts (their usage is not
appropriate in formal situations),

= they create special collectivities of people (with the same sense of
humor and similar sociological background),
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= they break the established communication rules, by using linguistic
forms considered as incorrect,

= they create special genres (the so called new macaronic, additional
statements, empty phrases, unofficial greetings and farewells),

= they become parodic doublets (of the given “serious” units or more
generally — of certain genres, e.g. puzzles).

A few findings on larks also confirm the statements of play world. The
phenomenon of larks itself, as well as its popularity, validates the theses
on societies obliged to play and on the expanding role and availability of
play. Larks constitute a numerous part of language expressions which are
created only for fun. It is symptomatic that in the collection of sayings
consisting of over 1,000 examples only a few of them are serious and
didactic (similar to classical proverbs). All in all, the analysis of comic,
informal larks confirms sociological and anthropological observations
according to which carnivalesque and play are becoming more and more
important in postmodern societies.

4. Discussion

The aforementioned results indicate that some of contemporary language
behaviors confirm the thesis on the increasing importance of
carnivalesque and play in postmodern societies. Language turns out to be
a non-distinguishing part of the culture, following the general trend
towards humor and having fun. The existence of such a big collection of
data, the fact that the readers of the weekly were not bored with the
column’s phenomenon and sent more and more examples to the editorial
office for over 30 years, should be emphasized as they constitute the
evidence for the thesis about the expanding role of play.

These conclusions derive from the theories representing two close, but still
separate paths of humanistic thinking: the study of carnivalesque and the
study of play. Both of them have quite a long tradition, dating back to the
beginning of the 20t century. However, slightly modified approaches have
been chosen for the analysis of the collected linguistic material. The study
of carnivalesque is represented by the classical papers by Bakhtin, whereas
the study of play is shown in terms of a contemporary thesis by Combs. As
it has already been stated at the beginning of the paper, focusing on
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phenomena called play, humor, or transgression is the aim of the scope of
many authors. Their findings might probably be used for a more complex
linguistic analysis in the future.

5. Conclusion

“Carnivalesque” is a term coined by Mikhail Bakhtin. Originally, it
referred to the people in the Middle Ages who lived two lives. Both of them
were legitimate, but separated by strict temporal boundaries. First of them
was the official life, the other one — called the life of the carnival market
square — was breaking the rules characteristic for the first, official life.

The study of play is another branch of knowledge which refers to the
phenomenon similar to the carnivalesque. In this case, the paper focuses
on works written by a contemporary author, James E. Combs. He claims
that we are entering a new phase of history so characterized by play that
we can deem it a “play world”. One of the main theses of his book is the
statement according to which play is nowadays becoming a more and
more important part of culture.

The aim of the given study is to show the importance of carnivalesque and
play in contemporary language behaviors. The empirical basis of
observations are modern colloquial Polish sayings collected on the basis of
a column printed in one of the most renowned Polish weeklies. The
analyzed corpus consists of 1,117 examples printed in 1970, 1990, 2001
and 2002. The linguistic material is varied, different in forms, status,
semantics, origins and the degree of spread. However, the collected
examples have a lot of common features: they are relatively fixed word
combinations, often comic and distinctive mainly for the informal spoken
language.

The paper shows that these sayings fulfill the criteria of Bakhtin’s
carnivalesque language, such as: breaking the rules of communication,
creating own genres, and illustrating the theory of parodic doublets.
Taking into consideration the Combs’ theory, it can be claimed that the
phenomenon of larks constitutes simultaneously the evidence for the
existence of the play world and it is also one of its consequences. Larks are
a part of “play world” which is full of fun — the most important imperative
of contemporary societies.
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CUMBOJINYKA YIIOTPEBA JEBUKA Y
HOMEHKJIATYPU IT'PAZICKUX OBJIACTH

IIpeeaednu pad

Caxxerak: Pajy xoju ce Haja3u npesi BaMa he aHAIW3WPATH HA KOjU HAYMH
Jlosla3u 10 HOMEHKJIaType yauna u rpagoBa y Cpbuju ¥ Koju 3Hauaj mma
IomyJlapHa KyJaTypa y THM IpoMeHama. HoMeHkiaTypa jaBHUX o6siacTu H
WHCTUTYLIMjA Y oZipeeHnM 3eMsbaMa y OKpy»kemy he ucro 6utu nomenyra. Takole,
yTBpAuhe ce mocTojarbe CUMOOIMKE KOjy je3NK UMa Y HOMEHKIATypu (X)0I0HIMa
U TOIOHMMA. Y TpBa JiBa IIOIJIaB/ba OBOT pajzila Ouhe HpHMemeHa TeopHjcKa
Buhewa Cphana Papmosuha. Vimajyhu y Buay npeTxomgHoO HaBeZieHe TPOMEHE, OBaj
pan he ce y Tpehem morsaeiby fortahu Teme pogHe (He)paBHOIIpaBHOCTH Tze he ce
NIPUMEHUTHU TeopHjcko Munuberbe Hane Cexynuh. Kpajwu e oBor paga je ma
IMOKa)Ke /1a Ce WIEHTUTET CTBapa KpO3 je3WK M Ja IONyJapHa KyJaTypa HMa
3HauajaH y/1e0 Y OBOM IIPOIIECY.

K/byuHe peuu: HIEHTUTET, HOMEHKIATypa, (X)OJJOHUMH, TOTOHHMH, POJHA
PaBHOIIPABHOCT, MOIyJIapHA KyJITypa.

YBog

Kema 3a anHanmu3oM cuMOOJIMKe je3WKa Y HOMEHKJIATYpu (MMEHOBAY)
yJIMIIa U TpajioBa IOCTaJIa je CBe MOIyJapHUja Mely UCTpaKUBaYUMA.
Muoru ayropu nonyt Cphana Pamosuha u Hane Cekynuh kao ¢okyc cBor
HCTPa)KUBAUYKOT pajila y3UMajy HauMH KMEHOBama TpajickuxX 006JacTH,
YOUMBIIU J]a TIOCTOjU CIIOHA M3Mel)y IhUXOBOT HAa3WBAa M HAaUMHA HA KOjU
onpeleHa uzeosoruja myreM cum0OoJIa JKejiu J1a YIBPCTH CBOjY IO3ULIH]Y
yHyTap apymrea. CaMoM peanu3alijoM MIOCTOjara OBE Be3e yoUaBaMo aa
ce CBe BHUIIIE UCTPaKyje 3Ha4uaj Koju uMa ozipeljeH rpaji ¥ HeKHU IHEeroB J1eo.
»YIMEHOBalbe U IMPEUMEHOBAIbE YJIUIA U OCTAINX jaBHHUX IIPOCTOpa y
dokycy je wuHTepecoBarba HCTPAKMBaya M3 BHUIIE JIPYIITBEHUX
JUCIHUIUINHA, TPU YeMy Ce Ha3uBH yauna (OJOHUMHU), TMOCeOHO OHHU
3BaHUYHH, pasyMejy Kao cuMOoau y ypOaHOM TPOCTOpPY y CIIy:KOu
pa3IUYUTHUX IOJUTHKA ujeHTuTeTa M cehama“ (PamoBuh, 2016: 33).
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Y3umajyhu oBaj 1uTaT Kao jeZaH o/ CTAHOBUIITA Ca KOjUM IMPUCTYIIaMO
aHamu3M yrmoTrpebe je3awka y HOMEHKJIATypu, MoxkemMo pehu na
(x)omonumu uMajy GUTHY YJIOTY y cTBapamwy ocehama uneHturera. Ha Taj
HA4YMH I'PaJi HICTOBPEMEHO IIOCTaje MECTO Y KOME Ce CIIaja KyJITypa jeTHOT
Hapoia W TJe Ce HUCTa MOXKe MpounTaTh. 360T BEJIUKOT NPUINBA
CTAaHOBHUIITBA U3 nepudeprja y rpazoBe, JOUUIO je A0 ypbaHuU3amuje
rpagckux obsactu. OBa IojaBa je 3a IOCJIEUIy WMajla IIPEMEITAE
BJIACTH U 3Hamba y Behe rpajioBe. Y TOM CJIy4ajy, ako IIOjeJ{UHALl XKUBU Y
rpajly ¥“ HECBECHO YycCBaja cuMm0osJe u3 Ibera, BpEeMEHOM he ce
TIOMCTOBETUTH Ca BPEAHOCHUM CUCTEMOM KOjU BJIaJja yHyTap rpaja. ,lako
UJIEHTUTET HacTaje y MehyzenoBamwy Buile cdepa, caMH IIPOIECH
nneHtudukanyje gorahajy ce y chepu Kyarype. Pazyimuunre
KYJITYpOJIOLIKe onpeAHulie (je3uk, Tpagulinja, peNTHja, BEPOBAIE Y
3ajeTHUYKO TIOPUjEKII0) CIIy:Ke Kao MaTepujas 3a Te mpoiiece” (I[Terposuh,
2006: 210).

Y oBoM paay momysapHa KyJaTypa ce IOHCTOBehyje ca KyaTypoMm
cBaKkojiHeBHIle, Tosiazehu o7 TOra /a je mpBa CacTaBHHU JIE0 SKUBOTA
nojeauHIa. Buiio a ce KpuTHKyje Wik 060KaBa, MOIyJapHa KyJITypa je
MpUCYTHA V¥ CBAKOM acCIIEKTy Halller IMOCTojamba. IIpeKo riefjama cepuja u
CIylliama My3WKe, /10 YHUTaha POMaHAa W yKUBAamka y CBEMY INTO HaM
MoIyJIapHa KyJITypa Ipy»a, OHa je IocTaja OCHOBHH JIE0 KYJITYPe V KO0joj
ce cTBapa HAEHTHUTET. 300T HeHe CBENPUCYTHOCTHU, MOXKe ce zohu A0
3aK/byUKa JIa je OHa II0CTaja IeHTap y KOMe ce MOTy mpoHahu cum060su
Bianajyhe uneosoruje. IlyreM jesuka 1 HOMEHKJIATYpe, UIE0JIOTHja TEKU
Jla ce IMHUPHU U ycTanu y ojpeheHoj kyatypu. Kako ce BpeMeHa Memajy
TaKo ce Merba IIPUCYTHA U/Ie0JIoTHja. JelaH HaurH Bul)erba OBUX IIPOMEHa
npaheHn je apupmanujom u ofgo6paBarbeM HOBE H/I€0JIOTHjE, a IPYTU BU]
(koju ce OOUYHO JJOBOJIM y BE3Y ca BaHZAJIU3MOM) je OHAj KOjU ce IPOTUBU
OBOM HOBOM IIOPETKY CTBapH. ,Kako je HarameHo, 6yeme HalmOHATHOT
ocjehaja (ueHTHTETA) BPJIO j€ BaskaH MOKPETAUKH eJIeMEHT Yy GopMUpamy
Harje u ap:xkase...“ (IpspeHko, 2008: 70). Kako Ou MpoHAILIN BaTHHE
apryMeHTe 3a CBOje MUIIbE€HEe, 00a HAaYMHA Ce CJIy)Ke IIOIyJIapHOM
kyatypom. OHa omoryhaBa ga oxapehieHa wupaeosorwja cBoja yBepema
MPOIIUPH U BaH rPAaHUIIA Jp:KaBe. Y oBOM pajxy hemo ce Gbokycuparu Ha
CcTBapama HAIMOHAJTHOT HAEHTUTaTa (HAjBUINE y IIPBOM H JAPYroM
morJsiaBby). IlyreM HOMeHKJIAType W IIONyJIApHE KYJIType [I0JIa3H [0
CTBapama IOKe/bHOI HauWHA pasMUIllbaiba. FIMeHa yJIuila U rpasioBa ce
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KpO3 OBO CTAHOBUIIITE MOTY IIOCMATpaTH Kao Mpexa cuMmbosia y je3uky,
KOjU He HacTajy Kao HArOHCKU MMIIyJIC Hapoja, Beh Kao BPEIHOCTH Koje
TeKe JIa Cce yTeMeJbe YHyTap APYIINTBA. ,/IMeHa yIulia ¥ TProBa TaKo yTHUY
Ha OOJMKOBalbe KOJEKTUBHHUX WEHTUTETa, a dYecTa IMPEeHMeHOBarba
jaBHHUX IIPOCTOPA, KOja Cy KapaKTEPUCTUYHA U 3a HajHOBHje 706a, CBe/loue
0 IpoMeHaMa y IOJIUTHYKO] MONW, JOMUHAHTHUM WHZAEOJIOTHjaMa U
kosektuBHOM namhemy” (PamoBuh, 2016: 34). OBe mojaBe cy y3ere Kao
OCHOBHH NPUMEPHU Y IIPBOM U JPYTOM IIOIJIaBJ/BY OBOT pajia, rae he 6utu
W3JI0}KEHU pEe3yJITaTd HCTPaKuBama moMmeHytor ayrtopa Cphana
Pagosuha. CBu ciyuajeBu mpoMeHa Ha3WBa YJIUIA U TpajioBa Koje he ce
IIOMEHYTH Y OBOM TEKCTy INpoHal)eHU Cy Yy eroBoj Kmusu Ipad kao
mexcm (2013). buio ma je ycioBJbeHa WCTOPHjOM, HAYKOM WU
KIbIPKEBHUM PAJIOM, CBaKa IIPOMEHA Ce MOXKE YOUUTH Y je3UKY TOBOPHUKA.
CaMuM THM UMaMoO BeJIUKH OpOj peud Koje JJaHaC Ha3MBaMO apXau3MHuMa
jep BHIIle HEMajy CBOjy CBpXY Y Hapoxay. [IpoMeHMo ce Takole u HAUMH Ha
KOjU Ce KIbMKEBHUIIE MEePIUNNpPAjy, IITO je pe3yJITHPAJIO y TOME Jia ce
Ipyraumje riiena Ha cBeT. OBaj pax he ce gorahu u Teme pojHe
(HE)paBHOIPABHOCTH Y HOMEHKJIATYPU NIPU YeMy he OUTH BHUIIE Pedd O
uctpaxkupatbumMa Haze Cekynuh, M3HETUM y WIAHKY ,POAHHM acIeKT
jaBHOT TpajicKor mpocropa (HA MpUMeEpy aHaIW3e Ha3uBa OeOrpajfiCKUX
ynuia)“ (2014). OBaj wianak he y Tpehem norsiassby oBor pajia 6uTH y3eT
Kao IIPUMapaH U3BOP MOAATaKA.

OJ0HMMM M TONOHMMU: BUJ (Je)KoMeMopanyje

OcHoBHa ¢yHKNWja (X)omOHMMa, TO jecT KMeHa VJIWIA, jecTe
obe3behuBarbe JIaKIler cHajaKemwa y mpocTopy. IlomTo uM Jp:KaBHE
WHCTUTYIIMje Jajy HuMeHa, (X)OJOHMMHU ce Hajaze TOoJ] HHUXOBOM
KoHTpoJIoM. THMe UM MapTHja Ha BJIACTU MPHAAje CUMOOJIHUYKHA 3HAUQ],
mupeh cBojy ueosIoTHjy ca MUbeM Jia ,,..n3Mel)y 0CTasor, U IOIPUHECE
CTBapamy IOXKeJbHe MMOJTUTUYKe cBecTH Mel)y ctaHoBHUIITBOM (PagoBuh,
2013: 16, HaBeieHO mpeMa: Azaryahu, 1996: 312). Kaga ce croju ocHOBHA
ysiora (X)omoHMMa KOjy UMajy y CBaKOZHEBHOj KOMYHHUKAIMjU ca
HJIE0JIOUIKUM CUMOOIMMA Y je3UKY, yOuaBaMo /1a Cy OHU IJIABHU aKTEPU Y
CTBapamy CJIHKE O CTBAPHOCTH. ,lakolep, TEPUTOpHja UYUHH UBPCTO
VIIOPHUINTE 3a Ofpehere COUMjATHUX CKYIHMHA y HAEHTHQUKAIUjU, a
MIOJIUTUYKO-aAMUHUCTPATUBHU YCTPOj JIOJATHA je KOHCTPYKIUja Y
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0o0JIMKOBalby  IPOCTOPHUX  pasuHa  wuAeHTHUKanuje  (JIOKaIHA,
peruoHaIHa, HanpoHaIHA U Ap.).“ (Mupomesuh, 2011: 57). Kao npumep
OBOT CTaBa MOJKe ce Y3eTH IepHoJ BiasaBuHe Jocuna Bbpoza Tura on
TpEHyTKa Kajzia je momao Ha yeino KomyHucrnuke maptuje JyrociaBuje
(1939.) cBe 70 werose cmpTH 1980. I'1aBHM Heo IONIKY cyiorad J. B. Tura
6mo je ,0paTcTBO U jeAWHCTBO“, KOjU je KaO IIIJb UMAaO CTBApAamhe jelHe
JIp:xaBe U jemHor uzeHtuTera CIoBeHA IO, HEroBOM BiasiaBuHOM. Kako
6u ce OBaKaB MOJIUTUYKHY IIJIAaH YUBPCTHO KA0 MPUPOAH MOPeAaK, MOPao
je ma pobuje onpelleHe O3HAKe y CBAKOJAHEBHOM KHUBOTY. 300r TOra,
JIOIIJIO je 10 MAacOBHOT MMeHOBama 00pa30BHUX MHCTUTYIMjAa U IyTeBa
»,BpaTcTBO U jenHCTBO . JeIaH o/ HajUCTAKHYTHjUX IpuMepa (X)0ZoHuMAa
ca OBUM CJIOTAaHOM IIpeJICTaBJ/ba HeKaJallllkhi Ha3uB ayTo-IiyTa bpatcTBo u
JEOMHCTBO KOjU je TakO Ha3BaH ca IIJBEM IIpPOIIaTHpama Biaaajyhe
nosintrke. Takolje, MHOTe OCHOBHE U CPeJihe IIKOJIE Cy J00VIe Ha3UB 110
OBOM CJIOTaHy, IIITO IMOKa3yje KOJUKO je Owsa cHakHa Moh Biazajyhe
mapruje. OHA je 3a Wb UMayia Ja Kpo3 CHUMOOJI Kao INTO je CJIOTaH
»OPaTCTBO H jEZIMHCTBO® y jeBUKY CTBOPH HJIEOJIOIIKY OCHOBY 3a CTBapame
JKeJbeHOT HauMHa pa3MuIbarba. OBakaB BUJ KoMeMopanwje (IpuaBama
jaBHHUM obOJsiacTMMa,/ycTaHOBaMa MMeHa 3HaMeHHUTEe 0cobe) UMao je 3a IUJb
U YCIOCTaBJbamhe jeHOT BPCTA KyJITA OKO JINYHOCTH IIPBOT IIPEZCETHUKA
JyrociaBuje, koja je Jocumy Bposy TuTy /joHea roTOBO arcoyTHy Moh. ¥
OBOM IIepUOAY CTBapajy ce W MHOTH TOIOHUMH (MMe€HA MecTa) KOjUu Cy
Hocwin HasuB Turto. TakBU mpuUMeEpH CYy WHTEPECAHTHU 3a IIPOyUaBambe
300r Tora IITO ITOKAa3yjy KOJIHKO je oapeheHa wupeosioruja ycmesna jia Ha
OCHOBY TIIOIyJIApHE KYJITYpe OCTBaph CBOjy BJIACT HAJ jEe3UUKUM
JIUCKYpCOM KOJIeEKTHBa. [IpuMepu TrpajioBa KoOju cy JOOWIN WMeEHa II0
jyrocyioBeHckoM Juzepy ¢y — Tutorpan y lipuoj I'opu, TutoB Besec y
Maxkemounju u TutoBa Kopenmna y Xpsatckoj (PamoBuh, 2013: 64).
[IpaBsberbeM OBaKBUX cUMOOJIa YHyTap TOIIOHHMA HE caMo Jia ce CIiajajy
reorpadcka U HCTOpHUjCKA 3HauUema ofpeheHor mecra, Beh ce Besyje 3a
BUX U OJIpeljeHu cucTeM BPeTHOCTH, KOjU CTBapa KOJIEKTUBHU H/IEHTUTET
u ocehaj mpunaguoctu. CaMuUM THM JI0JIa3UMO [0 3aKJ/by4Ka /1a yroTpeba
jesmka WMa BEJMKH VIO Y CTBApamy IOXKEJbHOT MHUILBbEHA KPO3
CBaKO/THEBHY YIIOTPeOy HeroBux cumboia.

Y nepuoay pexkoMmemopanuje (Opuicame HMeHa 3HAMEHHTE ocobe u3
jaBHUX 00j1acTH) JUYHOCTH Jocuma Bposa Turta I0ILIO je 0 MpoMeHa
(x)omoHMMa W TONOHMMAa y MHOTMM 3eMJ/baMa. Tako Cy IIPETXOIHO
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IIOMEHYTH TPAJIOBU IMPOMEHWIN HasuBe. TUTOTPaj je TPOMEHUO HA3UB y
IMoxnropuna, a TuroB Benec y Makegonuju u TutoBo Ykune y Cpbuju
JlaHac HOCe MMeHa caMo IO JPYroM uwiaHy HeKaJlallikher nMeHa. MHore
OCHOBHE IIIKOJIe Koje ¢y mpe THUTOBE CMPTH HOCWJIE UME H/IEOJIOIIKOT
cjoraHa ,,OpaTCTBO W jeIUHCTBO“ IIPOMEHMWJIE Cy CBOje HaszuBe. TakaB je
npumMep 6mo y Beorpamy ca OcHoBHOM mIKOJIOM ,Jlecanka MakcumoBuh®.
»Y Beorpany je takohe momuio 70 mpomeHe HasuBa Tpra GparcTBa u
jemuuctBa y CaBcku Tpr...“ (Pagouh, 2013: 55). Ayromyt BpaTcrtBo u
JEAMHCTBO, KOjU je y CBOjOj OCHOBHO] (PYHKIMjU MMAao 3a Wb CHAjambe
rpajioBa U Jp:KaBa Mmpeko caobpahaja, a Ha cMMOOJIMYKOM HHUBOY MMAao
CBpXY Jia CIIOjU U yjeIMHU Hapoje Jyrocjiasuje, Takole je IpOMEHUO CBOj
Ha3uB. JI0J1IaCKOM /10 CMEHE BJIACTH HAKOH CMPTHU jyTOCJIOBEHCKOT JIU/IEPa,
HeKaJialllha BeJIMUaHa U cjaB/beHa uaeosoruja Jocuna bposa Tuta 6uia
je mpeNcTaB/beHa Kao HENOXKeJbaH IOPENaK CTBApU. Y OBOM IEPHOAY je
JIOIILIIO JTO KOH(JIMKTA YHYTap UAEHTUTETA MOjeANHIIA U HApPOAa IOIITO Ce
HeKaJia CTBOpeHHU ocehaj yjeIMIeHOCTH JprKaBa MPEOKPEHYO Y HHErOBY
CynpoTHOCT. JIOIIIO je JI0 »KeJbe 32 OTLEIUBEHheM APKaBa Koje cy ouie y
,0parckuM® omHOCMMAa mOZ, JYrocjaBHUjOM W HOBAa HIEOJIOTHja YHYyTap
CBake OJ1 JIpKaBa je UCKOpHUCTWiIa cMpT Tuta kako 6u 06e30eamia cBOjy
He3aBuCHOCT. To Cy ycIesie Ha Taj HAYMH IITO Cy cy1ajie ofipeheHe cumbore
IIyTEM IIOIIyJIapHE KYJIType y Me/IMje U HapOo/i, U TAaKO CTBOPHJIE HOB ocehaj
MIPUIMIATHOCTH CBUX OHUX KOJU Cy TEXKIJIM Ja CTBOPE HOBY JpIKaBy.
[IperxosHa WAEOJIOTHja BUIE HUje MMajia KOHTPOJIY HaJ cUMOOJIMMa
VHyTap je3swukor auckypca. OBaj Buz mpomeHe He 6u 610 mMoryh ga Huje
OMJI0 OHUX KOjU Cy C€ IPOTUBHJIN HOBOM IOPETKY CTBapH JoackoM Tuta
Ha Biyact. CBe JIOK je OH OWMO KUB, JBY/IM KOJU CYy NPUIAJIAJIA JPYyrOM
HauuHy Bul)ema cTBapu (BHUIlEe Y YBOZHOM Jiejly) HHCY CMeJH Ja Ce
YCIPOTHBE 3BAHUYHOM KOJIEKTUBHOM HJIEHTUTETY. TeK HAKOH HETOBE
CMpPTH JIOIUIO je A0 HUXOBOT ociobahama u caMuM TUM 0 CTBapama
HOBOT nopetka. Tako je HeKa/ia MPBU BUJ BUl)ema IPOMEHA [IOCTA0 IPYTH
u OOpHyTO. Y3 INOTKpeIUbelhe HOBOM HJIEOJIOTHjOM, JAOILIO je 0
adupmanuje ,Apyror” moperka myTeM HOBUX cuMO6OJIa YHyTap AMCKypCa.
ITopen Tora ImITO je MOIIIO /IO OBOT ,IIpeBpara“, mpucraaune Turta u
IEroBe HJIE0JIOTHje Cy Ha3Bajie MMeHa TOIOHWMA IO jYyrOCJIOBEHCKOM
BJIAAPY. /10 Kpaja 1983. rosuHe, jor yetupu rpaga y COPJ HazBaHa cy
TutoBum umeHom...“ (PamoBuh, 2013: 87), unMe je MOILIO 70 jeTHOT
HOBOT BH/IA TOIIOHUMU]jE ¥ BUY IOCTXyMHE KOMEMOpAIHje Kao KeJbe Ja
ce cauyBa cuMmbon Tura yHyrap jesuka u Kyatype. OcHOBaH je u
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Mewmopujanau nentap Jocuna bposa Tura, koju je 1moj cBOjuUM OKPHHEM
II0/Ipa3yMeBao ,,...BUIIE O0jeKaTa IIUPOM 3eMJbe MTOBE3AHUX €A KUBOTOM
6usIIer npescennrka. CpeUImBY eJeMEHT OBOT IleHTpa 610 je TpoOHO
mecro apyra Turta, Kyha nseha ma Jegumy” (Pagosuh, 2013: 89). OBum
BHUJIOM IIpHaBaiba 3HaUeha HOBUM O00jeKTMMa J0JIa3d JI0 CTBapama
IIOjMOBHOT KYJITA, TZ€ Ce IPHUCTINIE TOT IIOPEeTKAa CAKyIbajy Kako Ou
VUBPCTUJIU CBOj UIEHTHUTET.

YianuHe aknyje: BUJ KOHTPANnoJIUTUKE

»Y ypOaHOM IPOCTOPY Cy Ha JieJly Pa3IMYUTE U YEeCTO CYyIPOTCTaB/bEHE
IIOJINTUKE IIPOCTOpa, KOje ce y TMpPOIecy KOHCTPYKIMje HUAEHTUTETA
HAJIONyHbYjy Ca OCTAJIMM HEHTUTEeCKUM mosuTukama“ (PamoBuwh, 2013:
143). CBaka mpoMeHa yHyTap ypbaHe ob6JacTu HOCH ca cOOOM U U3MEHE Y
KOJIEKTUBHOM WJIEHTUTETY KOjU ce adupMuile IyTeM CBAKOHEBHOT
kopuirhema jesmka M cuM0OoIa KOjU ce Hajaze yHyTap TOT IIPOCTOPA.
Buno ma cy 3Hauema cum0oJia Jara MO CBOM H3IJIEAYy U3 ITPUPOIHOT
IIOPEeTKa, WIH JAUPEKTHO O ApPKaBe, OHU TEK IIOCTajy CTBApHU Kajja ce
KOpHCTe y TOIyJIapHOj KOMyHHUKanuju. Kajja TH cuMOOIH TOCTaHy BUJ
nneHTHGUKAIIje 0jeZIMHIIA YHYTAD KOJIEKTUBA, Ca je/iHe CTPaHe J0JIa3H
JIO CarJacHOCTU ca BEhMHCKUM HAYMHOM Buljema U YnTama CTBAPHOCTH, a
ca Jipyre Zi0 cTBapama KeJbe 3a ofbaliuBambeM NpuxBaheHe ueosoryje.
»Bianajyhe monutuuke u ApYIITBEHE €IUTE, HAJMONHUjU TIPEAY3ETHUIH
HJIEHTUTETA, 0OMYHO UMILJIEMEHTHUPA]y CBOjy UAEOJIONIKY areH/ly y ypoaHu
IIPOCTOP, JIM U HaWIa3e Ha IPOTHBJbEE KOje M3pama U3 PA3JIUIUTHX
npymtBeHux rpyma“ (Pamoeuh, 2013: 267). Umajyhu y Buay oBy BU3YDY,
JI0JIa3U Ce /10 MPETIIOCTABKE /a YHYTAp CBAKOT 3BAaHHUYHO IPOIKCAHOT
JIUCKypCa, IOCTOjU U OHAj KOjU ce MPOTHUBU ucToM. OBaj AUCKYPC TEKH A
MIPEUCIINTA BPETHOCTU JAaTOT CHCTEMA IIOLITO Ca UM HE MOXKe Ja
npoHalje 3ajenHUUKyY cioHy. OBaKBY BU/IOBU IIPEUCIUTHBAKA KYJITYPHOT
TIOpeTKa JI0OBOJIE 10 OTKPUBakha HOBUX UMIHLEHUIIA O JIPYIITBY U AUCKYPCY
yHyTap mera. Tako [0Ja3u 70 cTBapama KOHTPAIOJIHUTHKE KOja MMa 3a
OWbh Ja TPOMEHW HAYWH IpuJiaBama cuMO0Ja YHyTap TONOHMMA U
(x)omonuma (y oBom pazy y Behem meny dbokycupaMo ce Ha OBa J[Ba Buza
MMeHOBamba), IITO YeCTO 3HA IOBECTH 10 YINYHUX aKIyja u mporecra. Kao
IpUMep 3a 0BAj BUJ| IPOTECTA MOKE Ce Y3€eTH METHUIH]ja KOja je MOKPeHyTa
HaKOH CMPTH mpejficenHuka Jlemokparcke crpaHe 3opana bunhuha na
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onpehene rpajcke obsactu 06ujy mMe Mo meMy. Tako je jeman of
(x)omonuma kao 1mTO je ,..HOBoOeorpaacku bBynesap ABHOJ-a
nperMeHoBaH y Bysnesap ap 3opana bBunhuha“ (PagoBuh, 2013: 271). ¥V
OBOM ©JIy4yajy ozapeljeHa TOJIUTHYKA TpyHa je Mojp:Kania OBY
KOHTPAKy/ATYpHY akiujy. Tume je AompuHesa Jla ce MeAujcka jaBHOCT
3auHTEpPECYje 3a OBy meTuiyjy. To je I0Beso 10 Behe moapIike, 1ITo je Ha
Kpajy MMaJI0 Kao HCXOJ, caMy IIPOMEHY OJOHHMAa. AKO He IIOCTOjU
onpehena maprtuja koja he momp:kaTu akIujy, y HEKHUM CydajeBUMa
JIOJIa3U U JI0 MeAUjCKe HE3aMHTEPECOBAHOCTH 3a UCTy. Takas je 610 CKym
SAHTHDamcTa 1 aHTUDAMINCTUKUBA Y aKIUjU“ KOJU Cy 3a Wb UMaJu
Jla TIpoMeHe WMeHa TIyaBHuUX IyreBa. Heku ox (x)ogonuma cy Tpr
rerepassor 1mrpajka (Tpr Hukoste ITamwuha) u Tpr skeHckor ocoboherma
(Tpr Pemy6smke), Koju Cy NpeACTaB/bAIH ,HAjpAbUBHUjE CII0jEBE CPIICKOT
npymrrBa“ (Pamosuh, 2013: 283-284).

[Ipumep jegHoOr yCHEIIHOTr MPOTECTa, KOjU je y HACTa0 Kao
KOHTPAIIOJINTUKA 3BAaHUYHE UZE0JIOrHje, OMia je IeMOHCTpaluja IpOTHUB
Biactu Cnobogana MwuomieBrha. OBaj mpoTecT je Tpajao y MEPHOIY Of
1996. 10 1997. U y CBOjUM IIPBUM JJaHMMa HMao je Manu@UCTUYKU
kapakTep. IIpucranuiie 0BOr KOHTPAIIOJIUTHIKOT IIOKPETa Cy Ha yJInnaMa
rpaza Beorpaza nckasase cBoje He3aJ0BOJBCTBO. ,,¥Y TPAZICKUM IIEHTPpUMA
je OMJI0 MecTo r7ie je OMO3UIMOoHa mapTuja buia nmobeamna Ha u3bopuma,
JIOK cy pypanHu mpeaenu ¢aBopusoBaan pexxuMm” (Jansen, 2001: 38,
HaBe/leHOo mpeMa: Anon, 1997b) 1ITO yBOAU CUMOOINYKO 3HAUEHE KOje je
rpaji ©UMao y TOM mpotecty. Heku cmartpajy Ja je oBoO OHO U jefaH BU
nobene rpaza HaA PypasIHUM TpefeauMa IITO OM ce Ha CHMOOJTUYKOM
HUBOY MOTJIO IIOCMATpaTH Kao mobefa jemHe WIEOJIOTHje Haj JPYTOM.
Mmuoru rpaznoBu nopez; beorpaza cy takole mpoTtecToBasN y BUAY IIETHE
YUMe je TrpaJi IOCTA0 CPEAMIINTE ANCKypca Yy KOME ce CTBapao HOBHU
cuMOboInuKY nopesiak. Kao cBaka uzieoioruja, Tako je ¥ OBa OTIO3UI[HOHA
KODHUCTWJIA Pa3He MeJdjyMe U3 IOIyJIapHe KyJIType Kako Ou y4BpCTHIIA
HOBOHACTAJIO jeAUMHCTBO. J[OILIO je /10 cTBapama ciyoraHa ,,CaMo IIeTHa
CpbuHa cracaBa“ yuMe je caMm UYHH IIETHE Y BUAY IIPOTECTa IOIPHUMHUO
MIOJINTUYKA Kapakrep. Y KAaCHUjUM JaHUMAa OBHUX JIeMOHCTpaIuja
OIIO3UIIH]ja je XTeJsia Jja 3ay3Me jOIIl IIMpe MecTo yHyTap Ap:kaBe. Kako 6u
TO OCTBapuJja, TEXKHUJIA je Ka TOMe JIa KpO3 IITO Behe 3ay3uMarbe rpajiCKorT
mpocropa u 6y10kazie opel)eHUX yInIa U rpasioBa MPU/I0/Ia CBOM IIOKPETY
HOBH CHMOOJI KOjU ce TYMa4yrlo KpO3 je3HK U YHyTap IOIyJapHe KyJIType.
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Kako mporectn Hucy npumapaH (OKyC OBOT Pajia, OBO IIOIJIaBjbe hemo
3aKJbYYUTH THUME Jla YIUYHE aKiyje Koje cy npaheHe myTeM MeAuja MOTY
WMAaTH BEJIMKH YTUIQ] HA POMEHE y APYIITBY. JE3UK OBUX aKIHja I[PIIU
CBOja 3HaUEMma U3 JVCKypca KOjU Ce jaBJba YHYTap IMOITyJIApDHE KYJITYpeE.
Cumb60711 MOTY TOCTYKUTH Ka0 HAYHMH KOHTPOJIMCAHa Mace IPeKo
CTBapama KOJIEKTUBHOT  WJEHTUTETa, ajad Mory momohwm wu
KOHTPAaKy/ITYyPHHUM aKI[jaMa y YHHY IIpOHaJIaXKemwa adupMariyje 3a cBoje
BEPOBaIbe U HEHOT JJaJber INPeHa IyTeM CUMOOINYKe yIOTpebe je3uKa.

PojHa paBHONPABHOCT y YJINYHOj OHOMAaCTHUIU

ITpUINKOM NPUCTYNakha aHAINU3U (X)OIOHHUMA Y jaBHOM IPOCTOPY Tpaja
Beorpazia, youaBa ce jeZilaH BHJ, cerperaiuje, TO jecT, pa3/iBajare jefHe
rpylie JbYZH Y OAHOCY Ha JIPYTY, KOje ce KOCH ca MOPAJHUM HadenMa
JpyAcKuxX mpasa. Ilopen Tora mTo ce oBaj TepMHH OOWYHO Be3yje 3a
PEXKHMM YHyTap JIOropa, reTa M 3aTBOPa, OH Ce MOXKE JIOBECTH y Be3y ca
HaueJMa pOJHE PABHOIPABHOCTH (Texxme M 0Oopbe 3a mocTojame
jenHakocTH u3Mely mosioBa). FbUxoBo 3ajeIHIYKO JIEJIOBAKE CE YIIPABO Y
jaBHUM IIPOCTOpHUMA MOKE aHAIM3UPATH U TyMA4YUTH. JelaH mpumep 3a
TO je YUHEHUIIA JIa je KeHCKa MOoIyJallija Y MPOIJIOCTH OMIa HCKJbydeHa
U3 MPOCTOPA jaBHUX MHCTUTYIHja. OOpa3oBHE UHCTUTYIH]jE Cy HA IIPUMED
cMaTpaHe jemnHO OWTHe 3a 00pa3oBame MyIllKapalia, IIOIITO je Taja
3BaHUYHA U/IE0JIOTHja MPUIINCUBAJIA JKEHU CIOPEIHY yiIory Aomahuie u
cayre. Tume je yuBpurheHa cerperaiyja y oJTHOCY Ha KeHe YHYTap jemHe
uneosoruje. Ha kpajy cy keHe ycriesie Jja ce n360pe 3a CBoja IMpaBa TaKo
IITO Cy NPOIIUPUIE HAEOJIOTH)y O PAaBHOIPABHOCTH KpPO3 je3UK U
[IOIIYJIAPHY KYJITYpY. ,AHAJIU3UPATH YJIMYHY MpeEXKy IpaZia U Ha3UBe
YJINIIA U3 OBE MEPCIEKTHBE HAPOYUTO je 3aXBAHO, jep OHA IPEeJICTaBJba
CTPYKTYPaJIHU jJABHU CUMOOJIMYKU CUCTEM KOjU KapaKTEPHIIlE UAT/HUBOCT,
KOjU Tpajili HUJIEHTUTET, U HEMY OCTaBJha jaBHU YTHUCAK, YHyTap Koje ce
jacHO MOTY pa3ZBOjUTH LIEHTap U Mepudepuja, MecTa Koja Cy OTBOpPEeHa U
peJIaTHBHO 3aTBOPEHA 3a jaBHW IIPUCTYI, KOja HMajy IOcebHO u
HarjameHo CUMOOJIMYKO 3HAUele W BPEAHOCTH H  Koja Cy
6esnauajua“ (Cexysnnh, 2014: 130). Kako je 3a b OBOI IIOIJIaBJba
aHaJIN3a PpOJHE PABHONPABHOCTA Y YJIWYHOj OHOMactuiu (rpaHa
JIMHTBUCTHKE Koja ce 0aBu u3y4yaBameM 3HAUYeHa TOINOHHMA W
AHTPOIIOHMMA, TO jecT, MMeHAa JbYyAH), HPUKYIJbeHU Cy MOJAld KOju

188 BEOIPA[, 2017.
Anda BK yHuBep3urer



AVIAHA AOLM

roBOpe y NMPUJIOT TOME /Ia ¥ Ha3UBHMa YJIUIIA IOCTOj HEPABHOIIPABHOCT y
IIPUCYTHOCTH, TO jECT OJCYTHOCTH, JKEHCKHUX MMEHA y OJHOCY Ha MYIIKA.
IIpBu monmcu ynuna y beorpaay koju marupajy u3 XIX Beka roBope y
npuiory oBoj TBpamu. Haga Cexysnuh y cBom pany ,PomHu actext jaBHOr
rpajickor mpocropa (Ha TpHUMepy aHaJIW3e Ha3uBa OEOTPAACKUX
yuna)“ (2014) HaBOJU Jia Cy ,,CaMO JIBE VJIMIIE Of 123 MMaJie JKEHCKE
HasuBe — [leBojauka u Jby6uumna“ (131). To roBopu y mpujor ToMe Jia je
UJIe0JIOTHja Y TO BpeMe Iylefiajia Ha JKeHe Kao Ha ocobe y moapehenom
TI0JIOKAjy.

Kao dokyc 3a /jajpe UCTpaKUBaIe MOTY Ce y3eTU 0OeorpazicKe OIIITHHE
(ykymHO 17) u (X)ogoHUMU YHYTap Bux. ONIITHHE KOje IPUIazajy ,,KpyTy
JIBojke“ (TepuTopHwju Kojy oOyxBara JIMHHja TpamBaja Opoj 2)
IIpeZICTaB/bhajy ILEHTPAJIHU Jeo beorpazga, uYWju ce CTAaHOBHUIH
M3jallImbaBajy Kao jelHa BpcTa cTapoce/iesana v eJINTHA TPyIa OBOT IpaJia.
OBaj nmeo mpecronune CpOuje BaKy 3a IEHTAp KYJITYpPE U UUHU JKUKY
ypbanucTuykor apymTea. CaMUM THM, CBU BOZEhM JUCKYpPCH ce CTBApajy
VHyTap ,Kpyra JBOjKe“ KOjU dYecTo Jiaje 3HAaYermhe CaMOM CHCTEMY
BpenHocTu. IlyremM cumObosinuke ymnotpebe je3uwka, Koja ce MpUMemyje y
OBUM TIDP3JICKUM 00JIacTHMa, y KYyJTYPH CBAaKOJHEBWIIE JI0JIa3U [0
cTtBapama ocehaja mpumnagnoctu. Kajma ce umrtajy (X)OmOHUMH yHyTap
OBUX OIIITHHA, BUJU Ce J]a je IPUCYTHA U opelheHa auctpubynuja Mohu
MIPWJINKOM KjacudUKaImje KeHCKUX nMeHa. Kao mpumep 3a oBy TBpABY
MOJKEMO y3€TH IOJIaTaK KOju roBopu a Ha tepuropuju Crapor I'paza u
Bpauapa ,HajBehu mporeHar yauia koje HOce KeHCKa MMeHa IPHUIaza
BJIaJlapKaMa, KpaJsbUIlaMa, KHETWmbaMa, OFHOCHO, IPHUIIAHUIIAMa
HQjBUINNX  CJI0jEBA  CPE/FbOBEKOBHE W  HOBOBEKOBHE  CPIICKE
np:kase” (Cekynuh, 2014: 138), IIITO MOKa3yje /a ce MPEKO jesuKa U THMeE
(x)omonnMa ycmoctaB/ba cUMOOIMYKA HAZAMON jeiHe OIIITHHE Y OHOCY
Ha npyry. I[IoTBpzAa 3a 0oBO ce MOXKe BUJIETH Y OIIITHHAMA KOje UMajy
HIKU CTaTyC Y OJHOCY Ha IPeTXOJIHe /iBe HaBezieHe (momyt Ilamwiyse u
BoxmoBna) rae ,uMa HajBuiie wumeHa ydecHuria HOB-a, omHOCHO
npunaanuma pagauuke kiaace” (Cexynuh, 2014: 138). MHore oj; OBUX
yJIuIa Koje HOCe JKeHCKa MMeHa y CTBapH Cy cJjelle YJIulle, IITO Ha
cuMOOJIMUKOM HHUBOY Takole Inajbe moceOHy HOpyKy mojemuHiy. Kao
npuMep, Moske ce y3eru yauna Pagmuie Josuh (jenna oz yuecuuna HOB-
a), Koja TpejicTaB/ba jeAHY Ol ,HajMambUX CJIENuX yauia y Kymoapaxky“.
(Cexkynuh, 2014: 317). Kama moriemamMo HeKe OJ TJIaBHUX YJIHIA Yy
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LIEHTpaJIHOM Jiesty Beorpaza, MokeMo BUIETU J]Ja OHE HOCE MyIIIKa UMeHa.
Kao mpumep 3a 0BO, 3aHUMJBUBO je ocMoTputH yaully Kueza Mmioma
KOja je ceuINTe MHOTHX aMbacazia U Ap:KaBHUX UHCTUTYIHja. Tume oHa
cumbon3yje MecTo y Tpajly o7 BEJIHKOT 3Hauaja. Takole, Hajmo3HaTHje
meTanuiTe v beorpaay, Kues MuxauaoBa, UCTO HOCH MMeE IO MYIITKOM
Biaziapy. OBOM yJIHIIOM JTHEBHO mpolje BeIuku 6Poj /byIU KOjU 0Ia3e Ty
ca nwbeM Aa 60spe yrnosHajy kyarypy Cpouje. Moke ce 3aK/bydnTH J1a ce
LIEHTap Tpajia y3uMa Kao cuMOOJI KyJIType, y KOjeM ce, Ha OBaj HAYUH,
CTaBJ/ba 7I0 3HAMbA /1A CE€ Y CPIICKO] KYJITYPH TeKHU Ka BeheM BpeIHOBAIbY
MyIIKe TOIMyJanuje. JoIl jeZlaH apryMeHT 3a OBO MUIIJBEIHE MOKEMO
npoHahu ako morsezaMo yJIMIYy Koja HOCH UMe jeHe O] HajIlO3HATUjUX
cprckux KmmkeBHuna — HMceuzpope Cekysnuh. JepHa criopegHa yiauia Ha
Bok/ioBIly HOCH HMMe OBe ayTOpKe KOja je Yy BEeJIUKO] MepU JIONpUHEesa
CTBapamy CpICKE KyAType. [eoJIomIKO-XUAPOMETEOPOJIONIKA —IIIKOJIA
W3J1a37 HA 1Y U TO je jequHH 00jeKaT KojUu ce HIa3u Ha TEPUTOPUjU KOjy
oHa 3ay3uma. Kama ysmemo y o063up za cy oxpehena mema Hcumope
Cekysinh KaHOHM30BaHA M CaMUM THM IIpU3HATA Ka0 JieJia Ofi U3y3€THE
BRKHOCTH, 3aHUMJBUBO je Y KOHTEKCTY (X)OZOHNMA aHATU3UPATH KOJIUKO
je oHa GUTHA y CPIICKOM JIpyIITBY. HEKOJIMKO y/IHIa IMapajieTHO ca oM
Hajla3u ce IyIaBHa yiuna BojBoge Creme Ha Kojy usyiasu 12. Georpajcka
ruMHa3Hja, BetepuHapcka amOysianTta, Brcoka IIkosia eJIeKTPOTEXHUKE U
pauyHapCTBa CTPYKOBHUX CTYAHUja Ka0 U MHOTe GaHKe U IpoAaBHUIlE. AKO
Ha OCHOBY Opoja objexara aHaJIM3UpaMO CHMOOJIMYKU 3HAUYa] KOjU Ce
npunucyje ca jente crpane Mceumopu Cekysuh, a ca gpyre ctpase Bojeosu
Crenu, MOXKEMO jaCHO YOUHUTH Jla Ce Y CPIICKO] CBAKOAHEBUIU TIPUI0Aje
Behu 3Hauaj cprckom BojBogu. Kaa Ha Taj HauMH IOTJIEAaMO IIPOCTOP
rpaza Beorpaga, youaBaMo f1a je u Jlajbe MPUCYTHA HEPABHOIPABHOCT
mely mostoBuMa.

3ak/by4ak

O3Hake wW/EOJIOTHje Yy CBAaKOJHEBHOM JKUBOTY MOXKEMO BHJIETH Y
HOMEHKJIATypH YJIUIIA U TPajJioBa, aJli U YCTAaHOBA U IyTeBa. lmeHa ce
OBHM jaBHUM OOJIacTHMa/ycTaHOBaMa JIajy Kao jemaH BUJ KOMeMOpaIluje,
TO jecT mpHJaBamkma UMeHa 3HAMeHUTe JUYHOCTA. OCUM HOMEHKJIATYPE,
OuTaH aCIIeKT je U je3WK KOjuM ojjpeljeHa uaeosioruja pacmosae. JegaH
O/ HAjJUCTAKHYTHjUX MHpHMepa je cBakako uMme Jocuma Bbposza Tuta u
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ymotpeba TuTOBOT cjioraHa 3a BpeMe IeroBe BiamaBuHe. Takohe je y
IIpOIIeCy MOCTXYMHE KOMeEMOpaluje MPUCYTaH OBaj IPOIEC, IITO MOXKE
objacuutu jauuHy ozpelieHe umeosioruje y APYIITBY, IpeMAa U JKeJby 3a
OYyBameM KyJTa JIMYHOCTH. [IpoMeHe yHyTap rpazia JoBOZE 10 Memarmba
KOJIEKTUBHOT uzleHTUTeTa. [ojeArHAall Ha Ba HAUMHA MOXKe JIa pearyje Ha
oBe mpomeHe. Moxke Jla X MPUXBATU U /Ia C€ TAKO MUILbEEbe TOjeNMHIIA
ycarJyiacu ca HaYMHOM Ha Koju BehuHa ryesja Ha ctBapHOCT. OnbaruBame
IIpoMeHa MOJKEe CTBOPDUTH KOHTPAIOJIUTUKY, KOja YECTO MOBOAU [0
YJIUYHUX aKIHja U MPOTeCcTa. AKO MeIUju U MOJUTHUKE TPYIE MOAPIKE
OBaKBe aKIlfje, YeccTo /10J1a3u 0 mpoMeHe (x)omoHuMa. Takohe, nMeHa
yiuna y cebu caapike ojgpeheHy 103y pojsiHe (HE)paBHOIPAaBHOCTH.
ITpuKyIJbeHU IMOAALIM TOBOpPE y IPWJIOT ToMe Ja je y Beorpany Behwm
aKIleHAT CTaB/b€H HA MyIIKa MMEHA IPIJIMKOM HOMEHKJIAType. YJIHIa
KOja HOCH MMe yTHIajHe KibikeBHUIe Mcupope Cekynuh Hamasu ce y
3a0av4eHOM JeNTy TPasia, JOK HEKOJIMKO YJIUIA apajIeHO ca ’bOM MOXKEMO
BuzieTu yauity BojBoge Crerme. Ilope/s1 oBakBUX IIpUMepa, YIIeUYaT/bUB je U
obpa3zaln mpeMa KOjeM ce MOXKe BHJIETH Jja IIPETEKHO CBE ILEHTPAJIHE
ynure y Beorpany Hoce nMeHa MyIIKUX Biazapa. Tako ce moxe mohu 1o
3aKJby4yKa Jla ofipeljeHH /leo rpajia ©Ma CBOje 3HauUeHe U /A je GuTaH
MIPWJINKOM CTBapama WJIEHTUTeTa. ['paji ce aHIM30M HOMEHKJIATypa
MOJKe UUTATU Kao KIbUTa, Y KOjOj ce MOTY aHAJIIM3UPATH IIPOMEHE KOje Cy
JIOBEJIE JI0 CTBaparba OJ[peeHor APYIIITBEHOT ITopeTKa y3 momMoh cumboiia
KOjU ce Hajlaze y je3uKy. YHyTap KyJIType rpajJia CcTBapa Ce CHCTEM
BPEJHOCTH KOjU TOjeANHAIl ycBaja myreM jesuka. CBaku jesuk y cebu
CaZPIKU OJTUKE KYJITYPe U TPAJIUIIje opeeHor mpe/iesia u IpKaBe Kojy
(He)MaTepmU TOBOPHUK YCBaja U €A KOjUM ce UAEeHTUDUKY]E.
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Summary: SYMBOLIC USE OF LANGUAGE IN THE NOMENCLATURE
OF URBAN AREAS

This paper analyzes the way in which the nomenclature of streets and cities
happens in Serbia and what the importance of popular culture is in those changes.
These aspects of the nomenclature of public areas and institutions in certain
countries in the region will also be mentioned. This paper also confirms the
existence of symbolism in the language of the nomenclature of odonyms and
toponyms. In the first two segments of this paper, theoretical views of Srdan
Radovi¢ are applied. Having in mind the previously mentioned changes, this paper
touches on the subject of gender (in)equality in its third segment, where the
theoretical opinion of Nada Sekuli¢ is applied. The end goal of this paper is to
show that identity is created through the use of language and that popular culture
has a significant role in this process.

Keywords: identity, nomenclature, odonyms, toponyms, gender equality,
popular culture.
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BUOYANT HYBRIDITY IN WAKANDA: ANALYSIS OF
BLACK PANTHER GRAPHIC NOVELS

Original research paper

Abstract: Over the last two decades, a notable number of scholars have started to
dwell on the issues of graphic novels while steadily turning their focus towards the
analysis of superhero comic books and graphic novels. However, the focus on the
spatial aspect of various works and its relation to cultural representations of race
has been scarce. The main interest of this paper is the role of space, that is, specific
locations that deserve to be analytically approached and thought about in the
context of racial representation in superhero comicbooks. One of the most
frequent “fictional” locations in superhero comicbooks, Wakanda, symbolizes the
incomprehensible — technologically advanced African nation unhinged from the
violence of colonial past. In its isolation from the rest of the world, Wakanda is a
parallel and alternative space that challenges the determined relations of the
colonizer and the colonized outside of the realm of fantastic. Through various
stories regarding its superhero Black Panther, the authors try to symbolically
represent the issues of diversity and social and cultural upheavals that encapsulate
American society. Within these subversive elements, hybridity (understood in the
context of Homi Bhabha’s work) appears as a specific dealing with these
subversive elements, offering a challenge and solution to this displacement from
the irrelevant space of otherness. The aim of the paper is to point out to the
utopian tendencies of various authors of the Black Panther comic books, by
presenting hybridity between technology and tradition as a way of subverting the
well-established stereotypical notions regarding race, as buoyant hybridity. The
paper will show how hybridity gains the function of utopia within the heterotopia
that Wakanda is, as it accentuates a specific “closure” on the inability of
controlling the surplus of racial binary relations in fiction as well as outside of it.

Keywords: heterotopia, utopia, Wakanda, hybridity, buoyant hybridity.

Introduction

Since the first superhero comicbook, Superman, in 1938, heroic stories
were always established within a specific spatial setting. Whether it was
Batman with Gotham city, Flash with Central city, or Superman with
Metropolis, they all tried to convey the specific symbolism of real life
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American cities. In the first fifteen years of American superhero
comicbooks, most commonly named as the Golden Age era, the emphasis
on the location was not as frequent as the characteristics and motivations
of the protagonists that perpetuated certain positive images about the
American nation as a whole.

Later on, during the Silver and Bronze age of American comicbooks,
various characters were firstly and, foremost, situated in the depictions of
real life cities, such as New York. Whether it was Gotham city which
served as an allegory for various New York neighbourhoods and similar
American cities (interjected with rich minority and poor majority in
constant danger of anyone who would disrupt the social situation), or a
special part of New York like Queens, Manhattan and Harlem, comic
books tried to establish certain critique of something that was tangible.
Whether they were given a fictional name or authors stated the real names
of American cities, a specific relation of superhero and his savior complex
becomes more evident and concentrated not only on the people, but on
the city in which they reside. Even though this was the case, the number of
scholars who are focused on this relation is still very much scarce.

This paper deals with a specific and different kind of referencing to cities
and countries with special interest in one of the fictional countries that do
not have a reference and are not a specific depiction of one spatial setting
but rather have a different kind of function. To be more specific, it deals
with the fictional African country Wakanda. The specificity of Wakanda is
that it did not simulate any comprehensible location in African continent.
Rather it presented something incomprehensible, even utopian. Since its
first appearance in Fantastic Four comic book in 1966, it has been one of
the most common fictional locations in superhero comicbooks, home of
the first black superhero Black Panther. It symbolizes a specific kind of
impossibility —the African nation which is technologically advanced and
unhinged from the violence of colonial past, “it stands in stark contrast to
the historical and symbolic constructions of Africans as simple tribal
people and Africa as primitive.” (Nama, 2011: 42) The “man-made jungle”
(Lee and Kirby, 1966: 9) created by Stan Lee and Jack Kirby within its
intentional isolationism! is a parallel and alternative space that challenges

!See Reese’s text The Journey to Wakanda: Afrofuturism and Black Panther. However, in more
concise pieces, such as that of Zimmerman, intentional isolationism is noted as different from
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determined relations of the colonizer and the colonized outside of the
realm of fantastic. Through various stories regarding its superhero Black
Panther, it managed to establish a symbolical representation of the issues
of diversity and social and cultural upheavals that encapsulated American
society and colonial heritage in general. Within these subversive elements,
hybridity (understood in the context of Homi Bhabha’s work) appears as a
specific dealing with these subversive elements, offering a challenge and
solution for this displacement from irrelevant space of otherness.
Hybridity is read here mainly through the depiction of Black Panther’s
artificial jungle that fuses technology and nature, becoming a threat to
white American superheroes (Fantastic Four) during its first appearance.
In more recent stories about Black Panther, it is presented as a specific
solution and symbol of the main hero accepting Western values. This
acceptance, as the examples analyzed in this paper will show, was
presented as the strength of the main character, together with a
combination of Wakanda tradition constructed of its mystical and natural
surroundings. Wakanda can be recognised as subversive and especially
utopian within its depictions, particularly during its first appearance
which Nama places as a critique of colonialism (Nama, 2011: 43), but this
paper tries to go a step further, noting the layers within the representation
and depiction of Wakanda, its hybridity as a utopian part, while the other
aspects of this fictional African country are approached within the concept
of heterotopia established by Michel Foucault.

Taking all that into account, the aim of this paper is to point out the
utopian tendencies of various authors of the Black Panther comic book,
articulated by presenting hybridity between technology and tradition as a
way of dealing with well-established stereotypical notions regarding race.
The paper will show how hybridity gains the function of utopia within the
heterotopia that is Wakanda, as it accentuates “a closure” (Jameson, 1982:
148) on the inability of controlling the surplus of racial binary relations in
fiction as well as outside of it.

the ontological one that does not imply the existence of a specific country as in a vacuum. It is
rather isolated from the other countries, cultures and disruptions from outside of that isolated
territory, but it does not exist without those other countries that it is isolated from. (Zimmerman,
2001: 140)
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Constructing the spatial dependence in superhero narratives

Since the increasing popular adaptations of superhero comicbooks that
started with Marvel Cinematic Universe and continued with Batman
movie adaptations, as well as DC superheroes on TV, a specific kind of
motive came to light with various superheroes. Green Arrow’s tagline for
his enemies, “you have failed this city” (Arrow), coincided with Batman’s
psychotic obsession with protecting Gotham city in Nolan’s films, as well
with a discussion on who is going to rule and control Central city between
Flash and Captain Cold in the TV show The Flash. (“Rogue Air”) “When
Gotham is ashes, you have my permission to die,” stated by Bane in the
last iteration of Batman trilogy by Christopher Nolan, insinuated Batman’s
fixation with the territory he is trying to protect. As for graphic novels and
comic books, Superman’s Metropolis was a symbol of specific new hope
for multicultural America filled with optimism and with all crooked
politicians and government officials apprehended and incarcerated, while
Gotham was a post-Depression era American city filled with anxiety and
organized crime. Batman has often been depicted as a superhero on the
brink of insanity, fixated on protecting Gotham city, stating that he is its
main protector. His enemies are constantly trying to bomb it, cause
disruption and chaos to end the city and, with it, Batman. In the special
Spider-Man story arc, entitled Maximum Carnage, various villains
wreaked havoc specifically and only in New York City, forcing many of its
superheroes to protect and cooperate to protect the city and the people
that inhabit it. In all of these examples, enemies of the city who threatened
the life of its citizens were often the ones who were the enemies of the
superhero as well.

Comic book publisher Marvel Comics, in a different kind of strategy, did
not use fictional names that often as publishers DC Comics did with
Batman, Superman and the Flash.2 Captain America was an alter-ego of
Steve Rogers, a fragile white man from Brooklyn, while Spider-Man’s
popularity is often explained with authors’ narrative strategy to depict him
as a young boy with teenage problems and love issues that torment kids in
high-school, especially the ones in New York, in addition to having

2 This paper uses mainly these two publishing companies as a point of reference and comparison
due to their popularity and market success that is manifested with graphic novels, movies and
TV shows, as well as video-games and other specific merchandise.
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financial problems at home and living with his aunt. In most of these cases,
the protagonists were white males living in America (born there, or
coming from a different planet).

That all changed when comicbooks started to tell different stories with
various kinds of heroes, non-white characters that were greatly missed in
the first 15 years. These new characters presented some new depictions of
race and gender that deviated from the previous stereotypical
characterizations and offered some aspects of subversive or social critique.
In its first appearance, Black Panther was not explicitly depicted as a new
superhero, rather as a new threat for the popular Fantastic Four superhero
team, consisting of a love couple (Reed and Sue Richards), her younger
brother Johnny and their friend and colleague Ben Grimm. In Fantastic
Four issue number 14, we follow this team of superheroes on their journey
to the African country of Wakanda. With the image of a character in a
completely black costume looming over Reed Richards and Sue Storm, the
first issue with Black Panther depicted him as an unknown threat from a
dangerous country, constructing him more as a villain than a friend of
Fantastic Four. The cover of this issue presented Fantastic Four, scared
and cornered, between mechanical pipes trying to escape, while Black
Panther is above and behind them in attacking stance jumping towards
their area. The same situation was the main setting on the pages of that
issue in which Black Panther orchestrated a trap where he would hunt
them through Wakanda for the sake of exercising his abilities and strength.
By the end of the story, which sprawled through four issues, it was
revealed that the person covered in completely cat-like black armor, Black
Panther, is T°Challa, king of Wakanda. Eventually becoming a friend of
Fantastic Four and many other superheroes in Marvel’s future graphic
novels and comic books, Black Panther gained his standalone series 4
years later in Jungle Action comic books. The analysis that follows is
mainly concentrated on the role of hybridity in narratives revolving
around Black Panther in an attempt to offer a certain commentary and
critique related to the postcolonial era of cultural theory, as well as to
American social and political reality in dealing with race in popular
culture. The main point around the hybridity is the advanced technology
of Wakanda, illustrated in its first appearance as a space full of images of
computers, buildings, as well as simple weapons and spears, traditional
tribal imagery connected with African countries. In its afro-futuristic style,
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the most relevant aspect was a combination of technology and jungle,
future and tradition, manifested in this special jungle that embedded
various machines, plants and traps. That kind of hybrid jungle coexisted in
different stories throughout the years, and its role in creating Wakanda as
a specific kind of subversive utopia is essential to relating it to research on
identity theory in post-colonialism.

Hybrid sentimentality in heterotopia

Homi Bhabha extensively wrote about the issue of postcolonial identity in
the context of postcolonial age and postcolonial theory. In his writings
about the Other, positioned in a racial, colonial binarism of the colonizer
and colonized, he postulated a theme on the privileged position of one
aspect of that binary relation over the other (Bhabha, 1994: 51-52, 128).
These differences manifest through portraying the West and the East as
culturally, socially and politically different aspects, on which Edward Said
wrote extensively in his book Orientalism. This kind of colonial relation,
or a “colonial domination” (Bhabha, 1994: 111), is a central aspect of
Bhabha’s work on diversity and colonial subject that adds a new view to
Said’s findings. Nonetheless, according to Easthope, Bhabha positioned
himself in a way that he writes that colonial power and discourse are never
completely in the possession of the colonizer (Easthope, 1998: 341). In
that way, it can be concluded that Bhabha avoids certain deterministic
views of colonial relations, especially with mimicry and hybridity (Bhabha,
1994: 4 in Easthope, 1998: 341). In that way, hybridity, for Bhabha, is
something that can change the discursive establishment of the colonizer’s
power, and disrupt its authority and its way of labeling specific social and
cultural relations (Bhabha, 1994: 64-65, 112). Both of these in their
tendencies to mix, impose, imitate two different poles of colonial
relationship pronounce the difference within fluid identities, providing a
way to look at both black and white identity as something that is
interchangeable, manageable and changeable (Bhabha, 1994: 58). This
chance to explore identities in a non-essentialist way enables new ways of
thinking about identities, providing critique, as well as establishing some
of the pre-conceived notions of race. This kind of discourse can be found
in Black Panther comicbooks in two main points: a hybrid mechanical
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jungle of Wakandian king T°Challa aka Black Panther and in the depiction
of Wakanda as a heterotopia.

Heterotopia, described and postulated by Michel Foucault as a set of
places “different from all the sites that they reflect and speak about,”
functions as a mirror, “a sort of shadow that gives my own visibility to
myself” and is connected to the realistic elements, to the reality that tries
to refer in a specific way (Foucault, 1986: 4). Wakanda is a country in
Africa where “African chieftain, called...The Black Panther” (Lee and Kirby,
1996: 2) resides and where the prototype of an American family (Fantastic
Four) is invited. They take a flight with the Black Panther’s “unexpected
gift,” a “jailyflyin’ fastback” (Lee and Kirby, 1996: 2), futuristic
technologically advanced shuttle, with the surprise of becoming a prey to
Black Panther. Illustrations in this comic book depict Wakanda in the
typical way of representing Africa in American popular culture, with
images of half-naked tribal people, ancient weapons and spears, music,
dancing and with the king served by his people, carrying him through the
village. Reed Richards, the leader of Fantastic Four, a father figure to this
superhero team, is constantly amazed at the intersection of technology
that is presented to him in Wakanda. This especially is the case in his first
encounter with one of the Wakandians who used a “metal device from
inside his toga” (Lee and Kirby, 1996: 3) to communicate with his
chieftain with this small device that transmits “cosmic channel waves”
(Lee and Kirby, 1996: 3). As a heterotopic site, Wakanda “is not freely
accessible as a public place” (Foucault, 1986: 7). The narrator depicts it as
an area “buried in mystery” (Lee and Kirby, 1996:3) and he is in a way
forced to confront and deal with the dangers imposed by Black Panther.
Wakanda, in this reading, is understood as a mixture of heterotopias of
ritual or purification, as well as deviation, isolated from the rest of Africa
and the world, closed to the outside world, immune to colonial heritage
and any force from the outside, either European or American. In this way,
it manages to develop some new aspects of its everyday life, subverting the
well-established normative roles imposed on Africa and African characters
in graphic novels and works of fiction. Below the stereotypical depictions
of African space lies the space of battle between white members of
Fantastic Four and Wakandian king Black Panther. This place, located
beneath the heterotopian space protected from hegemonic relations and
influences, is characterized by wires, technology, or, as “the Fantastic Four
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patriarch” (Kingsley, 2008: 203) describes it, “a man-made jungle”, a land
“of sheer wonderment” (Lee and Kirby, 1996: 9) where the battle between
Black Panther and his pray (Fantastic Four members) happens. The
hybridity of this new jungle, never seen before by the protagonists or the
readers, works as buoyant hybridity, one that tries to impose specific
reconciliations of colonial antagonisms that it is trying to depict. The
reason for this lies in the final resolution, the ending of the conflict and
mutual understanding, and getting to know Black Panther’s tragedy and
history of Wakanda as a country. Wakanda profited from its isolationism
by gaining specific valuable ficitional metal called Vibranium, providing
them with technological advancements and allowing for the country’s
economic and military independence. Buoyant hybridity, symbolizing the
coexistence of several identities during the 60’s, like today, has
implications of racial and ethnic diversities that are portrayed as
something impossible, as something that requires social upheavals and
distortions within a specific culture. Racial upheavals, racism, and social
changes are the issues dealt with in popular superhero graphic novels
during the 60’s and the 70’s, and often perpetuating or creating different
stereotypes about the Other, and constructing cultural blackness in the
public sphere. The role of this buoyant hybridity is to subvert specific,
already constructed visions of race, and also to advocate for a better life
and specific new way of optimism. This proposed buoyant hybridity, in its
core, deals with invoking sentimentality and belief in a better word,
although grounding it in an absolutely fictitious heterotopian space that
clearly does not serve just as a “simplistic function of a background
needed for the development of a particular story,” but like in horror
narratives analysed by Luki¢ and Parezanovi¢, it “plays a particularly
dominant role” (Luki¢ and Parezanovi¢, 2016: 23).

This tendency towards buoyant hybridity that is Black Panther’s
technological jungle, symbolising the crossroads of Western and Eastern
values, cultures and their popular depictions in various cultural artifacts,
continued in the year 2001 in Black Panther’s graphic novel The Client. In
it, Black Panther comes to New York to solve a case of a murdered young
girl, a poster child for his humanitarian project that goes beyond Wakanda.
Black Panthers and his people are accompanied by the government agent
Everett K. Ross, who is an important part of the story due to his role as the
main narrator (Priest, 2001). In this case, the white character is

200 BELGRADE, 2017
Alfa BK University



ZLATKO BUKAC

juxtaposed with Black Panther as a symbol of America and the non-wild
aspect of American society. Everett follows Black Panther through his
adventure in which he is isolated from the political upheavals in Wakanda,
while resolving his issues in New York and Washington through politics
and supernatural battles that dwell in the themes of nation, stability,
social history, and racism. In the midst of all the events, Priest’s novel
concludes with a series of final resolutions, in Wakanda, as well as in New
York. The final battle includes the use of the same hybrid machine
presented forty years ago. Buoyant hybridity is postulated as the main
apparatus for Black Panther to restore the order in Wakanda in the midst
of a civil war. The presence of a western element (technology as a
perceived western element) becomes an important factor in constructing
the problem, as well as the final resolution and solution. An explanation of
its role can be found within Bhabha’s concept of hybridity that is a
necessary consequence of what Huddart (in his reading of Homi Bhabha's
work) explains as cultural negotiation (Huddart, 2006: 2) between two
cultures, regardless of the fact that one of them is in a position of power,
although the full power of one culture over the other is not possible
(Bhabha, 1994: 25). Only this kind of combination, as a product of colonial
relations, leads us to the conclusion of the Black Panther story. Similarly
to the 1988 novel, which dealt with Azania, another fictional African
country, a dystopian state and the total opposite of the construct that
Wakanda is, the victim of colonization and the oppressor dwell in the new
kind of horror that Black Panther manages to resolve. In his attempts,
Black Panther is subjected to scrutiny due to his Western outings, his
education acquired from Harvard and involvement in political treaties
with the world outside of Wakanda and Africa. Black Panther tries to fight
the dualism of his identity, his “double consciousness” (Du Bois, 2007
[1903]: 8) of belonging to utopian Wakanda and the Western world,
doubting his natural heritage of a warrior of the African people as decided
by higher forces. In the end, he saves Azania as a hybrid, obtaining
political knowledge and ability due to his immersions in American
political system, as a “half-westerner” (Gillis and Cowan, 1998: 11).

In this way, buoyant hybridity uses the spatial dependence many
superhero narratives relate upon to construct motives and meanings for
the protagonists, as well as the villains. In the analyzed examples, there is
a certain surplus of this kind of sentimental representation during which
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Black Panther manages to conform to the aspects of his identity, two
cultures and values. The difference becomes something that he is made of,
the story already familiar to any cultural theory dealing with an identity
that states its formation based on the negation. This kind of
representation, whether it was in the 60's, 90’s or 00’s, relies upon
differencing it from stereotypical depictions that are embedded in various
aspect of popular culture and superhero comic books. In so doing, the
Black Panther stories nuanced other discourses of Afrofuturism or magical
realism, relating the main character to animals and giving him an aspect
of wilderness that was extracted from one stereotype discourse and
imputed in the other, more nuanced attempt at subversion that is the
buoyant hybridity of the Wakandian mechanical jungle. “Processes of
subjectification” for the readers as well as for Black Panther are “made
possible (and plausible) through stereotypical discourse” (Bhabha, 1994:
67).

Conclusion

This text tried to postulate specific modes of addressing spaces of
otherness appearing as a specific dealing with these subversive elements,
offering a challenge and solution for this displacement from irrelevant
space of otherness. Spaces of otherness, in popular culture, are often
presented as territorially isolated from the center, from the town, state,
point of protection that we, as well as characters, must concentrate on. As
spaces of horror, insanity, isolation, they draw from different horror
narratives, as well as superhero stories (Arkham Asylum, Blackgate
Penitentiary, and Phantom Zone). There are also these utopian and
heterotopian spaces, seemingly untouched by hegemonic relations and
characterized by a specific kind of prosperity, like in the presented case of
Wakanda, a technologically advanced area protected from colonialism,
which establish as specific kind of fiction. The implementation of hybridity
in the contexts of technology and stereotypically portrayed African
tradition remains as the main theme in the Black Panther stories,
presenting the typical anxieties of controlling the unknown as well as
managing the multicultural, diverse and seemingly harmonious societies
and communities.
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Due to the big popularity of graphic novels, comicbooks and superhero in
general, Marvel Cinematic Universe has become the most grossing movie
project of the 215t century. Earning millions of dollars from each movie
adaptation of a specific hero, Marvel Cinematic Studios and Disney
replicated the chronology and popularity of many superheroes as it was
during their inception in the first four decades of their comic book
publication. Keeping that in mind, since 2008, most of their projects
revolved around white male characters with gradually increasing diversity
within their movies that mirrored their comic book legacy. In that way, it
is expected that Black Panther movie adaptation (planned for 2018) will
be focused on Wakanda and its politics, legacy and its relation to the
Western world. The need to reference itself in contrast to the established
stereotypes and the (white) world of America will be intertwined with the
legacy of graphic novels and today’s social and cultural issues that
complement our reality, and it will be valuable to inspect the role of
hybridity and the future of buoyant hybridity in today’s popular narratives
about race, as well superheroes.
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Abstract: The paper analyzes how Shaun Tan’s 2008 collection of illustrated
stories, Tales from Outer Suburbia, has reflected the changing landscape of
Australian cultural studies. For decades, Australian cultural studies were focused
on the representation of what was perceived and standardized as Australian
national identity. This cultural representation was related to the concept of White
Australia, thus exclusive of groups that do not conform to the established image of
the Australian man, and spatially contextualized within either the bush or the city.
By depicting suburbia as a fantastic space, particularly in terms of recent
theoretical elaborations of the fantastic of space expounded by Patricia Garcia,
Tan’s Tales from Outer Suburbia provide an effective re-evaluation of suburban
spaces and offer resistance to the anti-suburbanism traditionally accepted in
Australian culture. In addition, Tales also entail that a change of focus in spatial
representation brings about an even more important re-evaluation of Australian
national identity. The analysis of two stories from Tales — “No Other Country” and
“Stick Figures” — shows a tendency towards a more fluid and inclusive concept not
of identity, but rather identities, whereby those groups that have usually been
excluded from cultural representation, primarily the immigrants and Australian
Aborigines, are now placed in focus through the specific spatial context of suburbia.

Keywords: suburbia, Shaun Tan, Tales from Outer Suburbia, anti-suburbanism,
Australian cultural studies, fantastic spaces, heterotopia.

The space of everydayness

Commenting on his 2008 Tales from Outer Suburbia, the Perth-born
artist Shaun Tan muses on the contrast frequently found in suburban
surroundings, between the mundane and extraordinary, quotidian and
fantastic, boring and unsettling (Tan, n.d.). In many of his works — to
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name some, the greatly acclaimed and widely popular 2006 wordless
graphic novel The Arrival, or the 2010 illustrations to John Marsden’s
story The Rabbits — Tan plays upon this contrast between the familiar and
fantastic, which he usually contextualizes spatially. Thus the foreign
country into which the immigrant in The Arrival tries to settle looks pretty
much like a distant planet inhabited by impossible creatures and operated
on incomprehensible technology, while The Rabbits visually centers on
the tension between mythical landscape before the white settlement of
Australia and the futuristic visions of urban spaces constructed by the
newcomers. In their focus on spatiality, both stories delve into relevant
historical and social issues (which are certainly not limited to the
Australian experience) such as migration and colonization. The here
presented analysis of Tales from Outer Suburbia similarly focuses on the
spatial elements of the Tales and, more particularly, on the broader
cultural relevance of suburban spaces. Putting special emphasis on two
stories from Tales — “No Other Country” and “Stick Figures,” this paper
posits suburbia as the spatial exponent of the challenge to the dominant
ideology behind the historical concept and policies of ‘White Australia’.

Tales from Outer Suburbia is a collection of 15 stories, seemingly
intended for children, illustrated using various techniques and compiled
from vignettes and fragments Tan had made in different sketchbooks over
several years. The Tales are based at least partly on the author’s
experience of growing up in the northern suburbia of Perth, which “did
feel at the time like the edge of the world, relentlessly ordinary, yet also
liberating in being so quiet and uncluttered, and not without a strange
beauty.” (Tan, n.d.) Suburbia has also provided inspiration for other
works by Tan — paintings and photographs, most of which do not contain
any elements of the fantastic — and it is its quality of being ordinary and
mundane that he stresses as inspiration. In his 2014 From Popular
Culture to Everyday Life, John Storey has observed a feature that links
popular culture, the concept of place and everydayness in any attempt to
theoretically define these concepts. For appearing all too obvious and
taken for granted, they are often dismissed as residual categories: trivial,
uneventful or inauthentic (everyday life), less worthy (popular culture) or
simple (the concept of place). Suburbia in Tan’s Tales is where all three
residual categories intersect, which has a particular significance in the
context of Australian cultural studies. It is, namely, the place that has
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always been left out of the mainstream cultural and artistic practices in
Australia, in a process that Garry Kinnane calls ‘anti-suburbanism’, within
which “Australian cultural energies have worked almost exclusively to
privilege the city and the bush as the two poles of experience that matter.”
(1998: 42). As “a state of mind” (Tan, n.d.) or “a generalized place in the
imagination” (Kinnane, 1998: 42), as well as a geographically locatable
realistic place, the concept of suburbia thus relates to the idea of popular
culture as a site of struggle, “a terrain of ideological struggle between
dominant and subordinate classes, dominant and subordinate cultures.”
(Storey, 2008: 10) This implies that Tan’s Tales from Outer Suburbia
participate in the process of disarticulating the city and the bush as the
only spatial contexts approved by the dominant intellectual elites within
the system of cultural production for representing the experience of living
in Australia. Prior to outlining the theoretical framework within which
such disarticulation is to be observed, it is therefore necessary to provide a
brief overview of the development of cultural studies in Australia,
referring especially to the question of why the study of culture in general,
and popular culture — which is nowadays regarded as a largely global
phenomenon — in particular, should at all be observed from a limited
perspective designated by a nationality adjective.

Australia on the map of cultural studies

In the piece titled “’It works for me’: British cultural studies, Australian
cultural studies, Australian film,” Graeme Turner, one of the most prolific
authors within the academic field of Australian cultural studies, addressed
Ken Ruthven’s 1989 response to the work of Raymond Williams and its
implicit universality or internationalism. Turner contended that Ruthven’s
argument about the inevitable historical and cultural specificity of any
ideological position occupied by debates within cultural studies had in the
1990s gained prominence. In other words, insistence on the universality of
concepts elaborated within cultural studies suppresses the difference that
is experienced locally — and in order for culture to operate as a site of
struggle or negotiation, it has to be placed in a particular social, historical,
and political context. What, then, is this context for Australian cultural
studies?
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The field of cultural studies was initially, in line with the general tendency
in Australia towards the uncritical acceptance of everything British,
imported from Birmingham. The foundation of the Centre for
Contemporary Cultural Studies in 1964 and the constitutive texts of the
new discipline, such as E.P. Thompson’s 1963 The Making of the English
Working Class or Richard Hoggart’s 1957 The Uses of Literacy, formed a
critical model for thinking culture that was subversive within the context
of British intellectual elite, being based largely on the working-class ethos
and anti-authoritarian stance. The same model was adopted in Australia;
however, these two features had since the late nineteenth century formed
not the subordinate, but rather dominant cultural values in (White)
Australia. The working-class ethos was celebrated by images of the
difficult conditions of people living in the bush, and the anti-authoritarian
stance was directed primarily against the British authorities in the colony.
As Graeme Turner put it, by the time cultural studies were imported from
Britain to Australia,

[t]The whole of Australian social history ha[d] been reconstructed through a series
of determining oppositions which defined an essential Australianness as the
subordinated, the repressed, and the resistant: it is a history which throws convicts
against the jailers, prospectors against the diggings police, free settlers against
squatters, the Digger against the British officer, and so on. (1996: 326)

This meant that the development of cultural studies in Australia was
promoted mostly by nationalist groups within literary circles, implying
that literature and various other disciplines became “concerned with
identifying distinctive features of Australian life.” (Sardar & Van Loon,
2013: 63) Such a course of development was given impetus in the 1970s
Australian film industry revival, with the decision of the government to
bankroll those films that sought to represent the nation — usually costume
dramas or representations of European colonial history (Sardar & Van
Loon, 2013; Turner, 1996), such as the classics Picnic at Hanging Rock
(1975) or Gallipoli (1981).

Unlike films, comics rarely received financial support from the Australian
government; nevertheless, their themes did not diverge much from the
concern with national identity. The Pictorial Social Studies series was
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launched in 1958 by Australian Visual Education, issuing comics that
provided descriptions of “key moments from Australian history, such as
the Rum Rebellion or the story of Anzac (Patrick, 2012: 59-60).
Subsequent publications celebrated the spatial aspect of the national
identity even more pronouncedly, such as Alan Langoulants’ 1990s Ashe
of the Outback. The question of why spatiality — especially the bush and
subsequently the city as the focal points of the Australian landscape — was
important to the cultural construction of national identity necessitates a
reference to the so-called myth of White Australia, the conscious
construction of which began with the establishment of The Bulletin
magazine in 1880, and was confirmed with Russel Ward’s 1958
publication of The Australian Legend. Operating on democratic principles,
collecting and publishing ballads and stories from all Australian colonies,
then distributing copies to dozens of thousands of households throughout
the country, The Bulletin succeeded in constructing the image of the
Australian man — the image that would nearly a century later be
considered quite compliant with the working-class ethos and anti-
authoritarianism arriving from the University of Birmingham. This image
was of an Australian-born British who is morally and physically superior
to the Britain-born British (whom he perceives as the Other, an exponent
of the authority he must struggle against) precisely due to the fact that he
is forced or has willingly chosen to live and work in the Australian bush,
under harsh climate and in nearly impossible living conditions of a
country that has yet to be built (Bracalente, 2011). Based on the concept of
the white male privilege, the image of the Australian man — the national
image — was certainly exclusive of all the groups that did not fit in with
this stereotype: women, non-European immigrants (especially those
coming from Asia) or the Australian Aborigines. Women were rarely if
ever represented in literary works; when they were, their role did not bear
much relevance to the topical suffering, hardships, and the eventual
victory or defeat of the Australian hero. Following the Immigration
Restriction Act of 1901, intolerance increased towards the newcomers to
the country; in works of fiction they were frequently addressed as
pestilence or plague, while the Aboriginal people were merely described as
silent shadows giving an appropriate dark backdrop to the overall
experience of the White man.
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In terms of spatiality, such an exclusive approach implied that a
marginalized position was initially awarded to all the places other than the
bush. The city gradually earned its status within the spatial focalization of
Australian imagination, following the rapid growth of urban spaces in the
wake of the World War One, and partly also due to the appearance
between the two wars of bohemian circles of journalists, editors, artists
and writers, or prominent individuals such as, to name only a few,
Kenneth Slessor or Sidney Nolan. Suburbia, however, remained practically
non-existent within the broad scope of cultural imagination in Australia,
in pretty much the same way that women, the immigrants and the
Aborigines did, and it is perhaps a strange coincidence that Robin Boyd’s
The Australian Ugliness appeared in 1960, only two years following the
publication of The Australian Legend, detailing and deploring the
aesthetic barrenness of the Australian suburbs (Kinnane, 1998). As Garry
Kinnane further put it, the

persistent bush/city polarisation has produced a rich vein of Romantic literature,
in which imagination has been given preference over observation, such that the
worlds in which we have attempted to locate our myths of identity and aspiration
have been other than the ones we inhabit daily. (1998: 42).

This image of suburbia was slow to change and, by trying (successfully) to
endow suburbia with a vein of the imaginative and the fantastic, Shaun
Tan in Tales from Outer Suburbia succeeds in recreating the suburbs as a
site of struggle where the meaning and value of everyday experiences is
articulated as potentially mythical and romantic. The narrative strategy he
employs in the process requires a brief contextualization within the
fantastic as a mode of writing, with particular reference to the articulation
of space in the given mode.
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Topography of the unseeable

Writing about the fantastic as a narrative mode — different from either the
marvelous or the uncanny! — Rosemary Jackson in Fantasy: The
Literature of Subversion regards its contemporary manifestations not as
inventions of some supernatural regions, but rather presentations of “a
natural world inverted into something strange, something ‘other’” (1981:
17), whereby this otherness is “not located elsewhere: it is read as a
projection of merely human fears and desires transforming the world
through subjective perception.” (24) Similarly to Mikhail Bakhtin’s
concept of the carnivalesque, the fantastic is dialogical; it “enters a
dialogue with the ‘real’ and incorporates that dialogue as part of its
essential structure” (Jackson, 1981: 36), thus bearing the possibility of
challenging “single or unitary ways of seeing.” (36)

Rosemary Jackson offers an insightful, albeit brief, reference to the
fantastic in regard to spatiality. She differentiates the fictional geographies
of the marvelous from those of the fantastic: while the marvelous
constructs spatially elaborate and topographically well defined vivid
worlds, the fantastic can only be described in terms of its nothingness,
insistence “upon absence, lack, the non-seen, the unseeable” (Jackson,
1981: 45) or the quality of “relatively bleak, empty, indeterminate
landscapes, which are less defineable as places than as spaces, as white,
grey, or shady blankness” (42).2 This absence of any distinctive features

1t Following the paradigm initially established by Tzvetan Todorov in The Fantastic: A
Structural Approach to a Literary Genre (1975 [1970]), the marvelous leaves open the
possibility of the existence of purely supernatural and magical phenomena, while the
uncanny stands opposite, providing a subconscious source and finally a rational
explanation of the strange occurrences.

2 The difference between the concepts of space and place has been discussed
extensively, perhaps most broadly in Yi-Fu Tuan’s 1977 Space and Place: The
Perspective of Experience, where the author posited space as a blank sheet, with no
fixed patterns or clear lines inscribed into it by means of human activity; once meaning
is imposed onto space through such activity, space becomes place. Thus a countless
number of places can be created from the more abstract concept of space, depending on
the activity performed and its meaning.
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can be seen in many illustrations from Tales from Outer Suburbia,3 such
as, for example, a black-and-white drawing of a night scene, with lights
turned off in all the houses and only a few stray dogs visible in the empty
streets (2008: 32-33). It is, however, precisely in darkness and emptiness
that the potential for the construction of new meanings dwells; according
to Jackson, “[t]hat which is not seen, or which threatens to be un-seeable,
can only have a subversive function in relation to an epistemological and
metaphysical system which makes ‘I see’ synonymous with ‘T understand’.”
(1981: 45) She goes on to assert that “one of the most frequent landscapes
of fantasy has” in recent times “been the hollow world, [...] surrounded by
the real and tangible, but [...] itself empty, mere absence.” (1981: 46) It is
here useful to refer to a more recent study of the fantastic of place and
space, presented in Patricia Garcia’s 2015 Space and the Postmodern
Fantastic in Contemporary Literature. Garcia first differentiates between
the fantastic of space and the fantastic of place, based on “where the
dramatic effect of the Fantastic is directed.” (2015: 21) Narratives relying
on the fantastic of place focus on a single particular site which acts as a
receptacle or host of the strange and inexplicable phenomena, while space
in fantastic texts causes the fantastic, rather than simply receive it. As an
archetype of the fantastic of space, Garcia further introduces the concept
of ‘the fantastic hole’. Similar to and partly based on Rosemary Jackson’s
considerations of the ‘unseeability’ inherent in the spaces of the fantastic,
the fantastic hole refers to the kind of space that has not yet been charted
or codified — a blank space — or that reveals a cavity or perforation in the
otherwise solid material structure of spatial relations, thus also
embodying ontological and epistemic uncertainties (Garcia, 2015: 38). In
fictional texts, according to Garcia, the fantastic hole is frequently
represented through a metaphor of a disappearing physical structure (e.g.
a house), or in relation to the motif of the ‘pierced map’ — as a certain
location that cannot be found in any map.4 As an illustration, Garcia uses

3 And many of them are juxtaposed to differently conceived images which show, for
instance, a rare mammal from the Indian Ocean stranded on a suburban lawn (Tan,
2008: 36) or a huge buffalo resident of a vacant suburban lot (7).

4 This motif is included in the second last story, ,Our Expedition,” in which a street
directory suddenly stops at Map 268 and offers no indication of what lies beyond the
last charted streets. This uncharted spaces actually is the outer suburbia, as the two
brothers acknowledge, venturing out on an expedition to discover what lies beyond
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Philippe Vasset’s 2007 book Un livre blanc, in which the author explored
such hidden blank spaces in a present-day map of Paris, reaching a
conclusion that they “are areas belonging to that which society doesn’t
want to see: the poor, the immigrant, the neglected, or abandoned.”
(Garcia, 2015: 38) Therefore, by being the cause of fantastic occurrences
in narrative texts, the fantastic hole not only reveals, as Garcia claims, “the
inconsistencies of a (supposedly) coherent and solid structure” (2015: 38)
— it also shows that the structure cannot hold without acknowledging and
making visible the holes, albeit only through the mode of the fantastic. In
the context of the construction of spatiality in the texts celebrating the
Australian legend, Tales from Outer Suburbia present suburbia precisely
in terms of Garcia’s fantastic space: while being blank and uncharted,
suburbia is what causes the fantastic events to happen, and does so by
functioning as a fantastic hole — embodied in Tales in a series of images of
disappearing or hidden spaces. Tan’s Tales, moreover, reveal a specific
connection between the hole on the one hand, and the images of
immigrants or Australian Aborigines on the other. This becomes evident
from the analysis of two of the Tales which follows below.

The space of perforation

As the seventh and the eighth stories, “No Other Country” and “Stick
Figures” occupy a central position in Tales from Outer Suburbia. “No
Other Country” opens with an image indicative of poverty — which evokes
the above mentioned observation of how the blank spaces/holes in a map
are employed for the purpose of hiding that which should not be seen. The
concrete in front of the described suburban house has been painted green
in order to save money on lawn-mowing; hot water is scarce and often of
unnatural color; many of the windows will not open or close properly (Tan,
2008: 56) and “[a]fter paying the mortgage, there was no money left to fix
anything” (57). With Christmas approaching, there is enough money only
for the cheapest plastic Christmas tree and the children have to make their
own decorations from the available paper and foil. All of the described
images serve to indicate that the house in question is in some state of

Map 268 (Tan, 2008: 87). What they discover is an immense hole, the edge of suburbia,
depicted on pages 90 and 91 as a concrete abyss above the clouds.
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dilapidation and that the family living in it is poor. That the family is
immigrant is not explicitly stated, although it is implied, for instance, by
the mention of the troubles the children have to endure at school; it is only
on the very last page that an elderly Greek neighbor appears, commenting
on how “every house here has the inner courtyard, if you can find it.” (Tan,
2008: 61) Shaun Tan himself made the immigrant status of the characters
in this story undoubtedly clear, recollecting in his Comments (n.d.) that he
had numerous Italian friends and neighbors while growing up in the Perth
suburbs, and that it was only after visiting Italy that he “considered how
waves of Mediterranean immigrants must have felt arriving in Perth
during the 1950s — not the most cultured or cosmopolitan city in the world
at that time — and then often treated as second-class citizens.”s Tan lists
two events as sources for “No Other Country”: the childhood memory of
his own plastic Christmas tree once melting while stored in the roof-space,
due to extremely high summer temperatures, and his later visit to the
Santa Maria Novella in Florence, where he found a very peaceful inner
courtyard (Comments, n.d.).

As the Christmas tree in “No Other Country” is found melted in the roof-
space, the children start trying to save what is left of it. Stepping on a
particularly weak part of the ceiling, the youngest child has his foot fall
through it, making a literal hole in the structure of the house. As the
family frets about the costs of the repair, their confusion rises since they
are unable to locate the hole in the lower parts of the house:

They went back up to check again where the foot had gone through — surely either
in the laundry or kitchen? It was then that they were struck by a scent of grass,
cool stone and tree sap that breezed through the attic. They all inspected the hole
closely... It opened into another room altogether, one they didn’t know about — an
impossible room, somewhere between the others. Furthermore, it appeared to be
outside the house. (Tan, 2008: 57)

At this point in the story, Tan inserts two illustrated pages, showing a
darkened landscape featuring suburban homes, other buildings, and lawns,
all interspersed with equally dark drawings of animals and floral

5 The same thought admittedly served as inspiration for The Arrival.
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ornaments, and, in the middle of this landscape, a brightly colored portal-
shaped image of what fits the description of the Santa Maria Novella inner
courtyard (2008: 58-59). The previous pages contain text printed on white,
and so do the pages following this illustration — but in the latter, the white
background is filled with small drawings of fruit, flowers, birds, or trees,
elements used to visually accentuate how the common everyday reality has
been altered by the discovery of this new room.

The room is clearly reminiscent of Italy, the homeland of the family, or
Europe in general, the ‘old country’, although the depiction of the inner
courtyard does not offer complete identification with their old country. It
is more like an imagined home, constructed out of the remnants of the
family’s memories of home and their desires aimed at finding or making
the perfect place in which to live. In other words, it is “somewhere
altogether different” (Tan, 2008: 60). © While Patricia Garcia has
acknowledged the debt her concept of the fantastic hole owes to Foucault’s
heterotopias, some further stress should here be placed on it with respect
to “No Other Country.”” The inner courtyard quite ostensibly embodies
the heterotopian function of an “effectively enacted utopia” (Foucault,
1986: 24). It becomes the spot for family retreat, “their special sanctuary”
with a palace garden where they can enjoy soaking up the summer sun
during the coldest and wettest winters (Tan, 2008: 60). Some form of
ritual is also required for the family to enter the hole: they climb down the
permanently installed ladder twice a week, as if crossing a symbolic
threshold, carrying with them all the things they need for an inner
courtyard picnic — offerings made in return for the peace and happiness

6 Tan acknowledges this in the Comments related to “No Other Country” as “the
tendency to idealise one’s homeland in the face of problems and disappointments
experienced in a new place” (n.d.). Rather like the suburbia itself, the home acquires a
mental representation which distances it from the physical space, which comes to exist
only in the memory and imagination of exiles and immigrants.

7 Garcia stresses that the fantastic hole is only an aspect of the Foucauldian heterotopia,
one which should be applied to the study of fiction, since “Foucault’s use of the
heterotopia relates to the sociohistorical dimension and not to the literary” (2015: 39).
This has, however, been contested by recent research in heterotopian studies, which
shows that, quite on the contrary, Foucault’s primary intention in describing
heterotopias was the application of the concept to the study of literary and other
fictional texts (Knight, 2016).
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found in this fantastic space. Bearing in mind the standardized views on
immigrants as second-class citizens (within the context of Australian
history and culture) or, more broadly speaking, their marginal status of
what Mary Douglas (1984) describes as placelessness (existing between
two spatially delineated worlds and not clearly belonging to either of
them), the fantastic hole in “No Other Country” also conforms to the
function of crisis heterotopias, “privileged or sacred or forbidden places,
reserved for individuals who are, in relation to society and to the human
environment in which they live, in a state of crisis” (Foucault, 1986: 24),
such as pregnant women or elderly people who are experiencing a liminal
stage of development.8 The fantastic hole, however, also exemplifies a
different view on heterotopias given by Foucault in The Order of Things,
as disturbing spaces which “secretly undermine language,” “shatter or
tangle common names,” and “destroy ‘syntax’ in advance” — not merely in
terms of linguistics, but the syntax that is applied to all the structures of
society, the syntax which makes things hold together (1989: xix). It is in
this description of heterotopian spaces that their subversive potential is
discovered in the given context of Tan’s story: the fantastic hole as
represented in the inner courtyard of the immigrant family first disturbs
the spatial order, being both inside and elsewhere, accessible from a
certain point and otherwise invisible. Furthermore, it disturbs the social
order which places immigrant families in dull suburban settings generally
experienced only in terms of bleakness and poverty. The final two pages of
the story are illustrated in entirety and present the same contrast of light
and darkness as seen on pages 58 and 59, with the same portal-shaped
figure in bright colors still present; however, the darkened areas no longer
depict the suburban setting and the bright ones do not show the inner
courtyard of the Florence church. The two spaces have merged into a
unique image of a suburban lawn with the laundry on a drying wire, with
the street in the background and an orange tree in the garden, inhabited
by the family members observing their daily routine, as well as with birds,

8 Crisis heterotopia has, according to Foucault, evolved into the heterotopia of deviation
in most modern socities, becoming the preserve of “individuals whose behavior is
deviant in relation to the required mean or norm,” such as, for instance, the rest home,
psychiatric hospital, or prison (1986: 25). The heterotopian hole in “No Other Country”
can certainly be regarded as a heterotopia of deviation in light of the complete
disregard of immigrants within the space of Australian literary and cultural production.
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deer and fantastic creatures such as a giant cat and a girl with angelic
wings (Tan, 2008: 62-63). The illustrations here also depict the
abundance that is strikingly absent from the opening images of the story —
instead of poverty, the illustration depicts a version of the Garden of Eden
with apples and pears scattered all around. That the case of this family is
not unique is clarified by the words of the Greek lady neighbor that
conclude the story. Suburbia thus becomes composed not of the dreary
houses of the poor, but of the spaces that cause and create the fantastic.

The family of immigrants significantly remains unnamed, as do most of
the characters that appear in Tales — they are either

nameless: the little boy and rare mammal in “Undertow,” grandparents in
“Grandpa’s Story,”® and unnameable, such as the Japanese man in a
spacesuit in “Broken Toys”;

or, even more frequently,

silent: the buffalo in “The Water Buffalo”; the foreign exchange student
Eric from the eponymous story, who studies “with silent intensity” (Tan,
2008: 10) and, although he is curious and full of questions, his words are
never reported in the story; broken pieces of unread poetry that function
as the main characters in “Distant Rain”; “The Nameless Holiday” when
everyone struggles “to observe the convention of silence” (Tan, 2008: 71);
the dysfunctional missiles in “Alert but Not Alarmed”; the dogs in
“Wake”.10

As such, they all embody the essence of fantasy as, according to Rosemary
Jackson, the apprehension of something unnameable which can only be
articulated “through suggestion and implication” (1981: 39). A good
example of this is “Stick Figures,” which focuses precisely on “the
impossibility of naming this unnameable presence, the ‘thing’ which can

9 Grandpa thus relates the story dating back to the beginning of his married life,
stressing silence as another distinctive feature of Tales, apart from namelessness:
“Then there was a long and terrible silence, of a kind we had never known before. We
refused to even look at each other. It was like all the stones in that desert went down
our throats and into our hearts. We wanted to just sink into the ground and stay there
forever.” (Tan, 2008: 50)

10 “Wake” is another story that features the fantastic hole in the form of the house that
collapses within minutes under an unexpected fire.
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be registered in the text only as absence and shadow” (Jackson, 1981: 39).
Tan’s stick figures are indeed represented as shadows in a parking lot in
the illustration on page 67. The story opens with a description of people
who are both unnameable and silent — Tan’s inspiration was, apart from
the recollection of numerous scarecrows the suburbs were filled with in
his childhood, an outdoor art installation titled “The Silent People,” which
featured “several hundred scarecrow-like figures in a field,” partly
reminiscent of some ancestral beings (Comments, n.d.):

If they are standing in the middle of the street, it’s easy enough to drive around
them, as you would a piece of cardboard or a dead cat. [...] They are not a problem,
just another part of the suburban landscape, their brittle legs moving as slowly as
clouds. They have always been here, since before anyone remembers, since before
the bush was cleared and all the houses were built. (Tan, 2008: 65)

The illustrations accompanying “Stick Figures” show indeed the near
impossibility of distinguishing between the figures and their surroundings
— the figures are not even easy to notice at first. Since “they have always
been here,” they have merged with the landscape and the land itself; their
heads are actually clods of earth (Tan, 2008: 66) and, when people beat
and torture them (something they do on a regular basis, particularly
children), they do not give out even a sound. Instead, “the sound of dead
branches falling from old trees on windless evenings” is heard and
“random holes [appear] in front lawns, dark sockets where clods of earth
have been removed during the night.” (Tan, 2008: 68) The image clearly
indicates that these stick figures are metonymically conceptualized as the
land. Although they do not utter a sound, their silence is enduring and
renovative, while their very presence is made possible by the holes left in
the lawns as the stick figures fix their heads in preparation of facing yet
another daily encounter with aggressive suburban children.

Tan acknowledges that the story relates to his feelings about rapid clearing
of the bush-land, which has dwindled with the advance of industrialization
and urbanization — he laments the general lack of empathy with the
natural landscape which is treated as if it had never even existed by what
he calls “an amnesiac culture.” (Tan, n.d.) There is, however, another
dimension implicit in the story. The stick figures function as a mirror
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image of the inhabitants of suburbia. The boys who beat them out of some
unexplained rage find the beatings amusing; however, they also start
wondering “What are they? Why are they here? What do they want?” (Tan,
2008: 67). The story concludes with a reflection on these questions:

[...] if you stop and stare at them for a long time, you can imagine that they too
might be searching for answers, for some kind of meaning. It’s as if they take all
our questions and offer them straight back: Who are you? Why are you here? What
do you want? (Tan, 2008: 69)

The mirror one can imagine standing between stick figures and “ordinary”
people alludes inevitably to Foucault’s heterotopias and the idea that the
mirror exemplifies both the perfect utopia and the perfect heterotopia, as
it “does exist in reality, where it exerts a sort of counteraction on the
position that I occupy” (Foucault, 1986: 24). This in turn again links
heterotopia with the fantastic hole, the heads of stick figures literally being
holes in the ground. But the inexplicable anger towards one’s mirror
image and the unrepressed violence also reveal colonial anxiety — the fear
that breeds anger in those people who have occupied the land and cleared
the bush, the fear that is frequently expressed as a sense of haunting,
which is indeed what the stick figures seemingly do.

In this context, stick figures become metaphors for the Australian
Aborigines, whom the story itself thus makes visible and inseparable from
the experience of daily living. In an article published the same year as
Tales from Outer Suburbia, Toby Davidson discusses the poetry of Judith
Wright, one of the first Australian authors to direct the public attention
towards the long suppression of the Aborigines, who have always been
regarded — and, moreover, constructed — by non-Indigenous settlers as
embodiments of the haunting silence that spreads over the continent.
Such haunting silence has frequently found a proper form in ghost stories,
and “Stick Figures” can easily be classified as one.!* The fear expressed in

uTan’s story bears quite a lot of resemblance to some of Judith Wright’s poetry, for
example, “Nigger’s Leap: New England,” in which the below quoted lines evoke the
same identification (“ourselves writ strange”) that also exists in “Stick Figures” and the
same idea of the silent, hidden, and unnameable (“the night that tidied up the cliffs”):
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Tan’s story is in Davidson’s Jungian reading “the non-Indigenous ego’s
fear of its other [...] projected onto the Indigenous other to distance the
Jungian shadow while imposing upon the Indigenous other attributes of
an (unbearable) screen — passive, two-dimensional, temporal, dependent,
inanimate, Cartesian, silent, blank.” (Davidson, 2008: 8) Depicted as
mere shadows, Tan’s stick figures are literally two-dimensional; they
passively accept the beatings from suburban children; they are animate
only insofar as they are identified with the land, and their silence and
blankness is, as discussed above, already implicit in their status of
fantastic creatures. Without delving further into Jungian psychoanalysis,
we might here at least wonder if the effect produced by Tan’s leaving out
any explicit references to his stick figures as Indigenous people is not that
of haunting, leaving the reader participant in ‘amnesiac culture’ to wonder
what it is precisely that is hidden in the holes of suburban houses and
lawns.

Beyond outer suburbia

The answer offered by the two presented stories transcends any
oversimplified consideration of Tales from Outer Suburbia as funny
fantasies or children’s fiction. As this article has outlined, Tales provide a
re-evaluation of suburbia and thus pose a challenge to the tradition of
‘anti-suburbanism’ in Australian culture. In terms of narration, this is
achieved by endowing the suburbs with elements of the fantastic.
Presenting suburbia as a space filled with the potential for the fantastic,
Tales deny its accepted ordinariness and dullness, while they also subvert
the established polarized views of spatiality in the context of Australian
cultural studies, within which the bush and the city were throughout the
twentieth century considered as the only settings worthy of reference in
various cultural texts. This subversion also has broader implications for
the fictional portrayal of ‘Australianness’. Along with the re-evaluation of

Did we not know their blood channelled our rivers,

and the black dust our crops ate was their dust?

O all men are one man at last. We should have known

the night that tided up the cliffs and hid them

had the same question on its tongue for us.

And there they lie that were ourselves writ strange. (Wright, 1953: 23)
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suburbia, Tales also offer a reconsideration and re-emergence of those
groups that have traditionally been excluded from the representations of
Australian national character, such as the immigrants and the Australian
Aborigines, which the two analyzed stories make clear. Tan’s suburban
space therefore functions as a productive site of resistance against the
institutionally approved and ideologically shaped norm of cultural
representation, and from the suburbs as the space of negotiation between
the city and the bush, as well as between everydayness and fantasy, Tan
offers the emergence of a new national character, which is inclusive of
difference and equally open to various heterogeneous groups, such as — in
the two analyzed stories — the immigrants from different parts and the
indigenous population.

It is interesting to note that the image of suburbia first started to change in
West Australia, possibly because the bush ethos was never as emphasized
in the West as it was around Sydney and Melbourne, the cultural centers
in the southeastern part of the continent. With this in mind, a further
contribution to the re-evaluation of suburbia can be found in the work of
yet another author from Perth — Dorothy Hewett, who in the 1975
collection of poems titled Rapunzel in Suburbia offers, again through
spatial contextualization, another fresh view on the cultural
representation of Australian identities, focused on the experience of
women. Hewett’s poems are certainly relevant for some further research
in the given theoretical framework; what is also left open for future
examination is the didactic purpose implicit in the presented
reconsiderations of suburban spaces. This refers to Tan’s Tales from
Outer Suburbia, as well as his other publications, including the mentioned
Rabbits and The Arrival. While Tan’s stories unquestionably tackle
important issues, the allure they hold for children should not be
overlooked, and neither should their popularity. These two combined
might finally contribute to a wider dissemination and acceptance of the
new concept of Australianness — as proposed by Tan, as a heterogeneous
mixture of different identities.
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