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YBOJIHA PEY

Ocma mehyHapoaHa HaydHa KoH(epeHIHja ,,Je3UK, KIbIKEBHOCT U urpa’
onpxana je Ha @akynrery 3a crpane jesuke Anda BK Yausepsurera 24. u 25.
Maja 2019. romure. Tema ce mokaszayia MOACTHIIAJHOM 32 HHTCPAMCIUILIHNHAPHA
UCTpaXXMBama, yKasasa je U Ha HeKe caBpeMeHe npoodsieme. 300pHUK OTBapa HU3
3HaYajHUX MMUTaka U ynyhyje Ha pa3auyuTe MpaBle HCTPaXHUBamba.

[Mopen yetwpu wiaHKa IUICHAPHUX H3Jlarada KOjU TEMAaTH3Yjy WIpYy Y
KIbMDKEBHOM CTBapajialliTBy MCTOKA M 3amajia, je3Muke UIpe KOJ[ CaBPEMEHHUX
AMEpHUYKHX TICCHHKA, MOFthOCTI/I TyMau€wma BUACO-UTapa Kao KHBHUKCBHUX
TEKCTOBA, T€ YHOTpeOy KEBMKEBHOCTH M UTapa y IUJbY jadarha €KOJIOIIKE CBECTH
YUCHHKa, OBAa KIUIa CaAPKH JOII CEJaMHAEeCT pajoBa ydecHHKa. Hekonmko
TEKCTOBa MocBeNeHO je OHOCY Urpe U MOe3Hje, Y KEKEBHOCTH 3a oJpacie 1 y
KIIDKEBHOCTH 3a JEIly, NMapoJMjH W IIEKCIIMPOBCKOM MeTaTeaTpy. Y IpyTHM
WIAHIMMA OCBETJbEH j€ IPYIITBEHW DPa3BOj Mrapa y KHIKEBHOCTH, Iuieca y
MOJIepHOj yMeTHOCTH. OCMHIIUBEH je U HOB CTYAWjCKH IMpPEAMET O 3a4eTHHIAMa
MojepHe urpe y Cpouju.

OcBeTJbeH je 3Hayaj JAeudje HIPpe Yy paHOM pa3BOjy JIMYHOCTH U
KpPEaTHBHOCTH, alld M Urpa Kao HacTaBHA CTpaTerja 3a Jeiy miaher mIKoickor
y3pacra. Ha rpaljy U3 moeTckux TeKCTOBa HCIHTYyje CE WUIpa pedynma, urpa ce
Takolje KopucTu Kao Meradopa 3a OIHOC KEMKEBHOCTH M (uinozoduje. Pagosu
KOjU CC¢ THYy METOJUKE HACTaBe IIOKa3yjy Ba)KHOCT OaBJbCiba CIICHCKOM
YMETHOWINY W JApaMaTH3alijoM, KOpHIINeme pa3iNuIuTHX Wrapa y HacTaBH,
OCaBpEMEHUBAKHE HACTABE KIHIDKEBHOCTH NMOMONY HOBHMX TEXHOJIOTH]ja, JOK ce
JUHTUBCTHYKA MCTPaKUBama ycpeacpelyjy Ha emucremornomky anamuzy JIET'O
crcTeMa.

[Tocebna Ham je gacT mTo Yy 0BOM 300pHUKY pagoBa MMaMmo MHPIINKY Aa
00jaBMMO TEKCTOBE KOjH Cy OWMIHM crienujajia eo rnporpaMa. Peu je o usnaramy
mpod. np Hane Tomopor o Opojanuiiama u ksu3u bpanucnasa [1. MunnakoBa
Enemenmapne uepe moea kpaja (Combop: bubnuoteka ,,Kapmo bujenuxu’) dunje
je doToTHICKO U3AaKke OMIO MPEICTaB/EHO HAa KOH(pEpPEHIMjU. Jeqan omIoMaK
JIpaMckor Tekcta mpodecopa Ilere Georpancke rumuasuje, Pactka Jedrosuha,
O6uo je mnpukazaH Ha cueHu Hamer @akynrtera ca ydemrheM T'MMHAa3MjCKUX
yuenuna. O6jaBwyjyhu npamy, IIpoghecopxe Ilpse dwcencke cumuasuje, XTean
CMO J1a JOTIpUHECeMO TpociaBu 115 roguHa o OCHHBaWma T€ Ba)KHE 0Opa3OBHE
WHCTHUTYNMjE€ W HACTABUMO YyBame cehama Ha HajUCTAKHYTH]€ MHTEIEKTYaJIKe
CPIICKOT ¥ jyTOCJIOBEHCKOT APYINTBA.
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3axBajbyjeMO CBHUM KoJjerama, CapaJHUIIMa W TIpHjaTeJbuMa KOju Cy
TIOMOTIIM OpTaHU3aIljy KOH(QEpEeHIje M IpUIpeMy OBOT 300pHHKA, MOCEOHO
acucreHTkumn MA bBpankun KoBaueBnh u capamuunm y HactaBu IBoHH
JKuskoBuh. Hamamo ce ma he pamoBu y oBoj kmu3u mojctahm Ha ndajpa
MIPEUCTINTHBAbA U HCTPAKUBAA.

VYpenuunu

FOREWORD

The Eight International Conference on Language and Literary studies:
Language, Literature, Play and Games was held on 24 — 25 May, 2019 at the
Faculty of Foreign Languages (Alfa BK University in Belgrade). This topic
proved to be stimulating for interdisciplinary research and it outlined some
contemporary issues. The Proceedings opens up a variety of important questions
and it points toward different directions for ongoing research.

Apart from the four papers written by our keynote speakers which focus on
play and games in Eastern and Western literature, explore language games used
by contemporary American poets, examine the ability to interpret video games as
a literary text, as well as the use of literature and games with the scope of
enhancing student’s environmental awareness, the Proceedings also contains
seventeen papers which are in accordance with the topic and sub-topics of the
Conference. Several authors deal with the relationship between play and poetry
(both in adult and children’s literature), parody and Shakespeare’s metatheater.
Other scholars highlight the social development of games and dance in literature
and in modern art. A new study course entitled — Modern Dance: Its Initiators and
Schools has also been designed.

The importance of children’s games in the early personality development
and creativity is exposed by some authors, as well as the values of “game” as a
teaching strategy for young children. The function of word games is examined on
the basis of poetic texts, and the game is also used as a metaphor for the
relationship between literature and philosophy. Papers concerning teaching
methodology show the importance of engaging performing arts and
dramatization, using different games in teaching, updating literature teaching with
new technologies, while linguistic research focuses on the epistemological
analysis of the LEGO system.
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We are honored to have the opportunity to publish texts in this book that
were a part of special presentation and book promation. It is about the lecture of
prof. Nada Todorov The Function of Word Games for Children and the
presentation of a book by Branislav P. Milinkov Elementary Games out of My
Area (Library “Karlo Bijelicki”, Sombor), whose special edition was promoted at
the Conference. An excerpt of a play directed by a professor at the Fifth Belgrade
Gymnasium, Rastko Jeftovi¢, was performed on the stage of our Faculty with the
participation of his students. By publishing a play, Female Professors of the First
Women’s Gymnasium, we aimed to contribute to the celebration of the 115th
anniversary of the founding of that important educational institution and to
continue to cherish the memory of the most prominent female intellectuals of
Serbian and Yugoslav society.

We would like to express our gratitude to all our colleagues, associates and
friends for helping us to organize the Conference and the preparation of the
Proceedings, especially our teaching assistants, MA Branka Kovacevic and Ivona
Zivkovi¢. We hope that the papers published in this book will encourage and
inspire further reviews and research.

Editors
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David G. Schwartz

David G. Schwartz
University of Nevada, Las Vegas
dgs@unlv.nevada.edu

TO STAND THE TEST OF TIME:
A CLOSE READING OF SID MEIER’S CIVILIZATION V AS TEXT

Abstract: The notion that video games can serve as historically-situated
texts is not a new one (Cox, 2014). “Reading” a game like a text requires the
player and scholar alike to interpret the various symbol systems that the game
employs to arrive at an understanding of what the game means (Beavis, 2014).
For the player, understanding the game is the first step towards mastering it. The
scholar reads a video game to learn what knowledge the game assumes from and
asserts to its players. Reading a game in this way can provide better insights into
the cultural and historical signposts the game’s creators are drawing on.

Despite a pre-game disclaimer that gameplay is “not meant to be a record
of actual events,” Sid Meier’s Civilization V (2010) features historical empires
and leaders, progression through historical technologies, and extensive quotations
from actual literary and historical figures. As such, reading it as a text reveals
what the game designers felt to be the elements of human history that would give
their game authenticity and appeal. In fact, the game presents a consensus view of
history in which remarkably divergent technologies and cultures are blended into
a single cohesive whole, which is a reaction to the global marketplace into which
it was released.

Keywords: games-as-text, video games, history, historical literacy, game
studies.
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TO STAND THE TEST OF TIME:
A CLOSE READING OF SID MEIER’S CIVILIZATION V AS TEXT

“The new electronic interdependence recreates the world in the image of a
global village.”
—Marshall McLuhan®

Introduction

Video games can be many things: entertaining, educational, cathartic.
Defined as “computer-based entertainment software, either textual or image-
based, using any electronic platform such as personal computers or consoles and
involving one or multiple players in a physical or networked environment”
(Frasca as cited in Pagnotti & Russell, 2012: 40), games occupy a variety of
genres and styles. While some games, like first-person shooters and platformers,
rely on quick reflexes and manual dexterity, others reward players who marshal
and strategically deploy resources or solve problems. Similarly, some games have
a great deal of narrative depth (including some with spin-off novels), while others
have little to no “story.”

That works of art are worthy objects of scholarly analysis is long accepted.
Games, as “the artistic form that derives from our impulse to play” (Costikyan,
2013: 7), deserve similar consideration. Games are products of their times,
revealing much about their cultural contexts. As such, it is possible to read games,
particularly narratively “deep” ones, as text. This means, as Angela R. Cox
writes, that, “games are culturally, historically situated texts that should be
approached in the same ways we might encourage students to approach any
historical media object, with a combination of close reading and
contextualization” (Cox, 2014). This close reading entails examining the cultural
and historical signposts that the game’s designers relied upon in building their
game. While reading any game in such a way can reveal much about the culture
the game was created within, the most illuminating games to read may be those
that are set in a historical context or use elements from “real” history. These
games can not only teach players elements of history and lure them into learning
more; they also indicate the underlying cultural assumptions of the game’s
developers and provide a window into the zeitgeist at the time of their creation.

Sid Meier’s Civilization V, released in 2010, allows the player to lead an
empire to world domination. Set across human history and featuring a variety of
real-world historical figures and landmarks, the game presents as deep a text to
decipher as any game currently available. As such, it reveals much about current
attitudes towards history, war, and progress. Despite the game’s seemingly

! Quoted as the descriptor for Globalization in Sid Meier’s Civilization 5.
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bloodthirsty premise—the player, essentially, is an immortal tyrant who
micromanages life throughout their expanding empire en route to global
domination—Civilization V presents a remarkably consensus-driven view of
world history and culture. History as presented within the game has all
meaningful conflict—and morality—ironed out. Unlike role-playing games in
which players must make moral choices between starkly-illustrated good and evil
options (Gault, 2016), Civilization V has no moral choices, just pragmatic ones.
Your decision on whether to forgo building a granary so you can instead
construct the Great Library is not based on whether doing so will harm your
subjects, who in any event have no say in the matter, but whether doing so will
handicap your chances against competing civilizations. None of the civilizations
or routes to victory are presented, in-game, as morally or ethically superior—
based on the game conditions, they just present greater or lesser challenges for
players.

The amoral, outcome-based gameplay of Sid Meier’s Civilization V is
mirrored by its consensus-based reading of history. While the entire point of the
game is to compete against other players—human or Al—the model of human
history presented by Civilization V is free of real conflict, emphasizing instead a
teleological evolution towards greater technological sophistication, with scant
consideration to the human suffering that historically paved the way for
“progress.” There is, for example, no slavery, forced religious conversions, or
genocide in the game, although these are all central parts of any telling of world
history. The world leaders chosen to lead the various civilizations, while often
brutal, are not notorious: Otto von Bismark and Augustus Caesar rather than
Hitler and Mussolini (Firaxis, 2010). That Meier’s games tend to “omit the nastier
parts” (Schreier, 2013) of history is deliberate. Meyer himself says that:

One of the things we really try to avoid in our games is this kind
of—*this choice would be the right thing to do, but this choice is
gonna help me win the game’—put the players in those kind of
moral dilemmas. That's not what our games are about. We want
you to feel good about yourself when you finish the game.
(Schreier, 2013)

Enslaving millions or annihilating cities, even digitally, is hardly
conducive to that sense of well-being, so the sanitizing of history in the service of
feel-good gameplay is understandable, even necessary. But the elements of
history contained in Civilization are essential to that gameplay. Over multiple
playthroughs, selected facts about history are absorbed, consciously or not, by
players. The game’s ranged combat units, for example, start with a simple archer,
who upgrades to a composite bowman, then crossbowman, Gatling gun, machine

20



TO STAND THE TEST OF TIME:
A CLOSE READING OF SID MEIER’S CIVILIZATION V AS TEXT

gun, and finally bazooka. A player with no prior knowledge of military history
now can appreciate that a crossbow is a deadlier weapon than its antecedents, or
that a Gatling gun is less sophisticated than a machine gun, even if they remain
ignorant of the precise circumstances of the invention of any of these weapons.
From its namesake designer’s own words, it is clear that the intent in
creating Civilization V was not to provide an accurate record of history, but
rather, an entertaining game. Indeed, a disclaimer on the game’s startup screen
advises that, “[t]he content of this videogame is fictional and not intended to
represent or depict an actual record of the events, persons or entities in the game’s
historical setting” (Firaxis, 2010). Still, the choices designers made—what to
include and what to exclude—in and of itself make Sid Meier’s Civilization V a
valuable text that sheds light on the kind of history its designers thought would
resonate with the game-buying public. In fact, the decision to present history as a
consensus-driven, conflict-free, value-neutral teleological progression speaks
directly to the United States’ role as a technologically-advanced society in an age
in which globalism, free trade, and political liberalism are apparently ascendant.
Civilization V may not present a faithful record of human history, but it reads as a
remarkably accurate depiction of the world we would like to live in today.

Just One More Turn

Sid Meier’s Civilization V is, true to its title, the fifth game in a series of
turn-based strategy games that allow players to dominate the globe. In the game,
players can:

Strive to become Ruler of the World by establishing and leading a
civilization from the dawn of man into the space age. Wage war,
conduct diplomacy, discover new technologies, go head-to-head with
some of history’s greatest leaders and build the most powerful empire
the world has ever known (Civilization V, 2016).

Ambitious stuff, to be sure. Sid Meier designed and programmed the first
Civilization in 1991. Published by MicroProse Software, the game challenged
players to “build an empire to stand the test of time,” starting in 4000 BC and
continuing, turn-by-turn, to beyond the present day (Sid Meier’s Civilization,
n.d.). Meier had made his name designing flight simulator games before turning
his attention to buccaneers with 1987’s Sid Meier’s Pirates, the first game to bear
his name (Schreier, 2013). His Civilization allowed players relatively free rein to
pick a path towards victory, a philosophy of his that guides many of his games. “I
prefer games where the player can lead the game in the direction that they want,
and then they kind of end up with that unique story that only they can know”
(Schreier, 2013), he said in 2013.
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Sid Meier’s Civilization was true to his unconstrained gameplay
philosophy. As a “4X” game, it was part of a genre that required players to
“*eXplore, eXpand, eXploit, and eXterminate” their way to victory (Palmer,
2001). At first controlling only a settler unit, the player can found cities, which in
turn produce other units. Food, population, and happiness all impact the
productivity of cities. By advancing in science, players unlock progressively more
advanced technologies that give them an edge over competitors. To win, the
player must either occupy all rival cities, or build a spaceship that travels to
Alpha Centauri (Palmer, 2001). As was Meier’s desire, this was not a game about
moral choices, but rather efficient marshalling of resources and pragmatic
strategizing, set across the backdrop of technological advance. The underlying
ideology of the game—that technological growth and optimal production of units
will inexorably lead to success—was apparent to its players. As one reviewer
writes, “At the heart of the game is the belief that advances in technology drive
civilization forward; a player must balance revenue-gathering taxes with research
and entertainment expenditures to balance the needs of the now with the needs of
the future” (Palmer, 2001). Civilization was wildly popular, selling 800,000
copies and gaining the top ranking on a Computer Gaming World list of the “150
Best Games of All Time” a few years after its release (Schreier, 2013).

Future games, even when not designed directly by Meier, would advance in
the original’s spirit, often with Meier’s direct influence. In 1996, MicroProse
released Sid Meier’s Civilization I, a sequel to the original game with some
changes to gameplay (Civilization Il, n.d.). Firaxis, a company that Meier co-
founded after leaving MicroProse, debuted Sid Meier’s Civilization 11l in 2001
and Sid Meier’s Civilization 1V in 2005. Each game remained true to the original
Civilization’s general principles while advancing graphics and gameplay in
various ways. Firaxis released Sid Meier’s Civilization V in 2010, with two
expansion packs, 2012’s Gods and Kings and 2013’s Brave New World, offering
new units, civilizations, and changes in gameplay. The 2018 release of
Civilization VI represented the next step forward for the franchise, and the
presumable obsolescence of the fifth edition of the game, though Civ5 (as it is
usually abbreviated) retains a core of dedicated players. In any event, its long
popularity marks it as game worthy of scholarly investigation.

Civilization V presents the player with the same overarching goal as in
previous editions: to dominate the world. Players can do this achieving one of
five victory conditions. As of the Brave New World expansion, these conditions
were as follows:
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A domination victory results when the player is the last to retain control
of their original capital. The most straightforward way to achieve this is
to conquer all other civilizations’ capitals.

A science victory is achieved when the player builds and launches a
spaceship to Alpha Centauri.

A cultural victory is earned when the player’s civilization achieves the
level of “influential” with all other civilizations. Influence is gained by
“exporting” tourism to these civilizations. Tourism can be produced by
constructing wonders, creating great works, and displaying artifacts
discovered by archaeologists.

A diplomatic victory can be attained by controlling enough votes in the
United Nations to be named world leader.

If no one has achieved any of these victories by the year 2050 AD, the
player with the highest score is awarded a time victory. Scores are
determined by a variety of metrics that assess the size, military,
economic, and cultural power of a civilization. (Victory (Civ5), n.d.)

Players control units and cities. The player typically starts with a settler and
one or two low-level military units. The player expends the settler in founding a
city and uses the military unit(s) to scout the surrounding area. The player then
sets the production of the city. Cities can create buildings, wonders, and units.
Production is measured in points, with more complex items taking longer to
build, and higher populations and specialized buildings increasing production.
When a civilization’s happiness falls below zero, production is impaired. Players
can focus a city on maximizing the generation of production, wealth, food,
science, culture, happiness, or faith, each of which provides different advantages.
Focusing on food production, for example, will allow a city to grow faster, while
it may take longer to build units. Civilizations need production, wealth, culture,
science, food, and happiness to grow. Yet it is impossible to maximize them all
(at least until a successful civilization snowballs late in the game), so players
must decide how to best deploy their limited resources, then examine the optimal
strategy to pursue given the game conditions and assumptions about what other
players are doing. At the game’s start, should the player focus on creating more
units or increasing population, which itself can raise productivity, allowing for
units to be produced more quickly slightly later? These are the types of decisions
that players must make throughout the game.

Buildings increase certain variables permanently, which makes cities more
productive. For example, building the Library will increase the amount of science
a city generates by 1 per every two citizens living in the city, and constructing the
Barracks gives 15 experience points to all military units trained in the city. While
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most buildings are standard, each civilization can construct a unique building:
only China, for example, can construct the paper maker, which in addition to the
library’s science bonus provides an additional two gold per turn. Some buildings
are called wonders, of which there are two types. World Wonders are unique
buildings named for actual historic (and current) landmarks that confer various
bonuses. Building the Temple of Artemis increases growth by 10 percent in all
cities and adds 15 percent to the production of ranged units, while constructing
Stonehenge increases culture and faith output significantly (List of wonders in
Civb, n.d.). Each civilization can build one National Wonder, regardless of
whether other civilizations have constructed them.

As technologies are researched, new units, buildings, resources, and
improvements become available. Researching bronze working, for example,
reveals iron on the map, which players can use to construct/train various units,
and unlocks building the Spearman and Barracks (Bronze Working (Civ5), n.d.).
Technologies are arranged in a tree. Each player starts with a single technology,
Agriculture, and on their first turn must decide which technology to research next.
Each of these technologies, in turn, leads to further advances, so that by the end
of the game, players can unlock Particle Physics, Nuclear Fusion,
Nanotechnology, after which they will simply rack up points for further science
production rather than unlocking new technologies (Civ5 Technology Tree, n.d.).

Players also accrue culture, which allows them to unlock social policies.
Social policies reside in discrete trees: Tradition, Liberty, Honor, Piety,
Patronage, Aesthetics, Commerce, Exploration, and Rationalism. Generally,
players can choose one policy at a time after producing the requisite amount of
culture. Adopting all policies in a tree will grant certain bonuses. It is possible to
explore multiple policy trees simultaneously. Individual policies add bonuses for
players: on the Tradition track, Legalism provides a free culture building in the
player’s first four cities, while Monarchy adds one gold and subtracts one
unhappiness for each two citizens in the capital (Social Policies (Civ5), n.d.). Late
in the game, players also choose from one of three ideologies: Freedom, Order,
and Autocracy, which are themselves thinly-masked analogues of liberal
democracy, communism, and fascism, respectively (ldeology (Civ5), n.d.). The
Freedom ideology, for example, allows the player to build the Statue of Liberty
wonder, which grants productivity bonuses and a free social policy, and the New
Deal, Creative Expression, and Media Culture tenets, each of which conveys its
own benefits. Order, on the other hand, unlocks the construction of the Kremlin
wonder and tenets such as Socialist Realism, Five Year Plan, and Iron Curtain
(Ideology (Civ5), n.d.).

24



TO STAND THE TEST OF TIME:
A CLOSE READING OF SID MEIER’S CIVILIZATION V AS TEXT

Painted in broad brush strokes, cities produce a variety of elements needed
to advance science and culture to unlock new technologies and social policies,
which in turn allow for more sophisticated units that can advance the civilization
militarily, scientifically, culturally, or otherwise. The actual play of the game
happens in turns. In each turn, the player sets cities to build units or buildings (if
none are already being produced), controls units already produced, and interacts
with other civilizations and city-states, which can include military, diplomatic,
and trade activities. For example, a player could choose to build a warrior that can
explore and attack other units and cities; a worker, who can improve tiles adjacent
to the city, a building, which confers bonuses; or a wonder, which confers
incredible bonuses but will take longer to construct than a regular building.
Military units, directed by the player, can explore peacefully or attack opposing
units. As in poker, a player’s strategy is based on incomplete information; even if
an opposing civilization is well-scouted, it is impossible to know the Al’s (or
human player’s) true intentions. This gives the game high replay value, as the
countless players who have asked for “just one more turn” bear witness to.

Will You Meet the Challenge?

The foundation of Sid Meier’s Civilization V is its civilizations. With all
expansions added, the player can choose from between 43 civilizations to play as.
Civilizations not selected by the player are chosen at random as the player’s Al
opponents in single-player games and, if there are slots open, as the players’
additional rivals in multiplayer games.

Obviously, there have been more than 43 civilizations throughout history,
so a degree of selection is required. A variety of factors dictated how developers
selected civilizations for the base game and its expansions. In describing the
selection process for the Brave New World expansion, which added nine
civilizations to the game, designers Anton Strenger, Ed Beach, and Scott Lewis
considered three questions: “Where haven't we gone? Where do people want us to
go? And what can do we do that's fun?” (Pitts, 2013). Thus, providing a truly
representative sampling of historical civilizations is not the developers’ priority.
Rather, it is to create a fun game that will appeal to a broad cross-section of
players. Some civilizations were included because of the size of their potential
market. Beach said that "Even though you don't think of, say, Indonesia, as a big
video game outlet and consumer market, the country is huge now. More and more
places like Indonesia and Brazil, you just can't ignore how important their growth
is here in the 21% century" (Pitts, 2013).

The developers claim to balance geographic diversity in their selection of
civilizations, a claim that is broadly true. Of the game’s 43 civilizations, six are
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located in Africa, seven in the Americas, 15 in Asia and the Pacific, and 15 in
Europe. By landmass alone, it would appear that Europe is over-represented, and
Africa and the Americas underrepresented, although there does seem to be a
legitimate effort to be inclusive. As Beach discusses, this is at least in part due to
market considerations, but it is also rooted in a desire to have a variety of
civilizations from all over the world, rather than a narrow focus on Europe, as
was once the default for many games.

Each civilization is helmed by a leader, who, like the player, is apparently
an immortal autocrat, guiding their people from 4000 BC to the 21* century. In
picking the leader, the developers are guided by current political sensitivities
more than historical fidelity. Speaking of the selection process, Lewis remarked
that, “I feel like the game works great when you have guys that are just bad guys,
that you root against. As you know, we can't use Hitler or anybody like that, so
we have these guys that are historically ... that were evil toward a certain group,
great rivals” (Pitts, 2013). Beach emphasizes the role of current political and
cultural considerations in the process:

We have to come up with tools and tricks to make sure that we respect
the actual leaders that [the citizens of modern nations] feel are
important and we get that right. Looking at things like who's on their
currency, wha's on their stamps, who they have statues of in their public
places ... we actually do look at all that stuff. That's a really good way to
make sure we get it right, in terms of representing each culture with the
icons and units and buildings and stuff that they would feel good about
being represented by (Pitts, 2013).

The desire to present an appealing depiction demands that the developers
shy away from controversial choices, such as Hitler. Given that many of these
leaders were not known for their pacifist ways (Stalin was the leader of Russia in
Civilization 1), this does not mean that there is never controversy. According to
Lewis, Orthodox Christians objected to the selection of Enrico Dandolo as the
leader of Venice due to his role in the 1204 Sack of Constantinople during the
Fourth Crusade (Pitts, 2013). Yet, as Lewis says, “OK, that happened a while
ago... But all right, if you still feel like that” (Pitts, 2013). Genghis Khan, Attila
the Hun, and Napoleon, likewise, can boast as impressive a body count as any
world leader, but as their depredations occurred in the distant past, they
presumably lack the same power to offend that a video game which permitted
players to unite the world under the rule of Adolf Hitler might. The desire to
avoid offense is precisely the approach required of a game that echoes the current
political and cultural zeitgeist, befitting its place in a globalized, neoliberal
marketplace.
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The desire to avoid controversy and conflict—at least to the extent that this
is possible in a game whose object is world domination—is vividly illustrated by
the introductions each leader receives. The makers of the game had no doubts
about Atilla’s reputation: the Civilopedia, an in-game database, acknowledges
that the Romans named Atilla “the Scourge of God” and that his “enduring legacy
as a notorious warlord and bloodthirsty conqueror will be recorded in the annals
of history for all time” (Attila (Civ5), n.d.). Yet his pregame introduction, which
plays the first time the game loads, credits Atilla with being not so much a mass
murderer, but an expansion-minded innovator:

Your men stand proudly to greet you, Great Attila, grand warrior and
ruler of the Hunnic empire. Together with your brother Bleda you
expanded the boundaries of your empire, becoming the most powerful
and frightening force of the 5™ century. You bowed the Eastern Roman
Emperors to your will and took kingdom after kingdom along the
Danube and Nisava Rivers. As the sovereign ruler of the Huns, you
marched your army across Europe into Gaul, planning to extend your
already impressive lands all the way to the Atlantic Ocean. Your
untimely death led to the quick disintegration and downfall of your
empire, but your name and deeds have created an everlasting legacy for
your people.

Fearsome General, your people call for the recreation of a new Hunnic
Empire, one which will make the exploits and histories of the former
seem like the faded dreaming of a dying sun. Will you answer their call
to regain your rightful prominence and glory? Will mount your steadfast
steed and lead your armies to victory? Will you build a civilization that
stands the test of time? (Attila (Civ 5), n.d.)

Attila in this introduction reads not so much as a brutal conqueror as an
ambitious chief executive with poor succession planning, with the horror that
attended his conquests wiped away. This is not a character that a modern player
would have any qualms at selecting.

At other times, Civilization 5 smooths out conflicts that may resonate
today, such as the treatment of Native Americans by the expanding United States
in the 19" century, creating the impression that Manifest Destiny was not so
much the conquest of the native inhabitants of the continent as a robust unlocking
of synergies. If the player opts to play as the Shoshone, they are welcomed with a
paean to leader Pocatello,

Blessings be upon you, wise and fearsome Chief Pocatello, revered
leader of the Shoshone people. As the young chieftain of the Shoshone,
you rose to face a wave of encroaching American settlements across the
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western United States. Forced to defend the Shoshone ancestral lands
from a seemingly endless stream of new emigrants, your war band
struck fear into those who would claim the sacred lands of your people.
After years of strife, you skillfully avoided a direct conflict with the
armies of the U.S. government, and negotiated a series of treaties in the
hopes of establishing a lasting peace for the Shoshone.

Most esteemed Pocatello, your people once again look to you for
guidance. Will you conquer your enemies, driving them far from your
lands? Or will you seek out peaceful diplomacy and trade? Will you
build a civilization that stands the test of time? (Pocatello (Civ5), n.d.)

Pocatello’s introduction gives the impression that he ably navigated the
dangers posed by the “emigrants” who poured onto his tribe’s ancestral lands,
auguring an era of peaceful coexistence between the cultures. Yet a reading of
even the in-game Civilopedia reveals this was not the case. After attacking white
settlers in retaliation for their own raids, the U.S. Army harassed the Shoshone
until the tribe signed a treaty which relocated the tribe to a reservation. When the
U.S. government breached its treaty obligations to provide food and supplies,
Pocatello sought to lead his people away from the reservation, but a show of
military force convinced him to return. “He died there, despairing for the future
of his people,” reads his Civilopedia entry, hardly the “lasting peace” the
introduction implies was Pocatello’s legacy (Pocatello (Civ 5), n.d.).

Civilization 5’s amelioration of real struggle in Pocatello’s leader
introduction speaks to the game’s globalized, neo-liberal, conflict-free
orientation, which not only mitigates offense against potential game-buyers, but
also promotes an image of the world as free of major disagreements, save over
who presides over a homogenous, constantly advancing, globe-spanning empire.
In the same vein, Enrico Dandolo’s introduction refers to the Crusades not as a
series of religious wars that pitted Christians against Muslims and anyone else
unlucky enough to be caught in the middle, but as an opportunity for Venice to
“reacquire lost territory” and expand its power (Enrico Dandolo (Civ 5), n.d.).

The downplaying of serious conflict and disturbing historical facts in the
selection of civilization leaders and the narratives that introduce them is entirely
consistent with Sid Meier’s stated desire to create a game that entertains, rather
than informs. By sanitizing both the leaders and their real-world opponents, the
developers, in line with Meier’s vision of the franchise, save players from making
moral choices about how they will play, instead letting them focus on how to
optimize resources and plot strategy so that they can win the game. It is not only
that the ends justify the means; the means themselves are apparently value-free,
with no “good” or “bad” choices to be made. This leads to a diverting gameplay
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experience, but raises the question: does Civilization reflect, perhaps closer than
makes us comfortable, our own perceptions of our own societies?

Apply Our Hearts unto Wisdom

To succeed in Civilization V, players dedicate their cities to producing
science, and lots of it, as this will unlock new technologies that confer cultural,
social, and military advantages. In total, the player can explore 81 technologies,
starting with Agriculture, which has just been researched prior to the player’s first
turn. Incrementally, the player climbs along the tech tree, until they unlock the
mysteries of The Internet, Particle Physics, Globalization, Nuclear Fusion,
Nanotechnology, and Stealth (Civ5 Technology Tree). That means that in 80
simple steps, the player’s civilization advances from the rough cultivation of
cereals to interstellar colonization—a dramatically oversimplified vision of
scientific progress, to be sure.

Within the game, science presents another element that must be properly
strategized to optimize the chances of victory. At the end of the initial turn, the
player will be asked to research a technology. They must choose from among four
options: Pottery, Animal Husbandry, Archery, and Mining (Civ5 Technology
Tree, n.d.). As each technology opens up varying possibilities, this is an
important choice to make. Taking Pottery, for example, enables the player to next
choose Sailing, Calendar, or Writing, while starting with Mining gives the choice
of Masonry or Bronze Working. The technology tree is divided into eras, with
two tiers of technologies comprising a single era. The game starts in the Ancient
era. Researching Pottery, then Sailing, opens up Optics, a Classical Era
technology. When the player researches the first technology in an era, the player
receives an announcement that they have entered the era. In addition, as other
players (human or Al) advance to a new era, the player is informed, giving them a
good idea of how far “ahead” or “behind” they are. The eras progress from
Ancient to Classical to Medieval to Renaissance to Industrial to Modern to
Atomic to Information (Civ5 Technology Tree, n.d.).

It is interesting that the “eras” of Civilization 5 are not based on the current
game year or the number of turns that have elapsed, but the technological
“progress” of individual civilizations. It is thus possible for a more *“advanced”
civilization to be one or even two eras ahead of another, more slowly progressing
one—a powerful statement of the impact of technology. It is not changes in the
political system, economy, or culture that reflect progress in Civilization 5, but
only technology. This game mechanic is drawn from and bolsters a worldview
that places a premium on scientific discovery and technological progress, a
perhaps fitting emphasis, given that the programming demands of Civilization 5
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dictate that it cannot run on older computers with insufficient processing power.
In the real-world market the game inhabits, no less than the world it creates,
technology is everything.

Technological change in Civilization 5 is unidirectional—older
technologies can’t be “forgotten”—and proceeds at a uniform, progressive rate.
Each technology “costs” a fixed number of science points that players generate
through population and dedicated buildings. Researching the first tier of
technologies requires 35 science; those in the second tier “cost” 55 science.
Construction, a key Classical technology that enables the powerful Composite
Bowman, costs 105 science. Navigation, a Renaissance technology that enables
several powerful naval units, costs 1150 science. Radar, which unlocks upgraded
air units in the Atomic era, costs 5100 science. Having researched each of the last
tier of technologies at 8800 science each, the player remains in the Information
Era until the end of the game, perpetually researching Future Tech, which unlocks
no in-game units or buildings but provides the player with an increased score
(Future Tech (Civb), n.d.).

The process of scientific discovery, then, as presented in Sid Meier’s
Civilization 5 is starkly different from how it progressed in actual history. There
is no place for lucky accidents or periods of dynamic creativity. To advance
scientifically, one must merely devote more resources to science, perhaps
sacrificing economic or cultural growth to do so. It is entirely value-free; there is
nothing that makes “Rifling,” a technology with strictly military applications,
better or worse than “Fertilizer,” one with mostly peaceful uses. Instead, the
decision on which one to pick is entirely situational—which technology will best
advance the player’s current strategy? Finally, the player is forced, at least
through midgame, to research all technologies. A pacifist who balked at
researching Rifling, which only enables the production of military units, would be
unable to research Flight, which is further down Rifling’s branch of the
technology tree. It may have been possible for societies to develop heavier-than-
air travel without first inventing rifled weapons, but not in Civilization V.

When the player has expended all of the necessary science points, the
technology, a notification window pops up. “You Have Researched A New
Technology!” it announces, under which the name of the technology, a historical
quotation related to it, and an explanation of what the technology enables are
displayed. Voice actor William Morgan Shepherd dramatically narrates the
quotation. The quotations draw from a variety of sources, primarily, though not
exclusively in the Western tradition. Researching Calendar, for example, yields,
“So teach us to number our days, so that we may apply our hearts unto wisdom”
(Firaxis, 2010), which is from Psalms, 90:12. All in all, the Bible is quoted from
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four times—Animal Husbandry, Pottery, and, somewhat jarringly, Lasers are also
introduced with quotes from the Old or New Testaments. Other religious texts are
quoted as well: the Sri Guru Granth Sahib, a Sikh scripture, announces the
discovery of Metal Casting, St. Thomas Aquinas heralds Theology, and St.
Jerome, Trapping. Ancient and Classical writers from a variety of traditions are
featured: Egyptian (Amenemope); Greek (Socrates, Aristotle, Themistocles,
Aesop, and Homer); Roman (Virgil and Cicero); Chinese (Sun Tzu); and
Japanese (an unattributed proverb). Moving into the future, quotes come from a
variety of literary (Shakespeare, Nathaniel Hawthorne, Jonathan Swift, Goethe,
William Butler Yeats, Isaac Asimov), military (George S. Patton, Robert E. Lee),
political (Thomas Jefferson, Franklin Roosevelt), and scientific (Albert Einstein,
Roger Bacon, J. Robert Oppenheimer) leaders. Other quotations are drawn from
popular culture: “Ben, | want to say one word to you, just one word: plastics”
(Firaxis, 2010) from The Graduate introduces Plastics. Not all quotations have
famous authors: it is unlikely that many young players could identify Eugene
McCarthy, the United States’ 1972 Democratic Presidential candidate, whose
“The only thing that saves us from the bureaucracy is its inefficiency” (Firaxis,
2010) announces the technology of Civil Service.

Sometimes, the quotations are profound; other times, as with the McCarthy
quote, humorous. They do not always sync with the era of their technology. Just
as lines from the Bible introduce Lasers, words from J. Paul Getty, masterfully
delivered by Shepherd, declare the advent of Mining: “The meek shall inherit the
Earth, but not its mineral rights” (Firaxis, 2010). The ahistorical jumbling of
quotations and era underlines the artificial periodization of the game itself, the
sense that history is not to be understood in its own context, but rather mined for
tidbits useful to the present day. This is true to Meier’s edict that the game be,
above all, fun. Reading history, at its best, is a journey of moral discovery.
Playing Civilization is intended to be entertaining—though it can spur students
into engaging more thoughtfully with world history (Pagnotti & Russell, 2012).

The effect of mingling Sikh scripture with Ben Franklin’s aphorisms is to
promote a vision of the world as globalized, multicultural, and easily accessible.
Drawing, at least superficially, on many disparate traditions, the game’s
technology tree and its accompanying literary quotations give the sense that all of
human history is useful and understandable to current audiences, in turn
bolstering the view that world cultures are largely in consensus, disagreeing not
so much in how the world will move forward as who exactly will be dominating
the world—a concept not necessarily vindicated by the flow of real world history,
but certainly an attractive way to frame a video game whose developers simply
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want to create a product that is simultaneously as appealing and inoffensive to as
many people, across as many cultures—as possible.

We Live Only to Discover Beauty

Sid Meier’s Civilization V includes not just real-world technologies, but
also actual historical landmarks and historical people. As mentioned above, world
wonders are unique buildings that only one civilization can construct. Upon
finishing a world wonder, the player will get a William Morgan Shepherd-
narrated quote, much as with technologies. Similar to quotations accompanying
scientific advances, the world wonders span the globe and its history, with an
emphasis on the Western tradition. With the exception of Stonehenge, the Great
Wall, and Terracotta Army, all Ancient and Classical world wonders lie within
the greater Mediterranean and Middle Eastern spheres. The first New World
wonder, Machu Picchu, appears in the Medieval Era. The Renaissance has five
Asian wonders and only four European ones, while later eras are progressively
more dominated by the West: in the Modern, Atomic, and Information eras, only
one wonder, the Sydney Opera House, is not located in Europe or the Americas
(List of wonders in Civ5, n.d.).

The quotations that introduce each World Wonder underscore the game’s
willful disregard of context and globalist, consensus vision. The quotations
sometimes have a direct relation to the wonder itself. For example, Angkor Wat is
described by Portuguese friar Antonio da Magdalena’s “The temple is like no
other building in the world. It has towers and decoration and all the refinements
which the human genius can conceive of” (Firaxis, 2010). While perhaps not as
appropriate as wisdom from the Khmer culture that produced it, there is at least
some connection, as Magdalena was the first Western visitor to visit the temple.
Machu Picchu, too, is unveiled with words not from its builders or their
descendants, but the American who uncovered it. The developers do sometimes
take care to frame a wonder in the words of those who built it; the Great Wall is
announced with a very apt quote from Sun Tzu’s Art of War.

Other times, the link between wonder and words is not as direct. Irish poet
dramatist F. Frankfort Moore, not an ancient Babylonian, heralds the construction
of the Hanging Gardens with “I think that if ever a mortal heard the word of God
it would be in a garden at the cool of day” (Firaxis, 2010), which is topically on
point but a cultural discontinuity. Although the game draws on a wealth of
Chinese writing, the Forbidden Palace is introduced by 19" century Englishman
John Lubbock, speaking not of the wonder itself, at least not directly: “Most of us
can, as we choose, make of the world either a palace or a prison” (Firaxis, 2010).
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Yet one should not jump to accuse Civilization V’s developers of rampant
Eurocentric cultural appropriation, since this cross-cultural literary borrowing
does not flow entirely in that direction. A quote from the Lebanese-American
poet Khalil Gibran announces the construction of Paris’s Eiffel Tower, with
words only indirectly evocative of that structure: “We only live to discover
beauty. All else is a form of waiting” (Firaxis, 2010). And the Kremlin, that
stalwart Russian fortress, is not introduced by anyone of the many famous
Russian writers who have written about war and peace, crime and punishment,
but by the Prophet Muhammed: “The Law is a fortress on a hill that armies
cannot take or floods wash away” (Firaxis, 2010), a daring choice, considering
the current Russian administration’s struggles with Islamist separatists.

The world wonders of Civilization V, then, also present a global consensus
free of any real cultural disagreements, in which the Prophet Muhammed has just
as much right to comment on the Kremlin as an American explorer does Machu
Picchu or the classic writer Horace to frame the Brandenburg Gate. This is a
world with no real borders—the epitome of the global village that Marshall
McLuhan forecast “electronic interdependence” bringing into creation. It may not
be an accident that developers chose this quotation to introduce the late-game
world wonder of Globalization, since it perfectly captures the world-spanning
marketplace that the game itself was developed for.

The inclusion of real historical figures goes beyond the selection of leaders
for civilizations. Through various methods, players can generate Great People
who can perform many actions that benefit the player. They are: Great Scientists,
Great Prophets, Great Admirals, Great Merchants, Great Engineers, Great Artists,
Great Musicians, Great Writers, Great Generals, Khans, and Merchants of
Venice. With the exception of Great Prophets, each of these figures are named for
real historical personalities. Great Prophets may have been anonymized because
of the inherent controversy in the topic of religion, and the potential for
historically inaccurate or even blasphemous uses of Great Prophets—using
Martin Luther to spread Catholicism, for example. Each category of Great Person
has dozens of names, drawn from cultures around the world, in the same
ahistorical, context-free approach as the quotations. Thus, a player controlling the
civilization of the Songhai might spawn Great General William the Conqueror,
Great Artist Qiu Ying, Great Admiral Chester Nimitz, Great Writer Harriet
Beecher Stowe, Great Musician Erik Satie, Great Merchant Jakob Fugger, Great
Engineer Orville Wright, and Great Scientist Marie Curie (List of historical
figures, n.d.).

For the most part, Great People are merely names—the in-game
representation of Pompey does not look any different from that of Khaled ibn al-
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Walid. Still, the culturally and historically eclectic mix of personalities adds to
the feeling that Civilization V is drawing from a well that includes all human
history, regardless of political boundaries, yet another element that supports the
game’s globalist underpinning, and the sense that all cultures merely contribute to
a common human enterprise. It is possible, for example, for the same player to
have both George Patton and Erwin Rommel among their units, fighting on the
same side, or for Hernan Cortez to lead forces for the Aztec Empire.

Great Writers, Artists, and Musicians can create Great Works, which
bolster a player’s tourism. Upon generating the Great Work, the player sees (or
hears) a piece from a real creation of the Great Artist: Edgar Allen Poe creates
“The Raven,” an excerpt from which is displayed, while Claude Monet displays
“Water Lilies” and Duke Ellington plays a selection from “Caravan.” As with the
other game elements, while there is a strong bias towards Western sources, the
developers have made a sincere effort to include representatives of as many
cultures as possible, speaking to their desire to make a game that was as broadly
marketable as possible, but also reinforcing the notion of a borderless, constantly
progressing, world.

Reason for Being

Sid Meier’s Civilization V is very entertaining. From the first Civilization,
Sid Meier’s games were notorious for their addictive qualities—players reach a
milestone, be it producing a wonder or conquering a city, but then promise
themselves they’ll play “just one more turn” before closing the game, then
spending hours chasing successive milestones. As Reddit commenter
JoshThomas982 said, “I've come to 11pm and thought ‘just a couple more turns
and I'll get to bed’, then looked at the clock again and seen it’s 2:30am”
(JoshThomas982, 2016). That Reddit user is the rule, rather than the exception, as
the game was purposefully (and quite skillfully) deigned to be as engaging (or, to
ascribe malicious intent, addicting) as possible, with the result that players
starting by at 8pm and suddenly realizing it was 4am are commonplace (Schreier,
2013).

Meier’s goal in designing the original Civilization and the design
philosophy that is the base for the series’ subsequent entries was not to provide a
realistic portrayal of history or force the player to investigate their own morality,
but to let them have fun. “Games are just fun,” he said in a 2013 interview in
which he compared the time spent playing the game to “a way of using your
leisure time that might otherwise be spent watching television or whatever”
(Schreier, 2013). And yet, it draws from as deep a well of technological, political,
military, and cultural history as any “serious” documentary, with hundreds of
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historical elements that, though they are devoid of true context, are nonetheless
significant. On a surface level, at the very least, it can expose its players to the
superiority of the trebuchet over the catapult, the increase in growth occasioned
by the invention of fertilizer, or the melody of R. Carlos Nakai’s “Song for the
Morning Star.” As such, the game is a text whose reading reveals something
about its creators and its consumers.

And, in sum, the text of Civilization V tells us that, even though they
struggle to assert dominance, the myriad civilizations of the world are not so
different from each other. If they want to win, they will follow the same paths to
technological advance, earn and expend Great People from the same library of
shared global history, compete to build the same historical landmarks. Just as the
game can spark interest in history and “educate” through a non-didactic osmosis
of historical factoids, its globalist, teleological worldview cannot help but be
impressed upon the player. Although clearly “not intended to represent or depict
an actual record” or history (Firaxis, 2010), the game does suggest how the past
appears in a current “global village” created by advanced communications and
worldwide markets. Any morally problematic content has been purged. No real
conflicts divide this village—simply barriers to market entry, which can be
ameliorated by taking steps to “represent” the local culture, as the developers
admitted was a priority in adding civilizations to the game. Science does not rely
on chance or genius, merely the steady application of resources to achieve results.
It will never disrupt, and only advance a civilization, providing that you unlock
critical technologies before your rivals. If it is a race, at least it is a contest whose
finish line is agreed upon, which is not always the case in real history.

Civilization V is a text that reveals a world that, while its players dedicate
themselves to global domination, is on the surface free of true conflict or
controversy. That dominance can be achieved through several means, some
apparently peaceful, some not, but the end result is the same: winning the game.
Choosing whether to boost tourism or raze rival cities is not a moral choice, but
only a pragmatic one. Yes, the game was not intended to reflect past or current
geopolitics, but the implications are there: Civilization presents a triumph of free
trade-driven globalization and interdependence.

We should embrace insights gleaned from such analysis of video games,
since they have as much cultural valence as any artifact. As Ralph Waldo
Emerson tells the player when the Louvre has been built: “every genuine work of
art has as much reason for being as the earth and the sun” (Firaxis, 2010). This is
true, no less, of video games, particularly those as complex and engaging as Sid
Meier’s Civilization 5. Examining the game seriously as a text yields insights not
only about the intents of its creators and the tastes of its many players, but about
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the global culture that has produced it—insights that may, like the player’s
empires, “stand the test of time.”
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Dejvid DZ. Svarc
IZDRZATI ZUB VREMENA: TEKSTUALNO TUMACENJE
CIVILIZACIJE V SIDA MAJERA

Rezime: ZapaZanje da se video-igre mogu Koristiti kao istorijski
kontekstualizovani tekstovi nije novo.? , Citanje* igre kao teksta zahteva i od
igraca i od naucnika da tumace simbolicke sisteme koje igra koristi kako bi
razumeli $ta ona znagdi.® Za igraca, razumevanje igre je prvi korak ka njenom
savladavanju. Nau¢nik ¢&ita video-igru da bi ustanovio koja znanja igra
podrazumeva da igraéi veé poseduju, a koja im prenosi. Citanje igre na ovaj nac¢in
moze pruziti bolji uvid u kulturne i istorijske smernice na kojima su autori
zasnovali igru.

Uprkos obavestenju na pocetku igre prema kome ona ,,nije zamisljena kao
prikaz istinitih dogadaja“, u Civilizaciji V Sida Majera (2010) nalazimo istorijska
carstva i vode, tehnoloski napredak kroz istoriju i brojne citate stvarnih
knjizevnih 1 istorijskih li¢nosti. Stoga, kada se ova video-igra Cita kao tekst,
otkriva se $ta su njeni autori smatrali elementima istorije Covecanstva koji ¢e igri
dati autenti¢nost i obezbediti privlaénost. Ova igra zapravo predstavlja jedan
opsteprihvacen pogled na istoriju u kome su izuzetno raznolike tehnologije i
kulture pomeSane i spojene u jednu kohezivnu celinu, Sto predstavlja reakciju na
globalno trziste na koje se igra iznosi.

Kljuéne redi: igre kao tekst, video-igre, istorija, istorijska pismenost,
studije igara.

2 Angela Cox. “Teaching Games as Text: Introduction (Part I). Playthepast.org.
February 12, 2014. Accessed at: http://www.playthepast.org/?p=4438

3 Catherine Beavis. “Games as Text, Games as Action: Video Games in the
English Classroom.” Journal of Adolescent and Adult Literacy. v 57, n 6 (March
2014). Accessed at:
https://www.jstor.org/stable/pdf/24034340.pdf?refreqid=excelsior%3Ab6d1379b
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LITERATURE AND GAMES: THE ECOLOGY OF DYSTOPIA IND. P.
FITZSIMONS' THE EDEN PROJECT (2013) AND THE THEORY AND
PRACTICE OF CLIMATE GAMES

Abstract: My article discusses the use of literature and interactive games
in secondary-/ high-school classrooms and in teacher education programmes as a
means of highlighting the causes and effects of climate change. Literature has a
special power to engage the reader and his/her empathy, while games help us to
navigate the obstacles that make understanding climate change so difficult. The
goal of teaching climate change literature and playing climate games is to identify
leverage points to create real, long-term solutions to save our planet from
destruction. | focus on D. P. Fitzsimons' dystopian novel The Eden Project (2013)
and on two climate change games selected from Dennis Meadows, Linda Booth
Sweeney and Gillian Martin Meher’s The Climate Change Playbook. 22 Systems
Thinking Games for More Effective Communication about Climate Change
(2016). Novels and games complement one another: they are two different media
with a common potential to elucidate some of the most basic practical and ethical
issues facing us on our fast deteriorating planet.

Keywords: literature, games, empathy, climate change.
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When | hear, | forget.
When | see, | remember.
When I do, I understand.*

My article discusses the use of literature and interactive games in
secondary-/ high-school classrooms and in teacher education programmes as a
means of highlighting the causes and effects of climate change. Literature has a
special power to engage the reader and his/her empathy, while games help us to
navigate the obstacles that make understanding climate change so difficult. The
goal of teaching climate change literature and playing climate games is to identify
leverage points to create real, long-term solutions to save our planet from
destruction. | focus on D. P. Fitzsimons' dystopian novel The Eden Project (2013)
and on two climate change games selected from Dennis Meadows, Linda Booth
Sweeney and Gillian Martin Meher’s The Climate Change Playbook. 22 Systems
Thinking Games for More Effective Communication about Climate Change
(2016). Novels and games complement one another: they are two different media
with a common potential to elucidate some of the most basic practical and ethical
issues facing us on our fast deteriorating planet.

Literature

Literature and nature are intimately connected. As Hubert Zapf
demonstrates, “a cultural ecology of literature proposes a transdisciplinary
approach to literary texts, in which the interaction and mutual interdependence
between culture and nature is posited as a fundamental dimension of literary
production and creativity” (Zapf, 2017: 3). In Fitzsimons’ novel there is a clear
link between the story and nature. The novel has the potential to stimulate critical
self-reflection; it is also a source of creative cultural self-renewal as the narrator
explores how to survive on a planet that is no longer sustainable. The novel is an
excellent basis for discussion of what makes a planet sustainable and what our
priorities must be for survival in the long term.

Literature and games have different functions to perform when it comes to
understanding climate change. While novels provide an excellent basis for
classroom discussions, games help move the climate crisis from an abstract threat
to a clear and present reality that requires action. Games, as the authors of The
Climate Change Playbook state, facilitate the processes of communication and
teaching. They also help us perceive climate change dynamics and anticipate its

! Quoted in the preface to Meadows, D., Sweeney, B., and Mehers, G.H. 2016.
The Climate Change Playbook. 22 Systems Thinking Games for More Effective
Communication about Climate Change.
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consequences. Climate games and literature complement one another. Literature
is a form of seeing, addressing the second function in the epigraph of this article:
“When | see, | remember”. Games, on the other hand, address the third part of the
epigraph, namely “When 1 do, | understand”. Both approaches require active
involvement. Together, they provide a solid base for the third and most important
stage identified in the epigraph: “When I do, | understand” (my emphasis). The
two verbs are essential components of what Arran Stibbe calls “sustainability
literacy”.

Sustainable literacy “indicates the skills, attitudes, competencies,
dispositions and values that are necessary for surviving and thriving in the
declining conditions of the world in ways which slow down that decline as far as
possible” (Stibbe, 2009: 11). Gaining practical skills requires a form of learning
that goes beyond mere memorising and repeating facts. It requires “active
learning, a broad term used to refer to self-reflection, self-directed enquiry,
learning by doing, engagement with real life issues, and learning within
communities of practice” (Stibbe, 2009: 11; author’s italics).

Sustainability literacy skills enable us to read society critically and to
engage with social structures. As a result, we become empowered to engage with
these structures and thereby contribute to the re-writing of self and society along
more sustainable lines.

Sadly, however, the current educational goals that emphasise the
importance of commercial innovation, further industrialisation of society,
economic growth, international competitiveness and financial prosperity work
against ecological intelligence, i.e. understanding the impact of actions on the
ecosystems that support life. At the higher levels, we are in danger of producing
students who are “successful” in terms of finding good jobs but who, both
professionally and privately, become what David Orr describes as “vandals of the
earth” (Orr, 2004: 5). Our focus must change as we teach skills to reduce our
environmental footprint. Discussing climate literature and playing climate games
are, | suggest, essential components in our educational systems at both school and
university level.

As Paul Raskin argues, “[t]he shape of the global future rests with the
reflexivity of human consciousness — the capacity to think critically about why
we think what we do — and then to think and act differently” (Raskin, 2008: 469).
Thomas Shipley puts this a little differently but the message is basically the same:

The depth of your understanding will lead you to wisdom.

Wisdom is a step above being a subject matter expert.

It is knowing what to do with what you know.

Your wisdom is crucial to the solution because
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it will reveal the urgency of the situation and

point the direction toward a solution . . .

you will come to understand the consequences of inaction. (2017: 9)

Delivered without rhyme, Shipley’s poem emphasises the importance of
wisdom as the basis for action. Wisdom comes through reading and playing. By
reading novels like Fitzsimons’ The Eden Project, not only is our wisdom
enhanced but also our understanding. At the same time, our empathy is
stimulated. In Regarding the Pain of Others, for example, Susan Sontag explains:

To designate a hell is not, of course, to tell us anything about how to

extract people from that hell, how to moderate hell’s flames. Still, it seems

a good in itself to acknowledge, to have enlarged, one’s sense of how

much suffering caused by human wickedness there is in the wild we share

with others. (Sontag, 2003: 114)

Shared suffering is an important feature of empathy. It is also an important
starting point for discussion and understanding.

Literature, empathy and collaboration

Empathy is “[t]he capacity to see the world from other vantage points”
(Fischer, 2017: 433). As we discuss literature and play games, we must take into
consideration our fellow readers’/players’ standpoints, thoughts, arguments,
interpretations and decisions. All these qualities are essential for survival on our
ailing planet: indeed, without them, there is little hope. Empathy is an essential
feature of understanding our situation today and its consequences not only for
ourselves but also for our fellow human beings. Empathy can be promoted by
taking into consideration in our reading, teaching and playing the following seven
categories and their accompanying questions:

Holistic How does this relate to that? What is the larger context here?
Critical Why are things this way, in whose interests?

Appreciative What’s good, and what already works well here?

Inclusive Who/what is being heard, listened to and engaged?

Systemic What are or might be the consequences of this?

Creative What innovation might be required?

Ethical How should this relate to that? What is wise action? How can

we work towards the inclusive well-being of the whole system?
(adapted from Stibbe, 2009)

The goal of each of the above categories is unity of action based on

empathy for all living creatures, not only human beings. To achieve this, certain
pedagogical principles need to be applied. The most important have been
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identified by G. Gaard (Gaard, 2009: 321-344) and include: teaching about the
social and natural environment; teaching in the natural and social environment;
teaching through the natural and social environment; teaching the connections of
sustainability; and elucidating the need for action. These principles form the basis
of my discussion of D.P. Fitzsimons’ The Eden Project (2013).

The Eden Project

The Eden Project is inspired by Tim Smit’s famous educational project of
the same name.? Briefly, Fitzsimons’ novel tells the story of one hundred and
seventeen children who have been specially trained since birth for one mission: to
fly space ships from Earth, a dying planet, in search of a brand new planet.
Outside the dome in which the children live everything is ravished and the few
human beings still alive have become cannibals after having been infected by a
virus. The children in the dome are totally isolated from the outside world. Two
boys, Tuna and Adam, however, break the rules and make radio contact with a
group of humans outside the dome. This is the beginning of the end of life in the
dome.

While there are many sections and passages in Fitzsimons’ novel that lend
themselves to discussion, chapter ten is a particularly useful example, as | hope to
demonstrate. The chapter describes how two boys, Tuna and Adam, are
summoned to a briefing chamber, where they are forced to watch a film showing
the state of the world around them. The children know nothing about the world
outside the dome. The following paragraph gives an overview of the boys’
situation and is particularly suitable for classroom discussion:

The two healthy boys who had lived their whole lives in the most sterile,

sun-filled place on earth labored to breathe as they witnessed the horrific

images of the world outside. A city center filled with overturned vehicles,

scattered bones, disease, filth, emptiness. (Fitzsimons, 2013: 78)

The use of alliteration (sterile, sun-filled) enhances the contrast between
the world inside and the world outside the dome. What are the “horrific images”?
Why are the vehicles overturned? And why is the world apparently empty? The
chapter goes on to describe the windows of the surviving buildings, which are
“dead-eyed” (Fitzsimons, 2013: 79). Why are some of the infected people in
chains? The horror is intensified as two chained children are released so that they

2 For further information on this immensely successful educational project as well
as major tourist attraction, situated in Cornwall, South-West England, see
https://www.visitcornwall.com/things-to-do/attractions/south-coast/st-
austell/eden-project.
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can capture a “sick, mangy dog” (Fitzsimons, 2013: 79). It is obvious that the
dogs are to be eaten. Adams’ screams and his repetition of “Turn it off”
(Fitzsimons, 2013: 80) add additional horror to the situation.

In a classroom situation, pupils/students could be asked to describe what
images they have created in their minds as they read this passage (the assumption
is that the pupils/students have read no further than this passage). After having
read to the end of the chapter, when, without warning, the lights are switched on
in the debriefing room and the door opens for Adam and Tuna to leave, the
pupils/students can discuss such questions as “will the two children tell their
friends what they have seen?” “How will they cope with the guilt of knowing
what they have done by allowing the outside world to know that they exist?”
“What are the likely repercussions of their enormous mistake?” “Do you feel
sorry for Tuna and Adam, and if so, why?” “Why does Adam’s girlfriend suspect
that he is not just tired but something is going on?” And finally, “How will the
story proceed?”

Taking examples from the literary text is a fruitful way of not only
encouraging empathy but also paying attention to the words, layout and
punctuation of the text, all of which affect our understanding in different ways.
Close reading of a text combined with asking questions and taking part in
discussions enhances not only understanding but also empathy through shared
experience.

The penultimate chapter of the novel, chapter 25, contains useful passages
for class discussion and analysis. Doctor Quarna, one of the doctors who looks
after the children, realises that the only hope left for the children once the virus-
infected cannibals enter the dome is to launch the space ships despite the fact that
these are not ready. They are the children’s only chance. Quarna makes a short
speech, in which the power of rhetoric is used to full effect:

You are our children . . . You are the children of a lost world. You are the

children of destiny. You will carry the flame of the human soul into the

heavens and beyond. You have been given the greatest responsibility in the
history of the species. You will not fear. You will not look back. And you

are ready. (Fitzsimons, 2013: 217)

The pupils/students can be asked to discuss the rhetorical devices,
including the repetition of “you are” (indicating that the children are still alive),
“you will” (this is the children’s destiny), “you have” (a responsibility never
before entrusted to human beings) and “you will not” (making it clear what is
expected of them). The final sentence is crucial: “you are ready”: there must be
no doubt in the children’s minds that they are prepared and must now fulfil the
expectations of those who have so carefully tended them since birth. The short
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sentences enhance the urgency of the situation. Pupils/students can try to relate to
being in a similar situation: how would they respond? What is “the human soul?”,
and does the plural form of heaven mean that the successful children will manage
to reach more than one planet? This passage contains an important message for us
today as it demonstrates the importance of joint action and responsibility.

As the pupils/students complete their reading of the novel, and realise that
few of the children manage to escape, they may wonder a) what is meant by
“build a brand new past?” (Fitzsimons, 2013: 217) and b) what are the options
open to us today? Is there really, for example, another planet to which we can
escape? And if there is, is it like the Eden of the Bible? And finally, the children’s
situation prompts the all-important question, “how important is collaboration in
the survival process?”

Games, empathy and collaboration

As with literature, collaboration is an important principle in games.
However, because the two genres are different, they require different approaches.
The goal is ultimately the same, however, namely to produce ecologically literate
pupils/students who understand the value of collaboration (Orr, 2004).

Play in the early stages is essential for symbolic representation. It involves
children “in increasingly sophisticated processes of symbolic representation,
which are fundamental to language, literacy, numeracy, artistic expression, visual
media, and the many other ways in which humans represent meaning”
(Whitebread, 2017: 113). Play also helps develop intellectual and emotional self-
regulation. Playing in general, and game playing in particular, is often regarded as
trivial and even a waste of time. This, however, is to oversimplify both the nature
and function of play and games.

When playing (and designing) games, systems thinking is particularly
useful. It can also be applied to reading literature. Systems thinking requires the
ability to see the whole picture, to change perspectives, look for
interdependencies, consider how our beliefs and ideas create our futures, consider
cause and effect relationships, maintain paradox and controversy without seeking
a fast resolution, and to see oneself as part of rather than outside the system.®

Meadows et al. emphasise that successful climate games promote systems
thinking. Those presented by Meadows et al. are designed to be used “within an
interrelated and reinforcing design that covers theory, concepts, and models and

% Systems thinking is described in detail in Meadows et al. (2016: 8).
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includes a relevant and detailed debriefing of the participants’ experience”
(Meadows et al., 2016: 8).

The first game presented in Meadows et al. and discussed here is designed
to show the link between the accumulation of greenhouse gases and common
habits that damage the environment but about which we think very little. These
habits relate to consumption, methods of transportation, politics, energy use, to
name but a few. The game, “Arms Crossed”, is simple, takes only a few minutes
and requires no props. It can be used with just a few individuals or a whole class.
The participants are requested to fold their arms, twice. The object of the exercise
is to demonstrate that we almost invariably have the same wrist up both times.
We are unconscious of this habit. After the execution of the exercise,
pupils/students can consider together what societal habits contribute most to the
accumulation of greenhouse gases. They can also discuss if such habits can be
changed.

The second game selected from The Climate Change Playbook is the
“Biodiversity Game”, whose subtitle reveals the message of the game, namely
“you can’t change only one thing” (Meadows et al., 2016: 39-44). The game
addresses the increasing rate at which species are becoming extinct. It is designed
to demonstrate that when one species becomes extinct, it will affect other species
in ways that we cannot predict. To illustrate this, a master triangle, divided into
nine, smaller, equally sized triangles is used. This game can be played by a large
number of people at the same time, and it only requires paper and a pencil for
each participant.

The instructor places the triangle composed of nine triangles on a screen
for all to see. The audience is asked to identify how many triangles there are
altogether (the answer is thirteen). The audience is then asked to estimate how
many triangles will be left if just one of the small triangles is removed. The
audience will discover that it is impossible to remove just one of the smaller
triangles from the thirteen because their borders also go with them. The
participants also discover that three or five other triangles will also disappear
depending on which triangle is removed. Remaining is a figure with only seven or
nine triangles.

This exercise can be used to discuss the fact that different species are
connected to each other just like the triangles with which the audience has been
working. This poses a number of important questions: “What mechanisms are
likely to cause the extinction of certain species as a result of climate change?”,
“Which species are particularly threatened by such mechanisms?”, “How might
the elimination of one particular species threaten other species?” Finally, “What
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can we individually and collectively do to preserve species in danger of becoming
extinct during a period of rapid climate change?”

Both games discussed above rely on collaboration and are designed to
stimulate empathy, for our planet and for our fellow human beings. To return to
my epigraph, literature helps us to “see” and “remember” as we analyse and
discuss the text, its different characteristics and devices, and its overall message.
Games, on the other hand, have a special power to help us “understand” because
we understand best by doing. As established at the beginning of this article, both
novels and games have the potential to elucidate some of the most basic practical
and ethical issues arising from the fast deteriorating state of our planet. If we can
use literature and games to stimulate collaboration as well as to further
understanding of what is happening to our planet, we have not only demonstrated
the value of the media themselves but also, and far more importantly, the power
that lies in us to do something about our situation before it is too late. Everyone
must be involved: all ages, nationalities, and religious and political persuasions.
We are in this together. This is our reality, it is shared, and it is our challenge. We
can take our shared responsibility or we can leave it. While the message is not
comfortable, surely it is a consolation that literature and games can help us
understand that time is running out — fast? At the time of writing this text, there
are exactly 460 days left to change our fate. Will we read? Will we play? Will we
share?
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DZejn Ekstam
KNJIZEVNOST | IGRE: EKOLOGIJA DISTOPIJE U ROMANU
PROJEKAT EDEN (2013) D. P. FICSIMONSA | TEORIJA | PRAKSA
IGARA O KLIMATSKIM PROMENAMA

Rezime: Ovaj rad razmatra upotrebu knjizevnosti i interaktivnih igara u u
srednjim Skolama i na programima za obuku nastavnika s ciljem isticanja uzroka i
posledica klimatskih promena. Knjizevnost poseduje naroCitu mo¢ da angazuje
¢itaoca i podstakne empatiju, dok igre pomazu u savladavanju prepreka koje
otezavaju razumevanje klimatskih promena. Svrha upotrebe knjizevnosti koja
tematizuje klimatske promene u nastavi i igranja igara o klimatskim promenama
jeste prepoznavanje osnovnih mogucénosti za pronalazenje dugoro¢nih resenja za
spasavanje planete od uniStenja. U radu se usredsredujem na distopijski roman
Projekat Eden (2013) D. P. Ficsimonsa i dve igre iz knjige Denisa Medouza,
Linde But Svini i DZilijan Martin Mehers Knjiga igara o klimatskim promenama.
Dvadeset dve igre koje podsticu sistemsko razmisljanje u cilju efikasnije
komunikacije o klimatskim promenama (2016). Romani i igre medusobno se
dopunjuju: to su dva razlic¢ita medijuma sa zajednickim potencijalom da osvetle
najbazi¢nija prakti¢na i eticka pitanja s kojima se suoavamo na naSoj sve
ugrozenijoj planeti.

Kljuéne reéi: knjizevnost, igre, empatija, klimatske promene.
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LANGUAGE GAMES IN THE WORK OF RON SILLIMAN, MICHAEL
PALMER AND ROSMARIE WALDROP*

Abstract: At the beginning of this paper, | will contrast the notion of play in
poetry with the notion of constrained writing or proceduralism. In relation to this,
the usage of Ludwig Wittgenstein’s concept of language games in conceptualizing
experimental poetry is important. Then | focus my attention on the poetical position
of three experimental poets, Ron Silliman, Michael Palmer and Rosmarie Waldrop.
Silliman is one of the most important language poets, and | will discuss his concept
of the new sentence as an important tool in writing that destabilizes disciplinary and
genre distinctions between poetry and prose and poetry and theory/philosophy.
Palmer and Waldrop are poets close to language poetry formation, who deal with
the idea that poetry should invent the form and in the process deal with the different
social discourses of philosophy, politics, and everyday life. All of them are self-
conscious poets who insert their poetical statements into poetry and also write
extensively about their poetical positions. For all of them, Wittgenstein is an
important reference to work with, and their work is characterized by seriality as a
mode of poetry.

Keywords: experimental poetry, play, procedurality, serial writing.

! The paper is written as part of project no. 178029.
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The notion of play is important for the conceptualizing process of writing
and interpreting literary works. In 1968 Jacques Ehrmann stated that the
“[c]ulture, play, and game are all forms of communication” (Motte, 1995). We
can understand literature as a form of communication in which human beings
learn about the world and themselves. The notion of play is connected with
children and the process of acquisition of language, in which ‘nonsense’ has an
important role. Play is also connected to the irrational aspect of human beings and
is a dynamic category. The field of art is constructed as one in which artists show
irrationality as an important human characteristic repressed in rationalized
modern times (Puri¢, 2009: 19). On the other hand, playing with language is
important in literature and is considered a combinatory game. In experimental
poetry as well as prose, as Watten Motte points out, each text is considered “a
different ludic economy with its own rules and norms” (Motte, 1995). That is
why a literary artwork can be considered as a reality in and of itself: the text is
built according to a specific language game, constructed for the purpose of
generating a special kind of literary work. The fact is that many experimental
poets and prose writers from the 1960s onward entered the field of constrained
writing, a specific approach to proceduralism in which the author invents or
reinvents certain kind of formal rule which, as Jan Baetens states, “stimulate
inventiveness and innovation, instead of being an external ‘obstacle’ that hinder
or complicate free expression” (Baetens, 2012: 120). Marjorie Perloff points to
the difference between constraint or procedurality and “the concept of rule in
traditional metrics” (Perloff, 1991: 139). The procedural approach to poetry has a
generative function: the type of constraints determines the composition of the
work, and the distinction between poetry and prose is of no importance. Crucial is
that the writer does not work with already given forms of the text (Perloff, 1991.:
139). The important reference for this discussion is Joseph Conte’s typology of
American procedural poetry form, which he divides into two types: serial and
procedural. According to Conte, serial form “is determined by the discontinuous
and often aleatory manner in which one thing follows another”, while procedural
form “consists of predetermined and arbitrary constraints that are relied upon to
generate the context and direction of the poem during the composition” (Conte,
1991: 3).

At the center of my discussion in this paper will be the procedural poetry
in which the most important aspect is a self-consciousness and self-reflexive
representation of literary labor “within an era of American hegemony”
(Huntsperger, 2010: 3). David W. Huntsperger directed our attention to the
following: forms of procedural poetry should be understood within the broader
context of modes of production performed within the postindustrial American
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society. Literary production “occurs within the same dominant political and
ideological frameworks as every other form of labor” (Huntsperger, 2010: 3).

This short discussion was important to trace the specific practice of
American experimental language poetry formation, which I will discuss. In the
work of language poet Ron Silliman, as well as in that of Michael Palmer and
Rosmarie Waldrop, who are somewhat “co-travelers” as language poets, the
language is foregrounded. Their poetry belongs to the linguistic turn in literature,
which occurred from the late 1960s. The phrase used in the title of the paper,
language games, points to the importance of Ludwig Wittgenstein’s work.
According to Charles Bernstein, Wittgenstein is “a foundational thinker for the
turn to language” (Bernstein, 2012: 285). The poets that | will deal with
developed their work in relation to Wittgenstein. Wittgenstein impacted language
poets in two ways. First, with his “recognition of how the language we use shapes
how we perceive the thing of the world” (Bernstein, 2012: 285), and second with
his propositional style.

A crucial part of experimental poetry production is the writing of poetics.
An important aspect of innovative, experimental poetry is its self-reflexivity,
defined by Barrett Watten as the “developments of method leading to the
production of texts” (Watten, 1985: xi). Writing poetics, manifestos or theory
functions as the explanation and contextualization of the specific language game.
Wittgenstein insisted that “the meanings of the words are part of language” (cited
in Watten, 1985: 191), or, in other words, “language determines meaning on a
scale of its own” (Watten, 1985: 191). Watten stressed that “in actual usage
definition is not static; definition is an act of language within language” (Watten,
1985: 193). Accordingly, we could conceptualize poetry as a specific linguistic
system with its own rules, built upon the rules of ordinary language. The
linguistic turn in language poetry could be said to be questioning the rules of
poetry, and by doing this, blurring the disciplinary borders. 1 will focus on the
blurring of the difference between poetry and prose, and poetry and theory in
language-oriented experimental writing. And as in all experimental artistic
practice, here we see that the poet is a self-conscious artist whose theoretic and
poetic discussion are part of his/her poetry practice, or we could say theory
sometimes “collapses” into poetry (Cook, 2004). The question of genre turns out
to be important here. Genre, according to Michael Davidson “implies a way of
organizing knowledge” (Davidson, 1997: 67), and here we talk about ‘new’
genres, including non-narrative prose and procedurally derived forms. Davidson
points to the term ecriture by which French poststructuralists performed the
critique of genericity, stating that “[l]iterature ceases to be defined by its “signs of
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literatureness’ but rather by its intransitivity, its refusal of rhetorical and generic
markers” (Davidson, 1997: 67).

Common to the poets | will discuss is, as Steve McCaffery points out,
resistance to “the integrated, syllogistic momentum of the symbolic” (McCaffery,
2000: 125). McCaffery stressed another important aspect of their work, namely,
“the resistance restrains the philosophic (metaphysical) notion of an unmediated,
transparent, connection with ‘reality’ at the other side of language” (McCaffery,
2000: 125).

Because language poets have been the main theorizers of their work
(Duncan, 2016: 670), | will mostly use their theorizations as a main reference in
my interpretation.

Ron Silliman: the new sentence as literary device

Narration in writing promises that it will bring us immediately into the
world outside of language. Language poets question this rhetorical effect of
language usage (Puri¢, 2002: 85). Similar to poststructuralist theory, language
poets question the authority of the humanist subject and the authenticity of voice
in poetry. In this context the new sentence became an important tool, defined by
Ron Silliman as one of the main devices in language writing. The new sentence is
governed by parataxis whose function is to prevent the integrations of units in
one sentence as well as the integration of sentences in the paragraph. Because
sentences are treated non-hierarchically, “the syntax of each resolves up to the
level of the sentence” with “no specific referent focus” (Silliman, 1987: 89). The
new sentence is a prose writing technique which foregrounds the signifier “as a
locus of literary meaning”, rejecting, as Silliman states, “the tyranny of signified
[...] incorporating all the levels of language below the horizon of the sentence
and above” (Silliman, 1987: 93). As a prose writing technique, the new sentence
questions distinctions between poetry and prose.

Syntax points to intrasentential relations while narrative in a structural
sense points to the intersentential relations. Silliman works with the narrative, but
not the one conventionally related to fiction and the novel, i.e., not in the usual
sense of “causality, development, chronology, characters, setting” (Bernstein,
1986: 307). Silliman uses numerically based patterns that organize the sentence as
well as the paragraph: “each new paragraph in Ketjak has twice the number of
sentences as the previous paragraph and embeds all its words” (Bernstein, 1986:
309).

Instead of offering narration in Ketjak (1978), Silliman gives us moments
of perception, playing with words, and sentences reappearing again and again in
each paragraph slightly altered and/or expanded always in a new context
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(Duncan, 2016: 674). While language poets including Silliman, position
themselves against capitalist realism, the recent interpretation of Sianne Ngai
points to Silliman’s expansive project in which each new book is part of the
larger project called Ketjak. This means that she works with the seriality of
books. The first edition of The Age of Huts (1986) consists of three units, Sunset
Debris, The Chinese Notebook, and 2197. According to Ngai, Ketjak “functions
as an implicit critique of finance capital’s attempt to foreshorten the distance
between investment and the realization of the profit” (in Duncan, 2016: 684). On
the other hand Joel Duncan argues that a work like this “offers a unique
characterization of Post-Fordist experience” (Duncan, 2016: 685).

Silliman’s work The Chinese Notebook from his tetralogy The Age of Huts
is organized in 223 numbered paragraphs, a format based on Wittgenstein’s
Philosophical Investigation (Bernstein, 1986: 310). This work can be understood
as a work of poetics, in which Silliman discusses “what it means for a text to be a
poem” (Bernstein, 1986: 310) and why this text written in the form of a
fragmentary essay claims to be a poem. The Chinese Notebook destabilizes the
disciplinary boundary between poetry and theory/philosophy. We can understand
in the context of Bernstein’s claim that

what makes poetry poetry and philosophy philosophy is largely a tradition

of thinking and writing, a social matrix of publications, professional

associations, audiences; more, indeed, facts of history and social
convention than intrinsic necessities of the “medium” or “idea” of either

one. (Bernstein, 1986: 217)

This radically anti-essentialist stance towards disciplines and genres is
characteristic of language poets. In the same book, Silliman’s work 2197
consisted of 13 sections of 13 paragraphs or stanzas with 13 sentences in each.
Bernstein described it as “[e]ach sentence in each section appears to be a
modification of a similar sentence (or stanza) in each of other 12 sections”
(Bernstein, 1986: 311). Watten described Silliman’s two most characteristic early
book-length works, Ketjak and Tjanting (first printing 1981) in this way:

Materials from the world at large are taken in and integrated into the
ongoing construction; they are given an initial scale in the form of the sentence,
but otherwise their origins are diverse. Descriptive writing, journal prose,
overheard remarks, media hype, complicated puns, examples of language as
language, fragments of ideology are all possible areas in the work. Each isolated
sentence has a simultaneous value as both description and an example of
structure — and the argument of the work is the interanimation of this relation as
it develops. (Watten, 1985: 107)
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Silliman’s Tjanting is built upon the Fibonacci series. He begins with two
one-sentence paragraphs, and “constructs subsequent paragraphs in which the
total number of sentences equals the sum of the sentences in the preceding two
paragraphs” (Huntsperger, 2010: 105). As an example, this is the beginning of the
work:

Not this.
What then?
| started over & over. Not this.

Last week | wrote *““the muscles in my palm so sore from halving the rump
roast | cld barely grip the pen.” What then? This morning my lip is
blisterd.

Of about to within which. Again & again | began. The gray light of day fills
the yellow room in a way wch is somber. Not this. Hot grease had spilld on
the stove top. (Silliman, 1986: 11)

Silliman developed his procedural form in relation to the notion of the new
sentence as a unit of measure. Commenting on Silliman’s work BART (included
in the new final edition of The Age of Huts [complete], 2007), Watkin uses the
term site-specific poetics, because the poet decided to ride all day on the Bay
Area Rapid Transit system (BART) on September 6™, 1976, Labor Day, and “to
write a poem in real time” (Watkin, 2007: 513). Watkin points out that this was
“not a description of the experience of that day”, because parataxis disables any
narrative intent, “but the experience of description itself” (Watkin, 2007: 518),
i.e., the poet is dealing self-consciously with the process of writing.

Michael Palmer and counter-poetics

Michael Palmer defines his interest in counter-poetics as an interest in
complexity and resistance. Resistance embraces “resistance to meaning in the
simple sense [...], to pre-inscribed meaning” as well as “[r]esistance to the
political orders of culture as represented by conventional gestures of narrativity,
conventional gestures of emotion, and so on” (Palmer, 2008: 236). In other
words, the poems he is interested in are those whose function is not to “reinscribe
something already experienced, but is actually a mode of experience in and of
itself” (Palmer, 2008: 245). Palmer is playing with the notion of what it means to
create sense. When the reader’s reaction is confused because he/she comes to the
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conclusion that there is no sense in his poems, Palmer’s intention is fulfilled,
because he is not interested in making sense in a conventional way. He coined the
neologism abragrammatica, which is derived from the magical word
abracadabra. The word points to the “transformations on the normative grammar
of the language” (Bartlett, 1987: 137).

Palmer’s early work included seriality, which meant that an ongoing open
series of poems is interspersed with other poems not counted as part of the series
itself. In The Circular Gates (1974) and Notes for Echo Lake (1981), Palmer
sustains several such serial poems titled “Notes for Echo Lake”, “Symmetrical
Poems”, “Series” and “Second Series”. His practice in this form is related to
Robert Duncan’s “Passages” series. In his work with serial structure, Palmer puts
the serial in an ambivalent position: poems have their place within other poems in
the book and, at the same time, they function as a serial that questions the usual
order of the book, and consequently its coherence. A book could be
metaphorically understood as mega-syntax within which the serial functions as a
distinctive and separate syntax. Its position is double, it is part of the mega-syntax
— the wholeness of the book — and at the same time a separate syntax — the micro
syntax which can function independently and forms a wholeness within the
greater wholeness.

Language poets rejected and/or questioned the value of lyricism, but for
Palmer it is important. In order to define his position as a poet, Palmer used the
term analytic lyric (Palmer, 2008: 247). This “form of analytical (non-1-centered)
lyric” (Bernstein, 2012: 291) is often structured in the form of propositions.
Palmer works with the relations of “the first, second and third person, between
the | and the you and the it, or the thing itself, but also in the plural between the
they and the we, and all the things out there” (Palmer, 2008: 246). He is interested
in the arbitrariness of language outside the given language system, because this
leads toward questioning the lyrical voice and the idea of the poem as a self-
expression of the unitary and integral self (Palmer, 2008: 253). The propositional
texture of some of his works like Notes for Echo Lake points to the poet’s interest
in the work of Wittgenstein (Palmer, 2008: 253). In a conversation with Lee
Bartlett, Palmer stressed that in one moment he turned to philosophy looking for
textures that could be usefully applied in poetry. He discovers that “curious rigor
and beauty of Wittgenstein’s sensibility” (Bartlett, 1987: 137) which materializes
itself in a propositional texture. Conceptualizing the common points in
Wittgenstein’s and his own work, Palmer explained that he shares with
Wittgenstein an interest in investigating language, investigating consciousness
and inhabiting language at a deep level, but not as rigorously as Wittgenstein
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(Bartlett, 1987: 137). As an example | will quote the beginning of the poem
“Notes for Echo Lake 2:
He would assume a seeing into the word, whoever was there to look. Would
care to look. A coming and going in smoke.

A part and apart.

Voices through a wall. They are there because we hear them what do we
hear. The pitch rises toward the end to indicate a question.
(Palmer, 1981: 11)

Palmer thus was reacting “against the given textures of the poem” (Bartlett,
1987: 137). Like most experimental poets, in Notes for Echo Lake he works with
the “changes and shift in perception” (Lakoff, 1982: 72), questioning the usual
forms of constructing poetic meaning. But as always, experimental poetry points
to the fact that, according to Lakoff, “[IJanguage and other symbolic elements are
meaningful only in a context” (Lakoff, 1982: 73). This kind of work points to the
fact that poetry is in the Wittgensteinian sense a specific language game which
requires from us to know the rules. By questioning the very rules of conventional
poetry devices which become internalized and naturalized, we are forced to
become aware of the rules and the ways the work questions them, invents and
offers different un-naturalized rules of the very same game of poetry as an art
which is always artificial. Palmer attacks an “essentialist notion of meaning” and
points to the surface of language, which in this way operates as an “opaque
syntactic system”, destructing the automatized path to a “referential destination”
(McCaffery, 2000: 44). In this way, Palmer stresses the materiality of writing. His
work can be seen as formalist and formless at the same time. For him the
important thing is the “notions of formal agency, of coming-to-form” (Palmer,
2008: 71). The notion of Laws of Form derives from Robert Duncan. The form is
considered to be a constant revelation in the process of writing, “beyond
conscious intent or design” (Palmer, 2008: 73). In other words, the poet is not
dealing with already well-defined forms, but investigates the possibilities of new
forms (Palmer, 2008: 73). Palmer insists on entering “into a wilderness of
abstraction” (Palmer, 2008: 70), and values the “role of dynamic form beyond
initial questions of shape and structure as we find them in an encyclopedia of
poetics and academic disquisitions” (Palmer, 2008: 74). The notion of Laws of
Form implies the conceptualization of form as active agent, which means that
“[w]e cannot ‘know’ the Laws of Form except as they enact language across, but
not outside of, time” (Palmer, 2008: 79-80). For Palmer, Laws of Form points to
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the way the poem exists in the world, in other words, “its stance toward systems
of control, societal and aesthetic preconception and received ideas” (Palmer,
2008: 80). A poem is seeking “the unspeakable and unheard” against the given
and known (Palmer, 2008: 81).

Rosmarie Waldrop and the feminist avant-garde

Rosmarie Waldrop understands a poem as primarily an exploration of
language (Waldrop, 2005: 172). In exploring the language, the poet explores the
social, because language is shared social structure. She also stresses that the poem
should not work through its content, nor as a message, but through its form
(Waldrop, 2005: 172). The form should be unusual, it should break conventions
and rules, and question established traditions and laws (Waldrop, 2005: 177).
Here we see a similar position as in Silliman and Palmer.

Waldrop works with pre-existing texts as a basis for generating her own
texts. This means that she believes, as Lyn Keller stresses, “that language is not
something one possesses and makes one’s own in order to express oneself;
language is invariably an already used medium and is to be embraced as such,
with no pretense to originality or ownership” (Keller, 2010: 72). The formal
structures of a pre-given text function as a source text, whose verbal
arrangements provide a set of limiting constraints, which are, in the process of
writing a new text, played with and transformed. Waldrop is connected with
feminist concepts so that in most of her work she performs a dynamic revision of
the male writing tradition. The idea of the revision of male myths was introduced
into poetry by feminist lesbian poet Adrienne Rich. Male myths and narratives
should be retold from the female perspective which means that it’s important to
verbally articulate female experience in poetry that was censured in the male-
dominated poetic tradition (Puri¢, 2009: 138). In the book Lawn of Excluded
Middle (1993) Waldrop used three canonical male texts, written by Ludwig
Wittgenstein, Robert Musil and A. S. Eddington. The usage of pre-existing texts
points to “the palimpsest’s nature of language, and the multiple authorship of
texts” (Keller, 2010: 74). This kind of working, in the case of Waldrop, is
performed as “dynamic interactive intertextuality” (Keller, 2010: 74). Instead of
the term palimpsest, in her interpretation of Waldrop’s work, Keller uses Michael
Davidson’s term palimtext, emphasizing the materiality of writing as a trace of
inscribing and re-inscribing previous texts. Davidson’s term emphasizes “the
intertextual — and interdiscursive — quality of modern writing as well as its
materiality” (Davidson, 1997: 67). He explains that “palimtext is neither genre
nor object but a writing-in-process, as its name implies, the palimtext retains
vestiges of prior inscriptions out of which it emerges. Or, more accurately, it is
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the still-visible record of its responses to those earlier writings” (Davidson, 1997:
68).

Defining Waldrop’s poetry as “interventions in paragraph-based forms”
and “experiments in pronoun-initiated meditations” (Reilly, 2009: 115), Evelyn
Reilly connects her work with the quantitative formalism characteristic of
language poets. Most of her books are written as a serial poem arranged in
sections. Each section consists of a number of paragraphs, each has an
approximately similar number of sentences. Her writing of a sentence is close to
Silliman’s new sentence: sentences are articulated by defined rhythmical patterns,
suggesting an “atmosphere of digression, analysis, or riding the waves of
language” (Reilly, 2009: 115). In this “paragraph-based poetics” Waldrop creates
“larger formal structures by extensive use of repetition-with-variation” (Reilly,
2009: 117).

Waldrop was attracted to Ludwig Wittgenstein’s work, and Nikolai Duffy
explains the complexity of this attraction:

On a primary level this influence and connection is related to the way in

which the philosopher’s project in the Tractatus of relating the logical

form of “the world” to “the logic of language” resonates closely with

Waldrop’s work. Most particularly, though, Wittgenstein stands out for

Waldrop because his method so closely approximates Waldrop’s concerns

in her poetry. In other words, the logical method of the philosopher is

reflected in the poetics of the writer who questions, analyses, and

subsequently revises. (Duffy, 2013: 29)

In The Reproduction of Profiles Waldrop uses a Wittgensteinian
proposition, as she herself explains, in order “to subvert its closure and logic from
inside, by constantly sliding between frames of reference” (cited in Vickery,
2000: 109). Waldrop states:

I used Wittgenstein’s phrases in a free, unsystematic way, sometimes
quoting, sometimes letting them spark what they would, sometimes
submitting different nouns within a phrase (e.g., his famous anti-
metaphysical statement that “the deepest questions are no questions at all”
becomes “You could prove to me the deepest rivers are, in fact, no rivers
at all””). (Waldrop on the cover of The Reproduction of Profile)

Perloff explains that The Reproduction of Profiles is written in short prose
paragraphs, similar to those in Wittgenstein’s Investigations, and the structure of
part 1 is modeled on the Tractatus (Perloff, 1996: 206). Here is the beginning of
part I11 titled “Feverish Propositions™:
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You told me, if something is not used it is meaningless, and took my
temperature which | had thought to save for a more difficult day. In the mirror,
every night, the same face, a bit more threadbare, a dress worn too long. The
moon was out in the cold, along with the restless, dissatisfied wind that seemed to
change the location of sycamores. [...] (Waldrop, 1987: 23)

As already pointed out, The Reproduction of Profiles can be understood as
a feminist revision of Wittgenstein’s Philosophical Investigations. But, as
Kornelia Freitag states, in contrast to Wittgenstein and many other important
male thinkers, “Waldrop’s ‘I’ and her ‘picture of the world’ are relational,
sensuous, and chaotic in a way that cannot be fully rationalized” (Freitag, 2000:
286). On the other hand, Waldrop belongs to the women writers who occupied
“the previously almost exclusively male realm of avant-gardist, experimental
writing” (Freitag, 2000: 286). Her work belongs to feminist avant-garde poets
(the term by Elisabeth A. Frost, see Frost, 2003). Waldrop expressed a typical
attitude against conventional poetry, stating “I don’t want to write ‘about’ any
issue, not even feminist ones” (cited in Vickery, 2000: 109). Foregrounding the
textuality, the inauthenticity, and discursive character of her texts, Waldrop
questions ‘the authority of experience’ characteristic to traditional feminist
literature and literary theory (Freitag, 2000: 287).

Conclusion

I’ve discussed three American experimental poets, Ron Silliman, Michael
Palmer and Rosmarie Waldrop. Because an experimental approach to poetry
insists on the self-consciousness of poets, | extensively used the poets’ texts in
which they write about the concepts they are dealing with in their poetry. Because
experimental poetry does not work with traditionally established forms and does
not imply that the language is a transparent inert medium, concepts of generating
poetry developed in poetics, manifestos and the theories of poets have an equal
status as their poetry. Explaining the notion of constrained or procedural form,
which has a generative function in making poetry, | have discussed Ron
Silliman’s notion of the new sentence as an important technique of writing in
language poetry formation. This technique questions boundaries between poetry
and prose writing, as well as poetry and philosophy/theory. The proceduralism of
experimental writers points to the naturalized literary convention, and makes us
conscious that, in Ludwig Wittgenstein’s words, literature is a specific language
game, whose role we learn and internalize. That is why Ludwig Wittgenstein
attracted Silliman, Palmer and Waldrop. As Charles Bernstein points out,
Wittgenstein impacted the insight of the linguistic turn, which holds that the
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language we use shapes our perception and knowledge, and his propositional
style of writing was accommodated in their work. All these poets attack a
conventional articulation of meaning in poetry. Their poetry and poetics belong to
the critical turn in the humanities — by destabilizing conventions of making
meaning in language they believed they intervened into the fabrics of the societal.
In order to perform this, they use parataxis, procedurality, and seriality. In
Silliman’s work, seriality is performed on the level of working with books; in
Palmer and Waldrop it is performed on the level of a book. While Silliman, as
one of the most important language poets, destroys the lyrical as a distinctive
characteristic of poetry as a genre, Palmer and Waldrop integrate peculiar aspects
of lyricism into their work.
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Dubravka M. Durié¢
JEZICKE IGRE U DELIMA RONA SILIMANA, ROZMARI VOLDROP 1
MAJKLA PALMERA

Rezime: Na pocetku rada ¢u pojam igre re¢ima u teoriji knjizevnosti
kontrastirati konceptu jezickih igrara Ludviga Vitgenstajna u eksperimentalnoj
poeziji. Raspravlja¢u o ranom radu jezi¢kog pesnika Rona Silimana Ketjak
(1978) u kojem on koristi princip Fibonacijeve brojcane progresije kao
organizacioni princip svoje knjige. ReCenice se u njoj uvek ponovo pojavljuju ali
su njihovi elementi uvek rekonfigurisani. Bavi¢u se i njegovim delom Kineska
beleZnica (nastalo sredinom 70-ih) u kojoj je Koristio Vitgenstajnov model
propozicija da bi raspravljao o statusu poezije kao umetnosti. Bavicu se i
zbirkama Rozmari Voldrop Reprodukovanje profila (1987) i Nesklone gravitacije
(1999). Voldrop transformise Vitgenstajnov originalni tekst, koriste¢i ga na
neformalni na¢in, menjajuéi reci u originalnom frazama i dodajuci sopstvene reci
i fraze. U njenom radu se filozofski stavovi meSaju sa licnim oseanjima. Na
kraju ¢u raspravljati o ranoj zbirci Majkla Palmera pod naslovom Beleske za
jezero jeke (1981) u kojoj on koristi VitgenStajnov model pisanja propozicija.
Poput Silimana, i Palmer koristi serijalnost u komponovanju svog rada.
Zajedni¢ka odlika analiziranih zbirki pesama Silimana, Voldrop i Palmera je
uspostavljanje odnosa izmedu filozofije i poezije, kojim se njihove distinkcije
dovode u pitanje.

Kljuéne reci: cksperimentalna poezija, igra recima, propozcije, Ron
Siliman, Rozmari Voldrop, Majkl Palmer
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IMAGINING (THE) WORLD(S): THE GRAND PLAY CALLED
LITERATURE

Abstract: In the West, play as a crucial dimension of literature has
traditionally featured on the margins of professional literary criticism. This was
not the traditional position of non-Western criticism, partly for the reason that
non-Western literary critics were normally writers, too, and so better aware of
literature's inherent playfulness. The paper starts from some non-Western
considerations on literary creation as play, as well as from some playful literary
practices. The latter include anything from various forms of pun that recognize
language as an inexhaustible realm of witty creation, all the way to drawing on
the innermost potential of language for a continuous re-enactment of the universe.
Experiences are also offered from pre-Christian Western practices, closely
connected to the magical power of the word. The pivotal point of the paper
includes understanding and practising literature as a demiurgic activity prompted
by laws of its own, a disinterested, free, indeed ludic creation of worlds
unbound(ed) by the common urges and expectations of man as a being of
necessity. The final part samples the grotesque as a particularly impressive
phenomenon of bending the non-imaginative tastes, criteria and values to the
needs of a more profound layer of being human, prompted only by the
imaginative.

Keywords: play, literature, literary autonomy, creation, grotesque.
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The most obvious manifestation of play in literature is, of course, the pun,
in the most comprehensive sense of all kinds of linguistic games. The most
obvious means here not only the most evident, but also the most naive, as well as
— very close to that, and primarily — the one that presents itself as the most
straightforward opportunity of using the ludic possibilities offered by language as
such. Punning is simply unavoidable, so much so that we normally find it at all
stages of both individual human life — from childhood to old age — and collective
— from the so-called primitive civilizations to the most sophisticated, from earliest
records to postmodern times.

Ancient Egypt — an arguable beginning of the history of literature — has left
more than enough to make us understand that both its poetry and prose loved
playing with words, despite — or, as we shall see later, rather in line with — its
predominantly ritual character. This at least in part includes parallelisms and
various other kinds of repetition, alliteration and the like. | am aware we regularly
count these among figures of speech, i.e., among rhetorical devices, but we all
have to be equally aware that even today very many of their occurrences go
beyond any rhetorical or strictly aesthetic motivation, reaching into the primordial
world of language as deeply, intimately gratifying fun? We do it "merely” to
relish the most miraculous power we have been given: the power of language, of
its endless imaginative, creative uses, in a world so incredibly all of our own, so
blissfully unconnected with the world of necessity, that we do share with other
living and allegedly non-living beings. In ancient Greece the phenomena that
interest us here are not their sports, not even their equally competitive dramatic
contests, but, to use Roger Callois's happy phrase (Callois, 2001), agén,
competitive practices like skdlion, the drinking song sung to a lyre and created by
participants in a feast accepting from each other a myrtle branch and adding in the
process another line to the poem coming thus into being (Chisholm, 1911,
Tvrtkovi¢, 2000: 360). This verse capping was done by varying, punning, riddling
and modifying the previous contributions in various other ways (Werner, 2005).
Not to be forgotten is also the ambivalent language of the ancient oracles. Since
classical antiquity, that is, since the beginnings of Western civilization, down to
postmodernism, that is, up to our own age, the continuity of verbal ludism has
been unbroken. As I said, playing with language is unavoidable. We find it even
in the apologetic and polemical literature of Christian theologians (mind the
etymologies of the two words: verbal "defence" and "fight" are here conducted as
a game, much in the same way as, in the past, it could happen on the "real"
battleground). After all, why not playing here, too, in perfectly good
consciousness: the Bible itself (particularly the Old Testament) is anything but
deprived of puns (Frye, 1963: 81). Even more, the mediaeval man is responsive to
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the potential of the pun, of the calembour, for becoming a means of metaphysical
discovery. This cannot be disconnected from his love for the so-called popular
etymologies, coupling words on the ground of their obvious sound and other
formal similarities, for which, even in the hands of such a great authority in the
field as Saint Isidore of Sevilla, it is often very difficult to say to what degree
their authors are earnest, and to what degree they, too, just cannot resist the allure
of any opportunity to make possible in language what is impossible in the world.
To joyfully connect things at their verbal (ideal), if not at their phenomenal
(material) level.

To best use the little space at my disposal, let me now introduce some less
familiar practices, though coming from cultures that took the art of punning to
levels of refinement unknown to the West. Ancient India cultivated not only
poetic competitions of their own kinds, but also fostered technical exercises for
would-be poets. Here are just some of them: replacing words with synonyms
without violating the given metre, coining new words according to an
understandable pattern, finishing poems with ready-made beginnings, reshaping
others' poems by substituting certain lines, offering prompt answer-poems to
question-poems. Each of these exercises, along with those left out of the present
list, had its well-established position in the system, as well a technical name of its
own. A special mention, however, goes to slesa — pun, precisely. (Here | also
mention a telling critical difference: slesa attracted enormous attention from
Indian critics, whereas western classical antiquity, though making use of the pun,
never recognized it as a part of literary criticism. In the West, the concept was
developed only after the practice started significantly affecting its vernacular
poetries, in the fourteenth and fifteenth centuries (see Bagi¢, 2012: 155).) The
Sanskrit language being highly polysemic, slesa can be amplified into proportions
that an outsider finds simply overwhelming. Dhanamjaya's twelfth-century epic
Raghavapandaviya, for example, owes its title to the fact that it brings the story
of God-man Rama (Raghava in the title), but if from among the legitimate
meanings of the relevant words you choose others, you get the story of the heroic
Pandava clan (the second word in the title compound). However, this poet, too,
was outdone when another poet, Cidambara, capped his work by his own epic,
Raghavapandavayadaviya: the title was simply expanded because the advanced
work now also included the story of Krsna (Yadava in the title). And if you think
this is the farthest one can go, you stand corrected: to my knowledge, the record
is an epic with seven different readings (Krishnamachariar, 1937:; 189, 191-192)!
Another way to multiply possible readings is vilomakavya, bidirectional poetry,
where you are expected to read the syllables backwards, too. Or you can have a
single sloka, the standard 32-syllable verse, and create 32 different meanings by
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starting from each of the syllables making the verse, and ending at the syllable
preceding it (the sloka in question is arranged in the circular form of a bangle).
Since this verse can also be read backwards, you get a poem of 62 verses (I give
the number as found in the quoted source; the expected number would be 64), and
so coherent that this Kankanabandharamayana by Krsnamurti is understood to be
a digest of the great Ramayana epic. Highly impressive, but Charla Bhashyakara
Sastri managed to get a huge step further, by splitting the compounds and
interpreting each of Krsnamurti's verses in two ways, thus creating a poem of 128
verses (Krishnamachariar, 1937: 195)!*

In ancient China one poet would improvize four lines on the theme of
sickness. Another would then offer a four-line answer. A third and fourth poet
would subsequently do the same thing on the theme of old age, and so on, until all
four scenes have been covered that started the young prince Siddhartha on his
way to becoming the Buddha. The poets were additionally constrained by a pre-
given rhyme (Martin, 2004: 225). Once again, not only art, but religion, too, is
not seen as contrary to play. Dao de jing, the greatest classic of Chinese
spirituality, begins by playing on the multiple meanings of the key word, dao:
"The way that can be spoken of / Is not the constant way [...]" But this is
impoverishing the original vision, since dao means "way", but also "think™ and
"speak" (like the Greek l6gos). We should stick to the original: the dao that can
be daoed is not the real dao (Longxi, 1992: 27). Which, among other things,
actually means that the thought that can be thought, the speech that can be spoken
— is no true thought, no true speech at all. Playing language as spiritual revelation.
There also existed a school known as gingyan, "Pure Conversation", which was
conducted as a game that emphasized its own rules, not the content of the
argument. This was so much so that at a certain point the participants would
switch sides or take up roles (Li, 2004: 242—243). Sophistry is fine when it is
meant as aesthetics, not as politics. It is not that the pure conversationalists
despised content. They just encouraged the much harder realization that ideas are
not without their "expressive, affective, almost somatic dimensions", as well as
the fact that formal conventions (here present as the rules of the game) "can
define intention, articulation and perception™ (Li, 2004: 245).

In the Japanese Kokinshi, the first poetic anthology compiled on imperial
order (around 905), it is obvious that Ki no Tsurayuki, its central figure and father
of Japanese literary criticism, is not so much in love with the birds or flowers, as

! The number 128, which is exactly 64 doubled, corroborates my guess that the
earlier sum of 62 is wrong. | must also note that Krishnamachariar's transcription
of Sanskrit names is obviously inconsistent, but I here refrain from improving on
it because it is not always clear how to do it right.
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with the words expressing them. There is a whole volume (tenth) with poems
making verbal play on "the names of things" (mono no na; notice the acoustic
suggestiveness of the very technical term). The best-known form of Japanese
poetry, haiku, developed from the beginning of the renga, "linked verse", in
which each participant added another stanza to those already improvised. At
competitions known as yakazu haikai one was expected to compose as many
haikus as possible within a given time frame. A great many remained unwritten,
which is quite understandable if we are aware that the record we know of was 16
per minute! For the needs of the present article it is particularly apt to note that
this record was set by Saikaku, when in 1685 he produced 23.000 haikus as part
of a religious[!] service at Sumiyoshi Shrine in Osaka (Kato, 1997: 152). Even
after the elevation of the haiku in the early seventeenth century this form
preserved much of its lexical play. Finally, in the famous né theatre, many plays
abound with puns, which actually function as an especially subtle form of
suggestion.

Now, much of this strikes us as very modern. Postmodern, actually! We
tend to sympathize with the late classical and early mediaeval inventors of the so-
called Asian and African styles, not with their discreditors, like Saint Jerome,
attacking them for indulging into verbal witchcraft (qtd. in Eco, 2007: 111). We
especially sympathize with authors of the even later Hisperic Latin aesthetic,
introducing "barbaric" neologisms, long alliterative chains, the gigantic and
measureless so typical of Irish monks. We recognize in them the precursors of the
grotesque, so beloved in the Middle Ages, and among their best preserved relics
in our own times. Many of the verbal games practised in the past can be found
neatly labelled among the strategies of Oulipo, the leading postmodern group —
including members such as Raymond Quenau and Italo Calvino — elaborating on
ways of writing under different kinds of formal constraint.

However, there is one huge difference: the ancients never thought puns
were great literature in themselves. The Indian term for such literature was citra,
"bright, variegated, strange". And that's it. Citra does not mean great, excellent or
superb. In other words, the ancients knew better than the Oulipo group, whose
very distinguished member (Jean Lescure) even went so far as to claim that such,
ludic, constraint is in fact literature itself (qtd. in Buljubasi¢, 2018: 95)! This is
like a child or a primitive adoring the glittering wrappings of the gift, not the gift.
Literary idolatry. True literature is imaginative, not just witty use of words.
Oulipo's lipograms, texts that consistently avoid a certain letter, are technical
acrobatics, but when a prince from Dandin's Story of Ten Princes
(Dasakumaracarita), seventh- or eighth-century Sanskrit novel, makes no use of
bilabials, because his lover severely bit his lips in the heat of their sexual passion,

68



IMAGINING (THE) WORLD(S): THE GRAND PLAY CALLED LITERATURE

or when elsewhere the witch Strpanakha (alternately Simhika) remains without
all nasal sounds since her nose has been chopped off, the lipograms thus created
serve not some rules arbitrarily set to stimulate the writer's own resourcefulness,
but the logic of the fictional situation and thus become part of an imaginative
world coming into existence through an appropriately imaginative use of
language (Krishnamachariar, 1937: 374; Zarrilli, 2000: 127).

The time, energy, the care put into the development and elaboration of puns
are simply incredible. Too incredible, actually, for us to consider them as just
play. We must never forget that various forms of verbal ludism belong even to the
least civilized modes of human existence, such as the most primitive
communities, with their languages of magic, and children. It is much more wiser
and helpful to understand linguistic playfulness — which, yes, includes self-
imposed constraint such as the entire tradition of closed form poetry — as only
symptoms of a much more comprehensive, and sublime, need of the human being
to not just reflect and reproduce (the things out there), but also — and foremost —
to create and recreate (worlds from in here).

One of the most convincing things about non-western literary theorists of
old is that more often than not they were themselves writers. They knew what it
means to be driven in your writing by a force that you do not recognize as your
own. They understood that the imagination, manifesting through language,
creates a world of its own, for its own play. A playground, for an experience
spiritual. Not overlooked is the demiurgic character of the process. The ancient
Indians called both the Creator and mankind /ilamaya, "imbued with play (/ila)",
participants in joyful sport. The history of art is the history of this /ila. One of the
Sanskrit terms for the imagination is sakz, the same that is used for the primordial
cosmic energy, for the active, female half of the divine, but the standard term is
pratibha, "shining forth™, which is said to be present both in God and in the poet,
Its (rather than His) image incarnate. The difference is in the degree, not in
quality, and so when acting through man it is called kavipratibha, "the poet's
shine”, and when seen as inherent in the Godhead Itself it is known as
parapratibha, "the supreme shine". (Does not this remind us of Hegel's double-
edged Shein and scheinen, suggesting art as both radiance and appearance (see his
Aesthetics)? And is it not that what moves between the extremes of the presumed
truth of the first and the equally presumed falsity of the second — is the play of art,
precisely?) Mammata, the great eleventh-century Indian critic, even went so far
as to call the poet a creator freer than God! God is bound by God's own rules of
creation, while poets are free to create as they choose to (see Gonda, 1984: 334—
335). Now, this comes from a member of the most religious people in the world,
which should make us think twice and thrice before calling him blasphemous. If
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we still do so, we will simply commit the worst of all sins: being dead serious
(dead, indeed) and appreciating literature, and the world — literally. Which is the
very opposite of play. Neither is it true that a poet obeys no rules: the outer,
accidental rules of the poetic craft can be be observed by any poetaster; but the
language of poetic, inner, imagination can be heard only by a poet by vocation.
Which does mean calling. Being called to poetry. The true poet is more of a tool
than a creator, a plaything more than the master of the play. Mammata is here
being carried away by the forcefulness of his vision, which has no patience for a
language trailing behind it. Mammata is here overexcited with his discovery of
the free, autonomous world that is literature and the power of language
immediately overtakes him, with all its non-linear pranks, logical inconsistency,
and consistency of the imagination. Mammata, too, is here, too, to be read with a
grain or two of salt, just as anything in literature that is at all worth reading.

Which brings us to another point: literature is not about spelling any
apprehensible truth, but about suggesting the inapprehensible. This, too, is
intimately built into its playfulness. Never trust a literary text that you can retell
with no losses. It is not literature. Literature is precisely what is lost in the process
of retelling a plot, the plot's characters, the characters' actions, the motivations of
the actions... It is in this play of invisible losses and even less visible gains.
Saying things with tongue in cheek only, all the while the tongue seems to be at
its most frantic to say things with no leftovers. Literature, however, is the
leftovers. It is sticking the tongue at everybody who does not recognize its
hyperboles, its euphemisms, its metaphors, ironies and paradoxes that make it so
blissfully free of any preconceived expectations or obligations, so unpretentiously
true to its own universe — asymptotic, not parallel to the one we call real — that
we, the readers, ourselves playing amidst this playful creation, feel to be sucked
into an order of reality transcending our common one. An order that we should
not be afraid to call immortality.

I have just mentioned a number of figures. One occasionally reads they
originally overspilt from rhetoric into literature (which, I must add, is only a
local, western, occurrence anyway). This may be true in the sense that it was the
rhetoricians who coined their names and investigated their possible uses, but the
borrowing of the actual concepts could happen only the other way round (which
is what explains the universality of figures, but only sporadic appearances of
rhetoric as we inherit it from classical Greece and Rome). Literature uses them
out of its own necessity to playfully refresh language, to restart it, bend it out of
its habitual, deadened, daily, communication-ridden usage, towards vibrant, self-
regenerating, imaginative, poetic usages that will suggest a way out of the former
even in what we call real life. Non-literatures use figures to smuggle their own
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points. Literary figures are not modifications of rhetorical ones; it is rather that
rhetorical figures are as many forms of abusive forgeries of originally literary
figures. Let me illustrate the variations on the example of the grotesque, a figure —
because this is what it essentially is — with a striking imaginative potential and
one that, prior to the modern and postmodern regimentation of the world into
western standards, fared much better in non-western cultures than in the West.

In Christian culture — and | have the impression this is typically Orthodox
Christian — we come across metaphors that function as a kind of grotesque |
propose to call doctrinaire (or dogmatic). Early Christian authors, the apologists,
represent the wounds and blood of Christian martyrs as ornaments on their
bodies. In later Byzantine hagiographers, worms infesting a hermit's body in
decay are seen to be gems and costly jewellery, and the colour of pus becomes
gilt (see, e.g., buuxos, 2000: 50, 113). As a literary stylistic device, the grotesque
is here severely impaired. It is evidently forced, operative, manipulative, its
function being achieving a very specific pastoral, even propagandist, mission.

Further east, in India, the ancient Indian playwright Bhasa describes the
heroes fallen on the battlefield as if describing a lovely countryside (Broken
Thighs (Urubhangam), stanza 13): their faces are like lotuses that have stopped
shivering, their eyes are turned as if the field were swarming with bees. Kalidasa,
the greatest writer of classical India, himself compares the bearded heads severed
from the enemies' trunks and scattered on the ground with a hive brimming with
bees (The Line of Raghu (Raghuvamsa), 4.63). In the same epic (7.49) he
perceives a tortured battlefield as a playground on which Death himself enjoyed
its revelry: the cut off heads become fruit leftovers, the fallen helmets are seen as
drinking cups, while blood turns into streams of wine. The simile is also valid
contrarywise, with its terms changing places. Thus in the epic poem The Birth of
Kumara (Kumarasambhava) the same Kalidasa likens the western sky shot
through with the glowing remains of the day to a bloodstained battlefield (8.54).
We find a very similar image in a text as openly religious as the great epic
Bhagavatapurana. After Child Krishna has eliminated even the last of the
demons sent to kill this God made flesh, not even the sight of all their dead bodies
can diminish the idyll amidst which He walks, plays and grows, because we are
told that the sight is beautiful as a sky covered with clouds (10.15.38). In South
Indian, Tamil, literature, too, the same images are related to the times of peace
and their useful activities, especially agriculture. A warrior with his bowels
wrapped around his feet reminds the poet of a working elephant with bound feet.
Elephant heads are still rolling on the battleground, recalling ploughs (with the
tusks as handles, and the trunk as ploughshare). Dead horses with wounds all over
are lying in lovely pools of blood (Hart, 1999: 32). In these cases one cannot
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escape the feeling that such grotesque similes must be understood within the more
comprehensive framework of their culture and its religious outlook: this world is
an illusion, with both its idylls and atrocities, a magnificent divine play a wise
man has nothing to do with, clearly seeing through even apparent extreme
opposites as easily metamorphosing into one another. The inherent aesthetic
potential of such similes is here better preserved and we may call such grotesque
metaphysical.

Finally, let us consider an example of the grotesque released from serving
any external agenda. | find it in the Migrations (Seobe), the best-known novel of
the great Serbian writer Milo$ Crnjanski. Early in the novel a soldier is punished
for rape by walking between two rows of soldiers flogging him. The soldier,
maddened by the pain, runs and screams, staggers and twists. The dignitary,
watching the bloody punishment from afar, has the impression he sees "a big
flower, now crimson, wavering in the wind" (kao neki veliki cvet, sad rujan, Sto
se povija na vetru) (Crnjanski, 1987: 42). Yes, the simile is morbid. But try to
appreciate its pathos! Its appropriateness. The superiors have no idea what it
means to be a simple soldier, a common man. They are incapable of seeing their
blood and wounds as signs of suffering, but can only reduce them to an
alleviating, charming association they are familiar with. How disturbingly and
unforgettably the chasm between the ruling and the ruled, between imitation of
life and life itself, has been expressed through this morbid simile, instead of
hitting a roundabout course that might have taken up lines upon lines and
sentences upon sentences. Only this kind of grotesque can we call properly
aesthetic. It is motivated from inside, by the poetics of the work itself, and
performs its function wholly within the work's parameters.

"[1In a written discourse, whatever be the subject, there must of necessity
be much that is sportive.” Unbelievable as it may sound, this is Plato (Phaedrus
277e). Had he always been true to these words, expressing the poetic calling he so
evidently was born for, he would have gone on uncovering utopias of the
imagination, instead of indulging in his fits of sour temper and attempting to build
a utopia of stone and imaginary people, whipping poets out of it, but at the end of
the story barely managing to save his own head. Much harm has been done to
literature — and, accordingly, to man as such — by not allowing it to be what it
only must be: free play of the god-like imagination expressing itself through its
inherent, most intimate organ, that is language. Instead, it has been repeatedly
yoked into imitating any of the already created worlds, into standing up for any
imaginable agenda, into glorifications and defamations, preaching and provoking.
One of the greatest dramatists of all times, Chikamatsu Monzaemon, from the
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seventeenth- and eighteenth-century Japan, left us possibly the greatest definition
of art: "Art is something that lies in the slender margin between the real and the
unreal” (gtd. in Pronko, 1967: 193). And that's it. It is not what we call the real, it
is not what we mean by the unreal, it is just itself. Something like play, when
pervaded by the transforming power of the imagination. Something like playing
between, and among, worlds (and this is metalepsis, a figure so comprehensive,
so illustrative of art as a whole, that it could function as another of its possible
definitions). Indeed, it would have been great to include here the drama as well,
this miraculous world of different kinds of reality appearing, merging, and
separating, time and again. One and the same word — English play, Slavic igra
(and there are many more examples in other languages) — covers both our games
and what happens in our theatres.

Finally, great literature is not only about exhausting the linguistic potentials
for play, but also — and foremost — about recognizing the limits of language and
accordingly going beyond it: dumbly pointing to the blissful everything — or the
supreme nothing, as you prefer to see it (and I strongly advise both) — that
remains after all has been said and done. It is not only about saying, but also
about not saying — and enjoying the silence at least as much as one has all along
enjoyed the words!

In India both creation, the world(s) created, art, and the liberation from
them all (/Zlamoksa) have been consistently and persistently conceived as play,
which is the only vision that saves God from God's apparently gratuitous need to
act. True creation has no motives outside itself. And literature can be nothing less
than this play, nothing less than this vision.
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Igor T. Grbi¢
UOBRAZAVANJE SVIJETA/SVIJETOVA: VELEBNA IGRA PO IMENU
KNJIZEVNOST

SaZetak: Igra kao jedna od klju¢nih dimenzija knjizevnosti na Zapadu
tradicionalno figurira na marginama profesionalne teorije knjizevnosti te je
znatnije zainteresirala filozofe, kulturologe i same knjizevnike. To nije
tradicionalna pozicija nezapadne teorije, dijelom i zato Sto su nezapadni knjiZevni
teoretiCari obi¢no i sami bili knjizevnici pa otud i svjesniji razigranosti kao
sastavnog dijela knjizevnosti. Clanak zapoéinje kako nekim od nezapadnih
razmatranja knjizevnog stvaranja kao igre, mjestimice poduprtih razumijevanjem
svega stvorenoga kao BoZje igre, tako i stanovitim knjizevnim praksama koje se
dadu podvesti pod igru. Potonje obuhvacdaju Sirok spektar od razlicitih igara
rije¢ima, koje jezik prepoznaju kao neiscrpno podrudje dosjetljivog stvaralastva,
pa sve do utjecanja najskrovitijem potencijalu jezika radi uvijek novog
uprizorenja univerzuma. Ukljucena su i iskustva pretkrS¢anskih zapadnih praksi,
usko povezanih s magijskom mo¢i rije¢i. Zaglavni moment Clanka bavi se
razumijevanjem i prakticiranjem knjizevnosti kao demijurSke djelatnosti koju
pokre¢u vlastite joj zakonitosti (§to je doslovno znadenje autonomije), kao
bezinteresnog, slobodnog, doista ludi¢kog stvaranja svjetova neograni¢enih i
nesputanih uobic¢ajenim porivima i o¢ekivanjima ¢ovjeka kao bi¢a nuzde. Zavrsni
dio donosi primjere groteske kao osobito dojmljivog fenomena silovitog
potcinjavanja neimaginativnih ukusa, kriterija i vrijednosti potrebama jednog
dubljeg sloja Covjekovanja, gonjenog jedino imaginativnim. Pruzaju se tri
primjera groteskne obrade istog motiva, iz tri razli¢ita vremena i prostora, Stovise
tri razli¢ite kulture, s osobitim naglaskom na razli¢itim funkcijama koje se time
postiZu.

Kljuéne rijeéi: igra, knjizevnost, knjizevna autonomija, stvaranje,
groteska.
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HUT'PA PEYUMMA U PEKPEATUBHE ®YHKIINJE JE3UKA
(HA TPABU U3 NOETCKUX TEKCTOBA)

Ancrpakt: O ‘urpu peun’ BiIajajy y HaylM OllpeyHa MHUILbEHA, U LITO Ce
THYe TIPUPOJIE, a ¥ IMUPUHE yIoTpede jeINHIIIa KOje ce MO/ OBaj I0jaM ITOIBOJIC.
Ha jenmHoj cTpanu ce ‘urpom pedn’ cMaTpa ynotpeda jesnka y XyMOPHCTHUKHM,
WIM 4YaK YONIUTE Yy E€CTEeTCKH PEJIEBAaHTHOM TEKCTy, NaKjie y YMETHHYKO] U
cnryHOj (YHKIHjU; a Ha JIPYroj ce OBa I0jaBa y3uMa jeIUHO Kao OCOOSHOCT
TJIACOBHHUX CKIJIONIOBA KOJI KOJUX j€ TMPEeIMETHH CaapXkaj MOTHCHYT y IHO3aANHY
WJIM CacBUM MIIYE3a0 (JIe4ja Urpa je3MKOM Y K0jOj CMHCa0o He Mrpa HUKAaKBY WU
BPJIO MaJly YJIOTY HJIH CII.). Y OBOM pajly ayTOpu HacToje — Ha cacBUM ozapelenom
KOopnycy — JeHHHCaTH 3alpaBO IIMPY I0jaBy pEKpeaTUBHUX (GYHKIHja, U
EBEHTYaJIHO YJIOTy ycKO cxBalieHe ‘Wrpe peud’ y HMIPH je3UYKOM MarepujoM
yommre. [lomepame cMmucia cxBaTa ce OBIE Takohe IIMPOKO: KaO TPOIMYKU
MOTHBHCaHa MoIU(UKanyja u3pasa, ajld U Kao paKbemhe U3pasa, 1 JOMUHALH]a
rJIacoBHE (PMTYpaTUBHOCTH HaJl CBAKOJHEBHUM H3PA30M.

KibyuHe peun: pekpeaTHBHOCT, UTPa pedH, XyMOp, TPOTIHKa, MeTa(hOpHKa.
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YBoaHe HamloMeHe

XpBarcku repmanucta 3neako Ilkpe6 (1949: 77. u n.) y cB0joj MIMPOKO
3aCHOBAHO] CTYAHjU O ‘UTPH peurMa’ OIPTA0 je UCTOPHjY U YAYOHO Ce Y TEOpHjy
oBe mojase. [To meMy, ‘Urpa peun’ U reHeTCKH U YIIOTPEOHO JANeKo MpeBa3mia3u
¢urype u Tpore, a Takohe ce He ykiana HU y OWIO KOjU (CTHIIMCTHYKH) CHCTEM
‘m3paxajHux odsmka’. Hamasmm ce m3mely @. ne Cocupa U BHeroBor cxarama
0 JIOMMHAIIUjY UHTEJIEKTYAJTHOT Y je3UKY HaJl OCTAINM JyXOBHHUM BPEIHOCTHUMA,
Ha jenuoj crpamm,’ u LI Bajuja (1909) o manpehenoctn adexruBHe cTpame
je3uKa HaJl MHTEJEeKTyaJHOM Yy CTHIIUCTUIIM, Ha Apyroj, — Ikped (1949: 176—
177), naumMe, TBpJH Jia je yOmIiTe y je3uKy (y CBUM HETOBUM (YHKIIMjaMa, YaK U
IIOETCKOj) MHTENEKTyaJHa CTpaHa OCHOBHA, ald M a(eKTHBHOCT HAJIa3H CBOT
u3pasza, U TO YIPaBO y ‘UTPpH peunma’, Y KOjoj MHTENEKTyalHH caipxkaj OmBa
WUCTHCHYT W3 je3WUYKOT M3pa3a, W OH MocTaje ‘OecCMHCIeH’, Tako Aa moMohy
IJIACOBHOT KOMILIEKCA OJ1 KOjera je ca3laH Jellyje caMo Kao ynyhuBad Ha ClIMYHE
(hoHMjCcKe T0jaBe BaH CBOT cacTaBa:

[...] igra je rijeCima stilsko sredstvo, koje na Stetu osnovnoj zadac¢i jezika,

t. j. spoznaji stvarnosti i saopéavanju te spoznaje, kida prirodnu vezu

izmedu glasovnog skeleta rije¢i. t. j. zvuka — te smisla ili znagenja rijeci, t.

j. dijela stvarnosti, tako da onda glasovni kompleks sam, bez obzira na

stvarnost i bez veze s njom, asocira sebi sli¢ne ili jednake glasovne

komplekse [...].

kpe6 je ymosznat ca buneposum (1978: 43) ydyemem o0 Tpojakum
¢yHkumjaMa w Tpojakoj mpupomd jesmuknx s3HakoBa (Illkpe6, 1949: 112):
»3HAKOBU Cy je3WKa cumbOon1 Ha OCHOBY CBOje IMOBE3aHOCTH C TpPEAMETHMAa M
CTBapuMa, CUMAMOM Ha OCHOBY CBOje 3aBHCHOCTH O] OJallibada, Yujy
YHYTPalIkhOCT U3paXkaBajy, ¥ CucHai Ha OCHOBY CBOTa ‘amena’ Ha CIyIIaola,
YHjUM BIIQ/IaeM YIPaBibajy". AJIM 3acTyla CXBaTame 110 KOjeM Y ‘UTpH peunma’
cBe Te (yHKIHje OMBajy HEyTpalucaHe, U Ha MOBPIIUHY W3pa3a CTyNa HEIITO
caceuMm HoBO (ILIkpe6, 1949: 126-127):

U igri rije¢ima Covjek se svega toga odrie: kao da oc¢ajava i 0 spoznaji

stvarnosti i o napretku, kao da nema viSe veze s kolektivnim radom

drustvene zajednice, pa u rijeima svoga maternjeg jezika ne vidi riznicu

spoznaje, koja je stolje¢ima i tisu¢ljec¢ima skupljana i izgradivana, nego —

slucajne glasovne komplekse.

W jom wemTo: adeKTHBHOCT Tako ycal)eHa y je3sWYKd 3HaK HHUje HHU IO
MOPEKITy HUTH 10 CBPCH YCMEpeHa Ha eMoldje Y 1ernHH, Beh je u3pa3 ‘HemohHe

! Jesux je ,,camo mucTpymMent Mucan — mucin e Cocup (1969: 17).
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nmoOyHe’, makie (pyCTpamoHMX KOMIDIEKCAa Y peakIUji Ha He3aZO0BOJHCTBO

COIMjaTHAM TIpHiIMKama i okommuoM yormre (Ikpe6, 1949: 177):
Tim se stvara podru¢je neovisno od stvarnosti, u koje se utjecu
predstavnici pojedinih drustvenih slojeva iz nemile stvarnosti, protiv koje
se bune, ali nemaju snage ili ljudske smjelosti, da zadru u stvarnost, pa se
izivljavaju u tim glasovnim kompleksima. Kult je igre rije¢ima obi¢no
povezan uz pojedinu epohu, u kojoj pojedini drustveni sloj trpi od
stvarnosti, ali nema snage ni volje, da je licnim zahvatom ili radom
promijeni. Cim stvarnost prestaje biti neprijateljskom, prestaju i uvjeti za
razvitak igre rije¢ima.

OBako MPEyCKO MOMMAamke ‘UTPe pedyuMa’ HE OATOBApa OIIITEM 3HAUYCHY
TepPMHHA, HUTH TPaBOj MPUPOAN WIpe Kao IojaBe, W Kao MmojaBe y jesuky. He
Tpeba mhu maneko 3a morBpaoM oBora craBa. ¥ PKT (1992: s. v.) Hop. o urpu
TTUIIIE /1 j€ TO:

Svaka delatnost koja se obavlja radi nje same, radi prijatnosti koja je s

njom povezana. I[gra] bioloski znai pripremu za ozbiljnu Zivotnu

djelatnost ili je izraz preobilja Zivotne snage i vezana je za nagon (nagon

zai.) [...] Kao delatnost fantazije i. ima duhovni karakter, pa se umetnost i

s njom povezana estetska prijatnost moze shvatiti kao ‘igracka’ aktivnost.

Urpa je, mpema ToMe, JbyJCKa aKTHBHOCT IIpe CBera pPEKpPeaTHBHOT
KapakTepa, THYe ¢ U OHOJIOIIKMX U JyXOBHHX MOTEHIIMjA; HEIIOCPEIHA CBPXa jOj
je m3asuBame (Hajuemhe) MpHjaTHUX eMOIMja KO TMOKpeTada W ‘rocMarpada’,
OIH. yommTe KOoX peuunujeHata. ‘Urpy peunmMa’ HHje TOTPEOHO CTPHUKTHO
JYYUTH O] OCTAJHMX OOJIMKA WIpe HUTH jOj IPUIIICHBATH CIICIHjaHH (IIOTOTOBY
HE HeTraTWBHH) KOMYHHUKAIlHjCKH yIHHAK.

H. Bykoeuh (1996: 125, 127-128), roBopehn o TMeCHHYKO] pedH, Taj
TEepMHUH n3Mely ocrajor moMume WHIUPEKTHO, U Ne(HUHUILIE ra Kao ,,CIOHTaHY
urpy nyxa [...], Heob6aBesyjyhy urpy pujeunma, 3Byniuma u CMHUCIIOM, UTPY Y KOjOj
Ce jaBJba 33JI0BOJHCTBO M JHEIOTA".

3aro cy Te mjecMe MO MpaBWIly KpaTke, OOMYHO CacTaBJbeHE Camo O]l
HEKOJIMKO cThxoBa. Jlaka W wWrpuBa, Ta Ioe3Wja IOHEKAaJ OCTaBJba YTHCAK
CaMOHHMKJIOCTH. Y3MHMO Kao npumjep kpatky mjecmy [[1. Pagosuha] Tapam:

Tapawm, 6apam-beya.
HlIma je mapam?
Tapam je mapam,
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bapam je 6apam,
beya je beya.
Taxo ce sapajy mana deya.

Ca konuko, camo, nakohe, putMa Tede oBa mjecHHYKa 3aronetka! Kao na je
MOHWKJIA TPAaKTHYHO HHU W3 4Yera: MoJIeTHa, IyXOBUTAa M MPO3HPHA KAao Heka
MOETCKA TIjCHA.

Huje HapaBHO y mnmrTamy camo 3aroHetrka, Beh W oxaroserka, u TO
yoOnn4ueHa y3 MOHABJbake 3BYYHHX PEUM IPBOI CTHXA JIMIICHUX 3HAYCHa, ajld
TaKoO CyTreCTHBHHX J]a OCTaBJbajy YTUCAK JAa Cy ITyHe HEKOT TajaHCTBEHOT CMHUCIIA,
KOjH je TPErno3HaT/bHB caMo 3a TIECHUKA U HeroBOT Major ynrtaona. Huje, npema
TOME, WIpa pedynMa OOHMCMHIIJbaBamkbe H3pa3za Ja OW ce IOCTHrao yTHUCAK
HaMEpHOT' IHUCTaHIUpama O HENPHXBAT/BUBE CTBAPHOCTH Ha KOjy ce OIHOCE,
Beh mpocto ‘mrpa’ U3 3aJ0BOJBCTBA C C KOjUM C€ M IECHUK M YUTaNAll y Y
yIyLiTajy, Ipe cBera M3HeHal)eHH CBEKHMHOM 3BYKOBHHX CKJIOIOBA, a YECTO U
3HAUYCHCKH je[[Ba IPETO3HAT/HUBUX MM CACBUM JIMILICHUX CII0jeBa PEYH.

M. Kogauesuh (1995: 106) cBpcraBa’ kamambyp y HCTH peil ca OCTATHM
3BYYHHM (UTypaMa ¥ U3jeIHaYaBa ra ca ‘“urpoM peynma’’

KanamOyp wnm wurpa pujeuuma Mo MpaBWIy ce JOBOOH Y Be3y C
MapaHOMa3ujoM, Y3 YBHUjEK IPUCYTHY OIACKy Jia T€ JBUje (GUrype HUCY MOTIIYHO
nogymapue [...] VY3umajyhu y o003up (GopManHH KpUTEpHj, TEIIKO je
pasrpaHUYUTH KalaMOyp HE caMoO OJf IapaHOMas3Wje Hero M O OCTaluX
xoMorpadujckux n xomodonujckux ¢urypa. [locebHO oHaj KamamOyp Koju ce
3aCHUBA Ha PEAYIUIMKALMjH GOHEMCKH U Tpad)eMCKH UCTE MU CIMYHE jeANHHLE,
jep kxanmaMmOyp He TpHIaaa IjeMHOM HEro caMo JHjelIOM XOMOTIpa(HjCKUM H
XOMO(OHUjCKIM (pUTypama.

OBHM Cy 3ampaBo JaTH €IEMEHTH 3a CTPYKTYPHY JeDUHULN]Y KanamOypa,

a THMe U ‘Urpe pujeunma’.’

Iperaen rpahe
Jenan ox apeasia IyXOBHOI' HCIIOJbaBabha YOBEKOBOI y KOjeM je Wrpa, u
n3Mel)y ocTanor Wrpa pedmMa, y CBOjOj IpaBOj JOMOBHHH jecte Xymop. O Tome

2 OBze Munom Kopauesuh 3ay3uma mumseme Hacynpot LIIkpeGy 1 ko mera
urTupanuM aytopuma (1949: 85-86) koju ‘urpy peunma’ cTpOro ABoje 01
KajgamOypa, jep OBaj IPyry CMaTpPajy ,,HAjHIDKUM 00JuKOM ocjehiaja 3a 3BydHOCT
roBopa‘, T¢ ,,BHUIl M UIpa PHUjedr He MOPajy HY>KHO CHH3UTH HUBO CTHJIA [...], aiu
WX BUCOKH CTHJI 070uja“.

3 CemanTiuko-(yHKIHOHATHY Ae(UHHII]y ayTop mpey3uma ox Lllkpe6a.
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Ucupopa Cexynuh (1955) — y3umajyhu urpy 3a OCHOBHILy XyMOPHOT H3pa3a —

pe3onyje Ha cnenehn HauwH (B. [loma, 19796: 17):
Humor je alhemija duhovitosti. Jedan dah viSe Sale ili igre sa vrednostima
i imenovanjima, i to viSe nije humor, nego je ve¢ repata ironija, potsmeh,
uocljivost, karikatura, zubat vic, uvreda. Jedan dah viSe u humoru, i to je
veé gré jecaja i krika. Ne moze ¢ovek nad humorom prasnuti u smeh, i ne
moze ni jauknuti ni riknuti. Humor se prima i ispraca — znali ste i sami,
zar ne? — samo uz tanak osmeh i uz tanak uzdah.

VY3umajyhu ‘urpy ca BpemHOCTHMA  Kao KJbYY 3a CIO3HAjy MPHPOJIE
xymopa, Mcumopa Cekynuh y pe3yiaTary MperosHaje MO3WTHBHY CYIITHHY HU
¢yakoujy Te ‘mrpe’ y memy. Jpxkehn ce ommTHxX cxBaTama, ayTOpKa HIIaK
MpeHarjamnasa aemmacupajyhy crpany urpe, a moTIelBYje 3a10BOJHCTBO ca KOjHUM
ce ctBapa u mpuMa xymopHa urpa. U Taprasma (PKT, 1992: s. v.), HacynpoT
‘IpHOT XyMopa’, Kao jeJHE OJ BPCTa, MCTHUE, YaK U NpPU3HAje JOMHHAHTHUM Yy
MpEXH JyXOBHUX BPEIHOCTH, U APYKUHje M0jaBHE MOT'YhHOCTH:

Jluyan u ocehajan 0 ogHOCY Ha AYXOBHUTOCT, KOja je BHIIE Oe3JIMYHa,

x[ymop] je y omHOCY Ha caTHpy W MPOHHjY M3Pa3HTO HE3IO0OHB, — CBUM

M3a30BUMa YIpKoc, aoOpoctuB u Onar. Mako youaBa HECKJIaJHOCTH

JKMBOTA, XyMOPHUCTa UX HE KAPUKUpPA U HE 3370BOJbaBa C€ HU OYpIIecKOM

HH TPOTECKOM, HEeroBa Mapojyja je JIMIeHa UHN3Ma, a ’eroBa KpUTHKA

aMOMBaJICHTHA.

Cam TToma (1979) momano mecHHUYKH a moMaio (GrIo30(cKH Tiena Ha
‘Urpy’ Kao Ha OCHOB W TEMeJb ‘CMEXOBUTOI’ TPHCTyNA CTBapuMa, ajk ca
030MJEHHM YBHJIOM Y FbUXOBY IIPUPOLY, U Ca UPOHHUjCKHM CTaBOM IIpeMa BbUMa.

Stari beskuénik, humor, nastanio sa u samom zaristu poezije. Temelje te

poezije koja je izgubila svetost da bi izvojevala Covecnost odrzava dobrim

delom on, ozloglaseni palikuc¢a [...]. Tu on caruje kako samo on to ume,
zare€i i pale¢i svaki i najmanji znak carevanja. I tesko je predvideti hoce

li iko mo¢i ikada da izagna njega, humor-cara, iz njegove prestonice

poezije.

CBeyKylnHO y3eB, ‘Urpu peunma’ Ou mpe mnpucrajasia neHHULMja Kao
TEeXHUKE KPEaTUBHOT W PEKPEaTHBHOT OIXOhema ca je3MKOM Y IeJIUHU
[IOCMAaTPaHOT, 0] OOWYHOT BHIA, MOLIANHUIIE, JOCKOYHIIE — Ma CBE IO IOETCKOT
CTBapaJamniTBa.

Hajmpe hemo pasmorputu jeman npumMep u3 Bykose 30upke, U 1Be HApOIHE
ycnaBaHKe, KOje MPEeACTaBJbajy NPaBU NECHUYKU Jparysb U y30p ‘Urpe peduma’,
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HEXKHOT XyMOpa M M3JIHBa MpaBe JbyOaBu. AJIM CBE TO MOCPEIHO, MPEKO JbYIKUX
CJIMKA U TPHjaTHUX ca3Bydja.

EBo mpBe, M3 muKIyca CBaj0apCKUX Iecama, CaTKaHe y apXandyHuM
cuMO0IIMMa KOju cllaBe MianocT u aernoty (Byk, 1976: 75):

Pacna jabyxa Panky nped deopom.

Cpebpno cmabno, 31ahane epane,

3nahene epane, bucepno nuwihe,

bucepno nuwhe, mepuan jabyxe,

no 10j RAO Ccuso 201yOve,

Csu joj eonybu 2ykom 2ykay,

T'ykom eykay, bucep 306ay,

A jeoan 2ony6 eykom He 2yue,

TI'ykom He 2yue, bucep He 300.ve.

Tepana u je Pankosa majka:

., "I’'me ooamue, cugo econybowe!

Ty je jabyxy Pamnko caouo,

Panxo caouo u 3anusao,

Jla noo rwom cede Pankosu ceamu,

a noo rmom cede, suno oa nujy .

3naTHa jabyka, OucepHO nuiihe ¥ ‘MepliaH’ IUIOJOBH, YAHE KOHTPACT ca
‘CHBUM TOIyO0OBHMA’ KOjU ‘Oncep 300ay’, makje MOHHIITABA]Y YapOJIH]y JICIOTE.
Majka roHM roiayboBe u wucTHue ‘PaHkoBYy’ pammHOCT W AomahiHCKe
cnocobHocTH. CKJIam ¥ 9BpCTa jeJHOCTABHOCT ITOETCKE CIIMKE MOTBphyje ce i Ha
tdhopmamnom 1maHy. [loHOBIBEEHE peun ‘Omcep’, ‘300ipe/300ay’ UTH., TYIIHABA]Y
TKMBO TIECMe M 10jauaBajy M3pa3 cTBapajyhu yTHCak IEBHOT PUTMa; CUMILIOXe’
(° CpebpHo cradio, 3mahane rpane, / 3nahene rpane, OucepHo numihe, / bucepHo
mumhe, Mepyan® jaGyke’), yCIENIHO ra MOMyHaBajy METOIMjCKHM Ca3BydjuMa i
JIOBpIIIaBajy NPUIIPEMyY 3a MIeBa4KU IITUMYHT (TIecMa je MeBaHa Ha CBa0oH).

AHanu3a WIAK HUje 3aBplieHa JOK He pasrpaHu4uMO (YHKIHOHAIHE
ClIojeBe TecMe, OIH. JIOK He YTBPAMMO IITa je OBAE OIUC, NPUIOBEAAkE UTH., a
IITa Cy €JIEMEHTH YHCTOT CTHIIM3ALMjCKOT MaHMpA. JEOHO Cy JaKie IeBaukH, a
JPYro MOSTCKH MOTHBHCAHHM ITOCTYILH HM3rpajme Tekcra. [loHaBibame 1mo cedu,
KaKO PEKOCMO, CaMo je MpUIIpeMa 3a U3rpaimky MeBHUX CTPYKTypa. A TEK Ha4YuH
BUXOBOI yOOJIMYCHa CBENOYM O pasiund u3Melly HapaTHBHOT W JIUPCKOT Y
necMH. YTIpaBo KaJl MECHUK (MM HAPOAHH MeBav) HAIyCTH TEPEH ‘M3BEIITABaba

* O crunckuM Qurypama *osassbama’ B. M. Kopauesuha (1991: 185. u 1.).
> PMC (1967-1976): mepuan — ,,Typ. yKpac oj Kopania, mepia, huahysa; ykpac
o1 nepiau.
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o porahajuma’ ¥ OKpEHE ce M3TPaIbH MEJOIH]CKIX Ca3Bydja, OH IPUIIA3H YHCTO
TIECHUYKO] cTHM3anuju peun. bupajyhm atpubyre Hnop.: ‘OmcepHm’, ‘Mepuad’,
‘3matHA’, ‘3mahaH’ — TBoOpall o TekcTa mirpalyje moercky ¢opmy. Kako onma
Ha3BaTH T4 ‘HagHapauujcku’ cinoj? To je n3pas Koju HUje y IEeTUHN MOTHBHCAH
u3BeITajHOM (QyHKIHjoM, Beh W QyHKIMjoM ‘yKpamaBama’ H3paza — JaKie y
Kpajib0j JIMHUjU ‘UTPOM peun’.

Jlpyru mpumep je HapoJHa ycnaBaHKa caTKaHa O 3ByYHHX (Urypa Kao
npujaTHa My3HKa CpadyyHaTa Ha yMHpPEHE Malor ciylaoua npes cad (Angpuh,
2008: 12):

Huw, nayne, wiaponepe,

He wemyxaj, ne 6abyxaj,

He wobohu, ne knobohu,

Cnycmu ceoje 3namno nepje,

U ne wupu wapen-pena,

Yhu maxo y ooajy,

Kpunum’ Josu xnada uunu,

Jla mu Joso canax cama,

Y bewuyu, y xnaounu.

Caymanan Beh y mpBoM CTHXY — M3 CTBapHOCTH KOjy cUMOoJu3yje ‘nmayH’
— II0JIAKO TOHE Y IApEeHH CBET Y30YAJbUBUX INIACOBHHUX CKIIONOBA KOjU — CEM IITO
0CTaBJbajy MpHUjaTaH yTHUCAK Ha JCYjU CIyX — KOJ OIpaciuxX u3a3uBajy ocehaj
HEOOHYHOT CBETa MPEKPHUBEHOT jeBa NpoBUAHOM KompeHoM. Ilena ce armocdepa
3ryllbaBa ydecTaJMM I[IOHABJbabUMa IJIACOBA, KOJH  JEJIOM  HAacTajy
nedopmanrjom pedu (‘maponep’, ‘meTykaj’, ‘6adykaj’), a 1eJI0M U Y HeOOMIHUM
cnojesuma peun (‘He moGohm, He kmobohm’). IIpema kpajy mecme morahaju
MOHOBO M3pamkajy y PeajlHu CBET Y KOjeM ce 3a caH crpeMa Maiu ‘JoBo’.

U npyra je ycmaBaHKa BpJO ycliena, an je u3rpaljeHa Ha Apyrd Ha4WH
Hero mpetxoaHa (Auapuh, 2008: 14-15):

Majra Jogy y pysicu poouna

Pyacuya ea na nucm oouexana,

bena suna y ceuny nosuna,

A nuenuya medom 3adojuna,

Jlacmasuya kpunom nokpusaia,

Hex je pymen ko pyswca pymena,

Hex je 6eo xao bena suna,

Hex je paoun ko yena manena,

Hex je xumap xao nacmasuya.
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MaiToBuTa ClMKa HCIUIMBAda U3 CHAXKHE MATEPUHCKE JbyOaBH, BpPEIUX
KeJba W Haja, Cyrepupa CKIaj JIEMOTe M KapaKTepPHUX I[pTa MalHIIaHa KOju
m3pacta y 6yayher doBeka. Ha ¢opmarHOM milaHy YOUJEMB je W3BECTaH MPEIOM
3BYYHHX (UTypa: IPBU JIcO je 00jeAUHEH pUMOM KOja IMOBE3yje CBE CTUXOBE, TOK
je y ApyroMm ey Be3HM eneMeHaT Mel)y CTHXOBMMa — jeJHOCTaBaH ajH
o0yxBaraH aHa()OPCKH HU3 TTOHOBJEEHUX CEKBEHIM ‘HEK je’.

VY cBojoj 30upim xymopucTHukux TekcToBa B. Tloma (19798: 59) npenocu
3majeBy necmy ‘Yx! Vx! VX!’ V ®0j je cnmka jJedjer cBeTa, y KOjeM je CBe
moryhe, 4ak 1 OHO IITO je Hemoryhe:

Kpexny orcaba, — cynye ce nompauu,

Ilaoe xnynue, — 3emma ce nompece,

Cmapay Kpechy, — mope ce ocyulul.

baba xuny, — nebo ce nposanu.

Ioe je uyoa, my je u omuyoa.
TIoe je myxe, my je u oomyxe.
310 je buno, an’ ce nonpasuio.

Crouu bysa, — cyHye ce OCHAICU.
I'paxny epana, — 3emsma ce ymupu.
LImyxa 3esny, — mope ce nogpami.
Jlaoste ymyxny, — nebo ce ucyenu.

Huz myxoBHTHX OKCMMOpOHa y TPBOj CTPO(H 3aMHIIUBCH j€ Kao y3iIa3Ha
rpaganvja. TpuBHjadHH CUTHH JeTaJbi CBAKOJHEBHIIE XHUIEPOOIOM HApacTajy y
KpYITHE CBEMHpPCKa Uyna. Y Ipyroj cTpoduIy MecHUK o0jammasa ‘oTayhuBame’,
xohe pehn: moBparak cBEMHUpPCKUX CHIa y OOJHMKE HA KOje je CBET HABHKAO; a Y
Tpehoj mo pexay moHOBO mpw3mBa HeoOm4yHe norahaje y KojuMa KOHKPETHO
omucyje ‘oruyhBame’. Ha MOBpIIMHCKOM IUIaHy Maja y OYM I[apUTETCKa
cTpykTypa npBe u Tpehe crpode. He camo a CTUXOBH MO pefy YMHE KOHTPACTHE
CTPYKTYpE MO CMHUCIY, U IITO CE YKYITHO CJIMBa Y YPHEOCCHY rPOTECKY, HETO je U
TKHBO T'POTECKE HA HEKM HAYMH CBEJICHO y 3BYKOBHY IICJHMHY Y KOjO] Ha jEIHO]
CTpaHH JIeNTyjy TJIAaCOBHE acolMjallfje Mo CHUCTEMY MapoHOMasHWje, a Ha JIPYyroj
OOJIMYKM CKJIOIIOBH HarJlallaBajy LEeJOBHTOCT Tekcra. Hamme, ommc norahaja y
npBoj u Tpehoj cTpodu u3rpaljeH je o1 camux aopuCTa; anu Ja Ou ce u3berna
MOHOTOHH]ja KOja je y TaKBHM IpUIMKamMa Hen30exaH HeraTHBHH edekar, mpema
MPOCTHM OONHUIIMMAa y TpBOM MoNycTuxy (‘KpekHy’, ‘mane’, ’KpecHy’, 'KUHY
WT/.) CTOje moBpaTHE Gopme y npyrom (‘moMpadu ce’, ‘morpece ce’, ’ocymu ce’
u 1p.). Y cpenmoj cTpodu, Koja Aenyje JOTHKOM ‘HayIHOr 00jalImberma Iy IHIX
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HeOeCKUX I0jaBa M HUXOBUX y3pOKa — YIMOTPEOJbEH je MPE3eHT OMIITET TOTOBO
HEBHJBMBOT BPEMEHCKOT 3HAaUCHa IPHUMEPEH yIPAaBO HAYYHOM CTUIIY U CTATUIN
ancrpakTHOr ctina (‘I'me je myke, Ty je u ommyke’ [...]). Hamomeny 3aciyxyje u
TIOCIIEIbY CTUX Cpelibe cTpode, KOoju je 3ampaBo HajaBa €IMIIOra, a U3/BOjEH je
U3 KOHTEKCTa HE CaMO CMHUCIIOM (YTELIHOM TBPAKOM Ja Ce 371a CyA0MHA MOXe Ha
HEKH Ha4yWH NMOOCAWTH: CBE INTO JOXKUBH KBAp MOXKE OMTH MOHOBO JOBEACHO Y
pen), Hero W OOJIMKOM TJIArOJICKHX Peuu: ynoTpeOsbeHu cy mepdektu (310 je
owo, an’ ce nonpaswio‘). Ha xpajy, u mocnenmu cTux necme — ‘Jlax yMykHy, —
HeOO ce ucuean’ — uMa MOCeOHO MECTO y OBOj IIajg030MIbHOj HCTOPHUH jep Y
CTBapH IPEACTaBIba SIMIOT OBE MPOCTE, K Y ceOU BPJIO CIOXKEHE U y30yIJbHBE
npude 3a Hajmialje.

Heka cnenehu mpumep Oyne mecma CranncnaBa BuHaBepa HacioBibeHA
kao ‘bmex Onemommkum’ (IToma, 19798: 120-121). CarmacHo cBOjuUM
HaJpealMCTUYKIM HazopuMa, BuHaBep je TeXHO Ja CKyje MECHHYKY ped Kao
HemTo 3a cebe, mWTO je Moryhe HezaBHCHHjE OX je3Wuke Oa3e ymja My Tpabha
CIIy’KH Kao MaTepHjall.

Bneo bnedonuxu

Peo jeononuxu

I'peo mpmeonuxu

Jleo 36e300nuKu.

Myxau mpenyyu
IIpunasze pyyu.

Lenusajy pyky cysy
YV yseyuery enyey.

Peun on kojux je caummeHa mecMa KOjy aHAJIH3UpaMoO cadyBaje Cy CBO]
(hoHOJIOIIKY cacTaB, a 10 cedu OcTajle Cy y OpOUTH COICTBEHHX 3Hauyema. Yak cy
U CIOjeBH KOje YMHE — Ha €JIEMEHTapHOM HHBOY IOCMAaTpaHW — y CYIITHHU
cmucieny, 6ap Heku on mux. Huop. npeu u apyru crux: ‘baen 6nenonuku / Pen
JEHOJIMKK — HUCY HE3aMHUCIIMBH, MaJia HE 0Ja)y YBEK YTHCaK KOMIATHOMIHUX
BennuuHa, Mnak je — y c10007HOj MHTEpIpETalfju Kao IITO je CI000IHOM
acolMjaljoM HAacTao TEKCT — Moryhe 3aMHCIMTH HIp. HEKOr ‘OiemoyuKor’,
JaKje YIUIAIeHOT, MM NPUTHUCHYTOT HEeBOJbaMa MM CJ., KOjH j€ NPHUCHIBECH Ha
‘pex jemHONWKH’, Tj. Ha IOHAIIalke HAMETHYTO OJ cTpaHe Buule cuie. ‘I'pexn
MpPTBOJIMKHA CyTepupa HEKO KpeTame Koje je HaMeTHYTO TyhoM BOJFOM H KOje
KOJ HEBOJPHHMKA H3a3MBajy OyOOKy MopanHy nenpecwjy. ‘Jlem 3Be3monmkn’
CHUMOOIIN3Yje CBEIPOKUMHY XJIaJHONY M CKPHCTAaJIHCaH y HOj CBAaKH CHMIITOM
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KMBOTa — Jakie cMpT. [lpyra crpoda Bpio je Temko oAroHersbusa. Ko cy o
‘MYKJIM TpeHynu Koju ‘mpmiaze pyun — 4ujoj? Ho mameke Hac acommjanuje
MOTY BOJIUTH Kpajy TpBe cTpode, U Tala je CUTyallrja 3aMHCIHBa Ka0 My4eHe 1
CMPT, HOCJIC KOj€ JI0JIa3h PUTYyaJl OJaBamba IMOIITE XXPTBHU, JAKJIe ONIITH OOpT y
norahajuma. ¥ TOM ciydajy pasyMJbUB je M Mocieamu auctux: ‘llenmsajy pyky
cyBy / YV y3Bydemy DIyBy’. ‘TJIIYBO y3BydYeEH¢’ MOXE OWTH TpPOOHA THUIIMHA
MOCJIE/IHET TpallTamba ca MOKOJHUKOM.

3By4HH 0001 TIECME Y CTBApH je KIbYYHH CTPYKTYPHH CJIOj KOjH — PEKOCMO
rope — oJp)kasa IejoBuTocT Tekcra. Ctporo ypehena, mecTuMUuHO npedorara
pHMa, Tako Jia Mpesia3d y jeAHOTMYHOCT (-JIUKH [...] —JIUKH [...] -JIUKH -JIUKH) Ty
LEJIOBUTOCT CHAXKHO TOJPIKaBa.

Pasrienahemo Ha xpajy u nBe mecme camor B. Ilome, koje ux HHje yHEO Y
CBOje 30MpKe TEKCTOBA, alld Cy MAeCTPAJIHU MPHMEPH NECHUYKE pedd, u3Mely
OCTAJIOT U 110 HEOOWYHUM CTHIIM3AIM]CKAM H TIOETHU3AIN]CKUM MOCTYIINMA.

IIpa on mux — ‘Ha 3umy’ (Iloma, 1988: 15) — cactoju ce ox cammx
3arOHETKH KOje UMTAJIAI] Bajba 1 OJTOHETHE a O} CXBATHO CMHCAO mecMe:®

Jlasno oxonuena

Ilpsa benuna

bope spemena
Habyjane
Ha uzoawmnom naprozcy

Ioswe nenonybmeno

Jloxonu obauyu
Ipepywienu
Y pyno usnenaherva

Hepa necupana

Cmoznasa cysuwmnocm

Ha eeuumoj nawu

[Toma wecto oxycraje ox yobudajeHor popManHoTr ypehema TekcTa, TIe je
HajOWTHUja T3B. MeTamia3Mma, mnpeypeheme (QOHHUjCKOT Marephjana y CKIaaHa
cazBydja. Opmycraje 9ak W OJ CTaBa Ja CTUX OIICTOJH jeAWHO y HU3Y
CKBUBAJICHTHUX CTPYKTYpa: M IOjeJHHAYHA jeMHHIA TOTa pelia YHHHU CTPody.

6 [Iupe o [TormmHOM NECHMYKOM ITOCTYIIKY B.: JoBaHoBuh, 2001.
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[lonuH mocTymak Mmo4yMBa Ha T3B. METaceMHUjH: Ha IIOMEpamy 3Ha4eHCKe
CTPYKYpe peUH M yCIOCTaBJbabhe CKIIaa Ha CYIICEeMaHTHYKOj paBHU. Hiip. ‘naBHO
OKOITHeINa TpBa OenrHa’ anmynupa Ha ceinHe Koje je m3bpucana hemaBoct; ‘Oope
BpeMeHa’ Ha M3/AIIHOM Mapiory’ — CUMOOIN3Yjy M300paHO JIMIE MPEKPUBEHO
OpazmoM; ‘Tojbe HENoJbyOJbeHO (10 M3Y3ETKY ITapaHOMAaCTHUKH CYCPET JIBEjY
MHa4Ye HECPOJHUX peuH) N3a3uBa Jlajbe MIMPEHE acolrjalrja Ha JIMIE KOje BHIIe
HHj€ TIPEIMET MaXEbe OJIMKILUX; UTI.

U xan nohe mo maponomactuukux Mehyiekcuukux cycpera, kox Ilone je
BUJIHO Jla OHU HHUCY pOhEHH Yy TEXKHIM 32 My3WUKUM edekTuma, Beh cy mpocTto
MOTYMHCHU CEMaHTHUYKUAM MOTpedaMa 3a yoOJIHUCHeM CIMKa — UCI. ‘Pyxka Hajg
Yerpom’ (IToma, 1988: 142-143):

Je nu 060 Haw ceem unu Huje

Kpazyj nam namemnu ¢ auya nada
Benap ousu cpya nanywma
Hoxkmuma ce xeamamo 3a nocieoriu 0ax

3a wma da ce yxeamumo

Hu obnax oa nam npyoicu pyxy
Hu xamen 0a noomemne pame
Hu epeme y nomoh 0a npumexne
Ko jow cmpmu 3y6e opoju

Huxo ypna npeocmana xpe

YVjeou cmpasy 3a cpye
Vjeou obaax u kamen u epeme
U omeopu ypHy pyorcy y 6a30yxy

Je nu 060 Haw ceem unu Huje

YOKBHpEH C MOYETKA U Kpaja MUTamkeM ‘Je Jii OBO HAIll CBET WX HHjE , U
jolll pa3zesbeH ABaMma MOHOCTHCHUMA (071 KOjHX je jenaH Takohe y OOJUKY NuTama:
‘3a mTa Aa ce yXBaTuMO’, — a APYTd KOHCTaTtuBa: ‘Huko mpHa mpeoctana KpB’)
IECHUYKH HapaTHB Jellyje Kao W3pa3 4yyhema Halg OHMM IUTO ce AemaBa. A
JelIaBama Cy MHANPEKTHO HCKa3aHa MOHOJIOTOM KOjH Kao Jia pa3jallmkaBa y3poK
u Kapakrtep gyhema. ‘Kparyj mamerHn’ koju ‘c nmuma maga’ u ‘Bemap IuB(Jb)u’
KOjH ‘cplia Hamymra’ cHMOONM Cy MYAPOCTH U XpaOpor MocTynama Koje y 4acy
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HUI'PA PEYUMA U PEKPEATUBHE @ YHKI[UJE JE3UKA
(HA I'PABU U3 [IOETCKUX TEKCTOBA)

HEMHUHOBHE TIPOIIACTH TyOHM CBaKW 3Hauaj. TpH cTHXa cCpelme cTpode moBe3aHa
y3ajamHo aHadopoMm — ‘Hu obmak na HaMm mpyxu pyKy / Hu kameH ma mogmetHe
pame / Hu Bpeme y momoh na mputekne’ — 3ampaBo Cy IpHU3HAEKE MoJIoXkKaja 6e3
Haze u 6e3 moryhuoctn onbOpane. UeTBpTH je moyeTak paciuiera y pereHOCTH Aa
ce nzna3 Hahe y empru: ‘Ko jomr cmptu 3y6e 6poju’. [Ipeocranu TpucTux passuja
UJIejy M3 MPETXOTHO aHAJHM3UPAHOT CTHXA: CMPT je MpeBiajaHa pelieHomhy na
ce on0paHa )KMBOTA 3aMEHH MpKocoM: * Yjeau cTpaBy 3a cpie / Yjenu obnak u
KaMeH u Bpeme / M oTBOpu UpHY pyxy y Bazmyxy’. ‘llpua pyxka’ 3ampaBo je
cumOo01 citaBe Kojy he moxuseT xpabpu mobdeanuiy cMpTt. U oBre je yrpalena
aHadopa (‘yjemu’), aqu je BHIHO Aa je OHAa y CTBapu HM3HyljeHA MPHUITOBEIHUM
nmotpebama, Koje ce HajO0oJbe KapaKTepuIly MIKPIyTOM 3yOM | YjeaoM,
HOCIIEEBUM IITO je YOBEKY Ha pacrojiaramy KaJl THHE.

Huje jacno mra Om mpyro Omma y T. 5. IOMEHyTa aKyMyJIHpaHa XHIIEp-
puMa Hero ‘urpa peunma’. U kako O orcTana moesuja Be3aHOT cTUXa 0e3 puMe u
3BY4YHHX (HTrypa, Koje Takohe HUCY HHIITa OPYTO IO ‘Urpa peunma’. Xymop,
Iaja, BHI, JOCKOYHMIIA — CaMO Cy HeKe IojaBHe (opMe KOjUMa Ce XpaHu U
CBaKOJIHEBHH TOBOp, a M MoeTcKa ped. ‘Urpa peun’ je CBEMPOXXKUMHH €lIeMEHAT
jE3WYKOT M3pas3a, T€ Ce 3aTO W HE MOXKE H3IBOJUTH Kao IocedHa CTPYKTypa
nocTojanujer tumna, Beh ce Mopa cMaTpaTtu 3ampaBo jeAHUM O]l MEXaHH3aMa
u3rpajmbe MoeTCKuX (urypa, a pekocMo M ropopa yommre. CBaka urpa, na u
jesnuka, uMa u3Mely ocranor m moceOHy (YHKIH]y OTBapama €MOLMOHAIHUX
MOKpeTa U KOJ| CTBapaolia U KoJi NocMaTpaya, pruMaolia opyKe HiH cil., T je Yy
TOM KOHTEKCTY jacHa peKpeaTUBHA (YHKIIM]ja HEHA.

YMecTo 3aKk/by4YKa

YMecTo HEeKHX NaJjbHX JOMHIUBAKa O HAIIO] TeMH, HajOOJbe je HaBECTH
MyZpa pa3MHILbba HCKYCHOT IeCHUKa U Teoperndapa Vcupope Cekymuh, koja
3a4yJi0 HM3J7a3e Ha MHCAa0 O XyMOpy Kao jeHOj ox 0a3a IMOCTHKE, ald M
CBaKOJIMKOT JbYJICKOT HCIOJbaBama y je3uky. ‘Mrpa peunma’ camo je 3ampaBo
jeaaH aToM Tora KOJIOCAJIHOT OpraHu3Ma KOjH )KUBHU CBOJUM 3aCEOHUM XHBOTOM Y
KyITYpHUM cdepama JbyJCKEe BaceJbeHE, U CBOJUM JICJIOBAEM OCMUINIbABA U
obecMuIlJbaBa CBE INTO je Yy IKMBOTY CTBOPEHO M JbYJCKOM MHUIIIBY
0’KMBOTBOPEHO:

Kako xareropmcaT W BHIBETHpaTH XyMmMop? — TIHTa C€ BelnKa
cnucaresprna (IToma, 19798: 16), u oarosapa: — Huje To reHeTnyka jeanHULA 3a
AQHAIUTUYKY TIOTJIe]l Ha CBET M 4oBeKka. Huje HM HEKM OHTONOWIKH (GakTop y
CHCTEMY CTHJIa U CHHTaKce. XyMOp je eleMEHT, KOHCTaHTa, HEelITO CTajHO W3
yera HEYMOPHO HEMITO TPOW3Ja3H, a OHO CE y je3TpH CBOjOj MEma. Xymop je
3pHO, aTOMCKH HaOMjeHa MMOeTHYKa CHJIa MyAPOCTH M JYAOCTH, U OKO TOT 3pHa,

89



Jenena P. Josanosuh Cumuh
Heana P. Josanosuh

Kako O ce peKiio y (U3, 10Jba, a KaKo O ce PeKiio y MeTapu3UIH, Y30pIH,
TO jecT BpJIO PAa3HOBPCHA W pPa3HOCTENEeHa 3Hauewma BenpuHe. On HaMBHUX
MIIAJIIX pacKajalnIyKa A0 UPOHMja IyHUX WCTUHA, 10 CATUPUYHHUX M OTPOBHHUX
ucrapema, 10 JapOBUTO U JYXOBHUTO NPHUKA3aHUX CJIMKA M MPWIMKA U3 JIUYHUX
HaIlMX >KMBOTA, M3 JKMBOTA APYTHWX, LITO je MOAEpaH M3pa3 3a OIMKme u
caBpeMeHHKe. Jlakie [0 jeAHOr CTajHOT oOJallWjbakba W H30anuBama
MOKYIIajHUX y30paKa 3a CBE OHO IITO y KEHKEBHOCTH, Y NIECMH, TIPHYH, PaAMH,
y MOHOJIOTY ¥ JHjAJIOTy, y NapaJoKCy U Mapabolu WK NapaJurMy Texu aa Oyne
YMETHOCT, BeJjpa 1 00/jpa yMETHHYKA KEM)KEBHOCT, TT0E3Hja.
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HI'PA PEYUMA H PEKPEATHBHE @ YVHKIIUJE JE3UKA
(HA I'PABU U3 [IOETCKUX TEKCTOBA)

Jelena R. Jovanovié¢ Simi¢
Ivana R. Jovanovi¢
THE GAME OF WORDS AND RECREATIONAL LANGUAGE
FUNCTIONS
(ON THE BUILDING OF POETIC TEXTS)

Abstract: The *game of words’ rule in the science of conflicting opinions,
and as regards nature, and also the width of the units under this notion of sub-
water. On one side "the word’ is considered the use of language in humoristic, or
even in the aesthetic relevant text, hence in artistic and similar function; And on
the other, this occurrence is only taken as a characteristic of voice assemblies, in
which the subject content has been suppressed into the background or completely
fade (the child’s play in the language in which the sense does not play any or very
small role or etc.). In this work, the authors are in a very specific corps — define
the wider appearance of recreational functions, and the potential role of a closely
understood game of words’ in the game of language matter in general. Making
sense is understood here also wide: As a tropical motivated modification of
expressions, but also as emptying expressions, and the dominance of voice
figurative over everyday expression.

Keywords: recreativity, word play, humor, tropics, metapstics.
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“WHAT’S IN A NAME?”: WORDPLAY IN NEWSPAPER HEADLINES
WITH SHAKESPEAREAN QUOTATIONS

Abstract: The paper analyses cases of ambiguity created by Shakespeare’s
quotations in the headlines of English, American and Russian online newspapers
building upon the theoretical frameworks of semiotics and discourse analysis.
Wordplay is studied as it emerges as a result of the dialogue that a quotation
establishes between the contexts of the headline as an autonomous text, the article
and the source text no matter whether the use of intertextuality has been
intentional or not on the part of the writer. A key element to interpreting
intertextual wordplay is believed to be common ground: shared textual
encyclopedias of writers and readers.

Keywords: wordplay, quotation, Shakespeare, headline, encyclopedia.

Introduction

The Oxford English Dictionary defines wordplay as “the action of playing
with words; witty use of words, esp. of verbal ambiguities” (“Word play”, n.d.).
The use of intertextual signs such as quotations and allusions inevitably leads to
ambiguity because of their semantic transformations in a new context (Piegay-
Gros, 2008: 97). “Any allusion is a means of wordplay when one can say a lot
without saying anything, transmit one’s idea in an indirect way...” (Piegay-Gros,
2008: 145). Lennon defines allusion as “a classical example of purposive
ambiguity” (Lennon, 2004: 39). In Denisova’s opinion one of the functions of
intertextual signs is so to play with words that ensuing expectancy is defeated
(Denisova, 2003: 166). The two rhetorical means, i.e. wordplay and quotations,
are often combined in newspaper headlines which can be characterised as texts
with a high level of informativity.

Newspaper headlines perform several functions: informative, summing up
the content of the article (van Dijk, 1988: 35-36, 53), attention-catching so as to
attract readers to a certain theme and motivate them to read the article (Lennon,
2004: 81; Widdowson, 2004: 95), manipulative, because they can “be subjective
and biased” (van Dijk, 1988:; 178), contain an implicit assessment of the facts
stated in the article and influence the reader’s opinion (Lennon, 2004: 81). The
multiplicity of functions may make newspaper headlines informationally
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overloaded, containing unexpected and unpredictable elements though at the
same time more challenging for readers (de Beaugrande & Dressler, 1981; 81).
The ambiguity of headlines can be caused by linguistic peculiarities of this text
type such as their “degenerate surface structure” (Lennon, 2004: 79). Besides,
readers may have difficulty in interpreting some of them if they do not possess
background knowledge about the situation described in the article (van Dijk,
1988: 144; Lennon, 2004: 79-81). Intertextual elements in the headline increase
its informativity and often its ambiguity because such a headline refers
simultaneously to the contexts of the source and target texts. On the one hand,
intertextual headlines may present a considerable difficulty for interpretation and
require additional efforts from readers to “move outside the current text or
discourse” (de Beaugrande & Dressler, 1981: 82) and make recourse to their
textual encyclopedia; on the other hand, they offer great rhetorical possibilities
for journalists. Headlines with allusive quotations often sound enigmatic and do
not always correspond to the content or tone of the text of the article, but in most
cases they are expressive, loaded with attitude and evaluation — all of these
qualities come from a dialogue between the two texts. However, both the sender
and the receiver of the text are expected to have “common ground” (Clark, 1996),
i.e. shared knowledge which can make their communication effective. This paper
looks at some cases of wordplay in newspaper headlines created with the use of
Shakespearean quotations and examines how these effects are related, on the one
hand, to the contexts of the source text and the article and, on the other hand, to
common ground: shared textual encyclopedias of writers and readers.

Theoretical background and methodology

A quotation is defined by Piegay-Gros as a minimal and most explicit form
of intertextuality (Piegay-Gros, 2008: 85), whereas the latter phenomenon has a
broader meaning and characterises the ability of texts to re-write one another
(Piegay-Gros, 2008: 48) and to refer to one another in a common textual space
(Kristeva, 1986: 37; Kuzmina, 2004: 25). Piegay-Gros (2008) claims that a
quotation, unlike other more implicit forms of intertextuality, is easy to detect and
recognise in a text but its following interpretation requires a considerable
attention and adequate textual knowledge of the reader because of the meaning
that it acquires in a new context. Intertextuality is ambiguous by its nature as it
always entails actualisation of more than one meaning, establishing associative
ties between the source and target texts; though this dialogue of texts and
interplay of meanings works only with a knowledgeable reader (Piegay-Gros,
2008: 145).
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Some frequently used quotations loosen their referential ties with the
source and acquire a semiotically codified meaning easily recognizable in new
contexts. For example, “a plague o’both your houses” (William Shakespeare,
Romeo and Juliet 111.i.1604-1605) is used as a curse for both sides of a quarrel,
“sound and fury” (William Shakespeare, Macbeth V.v.2385) characterises a
person’s actions as futile. Such clichés, no longer associated with their source
contexts, are employed as ready-made headlines and recur from newspaper to
newspaper. However, even if a quote has been used only as a catch phrase
without any conscious effort at creating ambiguity, some people may read more
meanings into it than have been intended by the author (Nerlich & Clarke, 2001).

Shakespeare's texts are widely employed in the mass media of both the
English speaking and Russian cultures because they are easily recognizable and
Shakespeare is considered the highest authority (Garber, 2008). Lennon’s
research into the allusion in the British press in 1995-1996 demonstrates that
allusions to Shakespeare’s quotations (21%) outnumber Biblical quotations (20%)
and “all other literary quotations” (20%) (Lennon, 2004: 97-98). In the Russian
cultural space Shakespeare’s texts have also been considered very authoritative.
Perhaps they are less familiar to a younger generation but are usually easily
recognised by well-educated adults.

The appeal of Shakespeare’s texts is proved by the fact that nearly 60% of
the English and American and 40% of the Russian headlines analysed for this
paper contain his quotations. The present analysis is carried out from the
perspectives of semiotic and discourse analyses and focuses upon the use of
quotations from Shakespeare’s works in English, American and Russian
newspaper headlines.

The analysis follows the way the reader is expected to process a newspaper
article: it starts with the headline and moves on to the lead and then to the body of
the article. The headline can be treated as a text per se, independent from the
article, because it is often the only part that is read. Browsing newspaper
headlines, readers decide whether they want to continue reading an article based
on the information drawn from its headline. Van Dijk argues that interpreting a
headline includes the following steps:

surface structure decoding, syntactic analysis, and (at the same time) the

semantic interpretation of words and phrases. This process presupposes

the activation of relevant concepts, knowledge frames, or scripts, as

well as previous models about the same event, person, institution, or
country. (Van Dijk, 1988: 143)

The model of text interpretation proposed by Van Dijk from the discourse

analysis perspective resembles structurally Eco’s multi-level diagram of a text
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interpretation elaborated within the theoretical framework of semiotics (Eco,
1979: 14). His model consists of ten boxes which represent possible steps made
by readers while reading a work of fiction. The order of moving from one text
level to another is rather flexible as they are interconnected, and the reader may
go from any box to any other box at any moment. However, Eco makes a
reservation that any interpretation necessarily starts with “linear text
manifestation” and then follows to “codes and subcodes” where the reader must
make decisions on the level of co-text about transformation of expression into
content (Eco, 1979: 15). Here too first attempts are made to correlate a linear
manifestation of the text with its context which Eco defines from the semiotic
perspective as encyclopedia and distinguishes from external circumstances.
Encyclopedia is represented as a network of semantic connections, close and
distant, that signs establish with one another in a global semantic universe (Eco,
1976: 98-100,113). Encyclopedia has a schematic structure similar to that of a
mental script or frame (Eco, 1979: 21). Eco's definition of encyclopedia
resembles that of Clark's “common ground” and Widdowson's “context”.
According to Clark, common ground is necessary for understanding context, it is
constituted by knowledge and beliefs that we share with other people during
communication. Common ground is script-based knowledge, “organized as a
large mental encyclopedia” (Clark, 1996: 106). Widdowson defines context “as a
schematic construct” (Widdowson, 2004: 54) which stores culturally shared
knowledge about the world and which people apply to make sense of information
and to interact with one another during communication (Widdowson, 2004: 43).
Encyclopedia as well as common ground comprises knowledge of texts. If a
quotation is supposed to function as an intertextual sign and not just a sequence of
words disconnected from its original context, it can be viewed as an archive of
the whole text. For a reader who has it in his encyclopedia it will unravel its
narrative and activate its scripts.

The analysis of Shakespearean quotations in newspaper headlines comprises
two stages: firstly, a quotation is analysed in the co-text and context of a headline
considered as an autonomous text in accordance with the text analysis models of
Eco and Van Dijk and, secondly, the same analysis is carried out in the context of
the whole article. On both the stages the quotation is compared with its
counterpart in the source. The analysis aims at answering the following questions:

1) Is wordplay obvious right in the headline taken as an independent text?

How much does it owe to the dialogue of the quotation in the headline
with its source context?

2) How much does the dialogue between the contexts of the whole article

and source text contribute to the wordplay in the headline?
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Analysis

A word play can emerge as a result of different meanings that a headline
with a quotation expresses when viewed as an autonomous text and as part of a
whole article. The enigma is often created by lexical substitution of some
component of the quote which, on the one hand, is motivated by the necessity to
adapt the quotation to the topic of the article, but, on the other hand, leads to a
feeling of a semantic or stylistic mismatch of the words in the headline.

The headline To Weld, Perchance, to Dream (Critchley, 2015) states the
topic of the article: it is expected to be about welding and dreaming. The two
scripts do not match very well, and readers should see the danger of combining
these two activities. As an independent text the headline is obscure and enigmatic.
It gets even more ambiguous if we take into consideration the intertextual link to
which the reader is alerted due to the stylistic incongruity of the words:
“perchance” is archaic and poetic and does not match the modern “weld”. The
quotation belongs to nuclear texts and is expected to be recognised even in an
unmarked and modified form. In fact, the headline contains a reference to
Hamlet’s famous soliloquy: “To die; - To sleep; - To sleep! perchance to dream”
(Shakespeare, 1600: 111.i.1757-1758). The quotation is altered in the headline, the
author substituted “weld” for “sleep” and put commas before and after
“perchance” so it might equally refer to “welding” and “dreaming”. The article is
a response of the author (a philosopher by occupation) to an American
politician’s statement that the country needs “more welders and less
philosophers” (Critchley, 2015: para. 1). The author, whose father was a welder,
narrates his own way to philosophy and finally dwells upon the place of
philosophy and philosophers in modern life. So, it appears that the quotation
refers not so much to the soliloquy, nor does it trigger the script of Death. It
evokes the image of the protagonist Hamlet, a philosopher who kept asking
himself questions about existence to which he could not find answers. By the end
of his article the author claims: “Philosophers don’t know the answers, but we do
know the questions” (Critchley, 2015: para. 15). Thus, in the headline the author
contrasts welding not to dreaming (having images during sleep or fantasies during
daytime (“Dream”, n.d.) but to philosophizing which does involve “abstraction or
release from reality” (“Dream”, n.d.).

The headline of the article Mr. Beckham's light went out in his head — and
the rest, as they say, was silence (Jacobson, 2001) is obscure when viewed in
isolation from the article itself. The attention of readers may be attracted to the
quotation which will be recognised as the final words of the dying Hamlet
suggestive of multiple interpretations in the context of the tragedy: “...the rest is
silence” (Shakespeare, 1600: V.ii.4020). The quote is placed in the headline in an
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unmarked form as an anonymous saying due to the parenthetical clause “as they
say” and does not seem to have any connection with the first part of the headline
which contains a modified idiom “a light bulb goes off/on in the head” used to
speak about a person who suddenly understands something. In the modified form
the idiom might mean that Beckham does not understand much and has few ideas.
If considered together with the idiom, the quotation does not evoke the script of
the source text (Death) but rather functions as a free word combination and
actualises its direct sense: there is nothing to say about other issues. Overall the
headline may imply the reviewer’s low evaluation of Beckham’s intellectual
abilities.

When viewed in the context of the whole article the headline gets another
reading. The article is a critical review of two different awards of 2001: BBC
Sports Personality of the Year Award won by David Beckham and Turner prize,
an annual award for visual art works, conferred on Martin Creed for the
installation “Work 227: The lights going on and off” (the author does not mention
the name of the latter, nor does he describe either of the prize-winning
achievements in the article). Jacobson considers both the awards as one and
purposefully confuses their names and descriptions probably because he ascribes
a similar quality to the winners’ achievements. Thus, the headline acquires a
different meaning: in a mockingly erroneous way it presents two winning awards
of the year and adds an ironic comment on them. The writer continues viewing
the two awards and prize winners as one in the article: “David Beckham winning
the Not Very Much Personality of the Year Award, otherwise known as the
Turner prize” (Jacobson 2001: para. 1). He explicates the quotation in the
headline, making a direct reference to the character of Hamlet (together with
another Shakespearean personage lago): “It was Hamlet, one of the two patron
saints of minimalist art, who first said that (“‘the rest is silence”), the other being
lago...” (Jacobson 2001: para. 5). Thus, the quotation is re-semiotised and is
made to denote art which is not supposed to be explained or commented on by the
creator. There is another sense to the famous quote in the light of the severe
criticism of the article: “the rest is silence” denotes low quality of modern art,
there is just nothing to say about it: “Never was so little art of worth produced,
yet never have art and the artist had such magical properties ascribed to them”
(Jacobson 2001: para. 12).

In order to interpret the article the reader needs not so much the knowledge
of Shakespeare’s Hamlet as the knowledge of the external situations described
here: that the Turner prize winning installation represented an empty room with
the lights coming on and off every five seconds and that it aroused controversial
reaction.
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In the Russian headline beousui Hopux! A sman eco npospammmoe
obecneuenue... (Poor Yorick! | knew his software...) (Obraztsov, 2008) the
quotation is easily recognizable even in its transformed form (“Alas, poor Yorick!
I knew him, Horatio” (Shakespeare, 1600: V.i.3515). It triggers several mental
scripts: Hamlet (by virtue of contiguity “speaker — the words spoken”), Jester, and
Death. The quotation is well-known due to numerous theatrical performances and
films and is expected to evoke a visual image of Hamlet with the scull of the dead
jester Yorick in his hands dwelling on life and death. The substituted part in the
headline activates the script Computer which is incongruous with those activated
by the original quotation. The reader can suppose that he is going to read about a
dead computer/ dated system which had the name of Yorick. The lead elucidates
the enigmatic headline: the article is about an experiment of a Japanese
playwright who wrote a play for two robots. At the end of the article, the author
imagines that in the future a laptop may perform Hamlet to the audience of
computers. Thus, the headline reconstructs Hamlet’s monologue in the way it
could be recited by an actor-computer. The enigma of the headline is solved in
the article whose context also determines which scripts and semantic features of
the source text are actualised in the headline. The quotation becomes a sign of
Theatrical Performance and Hamlet's words refer to the role of Hamlet by means
of metonymical extension.

A word play may arise because the quotation is used both in the
metaphorical sense of its source text and a narrower (often direct) sense that it is
made to actualise in a target text.

The headline Sound and fury: Macbeth, Prince Malcolm, and our unfolding
political tragedy (Keneally, 2017) contains an allusion to two personages of
Shakespeare’s Macbeth — the protagonist Macbeth and Malcolm, whose father
King Duncan was murdered by Macbeth and who, in his turn, overthrew and
killed Macbeth. There is also a tiny bit of quotation “sound and fury” from
Macbeth’s monologue (“It is a tale | Told by an idiot, full of sound and fury, |
Signifying nothing” (Shakespeare, 1605: V.v.2384-2386) which he pronounces
before his downfall and death. The monologue is a metaphor, recurring in
Shakespeare’s plays, of life as a performance whose bad scenario was written by
not so very clever other. From the second part of the headline it is clear that the
metaphor is projected on present-day political problems. The lead elucidates the
metaphor of the headline: “Macbeth’s lament about sound and fury is relevant to
Malcolm Turnbull — the Scottish king utters it when he realises his demise is
near” (Keneally, 2017: lead). “Sound and fury” refers to the Australian prime
minister and his political failure. The context of the article adds one more
meaning to the quote: “sound and fury” characterises the prime minister’s verbal
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attack on the opposition leader: “Turnbull’s attack was nothing more than sound
and fury. It was quite furious... rarely is that fury on such public display”
(Keneally, 2017: para. 4). Throughout the article the author draws a parallel
between the images of Macbeth and Malcolm Turnbull and their political careers,
between Malcolm of the tragedy and the prime minister whose name is also
Malcolm and she repeats the THEATRE metaphor: “I listened to some mock
outrage played out in the theatre of our nation’s parliaments” (Keneally, 2017:
para. 2). Thus, on the one hand, the headline is an allusion to the whole story of
Macbeth and the infamous end of his political ambitions and contains a prediction
of a similar finale of the Australian prime minister; on the other hand, it refers to
a concrete incident of a political argument.

The headline ITeuarvnee na ceeme (Of more woe) (Timasheva, 2010)
contains an allusion to the final lines of Romeo and Juliet (“For never was a story
of more woe | Than this of Juliet and her Romeo” (Shakespeare, 1594:
V.iii.3285-3286). As the quote is well-known to Russian readers it is expected to
evoke the source text and the mental script Romeo and Juliet even if it is not
marked by inverted commas in the headline. The lead confirms the expectation of
the reader and adds a new sense to the headline: the article is about a musical
version of the famous tragedy staged at a Moscow theatre which was not
successful. Thus, “of more woe” refers both to the sad story of Romeo and Juliet
and its unsuccessful performance. The headline has both a symbolic meaning (as
a metonymy of the source) and a direct meaning describing the quality of one
concrete theatrical attempt.

Sometimes a word play may not have been intended by the author and
depends on the choices made by the reader, on “his disposition, his previous
knowledge, his own idiosyncrasies” (Eco, 1976: 124). A quotation is often
employed in the headline for the sake of some keyword which matches the topic
of the article. The author seems to be making an intertextual reference to a
Shakespearean text and sometimes even the name of the author is mentioned, but
it has no relevance to the context of the source, nor does it evoke original scripts.
Thus, the headlines of some analysed articles contain the quotation “To sleep,
perchance to dream” because they are related to the problem of sleeping. The
article To sleep, perchance to dream — or potter about: the scientists can’t agree
(Dowling, 2015) considers how much people should sleep nowadays. The article
To sleep, perchance to dream ... Is it ever OK to doze off in the theatre? (Barnett,
2011) discusses whether it is impolite to fall asleep during a theatrical
performance; To Visit a Museum, Perchance to Dream (Randall, 2007) describes
the Hall of Ocean Life in the American Museum of Natural History where
children easily fall asleep thanks to a tranquil and snoozing atmosphere. If the
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name of Shakespeare is mentioned (it is in two articles), it is done only to
reaffirm the idea of sleep: “It's certainly true that Shakespeare — despite all the
references to sleeping potions — was wide awake when he wrote his plays”
(Maclnnes, 2008: para 4). There is no intentional wordplay in these headlines
even if intertextuality has been employed consciously. The quotation is not
related to the context of the source, nor does it activate its scripts, the most salient
of which is Death: “To die; — To sleep; — To sleep! perchance to dream; — ay,
there’s the rub; For in that sleep of death what dreams may come” (Shakespeare,
1600: 111.i.1757-1759). Obviously, the famous quote is employed as a well-
known cliché whose appeal lies in its belonging to the great Bard. But for readers
whose textual encyclopedias contain Shakespeare's tragedy the headlines may
sound absurd, ironic and a bit weird (especially that of the article about children
sleeping in a museum).

Such a phenomenon of inserting a well-known quotation in the headline
just for effect is characteristic of the Russian press as well. Here too some readers
may feel effects of wordplay if they recognize and interpret intertextual
references that have not been used intentionally by the writers of article. In the
examples analysed Shakespearean texts have been modified in order to adapt
them to the context of the article. For example, two Russian article headlines
contain a transformed quotation from Shakespeare’s Romeo and Juliet “A plague
on both your houses” (Shakespeare, 1594: 111.i.1604-1605) uttered by the dying
Mercutio who has been mortally injured in a fight between the two feuding
families. The headlines “A pig plague on both your houses” (Aronov, 2008) and
“A mansard plague on both your houses” (Davidova, 2009), if read as
autonomous texts, prepare the reader for a dark story. After reading the body of
the articles the reader might discover to his surprise that neither of the headlines
are related to the source text or even to the content of the articles themselves. The
quote in the headline does not even actualise its semiotically codified meaning of
curse. The first article gives an overview of pork production in Russia and
informs about the decision of the Ministry of Agriculture to cut down on
importing pork from Europe. The only connection of the headline with the
context of the article is the word combination “pig plague” the hazards of which
are outlined. The article also dwells on the negative consequences of pork import
limitations both for Russia and European countries, but the negativity does not
match the expressiveness of the counterpart of the quotation in the source text. In
the other headline “A Mansard Plague on Both Your Houses” the quotation seems
utterly misplaced because the article describes attempts of the local
administration to solve a housing problem in Moscow by building up one or two
additional floors to existing houses. The only negative aspect of this project is
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that such reconstructions cannot be made by small firms or individuals because it
entails a long and burdensome bureaucratic procedure. The only common element
of the headline and the article is the word “mansard” which has been artificially
inserted into the quote. There is no connection with the source text at all.

The appeal of such ready-made headlines which rely on well-known quotes
used on a slot-and-filler principle probably lies in their expressiveness and some
promise of a dark and violent story. Even for a reader without the knowledge of
Shakespeare’s tragedy the quotation is expected to evoke some sinister
associations as it automatically triggers the scripts Dangerous Disease and Curse.
However, for a knowledgeable reader who has the Shakespearean text in his
encyclopedia the headline will sound discordant with the body of the article. Such
a mismatch between a narrative promised by a falsely ambiguous headline and a
boring article has recently become a widely spread phenomenon in the Russian
press. It can be probably explained by the fact that headlines are not composed by
those who write articles but by copy editors (Hiltner, 2017) and by the necessity
to attract the readers’ attention to certain pieces of information at all costs.

Conclusion

Most headlines with Shakespearean quotations that have been analysed are
semantically ambiguous and enigmatic if viewed as autonomous texts. A
quotation placed in a modern context of a newspaper headline, even if its form is
modified, creates a feeling of a semantic or/and stylistic dissonance with the other
words. The reader may get a vague idea what the following article is about but, at
the same time, his textual competence can be challenged by an unusual use of a
familiar classical text.

If a headline is considered within the context of the whole article, its
enigma is solved, and it becomes evident what meanings are at play in the
headline. A necessary condition for interpreting a semantic interplay is common
ground of the writer and the reader which is constituted by their shared textual
encyclopedias as well as by the knowledge of the events which are narrated in the
article and which have preceded them.

The wide use of Shakespeare’s quotations in newspaper headlines confirms
high authority of his texts and possibilities that they offer as rhetorical devices.
The analysis of some misplaced quotations displays that today an attention-
catching function of the headline seems to outweigh its function to sum up the
content of the article. Those who exploit famous quotations are trying to play
down those semantic features that take the reader back to the source context but,
in fact, it is impossible to wipe them out. Even if the scripts of the quotation are
irrelevant for its new context, they are still present and may be evoked for the
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readers who approach those texts with their own agendas and encyclopedias. As
Widdowson puts it “What is relevant in text is what the users choose to make
relevant in relation to what they are processing the language for” (Widdowson,
2004: 76).
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Nailja Z. BaSirova
»STA SADRZI IME?“: IGRA RECI U NOVINSKIM NASLOVIMA KOJI
SADRZE ALUZIVNE CITATE

Rezime: Multifunkcionalna priroda novinskih naslova kao informativnih,
zanimljivih, evaluativnih i zabavnih iskaza (Lennon, 2004) izvor je njihove velike
informativnosti koja dovodi do nejasnoca u njihovom znacenju. Intertekstualni
naslovi koji u sebi sadrze aluzivne citate mogu se okarakterisati kao izrazito
informativni (de Beaugrande & Dressler, 1981) jer se istovremeno odnose na
kontekst izvornika i novog teksta. Dvosmislenost citata, uzrokovana promenom
njegovog znacenja u novom kontekstu, i redistribucija njegovih semantickih
svojstava kao posledica prilagodavanja novoj temi stvaraju igru recima koja u
sebi nosi dva, a ponekad i viSe znacenja.

Oslanjajuéi se na teorijski okvir kognitivne lingvistike i semiotike, ova
studija istrazuje novinske naslove na engleskom i ruskom jeziku koji sadrze
aluzivne citate iz Sekspirovih tekstova, koji se esto koriste u oba medija usled
njihove prepoznatljivosti i autoriteta autora. U vrste igara re¢i koje su obuhvacene
analizom spadaju: a) uzajamno delovanje metaforickog smisla citata u izvorniku i
njegovog neposrednog smisla u novom tekstu; b) igru reci koja nastaje usled
neuskladenosti okvira izvornog i novog teksta premda je izvorna metafora
ocuvana; c¢) apsurdnost koja proizlazi iz upotrebe citata zarad neke kljuéne reci
koja se podudara sa temom novog teksta i koju moze razumeti samo Ccitalac sa
odgovaraju¢im ops$tim znanjem.

Kljuéne reéi: igra reci, citat, Sekspir, naslov, enciklopedija.
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METATHEATRE AND PLAY-WITHIN-THE-PLAY IN SHAKESPEARE
EXAMPLES OF HAMLET AND THE MERCHANT OF VENICE

Abstract: The idea of totus mundus agit histrionem®, omnipresent in
Shakespeare’s plays, explains the way the world and humanity work, but is also
used to explain the individual actions or resolve mysteries that a realistic
approach could not. In applying the layer of dream to get the essence of reality,
the actors take their audience through the secrets of life, but we also witness their
doing it for each other, as characters employing artifice to show the truth, holding
“the mirror up to nature”? as Hamlet put it in his famous instruction to the
visiting Players. The idea of all men and women playing is not necessarily a
generalization of feigning and deviousness among people, family members, and
rungs of the hierarchical ladder — it is also about the roles we play unawares,
assumed by birth or imposed by circumstances. Such was Hamlet’s role of an
avenger, so unnatural and formidable for him; and so was Ophelia’s role of bait —
the two of them are often compared to actors confused by contradictory
instructions of their stage directors — their fathers. Portia in Venice was not
experiencing such difficulties, though showing sign of Hamletian depression in
the beginning. She played her role with a short-term purpose and returned to her
safe haven where, unlike Elsinore, nobody tried to “pluck the heart of her
mystery”> once the enigma of the caskets was resolved. Her play within the play
had a sub-plot “wherein to catch the conscience”™ of her husband and to
ultimately beat her rival in the love triangle. Having accomplished the mission,
she returns to women’s traditional role and forgets all about betrayal.

Keywords: Shakespeare, metatheatre, stage, play, roles, world, gender.

Introduction
In almost every play, Shakespeare elaborated on his idea of the world as
a stage and men and women as players. In motley and spirited atmosphere of

! The motto of Shakespeare's Globe, from 1599.
2 Hamlet, 111.ii. 22-23

$ Hamlet, I11.ii. 33.

4 Hamlet, 11.ii.568.
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comedies, via history plays and Roman tragedies depicting the rulers as
charismatic and popular actors (or losing popular support precisely because they
were bad actors), all the way to the four great tragedies with gloomy and resentful
realisation of the weak part given to us for a short while, to “strut and fret upon
the stage™® (Shakespeare, 1997: 998) before the curtain falls. Wordplay, role-
play, feigning and seeming; tricksters, smiling villains and mad beggars — these
are all theatrical techniques employed by Shakespeare's players, in their mutual
interactions and individual pursuits. Yet, when they stage a play within the play,
Shakespeare's theatrum mundi® turns into a microcosm of personal drama voicing
and ventriloquising. They enact events from the past, as well as visions of the
future — Hamlet's “Mousetrap” is about his father's murder, but could also be
interpreted as a threat against his uncle's life, because his player-murderer is a
nephew. Prince Hal plays the roles of himself and his father, King Henry 1V in
alternation with Falstaff, envisioning his future curtailment of their friendship as
he becomes King Henry V. In the gender-bending and cross-dressing courtroom
play within The Merchant of Venice play, there are all the features of the Great
Tragedies — disowning, denial, contest, sacrifice; other men are standing a trial
here, not Shylock or Antonio.

Tug-of-love

Having experienced his father’s untimely demise and his mother’s
“0’erhasty marriage” (Shakespeare, 1997: 664), as well as loneliness and “bad
dreams” (Shakespeare, 1997: 666) that cause his anguish and depression, Hamlet
decides to go back to Wittenberg. His mother, understandably, wants him to stay,
but why would his uncle wish the same? An imperturbable pretender, he takes all
Hamlet’s insults patiently and lovingly. He is an affectionate husband, good king,
temperate and kind, a worrying uncle. He promises Hamlet the throne and
supports his wife’s cause of insisting that Hamlet stay. Can one wear such a mask
all the time and be a villain? Or does Shakespeare do this to additionally spice it
up, with a deliberately misleading idea of Claudius being perfectly innocent and
the Oedipal Hamlet harbouring murderous thoughts against him just as he
previously did towards his father? If this is the case, that explains Hamlet’s
ostentatious grief and accusatory “nightly” colour that he refuses to “cast off”
(Shakespeare, 1997: 657), although he claims precisely the opposite: “I know not
seems” (Shakespeare, 1997: 657). He is anxious to show “something that passeth
show” (Shakespeare, 1997: 657), to overdo in mourning and thus not only play
the role of a grievous son who is melancholic for an obvious (and natural!)

> Ideas promoted by Erasmus and Ronsard, for example.
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reason, for all the “lawful espials” (Shakespeare, 1997: 669) around him, but to
suppress his own sense of guilt and subconscious desire to get rid of his father.
The first viewer of this monodramatic piece is Ophelia, used as a bait by her own
father and as a messenger by Hamlet, who relies on her obedience and sense of
duty when performing the non-verbal late night act in her chamber. “Never doubt
I love” (Shakespeare, 1997: 665), followed shortly by “l loved you not”
(Shakespeare, 1997: 670) is an excess of an emotional and mental exercise for the
confused girl, his understudy in this play of fathers as stage directors and their
children as actors receiving contradictory directions. When was Hamlet feigning,
in the former or in the latter confession? Is it part of his “script”, for he promised
to “wipe away from the table of my memory” (Shakespeare, 1997: 662) and play
solely one of his many parts — that of an avenging son. So, he also had a father as
a prompter, “loosing him” unto Claudius as Polonius did “fishmonger”
(Shakespeare, 1997: 665) his daughter. How was he supposed to take the pressing
reiteration “Remember me!” and then “Taint not thy mind” (Shakespeare, 1997:
661)? How can one contemplate a murder — moreover, execute it, and still not
taint one’s mind? In all the reasons for his delay offered by both Shakespeare and
Hamlet himself, followed by for hundred odd years of criticism, there is also the
stark truth in “unpacking” (Shakespeare, 1997: 669) his heart — not only did “the
Almighty set his canon against self-slaughter” (Shakespeare, 1997: 670), but he
did so against murder too. And there is always a slim chance of killing an
innocent person, abominable as he might be to Hamlet. But his conscience would
not be quelled. So he needed to be sure before he acted.

The Play’s the Thing

The Renaissance idea of theatre of the world as an emblem of the life of
man — the very name of the Globe as the universal application of art, as suggested
by Nigel Alexander (1971: 10). Hamlet is all about plays and players. From his
announcement of “antic disposition” as feigned madness, to the “Hecuba”
rehearsal in Act 11.Scene ii. (Shakespeare, 1997: 668) and “The Mousetrap”
premiere, to his catatonic ostentation in Ophelia’s grave and the fencing duel, he
has been both an actor and a stage director. He plays a madman, acts as a
‘foolosopher’, to quote Shakespeare’s fellow actor Armin (Bate, 2009: 372),
where there is a “method in his madness” (Shakespeare, 1997: 667) — to quote
Polonius, another amateur actor, with Julius Caesar in his track record. “Hamlet
as an actor offered a choice of roles, and cannot determine which part he ought to
play — so, he does that through dramatization in his soliloquies”, concludes Nigel
Alexander (1971: 14). The fencing duel is also a play “because Hamlet and
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Laertes are playing elaborate parts in a masque of their own devising”
(Alexander, 1971: 20).

Shakespeare well understood than man, in essence, is homo ludens. It
was the playhouses_of his time that were the crux of social life, political gossip
and entertainment. When the first theatre was built, in 1576, simply called The
Theatre, it was very much in vein of the bear-baiting and dog fights, so the
playwright had to come up with the expectations of the rank-and-file
spectatorship. That explains so many fencing duels, witty repartees and the
mixture of high and low, taverns and brothels, tricksters and madmen. He shared
the precarious life and work of his fellow actors and knew how difficult, yet
expedient, it was to “hold the mirror up to Nature” (Shakespeare, 1997: 671) and
be faithful, though feigning. “Seneca cannot be too heavy nor Plautus too light”
(Shakespeare, 1997: 667), says Polonius knowledgeably, thus revealing both
Shakespeare’s role models and the simple dictum: the function of tragedy is
catharsis through horror and suffering, that of comedy is, simply, fun. The fact
that Shakespeare’s comedies are imbued with the similar issues and motifs like
tragedies, from familial relationships to state and existential matters, does not
alternate their innocent and festive face value. Prospero ends the pageants for his
daughter’s engagement by saying

Our revels now are ended. These our actors,
As | foretold you, were all spirits, and
Are melted into air, into thin air;

And, like the baseless fabric of this vision,
The cloud-capped towers, the gorgeous palaces,
The solemn temples, the great globe itself,
Yea, all which it inherit, shall dissolve;
And, like this insubstantial pageant faded,
Leave not a rack behind. We are such stuff
As dreams are made on, and our little life
Is rounded with a sleep (Shakespeare, 1997: 1184)

Professor Kosti¢ finds a striking similarity between this image of illusion
created by actors, of acting as dream, and of a forgotten play by William
Alexander, also mentioning palaces and gardens that will “evanish like vapours in
the aire” (Kosti¢, 2010: 52). When the actors arrive in Elsinore, Hamlet gives
them instructions on plausible performance and tasks them with a recast play The
Murder of Gonzago. This is a great lesson on acting, as Shakespeare “redefined
the art of acting” (Bell, 2012: 66), changing the pompous, “out-Heroding Herod”
style of declaiming:
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Speak the speech, | pray you, as I pronounced it to
you, trippingly on the tongue: but if you mouth it,
as many of your players do, | had as lief the
town-crier spoke my lines. Nor do not saw the air
too much with your hand, thus, but use all gently;
for in the very torrent, tempest, and, as | may say,
the whirlwind of passion, you must acquire and beget
a temperance that may give it smoothness. O, it
offends me to the soul to hear a robustious
periwig-pated fellow tear a passion to tatters,

it out-herods Herod: pray you, avoid it. (Shakespeare, 1997: 671).

Shakespeare was familiar with the Mystery Plays performed by amateur
actors, members of various trade guilds, and they were probably the model for his
artisans performing in A Midsummer Night’s Dream. Shakespeare and Richard
Burbage revolutionised the art of acting, discrediting the old bombastic style,
warned against by Hamlet in the next part of his instruction to the players:

Be not too tame neither, but let your own discretion
be your tutor: suit the action to the word, the
word to the action; with this special o'erstep not
the modesty of nature: for any thing so overdone is
from the purpose of playing, whose end, both at the
first and now, was and is, to hold, as 'twere, the
mirror up to nature; to show virtue her own feature,
scorn her own image, and the very age and body of
the time his form and pressure. (Shakespeare, 1997: 671)

Instead of stock characters, we got personalities capable of change due
to various experiences and emotions. This “internalisation of character reached its
apogee in Hamlet, who reveals himself much more through his soliloquies than
by external action” (Bell, 2012: 76). Although soliloquies are better studied when
read, not viewed, the histrionic part of Shakespeare’s fellow actors was able to
bring home to the audience all the angst, despair and amazement of the early
modern man, just about enough for “everyman” to get the flavour of the things
that “passeth show” (Shakespeare, 1997: 657), as the melancholic prince
philosophically put it.
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John Bell, a renowned Australian actor and founder of BellShakespeare
company, reminds us that the first theatre companies were still in their infancy
when Shakespeare started out. The “rag-tag groups of players” performed in inn
yards and were “much despised by civil and church authorities” (Bell, 2012: 67—
68). They all spoke different accents, which accounts for Shakespeare’s fondness
of punning.

There were as yet no acting schools, no acting theories or philosophies.

Expertise and technique were the fruits of experience. The more gifted,

ambitious or charismatic actors led the troupe and passed on their skills

to young apprentices. ... But the acting style, like the scripts they
performed, was still rooted in the tradition of the old Mystery and

Morality Plays with their stock one-dimensional characters, clichéd

mannerisms and simplistic texts (Bell, 2012: 70).

John Bell insists on playing each scene without creating a ‘consistent
character’, because, just like in life, in every situation he is different —
inconsistent (Bell, 2012: 184).

Why Hamlet approaches the players as trusted friends is not just
because it dawned on him that he could take advantage of their presence, or
because Shakespeare promoted his own vocation. Hamlet knows that he can trust
acting precisely because it is false, not duplicitous. Acting is neither good nor
bad, “but our thinking makes it so” (Shakespeare, 1997: 666), to paraphrase
Hamlet’s equivocality dictum, echoed by the Weird Sisters’ “foul and fair”
(Shakespeare, 1997: 978). Because in Denmark people can smile and be
villainous, one cannot tell what seems and what truly is. “I am not who | am”
(Shakespeare, 1997: 821), sneers the notorious Machiavellian lago. Experience
and wisdom are non too conducive in discerning one’s true face, as King Duncan
prophetically deems.

Hamlet is confident of the effect it will produce with the audience, in
particular with one viewer — Claudius. Words are powerful weapons and dramatic
poetry is a good investigative technique — if well employed. Now, did Hamlet
employ it well? His added piece is about a nephew (and not a brother) who Kkills
his uncle, a twist hardly explicable against the backdrop of his strained relations
with the King. Perhaps this is the chief drawback of his plan. Instead of detecting
and exposing Claudius, he warns him of his intentions and justifies his anger with
which he curtailed the performance and rushed off. The next time we see the
King is at prayer, kneeling. Another play he staged to purge his conscience and
shuffle a deal with Heavens by both having the cake and eating it. He wanted to
be absolved of his sins and yet keep their fruits: the crown and the Queen. The
prayer remains stuck in his throat and the odour of his sin rises to heaven. When
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Hamlet kills Polonius, the King decides that it is about time he changed tune and
sends Hamlet to death overseas. He did not count with the transformative power
of water, manifest in many other plays of sea voyage, so Hamlet returns from
half-way to England a changed man. The mask of a madman is off and he is
playing solely the role of an avenger. “The rest is silence” (Shakespeare, 1997:
688).

Psychodrama

Theodor Lidz noticed a pattern of a double psychodrama in the play —
Hamlet and Ophelia playing their respective roles and each other’s roles (Welsh,
2001). In doing so, Ophelia is always one step ahead of Hamlet: he feigns
madness, she goes insane; he contemplates suicide, she commits it; he gives a
promise to his father, she delivers on hers. “I shall obey, my lord” (Shakespeare,
1997: 660), she says remorsefully and redelivers all Hamlet’s “memories” to him.
“l shall obey, Madam” (Shakespeare, 1997: 669), says Hamlet and tries to
“redeliver” her memory of him as a reasonable and sober young man, but, alas,
she is appalled to see him “mad as the sea and wind when both contend / which is
the mightier” (Shakespeare, 1997: 677). He becomes one with his disguise. The
role of a madman provided him with liberty and impunity in verbal offence, but
deprived him of credibility and strategic alliance for his final act.

Ophelia loses her mind and unleashes a torrent of “words, words,
words”, to quote Hamlet’s reply to Polonius about his book (Shakespeare, 1997:
666), precisely during Hamlet’s absence, as if substituting him. She remembers,
accuses, protests, strews “dangerous conjectures in ill-breeding minds”
(Shakespeare, 1997: 678) — everything that he did before the journey. In
redelivering his remembrances, she “sticks to the script”, to use the histrionic
term of the famous Shakespearean and Star Wars actor Oliver Ford Davies (2017:
83), but is not even dignified a comment after she plays her part for
eavesdropping. Jumping into Ophelia’s grave, Hamlet assumes her role, but also
makes a point of loving her more than “forty thousand brothers” (Shakespeare,
1997: 684) and sacrileges her burial with infantile fight against her brother, which
continues in fencing. “He is mad” (Shakespeare, 1997: 684), his mother tries to
exonerate him before the grief-stricken and revenge-driven Laertes, whom
Hamlet calls his “foil” (Shakespeare, 1997: 686).” Hamlet will use the same
excuse before the duel starts, pleading madness and making a disclaimer that it
was not Hamlet who did it, it was his madness. Laertes becomes Hamlet’s mirror-
image, playing the role his sister previously played. Both he and Fortinbras are

" Foil is the shining part of a sword’s surface, reflecting the faces in front of it like
a looking glass.
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two obedient sons who do exactly what they are supposed to do — avenge their
dead fathers. Unlike Hamlet, Fortinbras obeyed the living, not the dead: he
accepted his uncle’s request to stay and give up on the hazardous venture against
Denmark. So, he rides in and sweeps everything without a drop of blood. Laertes
dies of his own poisonous sword, punished for following his devil epitomized in
Claudius, as Hamlet was duly warned by Horatio against the Ghost leading him to
destruction.

The dying Hamlet merges with the Ghost, his father. He becomes the
Ghost, as put forward by Professor Greenblatt (2001: 206). This completes the
cycle of role play and identity shift.

An unusual case of a daughter

Portia in The Merchant of Venice is another child bound by the
commandment of her dead father. Unlike most of the heroines in Shakespeare’s
plays, she is all by herself, richly provided by her late father and independent as
any rich lady with dowry could be nowadays. There is only the ‘catch’ of her
father’s will and that is what locks her up, just as Jessica was physically locked
up by her father Shylock. Just like Hamlet, Portia feels taedium vitae, her “little
body too weary of this great world” (Shakespeare, 1997: 428). The same deep-
seated melancholy is felt and voiced by her rival in the love triangle, Antonio,
who rejects the thought that it might be love: “Fie, fie” (Shakespeare, 1997: 427).
She made way for Rosalind, Helena, Viola, Olivia, Perdita and Marina — all the
gentle, seemingly fragile heroines, capable of outwitting men and having it their
way. Portia managed to have it both ways, to obey her dead father’s will and yet
to follow her heart and make her own choice. Marina remains chaste in a brothel
and heals her grievous father with her singing, to marry the Governor and convert
him from libertine to an honourable man. Helena heals the dying King and gets
the man of her life as a reward. Love always comes as a reward for integrity and
stamina, though the question of heart and freedom of choice are highly
questionable. Beside the bravery, tenacity and faith they all demonstrated, Portia
reaches the climax of intellectual superiority as a young doctor of law —
masterfully, as long as nobody realised the sham. Portia’s filial gratitude and
obedience are put to test with the three caskets and the absurdity of a random
choice of the husband, as if through a game of chance. It was not an absolute
chance, however, as the right one had to understand the misleading messages
correctly and make the right choice in order to become the choice himself. In this
game, Portia seems rather relaxed for a girl offered on a silver platter to whoever
guesstimates the alluring words on the caskets correctly. Stage directors
materialize this with her mimicking and cuing towards the right casket, which put
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Bassanio in an unfairly advantageous position. The song he hears at that very
moment is yet another hint. Despite her erudition and kind heart, as shown by her
bravado in the courtroom, one feels repelled by her racist and derogatory
comments expense of other suitors, only to exacerbate the poignant impression of
anti-Semitism that pervades the play. So, she plays the role of a captive,
dependent on her father’s will and on Fortune, whereas she is all set and
confident. Freud elaborated on this choice of three in his “Theme of the Three
Caskets” (1954: 291-301), with parallels among Paris and three goddesses,
Cinderella and her sisters and Fates. Cordelia and Cinderella are both humble and
tacit, just as the plain, lead casket is actually the most valuable one. But choosing
the silent one also means choosing death, which is precisely what King Lear does
choosing Cordelia. The Fates are the tripartite representation of Woman as
Mother, Lover and Earth (Death) as return to the original source (Jacobs, 2008:
32). The mask we wear for the public, the identity we generate and foster as who
we want to pass ourselves off as, are Jung’s persona, or Freud’s id. Most of us
have multiple ids, even unawares. Because we act all the time, playing our
societal and familiar roles. Because “all men and women are merely players”
(Shakespeare, 1997: 638).

So, Portia feigns a lawyer to save her husband’s best friend and
financier. A man who openly declares his love for Bassanio and does everything
in his powers to make her husband give away his wedding ring, thus making him
betray his oath, as he wants “his love to be valued against your wife’s
commandment” (Shakespeare, 1997: 447). So, the trial in the courtroom is not
just about the pound of flesh and Shylock’s revenge. It is a trial of Bassanio’s
love and it is a battlefield where Antonio remains defeated and alone, as they
leave happily to celebrate and consume their marriage. While expecting
Shylock’s knife in his heart, Antonio tells Bassanio: “Bid her judge / Whether
Bassanio had not once a love” (Shakespeare, 1997: 445). Antonio calls himself
Bassanio’s lover, which, admittedly, meant also a ‘friend’ in Elizabethan age.
Portia calls him “the semblance of my soul” (Shakespeare, 1997: 442), aware that
both of them love her husband equally. In the brilliant 2004 production of
Yugoslav Drama Theatre, directed by Egon Savin, the gender-bending is
additionally twisted with the leading actor Dragan Micanovi¢, playing Portia
from the beginning of the play disguised as a woman, plays a woman disguised as
a man. He strains himself to walk like a woman imitating masculine gait and
modulate his voice accordingly. Back home, Portia and Nerissa play the role of
offended wives whose respective husbands didn’t keep the promise, to forgive
them and let them end with “a round of flesh, instead of pound of flesh”, as
Joseph Pequigney punning suggests (1995: 180).
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Metatheatre — conclusion

Polonius foresaw his death by recalling his role of the murdered Julius
Caesar, so life now imitated art. Hamlet alludes to him as Jephtha (Shakespeare,
1997: 667), explaining that this “judge of Israel” had a treasure — a daughter he
loved “passing well”. But he does not allow for the analogy that Polonius’ love
for his daughter is tantamount. He feels that Ophelia is callously abused even by
her own father.

After play within the play, we seem to get a play above the play for a good
measure — the actor of the ongoing play summarizing the plot for the audience
(both in the theatre hall and for the characters present on stage at the moment).
Hamlet asks Horatio to report his cause to the “unsatisfied” and Horatio renders it
as a story

Of carnal, bloody, and unnatural acts,
Of accidental judgments, casual slaughters,
Of deaths put on by cunning and forced cause,
And, in this upshot, purposes mistook
Fall'n on the inventors' heads...(Shakespeare, 1997: 688)

Portia and Nerissa also get an account of the trial and the aftermath, as they
continue acting and feigning anger at their husbands. So, they promise to pay
back in kind and cuckold them with the men who have got their rings. Portia
decides to spare them the amazement and reveals

Here is a letter; read it at your leisure;

It comes from Padua, from Bellario:
There you shall find that Portia was the doctor,
Nerissa there her clerk: Lorenzo here
Shall witness I set forth as soon as you
And even but now return'd; | have not yet
Enter'd my house. (Shakespeare, 1997: 450)

Instead of an epilogue, the actors abstract themselves from their characters
and give the audience a summary of what they have just seen, while still
watching. No doubt this is the way to strike it home and impress the conclusion
the author intended to be drawn, but it is enabled thanks to the power of
theatralisation and the truthful illusion of theatre. Just as metatheatre may
function as a “reality check” and make us alive to the artificial nature of theatre, it
also helps us believe, provided that our environment is already theatralised. And
the world of Elsinore certainly is: everybody is pretending, acting, and by doing
so trying to conceal themselves and unveil others. Professor Nikola Koljevi¢
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elaborates on Andre Gide’s idea that tragedy is based on the contrast between the
hero and the role he is designated for, adding that Hamlet’s escape from the
dreadful role only by further theatralisation of the world (Koljevi¢, 2012: 216—
17). The truth can be reached through delusion, imitating the real life events: if
the world is a stage, the stage is the world (Milutinovi¢, 1994: 46-47). The world
of Belmont, on the other hand is like in illusion sharply contrasted to the gloomy
reality of Venice: love romance, dreams coming true, fairy-tale ending... The
Goddess of Death is transformed into Goddess of Love, as suggested in Freud’s
1913 paper (Jacobs, 2008: 38), tragedy turns into comedy and Bassanio promises
to “fear no other thing / So sore as keeping safe Nerissa’s ring” (Shakespeare,
1997: 451).
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METATEATAR | DRAMA U DRAMI KOD SEKSPIRA —
PRIMERI HAMLETA | MLETACKOG TRGOVCA

Rezime: Pojam celog sveta kao pozornice (totus mundus agit
histrionem)®, sveprisutan u Sekspirovim dramama, objasnjava nain na koji bitizu
svet 1 ovecanstvo, ali moZe objasniti i postupke pojedinca i rasvetliti tajne koje
realan pristup ne bi mogao da razresi. Prevlaceci tanak film sna da bi doprli do
sustine stvarnosti, glumci vode publiku kroz tajne Zivota, ali svedoci smo i kako
to rade jedan za drugoga, kao njihovi likovi koji umetni¢kim tvorevinama
prikazuju istinu, ,,drZeci ogledalo spram prirode”®, kako glasi Hamletovo &uveno
uputstvo gostuju¢im glumcima. Kad zamiSljamo sve ljude kao glumce, to ne
znaci nuzno generalizaciju o laznom i pritvornom kod svih ljudi, ¢lanova
porodice i stupnjeva na hijerarhijskog lestvici — re¢ je o ulogama koje nesvesno
igramo, koje smo dobili rodenjem ili sun am ih nametnule okolnosti. Takva je
Hamletova uloga osvetnika, njemu tako neprirodna i teSka; takva je i Ofelijina
uloga mamca — njih dvoje se cesto porede sa glumcima koje zbunjuju
kontradiktorna uputstva reZisera — oceva. Porcija u Veneciji nije imala takve
poteSkoce, iako je na pocetku ispoljila znake hamletovske depresije. Igrala je
svoju ulogu sa kratkoro¢nom svrhom i vratila se u sigurnu luku gde, za razliku od
Elzinora, niko nije poku3avao da joj “is¢upa srce tajne'®’ &im se resi zagonetka sa
tri kovcezica. Njena drama u drami imala je pod-zaplet “u kome ¢e uhvatiti
savest”*! svog muza i odneti pobedu nam svojim rivalom u ljubavnom trouglu.
Ostvarivsi misiju, vraca se u tradicionalnu ulogu Zene i zaboravlja na
ozlojedenost zbog izdaje.

Kljuéne reéi: Sekspir, metateatar, pozornica, drama, uloge, svet, rod.

®Moto na ulazu u Sekspirovo pozoriite Globe, izgradeno 1599. godine
® Hamlet, 11Lii. 22-23

19 Hamlet, I11.ii. 33.

" Hamlet, 11.ii.568.
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TOYING WITH LITERATURE: WYRD SISTERS AS A MEANS OF
PARODYING SHAKESPEARE’S WORKS

Abstract: The paper focuses on Terry Pratchett’s novel Wyrd Sisters and
includes its brief analysis in terms of exploring the similarities between the
aforementioned novel and the works of Shakespeare. The aim is to discover
different layers of parody present in Wyrd Sisters related to both works and the
life of William Shakespeare as well as to reveal potential intentions of the writer
to create such parody. Due to the fact that parody can be seen as a witty game that
imitates, often in order to criticize, it is crucial to elaborate on various aspects
Pratchett opts to mock. By playing the game of parodying, Pratchett manages not
only to entertain and mock but also to make his readers wonder and self-reflect.
Since Pratchett is known as a humanist who advocated subjectivity, individuality,
and multiplicity of perspectives in all spheres of life, the paper proposes that the
parody of Shakespeare’s works can be considered as a means of toying not only
with literature but also with reality. The paper finally aims to determine whether
and to what extent Pratchett designs and parodies characters, social situations,
and surroundings in order to point to all the faults and wrongs recurring in our
world.

Keywords: William Shakespeare, Terry Pratchett’s parody, Wyrd Sisters,
Macbeth.

Introduction

Sir Terry Pratchett (1948-2015) was an English author who wrote
numerous fantasy and comical works and is best-known for his enormous
collection of novels called Discworld series. His vast popularity is reflected in the
fact that he was the best-selling writer in the UK during the 1990s as well as that
his books were translated in 37 languages and sold in more than 85 million copies
all over the world. Besides, he was knighted for his services to literature by the
Queen in 2009 and, among many other awards, received World Fantasy Award
for Life Achievement in 2010.

Discworld is a world inhabited by a variety of species including dwarfs,
trolls, dragons, the undead, wizards and gods who play board games to determine
the outcome of events or fate of characters’ lives. Although the above-mentioned
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does sound like a typical fantasy world, Pratchett’s novels are abundant with
strategies that serve to subvert the reader’s expectations of plot development and
the genre in general. Instead of zombies being dreadful creatures of the night,
dwarfs and trolls involved in an endless war and resentment, and rightful kings
being led by the destiny to rule, all the species on the Discworld get regularly
boozed up together, long lost heirs to the throne prefer theatre to the crown,
gargoyles are employed in the City Watch and the gods are so vain that they
break infidels’ windows. Pratchett combines his witty humor and fantasy genre to
create an extraordinary world that draws the attention of innumerable readers
from all over the world.

Pratchett’s humor is regarded as the main obstacle for his works to receive
the attention of critics. Humor is considered to be the opposite of serious and
therefore humorous fiction is often seen as trivial entertainment. This paper
argues that despite belonging to the genre of comic fantasy, Terry Pratchett’s
works, as will be shown in the example of Wyrd Sisters, involve serious
engagement with the real world while the very genre of humorous fantasy further
enables the readers to comprehend reality. Since the genre of fantasy is often
scorned by academia or regarded unworthy of critics’ attention, it is crucial to
highlight complex references and background processes of Pratchett’s plots
which can be read either as mere entertaining novels or appreciated for their
multilayered profoundness. As Bryant (1998: 3) claims, “from a postmodern
point of view, there is no reason for the Discworld novels to receive less critical
attention than any other works of fiction: the barriers between ‘high’ and ‘low’
culture are no longer relevant”. Pratchett himself elaborates on his views
regarding the genre of fantasy.

I now know that almost all fiction is, at some level, fantasy. What
Agatha Christie wrote was fantasy. What Tom Clancy writes is fantasy.
What Jilly Cooper writes is fantasy — at least, | hope for her sake it is.
But what people generally have in mind when they hear the word
fantasy is swords, talking animals, vampires, rockets (science fiction is
fantasy with bolts on), and around the edges it can indeed be pretty
silly. Yet fantasy also speculates about the future, rewrites the past and
reconsiders the present. It plays games with the universe. (Pratchett,
2015: 61)

Another recognizable feature in Pratchett’s novels is his authentic writing
style which employs and combines a variety of elements including comic and
blunt expressions, parody, excessive and detailed footnote explanations as well as
unconventional epic plotlines. Moreover, his works are abundant with intertextual
references, especially parody, as is noticeable and is to be explored in the novel in
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question. Namely, in Wyrd Sisters Pratchett principally parodies Macbeth but also
occasionally refers to the very life and other works of the famous playwright. By
discovering and illustrating the parallels drawn between the novel and
Shakespeare’s work in question, the author of the paper primarily intends to
underline the parodic elements present. Moreover, the aim is to explore
Pratchett’s background intentions of implementing parody in Wyrd Sisters.
Regarding the matter, the author of the paper would argue that he does not
employ parody as a mere tool of literature mockery, but rather to point out,
criticize, question and ridicule the issues related to different aspects of real life,
including theology and religion, philosophy, music, literature and its criticism,
educational systems, history and the fact that it is written by winners, dictatorship
and governing systems, and as it is to be elaborated on in the case of Wyrd
Sisters, social and cultural narrow-mindedness, blind conformity, and inability to
embrace one’s own individuality as well as accept it in others. Even though the
writer’s intention is not always transparent, it can be suggested that all the
characters, situations, and the plot of Wyrd Sisters, but also of his other novels,
are created and designed to mirror our reality and lead the readers along the path
of self-reflection and questioning the legitimacy of the contemporary world.

Firstly, the notion of parody is to be thoroughly explained and defined as
well as its relevance to the topic. Secondly, the setting of the novel alongside its
resemblance to Macheth is to be depicted with special reference to the most
prominent parodic elements that play with the readers’ expectations. In addition,
the instances of parody are to be exemplified and analyzed in terms of the topic of
the paper. Finally, the author of the paper is to present conclusions on the
implementation and background intentions of Pratchett’s parody alongside the
benevolent moral of the novel Pratchett wants to convey.

Parody

The term parody originates from the old Greek language or, more
precisely, the words para which means ‘besides’ or “parallel to’ and oide which
means ‘ode’ or ‘song’. Merriam Webster Dictionary describes it as “a literary or
musical work in which the style of an author or work is closely imitated for comic
effect or in ridicule” (“Parody”, n.d.). Similarly to this view, Jameson (1991: 113)
believes that “the general effect of parody is — whether in sympathy or with
malice — to cast ridicule”. The same stance is shared by Genette (1997) and Rose
(1995). Namely, Genette (1997: 28) claims that parody is simply a “playful”
mood of a certain previously written text whereas Rose (1995: 52) sees it as
“comic refunctioning of preformed linguistic or artistic material”. As it is obvious
from the above-mentioned definitions, there is a general, chiefly accepted
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impression that parody can be seen only as an inferior form or burlesque which
serves as mere entertainment and mockery.

However, Dentith (2000: 6) concludes that “because of the range of
different practices to which it alludes, and because of differing national usages”
there is no suitable classification of parody. In addition, regarding the common
belief that parody must include the comic effect, the same author advocates that
“parody in writing like parody in speech is a part of the everyday process by
which one utterance alludes to or takes its distance from another” (2000: 10). In
other words, he remarks that parody is one of many possible reactions to a certain
text. As such, it expresses attitude with the purpose of persuading the receivers to
react and comprehend the text in the same way. Finally, he offers a definition of
parody which states that “parody includes any cultural practice which provides a
relatively polemical allusive imitation of another cultural production, or practice”
(Dentith, 2000: 9). His viewpoint seems far less narrow and considerably more
pragmatic since it acknowledges the possibility of different intentions one can
bear in mind when choosing to employ parody.

Similarly, Hutcheon (1985: 32) claims that “there are no transhistorical
definitions of parody” and that its meaning changes over time. Also, she suggests
that the view on parody as a mocking device is rather restrictive and defines it as
“a form of imitation, but imitation characterized by ironic inversion, not always at
the expense of the parodied text” (Hutcheon, 1985: 33). She also specifies it as
“self-reflective” and “ironic mode of intertextuality” that enables the readers to
revisit and thus rethink certain matters (Hutcheon, 2004: 225).

Parody belongs to intertexts due to its clearly visible dependence on a
certain previously written text and thus is often not regarded as an original text.
Barthes (1977: 53) presents his view on the originality of parodic texts and claims
that “with parody — as with any form of reproduction — the notion of the original,
as rare, single and valuable is called into question.” In the light of this
perspective, Hutcheon claims the following:

Parody is a perfect postmodern form, in some senses, for it
paradoxically both incorporates and challenges that which it parodies. It
also forces a reconsideration of the idea of origin or originality that is
compatible with other postmodern interrogations of liberal humanist
assumptions. (Hutcheon, 2004: 11)

In addition, Hutcheon believes that the purpose of parody is to question
whether the concepts presented in the original work are valid. From her point of
view, parody calls our attention to “the entire representational process” as well as
“the impossibility of finding any totalizing model to resolve the resulting
postmodern contradiction” (Hutcheon, 1989: 93). This feature of parody is vital
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for Wyrd Sisters where the readers are constantly aware of the afore-mentioned
postmodern contradictions due to the fact that Pratchett questions genuineness,
validity and common sense in Shakespeare’s Macbeth. Therefore, instead of
scorning the notion of parody, the author of the paper chooses to regard it as a
postmodern tool that plays with its audience for different reasons, one of them
being, as in Wyrd Sisters, to propose a new point of view by making the readers
rethink certain conventional paradigms.

Furthermore, the referential nature of parody must be mentioned and
briefly explained. Although parody is always derivative since it relies on
(an)other text(s), it is not limited to the re-writing of a certain genre or type of
text(s). Rather, it is present in numerous genres, real-life situations, and forms of
art that can be more or less parodic, ranging from very parodic to non-parodic.
Therefore, sometimes the presence of parody is more notable whereas in other
situations it is barely or not notable at all. Still, in accordance with the theory of
intertextuality, which advocates that all texts, ever written or to be written, are a
limitless whole and that they are all interconnected (Kristeva, 1980: 23), a
majority of texts involve a certain amount of parodic elements. Moreover, as
stated, every parody has its source(s) from which inspiration is sought. The most
obvious and relevant text that a certain parody relies on is called the precursor
text. For instance, in the case of Wyrd Sisters, the precursor text is, as mentioned,
Shakespeare’s Macbeth since the play provides frames in which the novel unfolds
and evolves.

Lastly, in order for parody to fulfill its primary intention, and that is to
refer to another text with the aim of mockery, critique or showing attitude, it is
essential for the audience to recognize the precursor text and create mental links
to the rewritten text. In the case when the audience fails to recognize the parodied
text, the purpose of creating the parody remains unsatisfied. Since audience
recognition is a crucial element of a successfully realized parody, Norrick (1989:
131-132) advocates that parody neither criticizes nor challenges the readers but
rather, after being recognized, allies with them against the third party.

All in all, the main points on parody relevant to this paper include the
following: Firstly, regardless of the commonly accepted attitude that parody
serves as a means of mockery and casting ridicule, this is not its only purpose.
Rather, it can be employed to mirror, criticize and point out certain matters which
the text is related to or directed against. Moreover, it can be a powerful tool that
depicts its author’s reaction to a certain phenomenon, which is often used to
persuade the audience to adopt the same opinion and ally with the very author
against the third party. In order to achieve the goal of parody, it is necessary for
the audience to recognize the precursor text and create a connection, or even raise

122



TOYING WITH LITERATURE: WYRD SISTERS AS A MEANS OF PARODYING
SHAKESPEARE’S WORKS

certain expectations regarding the development and final outcomes of the parodic
text. Finally, as stated, there is a disparity in opinions regarding the matter of
whether parody can be considered an original artistic text. Nevertheless,
according to the theory of intertextuality, a text cannot be entirely original or
completely isolated from the rest, and thus, all of them involve a certain amount
of parodic elements that are sometimes transparent, as in the case of Wyrd Sisters,
and sometimes more latent or irrelevant for the writer’s purpose.

Now that the notion of parody is presented and defined, the following part
of the paper is to deal with examples of it in the novel Wyrd Sisters. Besides
illustrating the instances involving the parody of Shakespeare’s life and works,
they will be analyzed with the aim of uncovering Pratchett’s background
intentions of drawing these parallels between his novel and Macbeth.

Parody of Shakespeare in Wyrd Sisters

Wyrd Sisters is the sixth novel of the Discworld series published in 1988.
As stated in the Introduction, this novel incorporates and combines parody,
postmodern techniques and Pratchett’s humanist beliefs in order to discuss
literature and everlasting conflict between “high” and “low” literary genres
alongside absurd but seemingly unbreakable social paradigms as well as to
challenge the widely accepted concept of onesidedness of reality.

Taking into account the plot of the novel, the most noticeable parodied
elements are those referring to Macbeth. First and foremost, the story takes place
in the Kingdom of Lancre whose description greatly resembles Scotland from
Macbeth. Moreover, Duke Felmet, who is persuaded into the misdeed by his wife,
Duchess Felmet, murders his cousin, King Verence, and exiles his infant son.
Also, as is typical in Shakespearian tragedies, but especially prominent in Hamlet,
the late king’s ghost wanders the castle seeking the means to avenge his death. As
it is obvious, the links between the precursor texts and the novel are established,
especially in terms of the main events of the plot — regicide, the usurpation of the
throne and treason. However, Pratchett’s folksy dialogues reveal parodic intent,
which is notable from the following passage. As it becomes apparent, Granny’s
casual attitude towards the conditions of ascending the throne parodies
Shakespeare’s dignified perception of regicide.

“If you think so much of the old king, you don’t seem very worried
about him being killed. | mean, it was a pretty suspicious accident.”

“That’s kings for you,” said Granny. “They come and go, good and bad.
His father poisoned the king we had before.” [...] “Only now no-one
must say Felmet killed the king,” said Magrat [...] “He said anyone
saying different will see the inside of his dungeons, only not for long.
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He said Verence died of natural causes.”
“Well, being assassinated is natural causes for a king.”
(Pratchett, 1988: 59-60).

Although the analogy between the works is already indisputable, the title of
the novel reveals another attempt to create the link between Macbeth and the
novel but also Pratchett’s struggle against widely acknowledged societal patterns.
Firstly, the old variant of spelling the phrase weird sisters is exactly as the title of
the novel reads — wyrd sisters. The title can allude to the Fates, prominent
characters in Greek, Norse, and many other mythologies, who were the ones
responsible for determining the outcome of important events and people’s lives.
However, this mythological allusion is not the only one intended. Rather,
Pratchett creates a strong reference to the three witches from Macbeth which is
prominent on the very first page as well as throughout the novel. The examples
from both Macbeth and Wyrd Sisters are respectively presented below for
comparison.

(Thunder and lightning. Enter three Witches)

First Witch: When shall we three meet again, In thunder, lightning, or in
rain?

Second Witch: When the hurlyburly’s done, When the battle’s lost and
won.

Third Witch: That will be ere the set of sun. (Shakespeare, 2008: 4)
“The wind howled. Lightning stabbed at the earth erratically, like an
inefficient assassin. Thunder rolled back and forth across the dark,
rainlashed hills. [...] It illuminated three hunched figures. As the
cauldron bubbled an eldritch voice shrieked: ‘“When shall we three meet
again?’ There was a pause. Finally another voice said, in far more
ordinary tones: ‘Well, I can do next Tuesday.” (Pratchett, 1988: 5)

By putting these two radically different scenes into the same frame,
Pratchett establishes incongruity which leads to initializing the primary instance
of the humorous effect. The reference to Macbeth is rather explicit and it guides
the readers towards drawing links, relating the two scenes and, consequently,
forming certain expectations regarding the plot of the novel. However, Pratchett’s
version abruptly deviates from the well-known, anticipated malicious scene,
towards the unexpected but ordinary, mundane atmosphere, which causes the
comic elements to become more apparent. In addition, the sentence “When shall
we three meet again?” plays an important role since it transfers Macbeth’s
ominous mood to Pratchett’s novel. Still, the answer in the novel “Well, | can do
next Tuesday” can be seen as a deliberate detour from the precursor text with the
purpose of introducing casual and light-hearted tone. Instead of using a

124



TOYING WITH LITERATURE: WYRD SISTERS AS A MEANS OF PARODYING
SHAKESPEARE’S WORKS

mysterious riddle to emphasize the occult, Pratchett presents his witches as
ordinary humans with a regular concept of time and informal, even chatty, mode
of conversation. In addition, when presenting a sinister Sabbath of evil magic
practitioners as a nonchalant tea party, Pratchet subverts the conventional
outcome, plays with the readers’ expectations and thus toys with the perception of
different genres and literature in general.

In accordance with Hutcheon’s (1985: 28) view that parody is a form of
“self-reflexivity” which “recirculates rather than immortalizes”, Wyrd Sisters
reflects, questions and highlights different elements of Macbeth. Among others,
Pratchett subverts the culturally accepted motif of the wicked witch by retelling
the story in a different manner. He deconstructs and confronts the prejudiced
stereotype in order to reveal its deception. Namely, he places Discworld’s witches
in the plot and setting of Macbeth since “it’s quite hard to make up anything new
and it’s a shame to see the old stuff lost” (Pratchet, 2000: 167). By depicting the
three witches in Wyrd Sisters as practical, simple, and unique characters as well
as completely opposite of the evil witch stereotype, Pratchett advocates
subjectivity and praises the existence of different perspectives on the same matter,
possibly with the aim of causing the readers to reconsider or merely take time to
question their frequently stereotypical and prejudiced attitudes.

In relation to the former, the title of the novel must be mentioned once
again. Namely, Shakespeare’s Macbeth bears the title that corresponds to the
name of the main character in the play. In the same fashion Pratchett titles his
novel Wyrd Sisters to denote that the witches have a central role instead of being
mere side characters who trigger the plot, as in Macbeth. This distribution of roles
develops and individualizes the witch characters and grants them the part of
heroines as opposed to Shakespeare’s one-sided ill omens.

Another reference becomes apparent in the same scene while the witches
are still in the moor. Firstly, the example from Macbeth will be presented after
which Pratchett’s version will be shown in order for similarities and incongruities
to be underlined.

Second witch: By the pricking of my thumbs, something wicked this
way comes. (Shakespeare, 2008: 86)

Granny Weatherwax paused with a second scone halfway to her mouth.
“Something comes,” she said. “Can you tell it by the pricking of your
thumbs?” said Magrat earnestly. Magrat had learned a lot about
witchcraft from books. “The pricking of my ears,” said Granny. She
raised her eyebrows at Nanny. Old Goodie Whemper had been an
excellent witch in her way, but far too fanciful. Too many flowers and
romantic notions and such. (Pratchett, 1988: 17)
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The element of an upcoming visitor is notable in both works. By
employing parody in this scene, Pratchett mocks the obscure words the witch in
Macbeth utters to reach the conclusion. As opposed to this sinister manner of
predicting future events, Pratchett endows his witches with logic and wit since
according to him witchcraft is a rational and pragmatic science. Thus, in order to
practice it, one does not need supernatural powers but rather well-operated
intellect, which he refers to as headology. He opposes Granny, an old and
experienced witch, to Magrat who has recently joined their coven and has, like
Shakespeare, overly fanciful and stereotypical views on the notion of magic.
Once again, the incongruity arises between the conflicting perceptions of
witchcraft, which emphasizes the humorous effect. However, humor is not the
only element achieved through the use of parody. Once more, Pratchett breaks the
paradigm abundant with stereotypes and toys with the readers’ expectations for
the purpose of influencing their self-inquiry but also challenging biased mindsets
that unfortunately prevail in our society.

The following excerpt serves to yet again deconstruct the wicked witch
myth and parody the common and generally accepted attitude. Duke Felmet
portrays a prejudiced society whose perception of witches is ridiculed and greatly
opposed to Pratchett’s protagonists.

“Admit it — she offered you hedonistic and licentious pleasures known
only to those who dabble in the carnal arts, didn’t she?”

The sergeant stood to attention and stared straight ahead.

“No, sir,” he said, in the manner of one speaking the truth come what
may. “She offered me a bun.” (Pratchett, 1988: 49)

Another motif found in Wyrd Sisters, common to Macbheth and
Shakespeare’s Hamlet, is the phenomenon of the ghost. As opposed to
Shakespeare’s depiction of the ghost as a revengeful phenomenon which appears
and disappears without further explanation, the ghost in Wyrd Sisters belongs to
the Discworld, the world bursting with magic. There, ghosts are ordinary
inhabitants, and in the case of the late king, the readers gradually become familiar
with his thoughts, spare-time activities, hobbies and foolish incompetence to
adjust to his new state which contributes to the humorous effect in the novel.
Pratchett parodies a common belief that the world of ghosts is eerie and terrifying
by humorously depicting tough situations that a regular ghost frequently faces.
The following instances from Wyrd Sisters illustrate the ghost’s miserable life.

“You can’t leave me like this!” he repeated, in the face of the
evidence.

Death turned to him. I CAN, he said. YOU’RE UNDEAD, YOU SEE.
GHOSTS INHABIT A WORLD BETWEEN THE LIVING AND THE
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DEAD. IT’S NOT MY RESPONSIBILITY. He patted the king on the
shoulder. DON’T WORRY, he said, IT WON’T BE FOREVER.
“Good.”

IT MAY SEEM LIKE FOREVER.

(Pratchett, 1988: 11)

It took him a mere twenty seconds to learn that, to the great many things
a ghost cannot do, should be added the mounting of a horse. He did
succeed in getting into the saddle, or at least in straddling the air just
above it, but when the horse finally bolted, terrified beyond belief by
the mysterious things happening behind its ears, Verence was left sitting
astride five feet of fresh air. (Pratchett, 1988: 13)

It [the kitchen] was full of ghosts. But they weren’t human. They
weren’t even protohuman. They were stags. They were bullocks. They
were rabbits, and pheasants, and partridges, and sheep, and pigs. There
were even some round blobby things that looked unpleasantly like the
ghosts of oysters. They were packed so tightly that in fact they merged
and mingled, turning the kitchen into a silent, jostling nightmare of
teeth and fur and horns, half-seen and misty. Several noticed him, and
there was a weird blarting of noises that sounded far-off, tinny and
unpleasantly out of register. Through them all the cook and his
assistants wandered quite unconcernedly, making vegetarian sausages.
(Pratchett, 1988: 76)

It can be concluded that Shakespeare’s ghosts are described
stereotypically, like inexplicable entities which abruptly appear simply to expose
a horrible truth that affects the unfolding of the plot. Nevertheless, Pratchett’s
ghost overcomes the limits of the stereotype since his character is fully developed
and the readers are well informed of his thoughts, identity crisis, and conduct.

The following passage questions the unilateral perspective on reality and
aims to blur the borderline between “superior” and “inferior” literature by
depicting the validity and value of both depending on the purpose of the
author(s):

To his horror he realized the duke was weeping. The Fool fumbled in
his sleeve and produced a rather soiled red and yellow handkerchief
embroidered with bells. The duke took it with an expression of pathetic
gratitude and blew his nose. Then he held it away from him and gazed
at it with demented suspicion.

"Is this a dagger | see before me?” he mumbled.
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"Um. No, my lord. It’s my handkerchief, you see. You can sort of tell
the difference if you look closely. It doesn’t have as many sharp edges.
(Pratchett, 1988: 85)

The question “Is this a dagger | see before me?” is used to facilitate
audience recognition of Macbeth and implies that this scene includes parodic
elements. The following example is a part of Macbeth’s soliloquy:

Is this a dagger which I see before me, The handle toward my hand?
Come, let me clutch thee. | have thee not, and yet | see thee still.
(Shakespeare, 2008: 35)

Although the scene in question takes place before the murder is
committed, Lord Macbeth shows signs of insanity and since he is tormented by
guilt, he experiences these vivid yet frightful hallucinations. As opposed to his
madness, Duke Felmet, a character parallel to Lord Macbeth, is depicted as
absurd and foolish, which creates disparity and thus emphasizes parody. Felmet’s
silly comparison of the murder weapon and a colorful handkerchief, alongside his
overreaction, enables the readers to suddenly comprehend the radical difference
between the texts. In Wyrd Sisters, this discrepancy was purposefully devised to
point out the fact that a seemingly singular frame is not always applicable to the
same individuals, contexts, and situations. Once again, Pratchett supports the
concept of multiple truths and at the same time rejects commonly accepted
generalizations. He intends to disappoint the readers and taunt their expectations
of the grand narrative in order to prove that the recycled version of the scene is
just as appropriate and suitable for the context. In Macbeth, the question “Is this a
dagger which | see before me” is rhetorical, therefore, not meant to be answered,
and yet the Fool in the novel provides the Duke with meticulous clarification of
the distinction between the two objects. Moreover, the contrast between
solemnness and foolish absurdity adds to the humorous effect but also promotes
Pratchett’s postmodern views that a certain event can and should be regarded
from different perspectives. Therefore, it implies that there is no absolute truth
nor omnipresent grand narrative applicable to a variety of distinctive situations,
plots, characters or people. By parodying Macbeth and to a certain extent other
Shakespeare’s works Pratchett intents to “engage dialogically and critically with
Macbeth; elements of which are pilfered from the genre of tragic drama and
transplanted into a comic fantasy novel to subversive effect” (Arasu, 2019: 8).

Miller (2011: 3) discusses Pratchett’s humanism and states that there is a
common cultural and social disorder surrounding the circumstances of the
creation of both Wyrd Sisters and Macbeth. She relies on Hunt’s (cited in Miller,
2011: 3) interpretation that both postmodernists and Jacobeans share a similar
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experience of chaos (as portrayed through the works from both periods), although
in strikingly different environments. Therefore, the author of the paper would
suggest that by parodying Shakespeare’s perception of disorder in Jacobean
England, Pratchett displays his own experience with the chaotic society of our
time. Wyrd Sisters encompasses two different and far apart periods that involve
comparable social issues related to the opposition of god and individual, belief in
the supernatural and reason, unilateral truths and subjectivity. Since Pratchett’s
postmodernism and intention to parody greatly rely on the promotion of
humanism, it is rather important to define the term. Holman & Harmon (1992:
223) consider humanists to have “an attitude that tends to exalt the human
element, as opposed to the supernatural, divine elements” while Dollimore (1990:
480) claims that “Marxist humanism has affirmed a faith in Man, the individual”.
The described views are acknowledged by Pratchett whose humanism is one of
the crucial features of the parody of Macbeth. The author refuses to profess the
existence of destiny and divinity and by doing so he dismisses the binary
opposition of good and evil. Instead, human truthfulness to oneself and one’s
personal judgment are praised. For instance, in Wyrd Sisters both the “good
king”, King Verence, and the “bad king”, King Felmet share the same fate of
becoming ghosts after death. By doing so, Pratchett ridicules religious inhibitions
and promises of the Kingdom of Heaven that often govern decision-making both
in Macbeth and reality and at the same time attempts to influence the readers to
act according to their own conscience and desires rather than out of fear of eternal
damnation. Mendlesohn (2000: 240) explains that “the moral structure of
Pratchett’s work rests on a conviction that only personal integrity is a useful
foundation for free will and true choice”. His characters, in this case Granny and
Nanna, develop their perspectives on right and wrong without the pressure of
social and religious constraints. These witches can participate in deeds, both bad
and good, benevolent and maleficent, depending on their own judgment of the
situation.

It was previously noted that not only the works but also Shakespeare as an
individual is referred to in the novel. He is portrayed through the character of
Hwel, the playwright who writes oddly similar speeches to Henry IV, Henry V
and As You Like It (Butler, 2001: 31). In addition, he is accompanied by the group
of actors that can be regarded as an equivalent to strolling players traveling
around Europe in Shakespeare’s times. Finally, the theatre building in which
Hwel’s plays are performed is called the Dysc which is an obvious allusion to the
Globe, especially when the shape of Discworld is taken into account. All of the
above- mentioned parallels serve the sustenance of the interconnectedness of the
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novel and its precursor texts while facilitating audience recognition and firmly
establishing the presence of parody.

Conclusion

The paper elaborated on the use of parody as a means of toying with
literature in Terry Pratchett’s novel Wyrd Sisters. More precisely, its aim was to
explore the implementation of parodic elements that refer to William Shakespeare
and his works as well as to uncover the possible background intentions of such
implementation.

In order to appropriately and orderly conduct the analysis, the first part of
the paper dealt with the notion of parody. The viewpoint on this notion
acknowledged in the paper is the one shared by Hutcheon (1985) and Dentith
(2000) who claim that the use of parody is not restricted to mockery and casting
ridicule. Rather, these authors explain that parody can be employed for a variety
of purposes and to different extents, depending on the reason for its
implementation. For instance, Hutcheon claims the following:

It is precisely parody—that seemingly introverted formalism—that
paradoxically brings about a direct confrontation with the problem of
the relation of the aesthetic to a world of significance external to itself,
to a discursive world of socially defined meaning systems (past and
present)—in other words, to the political and the historical. (Hutcheon,
2004: 22)

The following part of the paper was dedicated to the analysis of the
excerpts from Wyrd Sisters and the most noticeable text parodied in it
Shakespeare’s Macheth. The very novel was chosen for the analysis since it is
one of the best representatives of the obvious and deliberate parody employed for
the purpose of promoting Pratchett’s humanism and criticizing commonly
accepted stereotypes and prejudice. In order to discuss the afore-mentioned,
numerous scenes were compared and contrasted, which is followed by elaborate
speculation and commentary regarding Pratchett’s resolute detour from the
precursor text. For instance, instead of presenting his witches in a stereotypical
manner, Pratchett chose to separately develop each of them in terms of both
physical appearance and personality. Although the witches from Macbeth and
Wyrd Sisters seem relatable in both opening scenes, Pratchett enriches his
characters with sets of different traits, until they surpass the boundaries of the
witch stereotype. Besides, while Shakespeare’s witches are vicious, foul, and
disregardful of their actions, Pratchett’s coven is beneficial, sensible, logical,
reliable, and, each member in a different way, kind and sympathetic. Similarly,
his equivalent of Lord Macbeth is far from a deprived tragical character
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struggling with guilt. Rather, he is a foolish and trivial caricature who fails to hide
his immoral deeds due to his incapability, lack of judgment and clumsiness. In
addition, Shakespeare’s ghosts are depicted as horrifying phenomena rather than
characters, whereas Pratchett’s ghost of the late king is a fully developed
individual who struggles to adapt to his new state of being an invisible entity with
limited abilities. Finally, Shakespeare as an individual was portrayed through the
character of Hwel, the playwright who writes sonnets, speeches, and plays which
are performed in Discworld’s version of the Globe called the Dysc.

In the case of Wyrd Sisters, Pratchett aspires to question the existence of
destiny, to dialogize Shakespeare’s works and their validity as well as to
deconstruct deeply rooted attitudes that rule and mislead our society. He promotes
humanism and sovereignty to act in accordance with one’s true self in preference
to artificial and chaotic dominance of godliness and belief in a higher power over
individuality. It can be argued that Pratchett’s Discworld certainly is a skillful
imitation of our world, although not one created to entertain but quite the
opposite, to interpret in order to criticize, inform and caution. As Hutcheon
(2004: 27) puts it, the inclusion of parody is “never necessarily to exclude
seriousness and purpose in postmodernist art”.

All things considered, the author of the paper would conclude that parody
serves as a means of criticizing biased and discriminatory attitudes. Wyrd Sisters
conveys remarkably humane, philanthropic and influential morals that become
apparent once the readers manage to detect and comprehend the thoroughly
devised mechanism of subverting, questioning, criticizing, and distorting the
commonly acknowledged social paradigm and prejudiced universalities. It
discards the superiority of great narratives and the anticipation of destiny to be
fulfilled. This novel, along with its parodic elements, challenges the
predetermined and rigid uniformity by advocating the fact that there is no singular
or particularly adequate fashion of interpretation. On the contrary, Pratchett
implies that the perception depends on unique contexts, subjective experiences
and individual differences that should never be neglected or objected to, but
rather cherished and celebrated. In other words, Pratchett’s Wyrd Sisters attempts
and undoubtedly succeeds to offer a deeper understanding of what it means to be
an ordinary human.

Since without exception all his Discworld novels deal with social issues
and faulty aspects of our reality, at least to a certain extent, the author of the paper
suggests that some further research be conducted regarding the critique of the
political and educational systems in the City Watch series.
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Andelka M. Gemovié¢
IGRANJE SA KNJIZEVNOSCU: SESTRE PO METLI KAO SREDSTVO
PARODIRANJA SEKSPIROVIH DELA

Rezime: Tema ovog rada je analiza sli¢nosti romana Sestre po metli iz
ciklusa Disksvet Terija Praéeta sa odredenim delima Vilijama Sekspira poput
Hamleta i Magbeta. PraGetova parodija se bavi kako delima Viljema Sekspira,
tako i njegovim Zivotom, te je cilj ovog istraZivanja predstavljanje razli¢itih nivoa
parodije prisutnih u romanu Sestre po metli i, jo§ vaznije, otkrivanje pis¢evih
namera za stvaranje ove parodije. Parodija se moze smatrati dovitljivom igrom
koja imitira, ¢esto radi kritikovanja odredene pojave. U Pracetovim romanima
parodija se neretko javlja, a posebno u delu Sestre po metli u kome pisac ismeva
razli¢ite aspekte opSte kulture (nekulture), knjizevnosti i drustva. Kreirajuéi i
ucestvujuci u igri parodije, Pradet zabavlja Citaoce navodeé¢i ih da se pitaju i
preispitaju, to se moZe smatrati jednom, moZda i glavnom njegovom namerom i
inspiracijom za pisanje ovog romana. Uzimajuci u obzir da je bio poznat kao
humanista koji je podrZzavao subjektivnost, individualnost i viSestrukost
perspektiva u svim elementima i sferama Zivota, ovo istraZivanje posmatra
parodiju kao sredstvo igranja sa knjizevnoScu, ali i sa stvarno$¢u savremenog
drustva. Istrazivanje ¢e se prvenstveno baviti pojmom i definicijom parodije kao i
znacajem parodije u delu Sestre po metli. Okolnosti u romanu i njihova sli¢nost sa
Sekspirovim Zivotom i delima ¢e takode biti detaljno predstavljene i analizirane,
pri ¢emu ¢e se posebna paznja posvetiti najprominentnijim elementima koji se
bave parodijom i igraju sa oéekivanjima ¢italaca. 1z kojih razloga Pralet stvara
parodiju kojom ismeva knjizevnost i drustvo? Cilj istrazivanja je da analiziranjem
ovih problema zakljuci da li i do koje mere Pracet stvara i parodira likove,
drustvene situacije i okruZenje kako bi ukazao na sve Sto je disfunkcionalno i
pogre$no u modernom drustvu.

Kljuéne redi: Vilijam Sekspir, Teri Pracet, Sestre po metli, Magbet,
parodija, knjizevnost, disfunkcionalno drustvo, igra.
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IGRE, KNJIZEVNOST | SRPSKO DRUSTVO
U DRUGOJ POLOVINI 19.VEKA

Apstrakt: Cilj ovog rada je da pomocu razli¢itih izvora i viSe disciplina
opiSe vrste igara i odnos pojedinaca prema drustvenoj normi u Srbiji druge
polovine 19.veka. Od primarnih izvora Koristila sam tekstove koji ukrstaju
razli¢ite vremenske i zanrovske perspektive: beletristicku, dokumentaristicku
prozu i periodi¢nu Stampu druge polovine 19.veka, ali i autodokumentaristicka
dela sa pocetka 20.veka u kojima su saCuvana secanja na igre iz 19.veka.
Rezultati istrazivanja pokazuju da su pisci opisivali razliCite tipove igara,
drustveno normirane i zakonom zabranjene, koje se pokazuju kao opasne,
patoloske i destruktivne. Igre su se igrale u privathom i javnom prostoru, ¢esce su
ukljucivale viSe pojedinaca slinog starosnog uzrasta. Pojedine igre reflektuju
distinktivnu etnografiju sela i grada: dok se u prvom prostoru igralo kolo i
herojske igre nadmetanja, u drugom su organizovani plesovi na balu i pozorisne
predstave. Veoma su retki primeri predstavljanja opisa igre roditelja sa decom,
likovi oceva pojavljuju se kao posveceni i nezni. U izboru i knjizevnom pristupu
opisanih igara postoje razlike izmedu autora i autorki. U autodokumentaristickim
delima, knjizevnice su, u svom ranom detinjstvu, otkrivale postojanje otpora
prema stereotipnim, drustveno nametnutim rodnim ulogama. Prilikom opisa istih
tipova igara, primecuje se da su knjizevnice pokazale viSe literarnog talenta od
knjiZzevnika. Jedna od njih predstavila je tip knjizevne igre koji reflektuje moé
imaginacije i kreacije. Beledka iz srpske Stampe sa kraja 19.veka otkriva danas
nepoznatu drustvenu igru kartanja koja je imala cilj da ucvrsti kanon srpskih
pisaca. Ovaj rad pokazuje da je igra fenomen neodvojiv od etike drustva i da je u
razumevanju tog fenomena vaznija otkrivalatka snaga teksta a ne toliko priroda
Zanrova.

Kljuéne redi: rodna perspektiva, igre dece, igre odraslih, srpsko drustvo,
srpska knjizevnost.
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Premda se miSljenja o znaCaju igre mogu pratiti ve¢ sa antickim
filozofima, od sredine 20. veka uocava se kumulacija inostranih i domacih
istrazivanja fenomena igre u istoriji, knjizevnosti, psihologiji, pedagogiji,
sociologiji, kulturologiji, filozofiji, koreologiji itd. Prou¢avanje igara zastupljeno
je na odabranom korpusu dela nekih pisaca iz srpske knjizevnosti 20.veka, na
primer, Ive Andriéa (Solak 2012; Spasi¢ et all 2106) ili srpske avangardne,
2016). Igre su se takode sagledavale u proudavanju knjizevnosti za decu.' No, na
primeru pisaca proze Srpskog realizma ili srpske knjiZzevnosti iz druge polovine
19.veka zasebno se igra retko razmatrala.

U mojim ranijim istrazivanjima skrenula sam paznju da se u vecini
normativnih analiza knjizevosti Srpskog realizma, onih koje su prihvacene kao
pouzdan i kredibilan skup znanja, fokus usmerava iskljucivo na dela knjizevnika.
Dela srpskih autorki cirkulisala su tokom druge polovine 19.veka i kasnije,
ponovo se objavljuju od 1980-ih godina, kada je i publikovan solidan broj studija
razli¢itog obima u kojima je razmatren i utvrden njihov znacaj. Osim toga,
interdisciplinarna povezivanja znanja o nekoj temi takode se ignoriSu te se i pored
razloznih kritika iz poslednjih decenija 20.veka ostalo na strukturalistickom
interpretativnom zatvaranju u tekst i udaljavanju od stvarnosti nekog drustva.

Isklju¢ivanje Zena-pisaca odraZava negativnu ideologiju prema Zenama
kao proizvodacicama kulture; isklju¢ivanje kritickog znanja naucnika i naucnica
reflektuje antiepistemologiju, sve ono $to je protivno znanju; zanemarivanje
znanja iz drugih disciplina neprekidno nas udaljava od jedinstva sveta. 2 U
sagledavanju razvoja bilo koje pisane kulture, smatram da su takvi pristupi
tendenciozno redukcionisti¢ki i da neprekidno generiSu duboke posledice na
obrazovanje i nauku nekog drustva. Sva tri procesa Cine da se proucavanje
proslosti ukopava u redukciju, a razvoj nauke blokira i obesmisljava.

Cilj mog rada je da se fenomen igre u odabranom periodu knjiZzevne
produkcije sagleda Sto otvoreniije. Zato proSirujem izbor rodnog autorstva,
knjizevnih izvora 1 istrazivackih metoda. To znaci da sam u ovo istrazivanje
ukljucila dela knjizevnika i knjizevnica, da osim beletristickih, sagledavam i
dokumentaristi¢ka prozna dela srpske knjizevnosti iz druge polovine 19.veka i

! Na ovu temu objavljen je solidan broj radova, a zbog ograni¢enja obima ovog
¢lanka nave$¢e se samo neki radovi koji se ti¢u proucavanja igre u poeziji za
decu: Prazi¢, 1969; Grafenauer, 1974; Mitrovi¢, 1988; Veljkovi¢ Mekic, 2014.

2 Pre vi$e od 70 godina Lisjen Fevr nas je upozoravao da je kriza istorije u stvari
kriza ljudskog duha. Tekst ”Stopiti svoj Zivot s istorijom” (Fevr, 2004 : 31-53)
Fevr je objavio je u originalu 1941.pod naslovom “Vivre I'histoire Propos
d'initiation®.
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periodiku, i da otvaram disciplinarnu percepciju i integriSem perspektive, metode
i znanja iz istorije srpskog drustva, knjizevnosti, teorije knjizevnosti, sociologije,
kulturologije, filozofije i medicine. U pristupu temi, kako sam veé¢ pomenula,
opredelila sam se, osim za beletristicka, i za dokumentaristicka dela zato $to sam
se u ranijim istrazivanjima uverila da se takvi knjizevni radovi zapostavljaju a
Cesto sadrzi elemente ,skrivene istorije”, tj. nekih elemenata proslosti koji se
odbacuju, cenzuridu ili sklanjaju daleko od javnosti i javnog znanja.®

U ovom radu razmotricu rodnu zastupljenost igraca, njihov uzrast,
predstavljenost odredenih tipova igara. Sagleda¢u vezu slobode pojedinaca i
drustvenih ogranicenja, kao i suprotstavljanje rodnim stereotipima. Pokusacu da
odgovorim na sledeca pitanja. Kakve se razlike, u prikazivanju igara, mogu uociti
izmedu autora i autorki? Da li su postojale neke nama danas nepoznate igre? Da li
su pisci pokazivali i destruktivne, patoloSke apsekte igara? Da li su opisane neke
knjizevne, tj. stvaralacke vrste igara? Ako jesu, kakve su one bile i kakvu nam
sliku o druStvu i kulturi iz proSlosti Salju?

Kao teorijsko polaziste za razumevanje fenomena igre koristila sam
radove Lutera Galika (1920), Johana Huizinge ili Hojzinge (1949),* RoZea Kajoa
(1979), Ratka Bozovica (2006, 2013), i drugih. Treba imati na umu da se, tokom
vremena, u razumevanju fenomena igre i njenog znacaja, dosta evoluiralo u
prelaZenju od pojednostavljenih i povrSinskih razmisljanja do sloZenih stavova
koji su ukljuéili novije pedagoske, socioloske, filozofske, politi¢ke, neuroloske
perspektive i uvide iz drugih disciplina.®

Sta je igra? Sama re¢ na srpskohrvatskom i engleskom jeziku ima vise
razli¢itih znacenja aktivnosti kojima su ciljevi razonoda i uZivanje, sportska
takmicenja, umetnicke izvedbe muzickog i plesnog karaktera, obuhvata i brze

* Detaljnije videti Tomi¢, 2016; Tomi¢, 2018.

* Prezime pomenutog nau¢nika Ratko BoZovi¢ transkribuje kao Huizinga
(BoZovi¢, 2013), Milan Uzelac kao Hojzinga (Uzelac, 2003).

® Na primer, Galik je ukazivao na to da igra nije manje ozbiljna aktivnost od
posla, da je razlika medu te dve aktivnosti u mentalnom stavu (Gulick, 1920:
126). Taj proucavalac je takode odstupio od naivnog shvatanja da igra decu
sprema za Zivot, smatrajuci da igra konstituide stvarni Zivot u nekom vremenu
(Gulick, 1920: 179). O nekim promasajima Kajoe u tumacenju igri zanosa videti
Bozovi¢, 2006: 138-144. O drugim revizionistiCkim tumacenjima igre detaljnije
videti BoZovi¢, 2013: 93-97.
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telesne i umne promene.® Luter Galik igru razume kao nesto vise od neke
imenovane aktivnosti: to je stav prema bilo kojoj aktivnosti, slobodan izraz
liénosti (Gulick, 1920:11). Igra je starija od kulture, a posto obuhvata S$irok niz
ljudskih aktivnosti, problematika igara ti¢e se problematike bogatstva i slobode
Zivota (Gulick, 1920: 127).

Proucavaoci su igru definisali kao slobodnu, dobrovoljnu, dogovorenu,
izdvojenu, rukovodenu, neizvesnu, neproduktivnu/nekorisnu i fiktivnu aktivnost
(Huizinga, 1949; Kajoa, 1979). Igra je ,0snova bio-antropo-sociokulturne
covekove celosti.” (Bozovi¢, 2013: 95). Njeni sustinski elementi su: zudnja (igra
se Zeli i zbog toga se izvrSava sa viSe shage nego posao, Gulick, 1920: 124), a
njen osnovni pokretac je sloboda (Kajoa, 1979: 55).

Igre obeleZavaju moralne i intelektualne vrednosti neke kulture, one
otkrivaju pojedince i ljude, narode i rase (Gulick, 1920: xii; Kajoa, 1979: 56).
One su uvek u vezi sa realnim svetom: od njega dobijaju impulse, ili mu daju
smisao, predstavljaju izazov, namecu dinamiku (Bozovi¢, 2013: 95).

Podelu igara preuzela sam od Kajoe (1979: 40), ali sam Koristila i
razvrstavanja drugih naucnika. Kajoa je igre razvrstao u Cetiri kategorije u
zavisnosti od toga da li preovladuje princip takmicenja (agon), slucaja (alea),
pretvaranja (mimicry) ili zanosa (olnix). Igre se mogu odvijati samostalno i
kolektivno, na otvorenom i zatvorenom prostoru. U okviru jednog tipa igre,
unosila sam primere igara dece kako bi se uocile raznolikosti ili specifi¢nosti
aktivnosti i njegovih ucesnika.

® Na srpskohrvatskom igra oznacava “1.provodenje vremena, zanimanje koje ima
kao cilj razonodu, zabavu; 2.a. zanimanje, bavljenje radi razonode nekom vrstom
sporta prema odredenim pravilima toga sporta; b. izvodenje nekih radnji i
kombinacija prema odredenim pravilima; 3.a. izvodenje muzi¢kog dela; b.
izvodenje uloge na pozornici; c. kazali$ni,pozorisni komad; 4.red, niz ritmickih
pokreta odredenog oblika i tempa, koji se izvode prema narocitoj music; muzika
koja odgovara tim pokretima; 5.poigravanje, podrhtavanje, titranje; 6.niz unapred
smisljenih radnji koje imaju odredenu svrhu; spletke, intrige, tajni planovi;
7.a.brza i izrazita smena ¢ega; b. misli koje se naglo menjaju i izmenjuju.”
Uporediti Recnik srpskohrvatskoga knjizevnog jezika, knjiga druga, Z-K (Novi
Sad-Zagreb, 1967: 344) i Gulick, 1920: 126. O problemu preSirokog obima pojma
i termina “igre” kao i retori¢nosti pojma “igra” u knjizevnosti, videti Rajici¢ Peri¢
(2016:12-23).

" Igra je zapaZena kod Zivotinja i ljudi. O igrama Zivotinja, na primer, posebno su
pisali Galik i Kajoa u ovde navedenim studijama iz 1920. i 1979.
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Igre takmicenja

U prvi tip igre Kajoa je svrstao dvoboje, turnire, tj. sportska i
intelektualna takmicenja. U njima se odmerava fizicka, muskulatorna snaga i
brzina tela, ili misaone sposobnosti. U svima njima ,,Agon se javlja kao cista forma
vrednosti pojedinca i sluzi za njeno isticanje” (Kajoa, 1979: 43).

U prozi Srpskog realizma ponegde su tematizovana takmicenja mladic¢a
koja najavljuju njihove ratnicke, fizicke vestine i moci, ali i etiku borbe,
moralnih nacela. Jedan takav primer nalazi se na pocetku romana Janka
Veselinovi¢ca Hajduk Stanko (1896), kada dvojica mladi¢a, Lazar i Stanko,
nekadasnji pobratimi, odmeravaju svoje snage pomoc¢u takmicarskih igara,
odskakanja i rvanja (Veselinovi¢, 1966: 24-28).% Na tim stranama Veselinovié ne
opisuje toliko borbu dva tela, ve¢ se u najvecoj meri koncentriSe na verbalne
reakcije posmatraca i posmatracica. Scene takmiCenja docarane su dijalozima
publike, a takmicari ne govore cesto: gledaoci iskazuju divljenje ili intenzifikuju
dramu odvijanja takmicenja. Na primer, tokom prvog takmicenja u skakanju, sto
je igra koja li¢i na skok udalj, Lazareve re¢i odrazavaju samouverene tvrdnje o
vlastitoj pobedi (,,Dalje ne moze niko!*, 24), dok Stankove reci prenose svest o
mogucim veéim rezultatima (,,Mogu jos stopu! Lak sam kao ptica!“, 25).

Nekoliko de¢jih, vec¢inom takmiarskih igara, pominje se pomocu lika
uciteljice u romanu Svetolika Rankoviéa Seoska uciteljica, 1899. (Rankovié¢
1969: 41). Prilikom prvog stupanja u sluzbu mlada uciteljica Ljubica Petroviceva
pokuSava da se zbliZzi sa seoskom decom koja se igraju u Skolskom dvoristu.
Njihove igre nisu opisane, ve¢ samo navedene (,krpiguza, jarca,vina“) i
kontrastirane su igrama (,,lon¢i¢a“ i ,,mete”) koje igraju deca iz prvog razreda.
Kasnije, ona sa divljenjem posmatra kako njen kolega Gojko Savi¢ sa lako¢om
uci decu da igraju kolo uz pesmu ,,Paun pase, trava raste” (52). Pesme uz koje se
igra kolo zovu se ,,pesme uz kolo®, ili ,,pesme u kolu“, poskocice ili igracke
pesme.

U drugom Rankovi¢evom romanu, Poru3eni ideali (1900), sa nesto vise
detalja opisana je igra jakanja, rvanja ,,de¢ka“ Ljubomira i ,,devojeta“ Miroslave
(Rankovi¢, 1946: 11-12). Izdvoji¢u nekoliko zanimljivih detalja. Za razliku od
Veselinovi¢evog opisa rvanja Lazara i Stanka, Rankovi¢ prikazuje borbu dva tela,
a menja i polove ucesnika rvanja, te ono §to se smatra tipicno muSkom igrom
sada oblikuje kao igru odmeravanja snage momceta i mlade devojke. Pobednicku
snagu Rankovi¢ najpre predaje zeni, a potom muskarcu, ¢ime izjednacava rezultat
borbe. U takmicarskoj igri odmeravanja snage i spretnosti, mlada devojka je

8 U daljim navodima, bi¢e samo upisane strane originalnih dela.
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»pobediteljka®, a pisac ironi¢no demaskirava momka opisujuéi ga kao ,,junak
pade na travu kao dulek™ (11). Ako je Veselinovi¢ borbu rvanja dva mladica
opisao pred mnostvom publike, Rankovi¢ rvanje momceta i devojceta smesta U
prostor bez oc¢iju. Rvanje je inicirao Ljubimir nakon Miroslavinog zadirkivanja
da je lenj i nejak Cobanin.

Primeticemo da je unutar Rankovicevog opisa umetnut veoma vazan
komentar: ,,Decko je u njoj gledao druga, kao obi¢nog muskarca, ne znajuéi jos§
jasno ni za polnu razliku.“ Ova misao pomaze Citaocima da se uvidi i bolje
razume nepodudaranje dve razliCite perspektive. Jedna je perspektiva mladih koji
ne poznaju polne razlike, a druga perspektiva starijih koji polne razlike poznaju i
zato nose breme odgovornosti prema naruSavanju granica lepog, prikladnog i
uljudnog ponasanja, ili uzajmanog nepovredivanja.

U odredivanju aktera rvanja, neke imenice poput ,cura“, ,devojce*,
»momce*, ,,momak*, ,muskarac” sugeriSu da Ljubomir i Miroslava nisu deca, da
su na pocetku puberteta. Glagoli kojima se opisuje borba rvanja identi¢ni su
glagolima opisivanja intimnog odnosa: ,,povuce®, ,podade®, ,leze“, ,pritisSte®,
»zastenja“,  napreze®, ,leze. Takve slicnosti kod Citalaca mogu da sugerisu
vezu nekih igara dece i mladih sa ispitivanjem seksualnosti, ili postojanje nekih
tipova ,seksualnih igara”“ (sexual play) u ranom periodu Zivota, na Sta su
ukazivali istrazivai, po¢ev od Sigmunda Frojda a posebno posle Drugog
svetskog rata.’

Igra Ljubomira i Miroslave uklju¢uje fizicki kontakt, ali, u njihovoj svesti,
to susretanje se ne doZivljava kao seksualno, niti pripada nekim od klasifikovanih
tipova ,,uobicajenih* decjih seksualnih igara (,,normal® childhood sexual play

® Detaljnije o toj temi videti kod Lamb and Coakley, 1993: 516.
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and games), jer su izostavljeni trenuci seksualnog uzbudenja.'® Za Ljubomira i
Miroslavu rvanje je samo igra, bez erotske motivacije. Navedenom upotrebom
glagola i svojim komentarom pisac je taj koji erotizuje svest Citalaca. On prenosi
svoje iskustvo, istovremeno anticipirajuci kod likova ono $to ¢e doci u kasnijoj
fazi njihovog Zivota.

U izdvojenom odlomku opisa igre dva mlada bi¢a, treba uociti i momenat
izrazene agresije koji je mogao da prede u zlostavljanje. U jednom trenutku,
Ljubomir je poceo da davi svoju drugaricu, a na sre¢u, umesto tragi¢nog, ishod
radnje usmeren donosi mirno okoncanje igre iscrpljenog rvaca i rvacice. Zbog
mogucih ¢inova povredivanja, i posebno zbog toga $to su seksualne igre uveliko
privatne, veoma je vazno problemsko pitanje koje su postavile dve naucnice,
Seron Lem i Meri Koukli: ,,kako deca tj. mladi, bez nadzora drugih, uspostavljaju
granicu izmedu igre i zlostavljanja (Lamb and Coakley, 1993: 517).*!

Igre slucaja
Suprotno takmicarskim igrama, igre slucaja (kocke, ruleta, lutrije,
kladenja...) ne zavise od volje igraca, ve¢ od sudbine, u njima se svesno iskljucuje

U prevodu sintagme “normal* childhood sexual play and games na srpski
jezik, izostavila sam re¢ ,,normalno* ali ovde ukazujem na to da je, u kontekstu
pomenute istraZzene teme, problematika definisanja reci ,,normalno* sloZzena. Ta
re¢ je latinskog porekla, na srpskom moze da oznacava ,pravilno®, ,,propisano®,
,uzorno®“, ,redovno®, ,prirodno®, ,obi¢no“, ,tipino“, ,uobiajeno,
»prihvatljivo“, a moze da se tiCe neCega §to je u vezi sa vrednosnim
promovisanjem zdravlja i dobrobiti ljudi. Podrobnije o znacenju re¢i “normal® u
engleskom jeziku videti kod Lamb and Coakley, 1993: 523-524. Lem i Koukli su
opisale pet uobicajenih de¢jih seksualnih igara: 1.igranje doktora; 2. pokazivanje
delova tela; 3. eksperimentisanje sa seksualnom stilmulacijom; 4. igre ljubljenja;
5. igre seksualnih fantazija (Lamb and Coakley, 1993: 519). Ove naucnice su
posebno skrenule paznju na problem prihvatanja ,,uobicajenog™ kod devojcica
zbog nedostatka izbora prema onome §to se deSava sa njihovim telima; takode su
izdvojile vezu muskog statusa moc¢i i nasilja kod dece i ukazale na postojanje
problema zlostavljanja i viktimizacije dece. Lem i Koukli napominju da se u
navedene tipove ,,uobi¢ajenih” decjih seksualnih igara ne uklapaju lako jo$ neke
slicne vrste decjih seksualnih igara, jer ne ukljucuju direktan odgovor ucesnika
igara. Medu takve igre navele su: igre jurenja/gonjenja/lova, igre intimnog ¢ina u
kojem ucestvuju lutke, pevanje nepristojnih pesama.

1 pun navod u original glasi: “Without this monitoring, one wonders how
children themselves can draw the line between play and abuse”.
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li¢na odgovornost.*? Proizvoljnost slucaja je jedini podstrek za igru (Kajoa, 1979:
45).2 Ove igre su ¢iste igre i za razliku od ostalih tipova igara Zivotinje ih ne
poznaju.

Domine i razli¢ite igre sa kartama su kombinacija Agona i Aleae, jer
slu¢aj dodeljuje karte, a igrac¢i svojim raznovrsnim umnim sposobnostima,
razmi§ljanjima i odlukama, odreduju ishod igre. ,,Uloga alee nje da omogudi
inteligentnijima da zarade novac, nego ba$ suprotno tome — da ukine prirodne i
steCene prednosti pojedinca kako bi svakoga postavila u poloZaj apsolutne
jednakosti pred slepom presudom srece.” (Kajoa, 1979:46).

Znajuéi sve te odlike igre slucaja, umesno je postaviti pitanje zaSto se
ugledan i trezven trgovac, uzoran, oZenjen otac troje maloletne dece, iz price
Laze K. Lazarevi¢éa ,Prvi put s ocem na jutrenje” (1879), odlucio na tada
zakonom zabranjenu, riskantnu igru kockanja, u kojoj je kao poslednji zalog
stavio i kucu i radnju i sve novce koje je imao. U tekstu pri¢e ostavljeno je
nekoliko tragova odgovora na ova pitanja. Jedno objaSnjenje je da se radi o
uticaju loSeg drustva zbog kojih ugledan trgovac pocinje da noc¢i provodi po
,mehancinama® (29), ali i da gubi novac i menja ponasanje prema zeni i deci. No,
da li se zaista radi o loSem drustvu ili je pre re¢ o nemoéi odupiranja novoj igri
kod uglednih ljudi? Pisac je ipak naveo socijalni status nekih od muSkaraca, a
upravo ti podaci otkrivaju njihov druStveni ugled: blagajnik je osoba od
poverenja, a apotekar neko ko ima viSe obrazovanje. Drugo objasnjenje pokazuje
da je Mitar prema igrama na sre¢u najpre imao izrazito negativan stav. Cim je
zatekao svog najboljeg, najodanijeg i ,,najvaljanijeg (28) pomocnika Proku da
igra krajcara, odmah ga je otpustio." Trece objainjenje u vezi je sa potrebom za

12 Tscrpnu studiju o istoriji kockanja objavio je ameri¢ki nauénik Dejvid Svarc
(Schwartz 2006). Kraci pregled istorije kocke i neke primere opisa iz
knjiZzevnosti razli¢itih epoha predstavio je Bozovi¢, 2013: 83-84.

13 _Suprotno od agona, alea negira rad, strpljenje okratnost, kvalifikaciju;
ona elimini$e profesionalnu vrednost, ta¢nost, treniing. On je apsolutno: ili — ili.
Takva Pravda sre¢nom igracu donosi beskona¢no viSe od onoga Sto bi mu mogao
pruziti zivot pun rada, discipline i znoja. Ona se pojavljuje kao drsko i nadmoéno
ruganje sposobnosti. Ona od igraca zahteva sasvim suptrotan stav od onoga koji
se on trudi da odrzi kod agona. Kod agona on ra¢una samo na sebe; kod alee on
rauna i na najmanju spoljnu neobi¢nost, koju odmah uzima kao znak ili
opomenu na svaku neprorodnosts koju zapazi, - na sve osim na sebe samog.”
(Kajoa, 1979:45).
Y Agon i Alea ,stvaraju vestacke uslove apsolutne ravnopravnosti medu
igracima, koje inace zivot uskracuje ljudima® (Kajoa 1979: 47).
> Krajcar ili ,krajcara® (,krajcarica®) je austrijski bakreni novéi¢ male
vrednosti koji se u igri baca uvis i pogada strana na koju ¢e pasti.
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iracionalnim i nagonskim, $to je prema prouc¢avaocima igara klju¢na odlika igara
na sreéu. Da li se Mitar upustio u kockanje zato Sto je zeleo da se rastereti
pritisaka svakodnevnih poslovnih obaveza? Kao osoba koja se iscrpljuje u poslu
trgovine i ne prozZivljava svakodnevicu, Mitar je u kockanju mogao traziti i
nalaziti uzbudenje, drazi ocekivanja, sve ono §to je suprotno potCinjenosti i
poslusnosti. Cetvrto, Mitrova kartaska strast zapravo je patolosko kockanje koje
se moze tumaciti iz ugla novih istrazivanja bihevioralne zavisnosti o kojima nije
moglo biti re¢i kod ranijih istraZivaca igara zavisnosti kao $to je Kajoa. To su
kompulsivne aktivnosti koje ne zahtevaju upotrebu hemijskih supstanci a
dominiraju Zivotom, ometajuci ga sebi i bliznjima; osoba toj aktivnhosti svakoga
dana posvecuje veli iznos vremena, bez uspeSne kontrole i sa povecanjem
rizika.® Kod osoba koje se kockaju, na primer, javlja se opasnost od
samoubistva, a to ¢e biti slucaj i sa Mitrom. Neke kompulsivne aktivnosti, pa i
kockanje, povezuju se sa kompulsivnim seksualnim ponaSanjem, sa potesko¢ama
u kontrolisanju seksualnih fantazija i Zzudnji, koje izazivaju poteskoce ili
pogoranja u obavljanju svakodnevnih aktivnosti.'” U vreme kada se Mitrovo
kockanje priblizava vrhuncu odsustva kontrole, on ima troje maloletne dece, od
kojih je najmladi sin-beba.

U vreme deSavanja price, kockanje je u Srbiji bilo zabranjeno i kaznjivo
zakonom. Laza K. Lazarevi¢ je odlucio da ne opiSe igru Mitrovog kockanja u
kafani, ve¢ gradaciju posledica koje trpi njegova porodica. Supruga Marica uvek
budno prati sve vrste Mitrovih promena i pazljivo nastoji da ih preokrene. Dvoje
najstarije dece takode prate o¢eve promene, a uvidaju i sve snazniju patnju majke.
Tim prenosima posledica sa dva knjizevna karaktera (oca i majku), na druga dva
karaktera (brata i sestru), Lazarevi¢ umnozava pripovedacke perspektive,
naglaSavaju¢i patnju porodice, odnosno drustva kao Siri prostor posledica
kockarske zavisnosti.

Uvek je Marica ta koja otpo€inje razgovore sa muzem, a ti razgovori
prenose dramu muZzevljeve zavisnosti, njegovo odbijanje stvarnosti, nemogucnost
uspostavljanja razumske kontrole i najavljuju Mitrovu ekonomsku i psihofizicku
propast. U jednoj mojoj ranijoj studiji (Tomic, 2013) detaljno sam analizirala celu
pricu, posebno razgovore; skrenula sam paznju da je normativna kritika
zanemarivala MariCin lik iako je ona ne samo jedan od glavnih likova price, vec i

1% Novu studiju o razli¢itim vrstama zavisnosti u Srbiji napisali su Pukanovi¢ i
Knezevi¢ Tasi¢, 2015. Nedavna istrazivanja pokazuju vise sli¢nosti izmedu
kockanja kao bihevioralne zavisnosti sa zavisnostima koje stvara upotreba
hemijskih supstanci (Kraus et all, 2016).

7 Definicija preuzeta od Kraus et all, 2016: 2.
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nov, atipi¢an, mocan zenski lik tadasnje srpske proze. Ona govori, misli, hrabro
staje muZu na put, sva je kontrastirana Mitru, izgradena je od razuma i etike.

Nije, dakle, re¢ samo o tome da Mitar gubi sve viSe novca, ve¢ da ne vidi
da sve, svoju i sudbinu svoje porodice, stavlja na kocku. U opisu kljuéne noéi,
kada Mitar u svojoj kuci na kocki gubi sve §to je imao, do izraZaja dolazi drama
pogubne zavisnosti od igre, potpuni gubitak kontrole nad Zivotom. Mitrovi stalni
odlasci kod Marice u sobu po novu koli¢inu dukata gradativno su obelezeni
zapovestima: ,,Daj jos!“, ,,Jo§ ovo samo!“, ,Dajl* ,BrZze!* ,Daj sve!* (33) i
obojeni drasti¢nim promenama na njegovom telu koje zapaza sin. ,,Oko tri sahata
posle pono¢i“ (33) oCeva odeca je razdrljena i otkop¢ana, otkriva malje na
grudima i plasi svojom nago$¢u koja je ranije bila zakopcana, skrivena i intimna;
oc¢ev pogled je uplaSen, koZa na licu tamna ,,kao zemlja“, on se trese i drhti kao u
groznici.

Kada se razdanilo, kada sin posmatra oca kroz kljucaonicu, on najpre vidi
sobu i lom dogadaja, odnosno uniStenje prostora i prazninu kockarskog
pustoSenja, a potom spoznaje o¢ev psihofizeki slom, zbog ¢ega mu se ¢ini da je
otac ,, mrtav (35). Ako je na pocetku price otac, u Sirokom zahvatu, prikazan u
punom sjaju, sa ovim, fizicki najsuzenijim okvirom posmatranja, saznajemo o
potpunom krahu glave jedne kuce. Kao re$enje svoje propasti, Mitar jedino vidi
samoubistvo. Inade, rezultati proucavanja savremenih nau¢nika iz razlicitih
delova sveta pokazuju da je patolosko kockanje veoma ozbiljan problem. Nova
istraZivanja su pokazala vezu izmedu patolo$kog (kompulsivnog) kockanja i
samoubistva: otudeni od bliznjih, kockari ne nalaze nadina da prevazidu
depresiju i beznadeznost (Battersby et all, 2006).

Sin posmatra propalog oca, a tu traumu dugo ¢e nositi na srcu i
ispripovedace, zapravo — ispovedace, kasnije, kao zreo muskarac. U vezi sa tim,
mislim da je veoma vazna jedna autorska promena. U ranim verzijama price
(Lazarevi¢ ,Kriticki aparat“, 311),'® Lazarevi¢ je Miinu ispovest usmerio na
veoma mali krug istorodnih vr$njackih ljudi, mladih, neoZenjenih muskaraca, koji
su na studijama daleko do svojih bliZznjih. Svoje iskustvo preneo je kao
upozorenje i opomenu samo budu¢im muzevima i oevima. Kasnije, u zavr$noj
varijanti, pisac odlu¢uje da traumu kockanja ispovedi svim Citaocima. Na taj
nadin porodi¢na drama o ocu koji nije ,,glava“ ve¢ ne-glava i propast porodice
postaje javna istina i strasno svedocanstvo o destruktivnim i samodestruktivnim
posledicama jedne naizgled bezazlene igre. Zanimljivo je da je ova prica

18 Kriticki aparat za SANU izdanje Celokupnih dela Laze K.Lazarevi¢a uradili
su Vladan Nedi¢ i Branimir Zivojinovié.
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ukljucena u redovnu nastavu srpskog jezika i knjizevnosti, i da je deca kasnije
kao odrasli dugo pamte.*®

U jednom radu, prof. dr Ratko Bozovi¢ dao je pregled opisa kockanja i
kockara kod inostranih pisaca poezije i proze, od anti¢kih vremena do danas.
Tako on podseca da se u epu Odiseja ,prosci bukvalno kockaju za lepu
Penelopu® (Bozovi¢ 2013: 84), a navodi i indijski ep Mahabharata, Bokacev
Dekameronu, pesmu Alfreda de Misea ,Une bonne de fortune”, roman
Dostojevskog Kockar. Bilo bi zanimljivo istraZiti primere kockanja u srpskoj
knjizevnosti razli¢itih epoha i napraviti komparativne analize sa juznoslovenskim
knjiZzevnostima. Na primer, u dvadesetovekovnom romanu Na Drini éuprija 1vo
Andri¢ je pomenuo dva primera patoloSskog kockanja: Milana Glasin¢anina i
Bukus Gaona.”’ Interesantno je da Andri¢ i Lazarevi¢ transformi$u svoje
patoloske kockare nakon njihovog suocavanja sa egzistencijano ekstremnim
iskustvom. Posle katastrofe, Andri¢ev Milan i Lazarevi¢ev Mitar trajno menjaju
svoju li¢nost i obrazac ponasanja.

Postoje i drugi primeri Srpskog relaizma u kojima su opisune posledice
kockanja za porodicu. Nekoliko godina posle Lazareviceve price, knjizevnica
Mileva Simiéeva, objavila je pricu ,,Adidari” (1899) u kojoj je takode izdvojila
lik Zene (Simke) kao one koja spasava muza i porodicu od propasti. InaCe, njene
prve priée, specijalista za Srpski realizam, prof.dr Dusan Ivanié, poredio je sa
Lazarevicem upravo zbog istog umeca stvaranja psiholoske napetosti (Ivanic,
1988: 228). Za razliku od Lazarevi¢evog Mitra, Radivoje je iskazao svojoj Zeni
zahvalnost. Takvu promenu tumadila sam kao rodno korektivnu etiku knjiZzevnica
tog vremena (Tomi¢, 2012: 124, 229-230; Tomi¢, 2014:117, 216).

Naravno, nisu sve igre kartanja one koje vode patologiji i destrukciji. U
perodici sa kraja 19.veka naiSla sam na opis jedne neobi¢ne igre sa kartama,
nama danas manje poznatog primera.”* Zabavno-edukativna igra ,,Kvartet srpskih
spisatelja® osmislljena je prema nemackom tipu slicne igre, Stampana je
1900.godine. Ova igra od 60 karata imala je slike 12 srpskih pisaca, sa datumom
rodenja i smrti i nazivima njihova, kako je napomenuto, 4 ,najglavnija dela“.
Vizuelni raspored informacija je ovako ureden: portret je bio na sredini karte,

¥ Do ovog zakljudka dosla sam nakon mnogih razgovora sa dacima u dugom
vremenskom rasponu.

2 Detaljnije 0 prvom primeru videti Spasié et all, 2016: 26-27.

2! Zelja knjigovode iz Kragujevca, Porda P. Mirosavljevi¢a, da proizvede ovakvu
igru po uzoru na nemacku kulturu objavljena je u rubrici za vesti Casopisa
Bosanska vila u broju 5/6 za mart 1899. godine, na strani 77. Vest o0 ostvarenju
ove Zelje publikovana je nesto vise od godinu dana kasnije, u 11. broju Bosanske
vila za jun 1900.godine, na strani 151.
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iznad slike su $tampani nazivi dela, a ispod slike informacije o Zivotu i smrti.*
»Kvartet“ se igra tako §to se sve izmeSane karte odjednom podele, a pogadaju
dela pisaca, odosno karte kod drugih igraca. Na svakoj karti su zabelezena 4 dela
nekog pisca, ali samo je jedno delo oznaceno crvenom bojom a ostala tri crnom;
treba pogoditi naziv dela ozna¢enog crvenom bojom. Ko prikupi viSe kvarteta,
pobeduje.?

Ova igra je na kartama ukljucila samo pisce muskog pola, njihove poetike
i zanrovi su razli€iti, svi ti pisci su bili 1 ostali kanonizovani, a od predstavljenih
knjiZzevnika u to vreme jedino je bio Ziv Jovan Jovanovi¢ Zmaj, §to svedodi o
njegovoj velikoj popularnosti i slavi. Premda je u najavi cilja igre na prvo mesto
pomenuto ,,upoznavanje pisaca“, slikovne informacije su nesmnjivo doprinosile i
proslavljanju autora, kao i uévri¢ivanju njihovog paméenja.?* U to vreme, bilo je
slavnih Zena-pisaca u srpskoj kulturi, ali one do danas nisu mnogo poznate. Kako
sam pokazala u jednom nedavnom istrazivanju (Tomi¢, 2018: 98-144), krajem
19. i na pocetku 20.veka postojali su razli¢iti modeli kojima se pomoc¢u popularne
kulture prenosila slava Zena. Ideja za ovu igru mozZe se i danas iskoristiti za
upoznavanje znacaja knjizevnica iz proslosti i u¢vrs¢ivanje njihove slave.

Igre pretvaranja

Ove igre podrazumevaju preruSavanje i oponasanje neke licnosti. Deca
imitiraju odrasle, a pozori$ne predstave i dramske interpretacije takode ulaze u
ovu grupu igara (Kajoa, 1979: 49). Specifi¢na odlika ovih igara je sto kod njih ne
postoje fiksna pravila, ove gre su neprekidno izmisljanje, ,,odbrana iracionalne

22 |z beleske se saznaje da su ,,slike vrlo lijepo izradene®, ali nije razjasnjeno da i
je re¢ o fotografijama ili ilustracijama knjiZzevnika, niti da li su ti portreti radeni u
boji.

2 0d pisaca su bili zastupljeni: Sima Milutinovié¢ (1791-1847), Jovan Sterija
Popovi¢ (1806-1856), Jovan Suboti¢ (1817-1886), Branko Radicevi¢ (1824-
1853), Stjepan Mitrov LjubiSa (1824-1878), Bogoboj Atanackovi¢ (1826-1858),
Ljubomir Nenadovi¢ (1826-1895), Jovan Jovanovi¢ Zmaj (1832-1904), Pura
Jaksi¢ (1832-1878), Milorad Sap¢anin (1841-1895), Laza K. Lazarevi¢ (1851-
1891) i Vojislav J. Tli¢ (1860-1894).

% Posto je za razliku od prve vesti iz 1899. o ovoj igri, u drugoj iz 1900.
navedeno da kvarteta ima 15, a pisaca 12, verovatno su neki pisci bili zastupljeni
sa vise karata tj. portreta i naziva dela. U tom slucaju, neki pisci su bili izdvojeni
od drugih. Moguce da je jedan od njih bio Jovan Jovanovi¢ Zmaj. Ako je pak re¢
0 gresci, onda pisaca ima 15, a imena 3 autora ostaju nam nepoznata dok se u
nekom arhivu ili privatnoj zbirci ne nadu karte. Na kraju junske vesti saznaje se
da se karte mogu poruciti kod novosadskog knjizara, Arse Pajevic¢a (1841-1905),
inace uglednog Stampara i izdavaca.
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sfere i Covekovog subjektiviteta® (Bozovié¢, 2013: 86). ,,...preko maske se priziva
stvarnost koja nije bila prisutna, a koja je nedostajala“ (Bozovi¢, 2013: 87). Do
izraZaja dolazi ludus ili ,,zelja za neobaveznom teSkocom* (Kajoa, 1979: 55) koja
vodi sticanju neke vestine ili majstorstva. Zahvaljujuéi elementu ludusa domet i
kulturna plodnost neke igre postaju najuocljiviji (Kajoa, 1979: 62). U ovom tipu
igre ispoljava se veza izmedu izbora uloge i licnosti same.

Dokumentaristicka proza knjizevnica otkriva ljubav prema igrama
mimikrije. U svojim memoarima kraljica Natalija Obrenovi¢ je ispovedala je da
je jo§ u ranom detinjstvu volela pozoridne igre, kostimiranje i glumu i da bi
verovatno postala glumica da je zivot nije usmerio na drugaciji put (Obrenovié¢
).Ta strast iz detinjstva postojala je i kod buduce prve profesinalne glumice,
Milke Aleksi¢ Grgurove.”® Kada je do$la u srpsku prestonicu, kneginja, kasnije
kraljica Natalija Obrenovi¢ zdu$no je pomagala razvoj pozoriSta, posebno je
podrzavala, pomagala u privatnom i profesionalnom zivotu Milku Aleksi¢
Grgurovu. Ljubav prema igranju razlicitih uloga kod Natalije i Grgurove moze da
se dovede u vezu sa porebom da se iskusi i proZivi stvarnost mnostva Zenskih
uloga koja u to vreme nije bila prisutna zbog zakonskih ograni¢enja. Jedna od
najistanutijih intelektualki Srbije sa pocetka 20.veka, Maga Magazinovi¢ (1882-
1968), u svojim memoarima je opisala prvu snaznu océaranost pozoriSnom
predstavom o Kosovskom boju, zbog ¢ega je sa drugom decom u svojoj kuci
napravila kostimiranu predstavu sa istom temom (Magazinovié, 2000:57-59).%

Veoma predan i strastven odnos prema svojoj profesiji, radost tog procesa
rada, kod Grgurove je najverovatnije poticao iz dozivljavanja glume kao igre, kao
umetnosti stvaranja druge realnosti. U tome je bila bliska Marku Tvenu koji je
izjavio da mu je celi zivot bio igra i da mu se ni jedan dan nije sastojao od posla.
»Osecanje prema poslu moze da nadahne ljude u raznim profesijama® (Gulick,
1920:125). Kajoa smatra da pozoriSna predstava “discipljnuje mimicry do te
mere da on nje stvara umetnost obogacenu hiljadama raznih konvencija,
prefinjenom tehnikom, suptilnih i kompleksnim moguénostima. Upravo tako
sre¢nim sklopom, igra u potpunosti pokazuje svoju kuturnu vrednost.” (Kajoa,
1979: 59).

% O zivotu i radu Grgurove videti i uporediti Crvendanin 2003; Garonja
Radovanac, 2012 i Tomi¢, 2014.

2 Magazinovi¢ sa drugom decom nije shvatila da je pozori$na predstava igra, ve¢
nizistinska istina“. Uveliko se razocarala oevim obja$njenjem i pokazivanjem
stvarnosti - da je zena koja je igrala Vukosavu (kéi Lazarevu) glumica koja sa
metlom i1 dubrovnikom Ccisti ispred svoje sobe (Magazinovi¢, 2000: 58). Prema
re¢ima Magazinovi¢: ,,Ta detinjska ljubav za pozoriste i odvela me je docnije u
Skolu Maksa Rajnharda u Berlinu 1909.godine.* (Magazinovi¢, 2000: 58).
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Savka Suboti¢ je u svojim memoarima priznala da kao devojéica nije
volela da se igra sa lutkama (Suboti¢ 2001 ). Nije dakle, volela da imitira majke u
brizi prema deci ili domacinstvu, ve¢ je trazila druStvo decaka i njihovih igara.
Isti tip nestereotipnog izbora igre kod devojéice opisala je prva srpska
romansijerka Draga Gavrilovic u Devojackom romanu (1889): kao mala
devojcica, Darinka je radije razgovarala i razmisljala, a posle osme godine,
postala je “jo§ Cudnija. Nije se htela igrati zenskih decijih igara™ (Gavrilovié,
2007: 33), veé je trazila samocu i prirodu.?’ Do petnaeste godine Darinka
»slobodno vreme provodi u Citanju i Setnji po Sumi* (Gavrilovi¢ 2007: 34). Ona
slobodu svog vremena povezuje sa razvojem svoje liCnosti. Neigranje ovih
devojcica sa lutkama znaci pobunu protiv okova drustvene norme za devojcice,
kao i otpor prema vremenu koje se provodi u zatvorenom prostoru, na pasivan,
sede¢i nacin.”®Takode, to moze da podrazumeva i otpor prema prihvatanju
druStveno nametnutih uloga za Zensku decu, a to su supruga, domacica i majka.
Lutke mogu da reflektuju Zelju za decom, potrebu da se brine o drugima.”

U srpskom osnovnoskolksom obrazovanju kao lektira preporucen je roman
Branislava Nusi¢a Autobiografija, u kojem je opisao svoj dogadaj iz detinjstva,
igru decaka, njihovo odmetanje u hajduke. Ali, u autobiografskom tekstu Mage
Magazinovi¢ ona je ispovedila kako su se deca krajem 19.veka rado igrala
hajduka i da je ona Zelela da bude harambasa (voda hajduka, ali joj to nije bilo
dozvoljeno, jer takve uloge nisu namenjene devojc¢icama. Kad ispisuje to secanje,
Maga Magazinovi¢ upravo toj osporenoj zelji jedne devojcice pripisuje svoje
poceke feminizma:

Igrali smo rado i hajduka. Ja nikada nisam mogla biti

,,arambasa“ zato Sto sam devojcica a svaki smolja30 — decak

mogao je. [ ja sam usrdno do iznemoglosti tréala da se

provucem ispod duge na nebu, ne bih li postala decak, pa da

budem i ja aramba3a! Ali mi je duga uvek izmicala te nikad

nisam uspevala da se provucem ma i pala od umora trceci.

27 Prethodno, mnogo obimnije izdanje proznih dela Drage Gavrilovié
sacinio je Vladimir Milankov 1990. godine u dve knjige, v.Milankov, 1990.
%8 U svojoj studiji, Luter Galik je priznao da svojoj kéerki nije davao lutke da se
igra, niti su je vodili u one radnje u gradu ¢iji su izlozi uglavnom bili zatrpani
lutkama. Sve to ¢injeno je sa ciljem kako bi kéerka §to vise vremena provodila
aktivno na otvorenom prostoru kao decaci tog vremena (Gulick, 1920: 85).
Kasnije, i njoj i njenim trima sestrama, roditelji su ispunili Zelju za lutkom.
? Detaljnije o takvim iskustvima devoj&ica koje su se igrale sa lutkama videti
Gulick, 1920:79.
%0 Smolja“ zna¢i mlakonja, slabotinja, osoba slabe volje, $mokljan — glupak i
smetenjak.
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I tu je svakako koren moga feminizma. (Magazinovi¢, 2000: 57)

Ova zabrana igre svedoCi i o svojevrnom paradoksu, jer igra se obi¢no
definiSe kao prostor slobode, no ovde je u vezi sa nemogucnoséu ostvarenja te
slobode. U svesti de¢aka druStvena norma rodnih uloga je toliko jaka, da oni
odbijaju promenu rodnih identiteta ¢ak i u imaginarnom svetu. Ali, kako je
ukazala Simon de Bovoar, inteligentne i slobodne Zene stvarale su nove
mogucnosti (De Beavoir, 1971:572), a takva zena bila je upravo Maga
Magazinovi¢. Uprkos zabrani de¢aka, uprkos raznim sistemskim ograni¢enjima,
ona je neustrasivo preuzimala predvodni¢ke uloge i uporno probijala drustvene
granice.

Ovaj negativni stav prema ogranicenju slobode igara kod devojcica
odrazavaju Cinjenicu koju je naglasavao Luter Galik: da igra uveliko utie na
formiranje covekovog karaktera (Gulick, 1920). Poput Savke Suboti¢ i Drage
Gavrilovi¢, Maga Magazinovi¢ je postala vazna intelektualka. Sve tri Zene su
pokazivale snaznu mo¢ kritickog razmisljanja, otpor prema ogranicenjima drustva
i posebno prema nasilju nad Zenama.*

Igre zanosa

Ove vrste igara pocivaju na izazivanju vrtoglavice, pometnji i neke vrste
hipnoze npr. decje vrtenje ukrug (igra Cigre, tobogana, vrteske), hodanje po
konopcu, klizanje, ili kod odraslih igre pod $atrama (bu¢no razbijanje gomile
tanjira). Medu ove igre spadaju i okretne igre. Igraci u njima ,,nalaze zadovoljstvo
i U opijenosti izazvanoj obromnim brzinama” (Kajoa, 1979: 54). “U igri zanosa
dominiraju irealnost, nesvesno, neposrednost, spontanost i strast.“ (Bozovi¢,
2006: 143). Ratko Bozovi¢ ihh opisuje kao ,razbijanje culnog autizma i
inhibirajué¢eg nesvesnog™ (Bozovi¢, 2013: 90).

U ovom radu sam izdvojila neke igre plesa. Istrazivaci igara definisali su
ples kao ,sestru bliznakinju muzike... to je uvek, kod svih ljudi i u svim
vremenima Cista igra, najcistiji i najsavrSeniji oblik igre... Ples je performans,
egzibicija, ritmi¢ko pokretanje tela® (Huizinga, 1949: 164). Huizinga je
naglaSavao integralnu vezu igre i plesa: ,,ples je savrsen oblik igranja*“ (Huizinga,
1949: 165), ali i specifi¢nost plesa: to je istovremeno muzi¢ka i plasti¢na

31 Videti studije o Savki Suboti¢ (Stojakovi¢, 2018) i Dragi Gavrilovié¢ (Tomié,
2008).
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umetnost, ukljucuje ritam i pokrete, ali i materijalnost tela (koje ima ograni¢eno
manevrisanje, i lepotu) (Huizinga, 1949: 166).*

Proucavaoci ples objasSnjavaju kao igru zadovoljstva. Analizirajuci
istorijski razvoj pokreta i plesa Maga Magazinovi¢ smatra da su se iz izrazajnosti
covekovog tela, iz pleas, postepeno razvijale sve druge umetnosti, poezija,
muzika, likovnost (Magazinovi¢, 1951: 6).% | Plesovi su nastali iz prekoradenja
fizickih zakona, nametnutih telu ali neprevazidenih, ili drustvenih zakona o
Coveku koji predstavljaju njegovu istoriju (Lasens, 2010: 346). Prekoragenja su
uzlet, duel, okret i treperenje a dovode se u vezu sa simbolizacijom pokreta,
omogucéava da se sagleda vrsta Covekovog oslobodenja i da se preispituju odnos
plesa sa institucijom tela i vrste njegovog dijaloga sa svetom (Lasens, 2010:
347).U svojim memoarima, Maga Magazinovi¢ je ovako objasnila plesove na
koje je rado odlazila tokom svog studiranja: ,,U igri sam osecala vrhunac
svetkovinskog raspoloZenja. (...) Razdragana veselost, radost Sto si Ziv, zdrav i
mlad, S$to se kre¢e$ uz muziku odeven lepSe nego svaki dan, u prostorijama
vencima ukradenoj, jarko osvetljenoj, makar to bila i ,Sarena mehana“ u
Jagodini.” (Magazinovi¢, 2000: 136).

Bilo da se ples u Srpskom realizmu predstavlja kao kolo na selu ili bal u
varosi, pisci su (svesno ili nesvesno?) pokazivali neke demokratske promene u
evropskom drudtvu 19.veka, kao i vezu muskih i Zenskih tela, erotike i drustva, tj.
svoj odnos prema druStvenoj normi. Na primer, u to vreme, zahvaljujuci
Francuskoj revoluciji, igra na balovima postaje dostupnija Sirim slojevima, Zene
mogu da biraju igrace, a nekadaSnje dostojanstvenje i sloZzene forme plesa
zamenjene su veselijim, prostijim i jednostavnijim igrama (Magazinovi¢ 1951:
139). Sve te odlike balova pominje Jakov Ignjatovi¢ u romanu Veciti mladozenja
(1878), na kojima su se, ovim redosledom, plesali: valcer, polka, kotiljon i
mazurka (Ignjatovié, str. 84-85) a to su sve plesovi koji su ba$ u to vreme
dominirali Evropskim privatnim salonima i javnim balovima.®* Od svih
pomenutih plesova, Ignjatovic je sa nesto vise detalja opisao mazurku, drustvenu,
grupnu parovnu igru, slovenskog porekla, mozda zato 3to je hteo da spoji
temperament, burnost i Zestinu te igre (Magazinovi¢, 1951: 143-145) sa
strastevnim pokretima tela muskog igra¢a, Samike Kirica.

% Huizinga je skrenuo paznju da se za razliku od plasti¢nih umetnosti poput
slikarstva, vajarstva i dr, muzi¢ke umetnosti afektivno i operativno ostvaruju u
javnom delovanju, zavise od izvodenja drugih ljudi, umetnika, i ozivljavaju pred
publikom (Huizinga ,1949: 166).

% Magazinovi¢ jena B alkanu bila poznata kao prva autorka Istorije igre,
objavljene 1951.godine.

3 0 svim tim plesovima, detaljnije videti kod Magazinovi¢, 1951: 139-149.
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Izdvojila sam tri primera iz srpskog relaizma. Najpre, onaj deo romana
Jakova Ignjatoviéa (Veciti mladozenja,1878) kada Samika Kiri¢, pod pritiskom
oca, odlazi u potragu za mladom na balove i plese sa devojkom nemackog
porekla, Lujzom Polacek, u koju ¢e se zaljubiti. ** Samika i Lujza su privugeni
lepotom spoljnog izgleda. No, od svih muskih i Zenskih tela u pokretu, Samika se
brzo,lako i jasno izdvaja. On dominira svojim veStim i usaglaSenim pokretima
tela. ,,Divna igra. Kakve figure izvada Samika, sve veze, plete, svak mu se divi!
(...) Pa tek kad igra mazur, kad petom udara a igracicu juri, titra se s njom, talasa
se na levo i desno, pravi Adon!* (85).

Samikini skladni pokreti tela u plesu najpre otkrivaju  postojanje
potentnog, eroti¢nog tela, onog koje moze da uziva u sekusalnoj slobodi. To je
telo koje zudi za slobodom, onom koju ne moze da ostvari u stvarnosti, koje se
protivi cenzuri. Ali, priznanje i postovanje, da je Samika ,pravi Adon“, ili
muskarac iz starogrcke mitologije kojem niko od ljudi i bogova nije bio ravan
lepotom (u koga se i sama zaljubila boginja lepote i ljubavi Afrodita,
Zamarovsky, 1973:2) sustinski se odnosi na ukupnost Samikine
psihofizic¢koeticke lepote kojoj se pisac sve detaljnije posvecuje. Nije samo re¢ o
tome da je Samikino telo u centru paZnje, ono dominira prostorom, svojom
erotizacijom objedinjuje razliGite vrste ¢ulnosti. To i takvo telo omogucava da do
izraza dode Samikina celokupna pojava koja potpuno osvaja, ispunjava i o¢arava
publiku, hipnotise je. Samika je ,pravi Adon“ ne samo zbog svoje lepe pojave,
lepog odevanja, pazljivog tj. uljudnog ponasanja, umeca konverzacije, sjajnog
plesa, sviranja i pevanja, ve¢ zato §to svim tim ciniocima pokazuje da je osetljiv,
obazriv i ose¢ajan prema sebi, drugima, svetu uopste. Samika je otelotvorenje
kalokagatije, on pomoéu lepote ljudske spoljasnjoti reflektuje punocu ljudske
umnosti i osecajnosti, i time neprekidno pleni. Zbog toga ¢e i na samom kraju
romana, nakon podrobnijeg prikazivanja njegove drugacije eticke osetljivosti i
osecajnosti prema zenama, ponovo izmamiti autorsko divljenje. Samika je postao
slavljen zbog uvodenja neke vrste socijalne inovacije, ili novog tipa povezivanja
porodica, izgradenih prema Zenskom brincipu brige, ljubavi i saoseéanja.

Dok je Ignjatovi¢ oslobodio tela u plesu, Sremac ih je ostro sankcionisao.
U nedelju je vreme za oro, plesnu igru mladi¢a i devojaka. Sremac nabraja nazive
razli¢itih plesova (kriva banjka, berbatovska, tedena, zaplanjka, potresuljka), ali
se osim par detalja o rumenilu lica i svetleCeg pogleda jedne devojke iz nizeg
staleza (Kaline), ne upusta u informativniji opis kretanja ni Manetovog ni

% O drugatijoj koncepciji Ignjatoviéevog lika Samike Kiriéa kao transrodnog
mladog muskarca i dugom nerazumevanju i neadekvatnom tumacenju takvog lika
u srpskoj kritici detaljnije sam pisala ranije (Tomi¢, 2012 ; Tomi¢, 2014: 122-
128).
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Kalininog tela (Sremac, 2003: 67).* Malo kasnije, Sremac ne$to vide detalja
donosi kada opisuje kakva je bila igra u koju je stupila devojka iz viseg staleza,
Zona Zamfirova. Sremac najpre navodi stihove pesama koji su pratili muziku i
ples, pa dodaje: ,,Prestade zamalo pesma, a igra traje i razvija se josS lepSe i jo$
bujnije; cujes kako zveckaju derdani i dukati, i trupkaju kondurice i papucice i
Suste svilene Salvare, a miris od dulijaka se prosuo po sokaku, pa, kao magla
zemlju, pritisnu mirne gledaoce” (Sremac, 2003: 68). U trenu kada, omamljen
Zoninom igrom, Mane ulazi u kolo, Zona napusta igru, jer zeli da ga ucini
ljubomirnim. Cim Zonin otac ¢uje da mu je kéi plesala zajedno sa pripadnicima
nize klase, dakle slobodno pokazujuci pokrete svog tela na otvorenom prostoru,
kaznice je tako Sto ¢e je nedeljama drzati utamni¢enu u kuéi. Prema Sremcu,
sloboda izraza Zzenskog tela ne sme da postoji, ona je osudena na nekretanje i
izloaciju. lako stvara u zenitu poznog realizma, Sremac konzervativno kaznjava i
zabranjuje slobodu plesa.

Razmotricemo sada kako je jedna knjizevnica, Jelena J. Dimitrijevié,
opisala ples ¢ocekinje u haremu u svom delu Pisma iz NiSa. O haremima (1897)
koje je objavljeno Sest godina pre Srem¢evog romana Zona Zamfirova. Za razliku
od pomenutih autora, radovi ove knjiZzevnice nisu kanonizovani, uprkos njihovoj
inteziviranoj izdavackoj i interpretativnoj cirkulaciji od kraja 80-ih godina
20.veka do danas. U pomenutom epistolarnom delu koje je meSavina poetskog
romana i etnografske dokumentaristike, Jelena J. Dimitrijevi¢ opisuje zivot
turskih Zzena u haremu i svadbene dane mlade Hajrije. Dimitrijevi¢ ne opisuje
Cesto ni posebno detaljno razli¢ite turske Zenske plesne i drustvene igre koje
pominje, na primer ples ,kokonjeSte* ili druStvenu igru sa maramicom

% Sli¢no postupaju Janko Veselinovié u romanu Hajduk Stanko (1896) i Svetolik
Rankovi¢ u romanu Gorski car (1897.) Veselinovi¢ napominje da mladi igraju
kolo, sugerise nesto vise o sre¢i zadovoljstvu kada se u kolu mladi¢ nade pored
devojke do koje mu je stalo, ali tom prilikom se ne predstavljaju opisi tela u
pokretu: ,,Sunce je bilo na velikim zarancima kad je do3ao u kolo, gde je mislio
nadi Stanka i zavaditi se s njim./ Stanko je ve¢ bio tu s Jelicom. On se topio od
milina. Raj pravi ¢oveka andelom (...) /Mladez zametnula igru, odskacu jedan
drugom.” (Veselinovi¢ 1966: 24-25). Rankovi¢ prenosi Veselnovi¢ev model
opisa igranja u kolu. On takode restriktivno opisuje ovu vrtu plesa, a naglasava
zadovoljstvo i sre¢u igre: ,,Momcadija potréa u kolo, a za njima devojke koje
imahu snaha da dvore i posluZuju u sovri. zaljulaj se prv kolo, za jim drugo i
trece... (...) ljulja elesa mladanih i veselih igraca; dize se prah pod lakim
nogama,koje u taktu trupkaju; zveckaju ogrlice i derdani; a ¢emane jednacito i
veselo cilika... Samo ti srce igra, a u grudima oseca$ neopisanu toplinu i
zadovoljstvo; gotov si da odjednom zagrli$ sav taj lepi i veseli svet koji je isto
tako razdragan i rapolozen.“ (Rankovi¢, 1961: 35).
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»mendilj“. Ona radije prikazuje razgovore Turkinja, njihova osecanja, odecu,
obicaje i citira stithove pesama koje pevaju. Zaniljivo je da na jednom mestu
autorka naglasava snaznu vezu emocija i igre: ,,Bez osecaja nije im pesma, pa ni
igra.” (111)

Tokom ,,njihove najmilije no¢i“ (81) ili ,,male kane no¢i (88), kada se
pred svadbeni ¢in samo peva i igra, Dimitrijevi¢ je opisala strastvenu igru
¢ocekinje Pulsefe i njen prodoran uticaj na druge Zene koje ,,padaju u sevdah*.
Prema istoricarki igre, Magi Magaznovi¢ (1951:55), ¢oceci pripadaju obrednim
igrama vizantijskog porekla, kada se pozivaju hetere, profesionalne igracice i
frulasice. ,,U Turskoj ¢o¢eci — zene ili preobuéeni mladiéi svoje lascivne erotske
igre (grudima, bedrima, trbuhom) i danas nazivaju romejskom, tj. vizantijskom
igrom. Te igre nemaju ni¢ega zajednickog sa grupnim igrama turskih igraca
zejbeka, koje su ozbiljno-herojskog karaktera.“ (Magaznovi¢, 1951:55).

Ta noc¢na igra ¢oceka u mnogome je drugacija od dnevne, kada je taj ples
kontrolisan i obuzdan (videti komentare Jelene Dimitrijevi¢ na 131.strani). Poput
Samike, i Pulsefin ples izaziva iskreno i snazno divljenje publike. One Zene koje
su mirno posmatrale Pulsefinu igru pocele su same da igraju sede¢i na
minderima, imitiraju¢i cocekinju, udarajuci fildzanima o fildzane sve jace, te ih
bacaju o pod i lome. Igra Zena se otela kontroli, pokazuje uzavrele strasti.

,,A Dulsefa?

,,Cas letase kao vetar; &as se lelujade i povijase kao klas.

Dodiruju¢i samo prstima Sareno tle, zvase drugu na zatalasane

od umora grudi svoje, gledaju¢ je nezno za dugo pravo u oci.

Ova se srdase na nju, odbijajuéi je od sebe begase; Pulsefa je

opet zvaSe, trcase za njom, kazivaSe joj licem i ofima zarku

ljubav svoju. Ova je oturi rukom od sebe. A kad je i treéi put

pozva — pogleda je nezno, i Pulsefa nju: poletese razdragane i

sreéne jedna drugoj u narucje...“(120).

Kao kod posmatracica, i igra Pulsefe prekoracila je dozvoljene granice.
Ona je uspela da slomi otpor Zene koju voli, Zehre, da je oslobodi i pridruzi sebi u
plesu, spajajuci njihova dva razli¢ita tela u jedno, u telo zajednistva, jedinstva i
celine: u zagrljaj.

Sva tri opisa plesa pokazuju C&vrstu vezu slobode tela i seksualnosti.
Ignjatovi¢ i Dimitrijevi¢ razlikuju se od Sremca po liberalnom odnosu prema
pojedincu i drustvu. Ali, za razliku od Ignjatovica i Sremca, Jelena J. Dimitrijevi¢
mnogo detaljnije opisuje igru plesa, pazljivo prateci transfer razbuktalih ¢ula sa
plesacice na posmatracice (118-120). Dodatna razlika medu njima je u tome Sto
se kod Dimitrijevi¢ ispoljava poigravanje sa knjizevnim stilom te do izraza dolazi
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njen knjizevni talenat, majstorstvo upotrebe jezickih sredstava, brizljivo i vesto
spajanje zvuka, slike i sintaksickog ritma. Zvucno vezivanje viSe aliteracija i
gradacijsko pojacavanje slike Zzenskog orijentalnog tela koje plese oblikovani su
sa ciljem da prenesu jarke boje i snazne dozivljaje razli¢itih Culnih utisaka. Ples
Zene iz jednog vremena i uzavrelog prostora harema zato se lako urezuje u svest i
pamti u neodredenom prostoru nepoznatih ¢italaca iz buduénosti.

Neke druge vrste igara

U zavrSnom delu rada, htela sam da skrenem paZnju na neke vrste igara
koje se ne mogu lako svrstati u pomenuta Cetiri tipa. To su knjiZzevna igra,
seksualna igra, i igra koja je presla u nasilje. Pri¢a ,,Plava traka“ (1897) Danice
Telecki Bandi¢ pocela je sa predlogom kojim je devojka Milica pokrenula
svojevrsnu knjizevnu igru sa Cetiri pisca. Njeni prijatelji i njen otac pripadaju
razli¢itim knjizevnim tj. poeti¢kim $kolama i stilovima: jedan od njih je ,,sasma
moderan pisac” (Bandi¢, 1897: 289), njen otac je ,,predstavnik stare romanti¢ne
Skole” (Bandi¢, 1897: 290), gospodin Vidi¢ je pesnik, a gospodin Mari¢ je
humorista. Zbog razli¢itih gledista na izbor materije za pisanje, u raspravi koja je
otpocela o relativnosti lepote, Milica im predlaze sledece: ,,(...) uzmite svaki
jednu temu i obradite je svaki u svom pravcu. To mora biti vrlo zanimljivo! A ja
ve¢ odavna zelim, da tako §ta Citam!" Svi se zglednuse i zacutase!” (Bandic,
1897: 290). Posto su pisci neodluéni oko izbora teme, Milica predlaze da to bude
upravo plava traka koju je slucajno ugledala i podigla sa zemlje pored opale kuce
kraj koje su prolazilli. Tako ¢e svaki pisac iz svog ugla obraditi temu plave
trake.*’

Sledec¢i tipologiju hrvatske naucnice, Dubravke Orai¢ Toli¢, Svetlana
odgonetanje, rekonstrukcija i sl. Knjizevna igra koju je predstavila Danica Bandi¢
u pri¢i ,,Plava traka“ tiCe se procesa izvodenja, i pripada grupi knjizevnih igara
stvaranja, odnosi se na pisanje knjizevnih tekstova.*® Devojka Milica je osmislila
2016: 108): ona smatra da se o bilo kojoj temi moze pisati a uéesnicima daje
moguénost da, uprkos odranije usvojenim poetikama, slobodno odaberu stilove
knjizevnih Skola. Jedan poseban rad bi se mogao posvetiti izdvajanju i
analiziranju veza izmedu razmisljanja o piscima i kreativnosti, odnosu stvarnosti
1 imaginacije u pomenutoj prici Danice Bandi¢ i predavanja Sigmunda Frojda,
»Kreativni pisci i sanjarenje” (Der Dichter und das Phantasieren), koje je

37 Opgirniju analizu ove price videti u Tomi¢, 2017: 303-304.
% posebno delo u kojem se sagledava knjizevno delo kao igra napisao je Petrovi¢
1992.
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odrzano 1907. a objavljeno 1908. godine.* Sustinski, u pri¢i Danice Bandié
trijumfuju umecée stvaralastva i stvaralacka snaga igre, jer je autorka Cetiri
razli¢ita knjizevna rada pisaca spojila i uoblicila u peti knjizevni rad, sa kojim
njena zamisao tvori originalnu celinu. Cak i onda kada neki rad, poput etvrtog,
nema veze sa plavom trakom, on se ne odbacuje, ve¢ do¢ekuje sa dobrodoslicom,
uz sugestiju da je stvaralaStvo neodvojivo od slobode izraza i da i tada ono
uspostavlja vezu sa stvarnoséu.

U nekim jezicima poput sanskrita, nemackog i1 engleskog re¢ ,,igra®“ je u
vezi sa erotikom, sa pripremanjem igre ili uvodom u sekusalni ¢in (Luizinga str.
43). U tom smislu, danas je poznata re¢ u srpskom ,,predigra®, ali ne i ,,sigranje®,
fenomen koji je opisan na kraju 19.veka, u Albumu zatvorenica iz Srbije druge
polovine 19.veka Milutina A. Popovi¢a. Sama re€ ,,sigra” oznacava igru, bas kao
Sto je i glagolska imenica ,,sigranje* nastala od glagola ,,igrati se*, a postoji i re¢
,sigrarija“ kao zamena za re¢ ,igrarija“.*’ Igra je u tom Popovicevom tekstu u
vezi sa akcijama osvajanja i ispitivanja seksualnih iskstava mladic¢a i devojaka. U
jednom novijem istrazivanju tvrdi se da je u 19.veku srpsko drustvo tolerisalo
seksualna iskustva mladi¢a pre braka, ali ne i devojaka. Popovicev tekst pokazuje
drugadiju stvarnost. I devojke i mladiéi su ¢esto pocetke ljubavne igre pretvarali u
slobodne seksualne odnose na otvorenom prostoru, a njihovi roditelji su tolerisali
takvo ponaSanje.

Ovo dvoje sto ste malo cas spazili u senjaku rastace se da momak potrazi
drugu devojku a devojka drugog momka, te da sa drugom ili drugim ponovi ono
isto samo mozda na drugom mestu.

To oni zovu ,,sigranje**.

Ovo ,,sigranje” po pojmovima naseg seljackog sveta nije nikakva
sramota; jer se vrlo cesto desava da momak uzme devojku ispred
roditelja, narocito matere, i ide s njom u ,,sigranje”.” (Popovi¢, 2017:
121-122)

Druga vrsta transformacije igre ukljucuje seksualno nasilje. Primer se
takode nalazi u Albumu zatvorenica Milutina A. Popovi¢a. U privatnoj kudi
svodnice Aleksandre Krsti¢ stariji gospodin ¢eka prositutku i igra se sa njenom
pocerkom, malom Frusinom, romskom devojéicom od 5-6 godina. On je drZi na

% 0 vezi kreativnosti i imaginacije videti i
https://pdfs.semanticscholar.org/2998/f1b4ecOcaaac17d219d493f5ba2c53fdfleb.p
df

* Druge varijante tih re&i videti u: Recnik srpskohrvatskoga knjizevnog jezika,
knjiga peta, P-S (Novi Sad:Matica srpska, 1973: 753).

*1 Videti i fusnotu Popovi¢, 1898: 131-132 i Popovié, 2017:122.
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krilu, cupka je i igra se sa njom, ali u trenu kada njegova ruka dodirne mesto
intime male devojéice, ,,strahovita mu misao sinu kroz glavu“ (Popovi¢, 1898: 26,
Popovié, 2017: 36). On ¢e silovati Frusinu i pobe¢i, a devojcica ¢e nastradati. U
ovoj epizodi vidi se destruktivna mo¢ igre za koji Ratko Bozovi¢ navodi da razara
samu igru: ,,Igra koja ne zna za svoje granice, a realizuje se van razuma i van
pravila, uvek rizikuje da se pretvori u nasilje.” (Bozovi¢, 2013: 95).

Neke teme za dalja istraZivanja mogu biti odnosi pojedinih pisaca prema
postoje¢im teorijama igre. Na primer, poznato je da je Ivo Andri¢ mnogo cenio
knjigu Homo Ludens Johana Huizinge i da je uticala na njegovo stvaralastvo
(Solak, 2012:104-105), te da je u svojim delima Andri¢ opisivao razligite vrste
igara.*? Da li se kod nekih knjiZevnika i knjiZevnica moZe uspostaviti vrednosni
sistem prema opisanim igrama? Koji su pisci uticali jedni na druge? Do kakvih
saznanja ¢emo dodi ako istrazimo poeziju i dramu? Na primer, da li je na Boru
Stankovica, u izgradnji lika Kostane, strastvene igracice iz istoimene drame,
uticala Pulseifa Jelene J. Dimitrijevi¢? Da li je Stankovi¢ ¢itao tu autorku? Moze
li se govoriti o filozofiji igara srpskih pisaca i u kojoj se meri ona razlikuje od
pisaca drugih slovenskih i neslovenskih kultura? Dragoceno bi bilo istraziti veze
medu juznoslovenskim knjizevnicima i knjizevnicama koji su poput Danice
Bandi¢ tematizovali svoje stvarala§tvo i odnos pisaca prema imaginaciji i
stvarnosti.*® Posto su u izdvojenim primerima igara predstavljeni uglavnom mladi
igraci, da li je bilo primera igara starijih mu$karaca i Zena? Da li postoje jo§ neki,
razvijeni opisi igre roditelja sa decom? Zbog pogubnih posledica igara zavisnosti
bilo bi veoma korisno osvetliti druge primere iz knjizevnosti i ukljuciti neke od
tih tekstova u razlicite nivoe nastave.

Zakljucak

Knjizevnici i knjizevnice Srpskog realizma prikazivali su razlicite tipove
igara, od kojih su neke bile zabranjene a neke drudtveno normirane i prihvatljive.
U mnogim od predstavljenih igara otkrivena je teZnja pojedinaca, Zena i
muskaraca, za slobodom i nesputanoscu, za autentiénim izrazom li¢nosti. Igre
otvaraju mogucénost za prevazilazenje drustvenih stereotipa, $to pokazuju kako
beletristiCka (Gavrilovi¢ Devojacki roman, Rankovi¢ev roman Porudeni ideali)
tako i dokumetaristicka dela knjizevnica (Obrenovi¢, Suboti¢, Grgurova) i
knjizevnika (Popovi¢ev album zatvrenica). Neke druge igre, poput drustvene
»Kvartet srpskih pisaca®, deo su popularne kulture. Ali, igre sadrZze i moguénost

42 Uporediti npr. Solak, 2012 i Spasi¢ et all, 2016.
* Neke primere iz proze Drage Gavrilovi¢ izdvojila sam u Tomi¢, 2008 i Tomic,
2012; Tomi¢, 2014.
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skliznuéa u patolosku zavisnost koja preti da unisti pojedinca i njegovu porodicu
(Lazarevi¢) ili moguénost promene vesele zabave u monsturozno nasilje sa
tragi¢nim posledicama (Popovic).

U nekim slucajevima opisa igara do posebnog izraza je doSao umetnicki
talenat knjizevnica. Jelena Dimitrijevi¢ docCarala je okretni ples umeSnije od
Jakova Ignjatovi¢a i Stevana Sremca. Nije poznato da je tokom Srpskog realizma
neki knjizevnik pripovedao o knjizevnim igrama, kakvu je veSto opisala
knjiezvnica Danica Bandi¢. Ona je Cetvorostruku igru sa razliCitim knjizevnim
stilovima objedinila petom igrom vlastitog knjizevnog stvaranja pri¢e ,,Plava
traka®. U dokumentaristickoj prozi, autorke poput Natalije Obrenovi¢, Savke
Suboti¢ i Milke Grgurove, osvetlile su svoje detinjstvo i otpor prema drustvenom
ogranicenju igara, Sto se poklapa sa beletristickim opisom drugacije devojcice
kod prve srpske prozne knjizevnice tog vremena, Drage Gavrilovi¢. Ovi detalji
upotpunjuju znanja o Zenama i Zenskoj kulturi.

Neki izvori otkrivaju danas manje poznate vrste igara. ,,Sigranje” se moze
razumeti kao vrsta seksualne igre, a svedoCi o postojanju tolerantnijeg odnosa
seoskog stanovniStva prema sticanju seksualnog iskustva mladih momaka, ali i
devojaka pre braka. ,,Kvartet srpskih pisaca“ je druStvena igra sa kartama koja
spaja zabavni i edukativni cilj igre sa onim manje ocekivanim, filantropskim, a
dodatno se tiCe izgradnje nacinalne svesti o znacaju pisaca i pisane kulture,
popularizacije domacih pisaca, uévr§éivanja kolektivnog pamcéenja i izgradnje
njihove slave.

Pojedini aspekti igara npr. erotizacija deje igre, deCje ispitivanje
seksualnosti, transformacija igre odraslog sa detetom u zloupotrebu igre i
seksualno zlostavljanje deteta, pokazuju u kojoj je meri igra fenomen neodvojiv
od etike drustva, odnosa mo¢i, autoriteta i kontrole. U razumevanju fenomena
igre i njegovog znacaja za neku kulturu, manje je vazna priroda Zanra nekog
teksta, a viSe otkrivalacka snaga teksta, tj. ¢injenice koje tekst otkriva o drustvu
nekog vremena i pojedincima koji ga Cine.
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Svetlana E. Tomi¢
PLAY, LITERATURE, AND THE SERBIAN SOCIETY
IN THE SECOND HALF OF THE 19th CENTURY

Summary: By using different primary sources and perspectives of various
disciplines, the purpose of this paper is to describe the types of play and relation
between individual and society in the second half of the 19th century in Serbia.
The texts used intersect different time and genre perspectives: fiction,
autobiographical texts, documentary prose and periodicals of the time. Findings
show that the Serbian writers decribed different types of play, those adjusted by
social norms and some forbidden, dangerous, pathological and destructive. Play
was an element of both private and public space, they were often played by
people of similar age. Some dances reflect a distinctive vilage and city
etnography. While a folk dance “kolo* and heroic, competitive games were
organised in rural areas, ballroom dance and theatre plays were organised in
urban areas. Descriptions of parents playing with their children rarely appeared;
in such narratives fathers emerged as devoted and gentle figures. Male and female
authors differ when it comes to choosing the type of play and its style. In the
autobiographical writings, women revealed their early childhood resistance
toward gender role stereotypes. When narrating the same types of play women
authors showed more literary talent than men. One of the women writers
described a literary game which reflected the power of her imagination and
creativity. A note from a Serbian periodical of the time revealed a little known
card game, which had a purpose of enforcing the canon of Serbian male writers.
This study shows that play is a phenomenon inseparable from society's ethics. In
its understanding, the texts' power of discovery appears as a more important
characteristic than the nature of the genres.

Keywords: gender perspective, children's play, plays for adults, Serbian
society, Serbian literature.
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(HE)O3bMJbHO O KIbU’KEBHOCTMU:
TEOPWJA JIYANYKOTI JUCKYPCA U PA3PAJIA METOJE
WI'POBHUX AKTUBHOCTH Y HACTABHOJ ITPAKCH*

Caxkerak: CynpanuciuiinHapHd (heHOMEH Hrpe nMa OoraTe mearourke
aciekre u Meroamuke MoryhHoctu. Ctora je y HAacTaBH KEGIDKEBHOCTH
BUILIECCTPYKO IPUMEHJBHB. PazymeBajyhim WIpy y IOCTCTPYKTYPaIUCTHYKOM
CMHCITy, Kao TI0jaM KOju je HazmpeleH octaimM aHTpomonomkuM nojmosuMa (K.
Hepuna, E. ®uHK), Ipn¥MO HETOBY IUCIEP3UBHOCT y Kpealju HapaJurMu
MOJy4aBamba KIbMKEBHOCTH. MeToquuKe MHOBALHMje MOKa3yjeMo y MPHUCTYIIMa
HOIYT: BU3YeJIM3alllje TeKCTYaIHOT (TPaHCMEIjalHe UTpe), KPEeaTHBHOT NHCamka
(cTBapasiauke MHTEPTEKCTyalHE UIPE), MHTEPIPETAaTUBHE UIPe, IpaMcKe Urpe,
UTpe PeKOHCTpYKLMje (Ta3i urpe) u ap. Y TOM CMHCIY, YHHBEp3aJlHE THIIOBE
KIbIDKEBHUX Wrapa (KOMOMHATOpUYKE M ajeaTOpHYKe, OHTOJIOUIKE, LUTATHE,
CEMUOTHYKE, CHMOOJIMYKE, KOJi W CEMaHTHYKe WIrpe, je3uuke U urpe
KOHCTPYKIIUje, apaJurMaTcKe Urpe, MeTa U arncypJHe Urpe, BU3yelIHy Hapalujy
¥ (hopMasTHe MAaHUPU3ME) TPEBOJMMO Y TUAAKTHYKH JTUCKYPC.

Kiby4yHe peun: Teopuja urpe, MeTo/la UTPOBHUX aKTHBHOCTH.

Opn nojma u peHOMeHa Ka MeTOIH HTPOBHUX AKTHBHOCTH

Konuko rog ce Tpyaunu na mpeHeOPErHEMO NOMHHAHTHO Pa3yMEBambe
(eHOMEHa HUrpe y KOJIOKBHjaTHOM 3HAueHy Jedje akKTUBHOCTH, YBPEKEHOT 300T
MOBPIIHOT pa3yMeBama XepakiuToBor QparmeHta aa je ,,CBeT nedja urpa
pehama kameHunha Tamo amo®, MOTPEOHO je MCKOPHUCTUTH NOTECHIHjal TOT
3Hauemwa. Y urpy tpebda yhu ca 3HameM 0 BEHO] BaHPEIHOj KOMIUIEKCHOCTH, a Yy

! Opaj unanax je HacTao pa3BUjaEEM MHUIHjATHE HEje O MPUMEHH ayTOPCKe
KIacu(UKaIuje KibIKSBHUX Urapa y METOANYKO] IPAKCH HACTAJIC Y JTOKTOPCKO]
muceprannju Cermiane Pajuuanh [epuh ,,[loetrka urpe y cprckoj KlsHKeBHOCTH
20. Beka (Jb. Munmh, M. Togoposuhi, C. bornanosuh, M. ITasuh)“, onopameHoj
Ha Ouronomko-ymeTHuukoM dakynrery y Kparyjesuy 18.07.2016. rogune.

162



(HE)O3BUJ/bHO O KIbMPKEBHOCTH: TEOPHJA JIVIIUYKOI JIHCKYPCA
U PA3PAJIA METOLE UT'POBHUX AKTUBHOCTHU Y HACTABHOJ IIPAKCH

JIUTEPATyPH TIPBO HIPOYUYHTH THIIONOTH]y Mrapa’ Te kao pedIeKCHBHH MpaKTHIap
MPUCTYNHTH MPUMEHEHOj UIPH Kao IUIAKTHYKO-TIEAATOIIKO] IHCLMIUIMHU Y
HacTaBu npenmeta CPIICKH je3UK U KiIKeBHOCT. O aHTPOIIONOMKOT (heHOMeHa
par excellence kon Eyrena ®unka(2004), no teopuja urapa y MareMaTUld H
Ouonoruju, u jesmukux urapa kox Jlyasura BurrenmrajHa (1980), urpa je
OTBOpEH M0jaM M TEPMHH, CBEIIPUCYTHA MaTpHIla pasurpaBama U OpraHu3almje
CTPYKTypa.

CaBpeMeHE KIIDKEBHE TEOpHje CE CIIaxy Yy jeIHOM, Ja IOCTOjU
aropeTHYHOCT y mpolecy JeduHucama, omehaBamba U BpEIHOBAbA KHIIKEBHE
urpe. Crora, Kako OMCMO WIPH NPHUILIM HAa HAYWH JUTEparype, oapehyjemo
diferentia specifica urpe y KiWKEBHOM THCKYpCy, carjielaBaMO TeMeJbHE
II0jMOBE Yy HGHOM IIOCTaBJbamy: 3HAK, CTPYKTYpy, IIMCMO, YHTAaoLa, Kao M
CTpaTervje 4uTama WTPUBOT Jena u ymyhyjeMo Ha Ipolec M3MeIlTama akIlije
ymeTHHuKoT ynHa ca Cy6jekra — Ayropa homo ludens-a Ha unraomna, coludens-a.
[ToToM, MCTpaXMBIIM THIIOJIOTHjY HMrapa y KEHKEBHOCTH, Pa3MaTpaMo OJJIHKE
KEIIDKEBHUX Urapa. Hair XxepMeHeyTHYKH U HHTepANCUUIDIMHAPHY IPUCTYI UTPU
KOPECIIOHIMpa ca MOCTCTPYKTYPAIMCTUYKUM TeopHjama je3uka u Texcra. Y oBoM
pany ce mocBehyjeMO TIPHMEHEHO] HWIPH Kao JIWAAKTHYKO] MPAaKCH H
OCMHIIUBABaMO allaT€ W METOJl UTPOBHHUX aKTHBHOCTH Koju he 3a10BOJBUTH CBe
JUJAKTUYKe 3aXTeBe M MPUHIMIE M YTHUIATH Ha pa3Boj MehympeaMeTHux
KOMITETEHIIH]a KO yYCHHUKA.

Urpa HyIM MHTEpaKTHBHOCT, aKTMBHO CTBapaladyko 4uTame, 3a0aBy,
u300p CTpaTervje YnTama, a J1a je MOJCCHA 3a HAYMH IOIydYaBama CBCIAOYU U
cnenehu HaBox: ,,JIyndka akTHBHOCT ce cMaTpa 3a ujeajaH HauMH yuerma u 300r
TOTra ILITO, MOpeR JOOpUX OOpa3OBHHX pe3yNiTaTa, M3a3MBa 3aJOBOJBCTBO KOJ
ydecHHKa, Harpal)yjyhm u MoTWBHIIyhH ydeme HCTO KOJHMKO W OJlakmraBajyhu
ra.“ (Kamenos, 2006: 18). 3a To je morpebaH camMo MajH HAIOp 3a CTAaBJbAKE MO
CTpaHH TpaTULIHOHATHOI MOJENA HAcTaBe y KOME Ce€ IIPOIOPLHOHATHOCT
AKTHBHOCTH YYCHHMKa M HaTaBHUKAa HE MEpH, W TJie ce O30MJBHOCT M HacUBHO
ycBajame cajipkaja BUIM Kao Haje(HKacHUjU MOJeN IoaydaBama. Mrpa nokpehe
1 COIIMO-€MOIIMOHAIHE U KOTHUTHBHE IPOIIECEe yUYEHNYKE JINTHOCTH.

Caka, ma W KibWKEBHA WIpa, IOJpa3yMeBa IIOCTOjambe IpaBuUiia,
cTpareruje u3BOhera, NONMU3BOIJBUBOCT, HWHTEPAKTUBHOCT, JAWjAJIOTHYHOCT,
Clly4aj, HOMHYHOCT eJeMeHaTa CTpyKType. JIyAWYko KIbIKEBHO 1elo je

2 Tumosnoruja urapa Kojy 1ajeMo y OBOM pajy je ayTopcka M H3BEIH CMO je y
JIOKTopckoj muceprauuju “Iloetrka urpe y cprckoj KimkeBHocTd 20. Beka (Jb.
Mumuh, M. Tomoposuh, C. Bormanosuh, M. IlaBuh)“ koja je moctymHa Ha
HHTEpHETY.
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OTBOpPEHO zeno, y ExoBoM cMmuciy, M OHO ,,03Ha4yaBa jeJHY HOBY AWjaJIeKTHKY
mmely mjema m mHTEpIperaTopa [...|] koja he y wmHTepmperaTopy yHAUpeIuTH
akte cBjecHe cimobome™ (Exo 1965: 33-34), ocnopaBajyhn notamammu y cebe
3aTBOPEHU M 3aBPUICHH YMETHHYKH CBET KOjH ayTOp 3aKJbydyaBa, HOTajHO xkeehn
Jla Ta 4YuTanan OTKJbyda W Halje y uIeHTHYHOM oOimky. Caga HOBM 4HTaall,
MOXe€ J]a TyMauH JIeJI0O Ha MHOTO pa3lIMuMTHX HAuYMHAa, a J1a ra He Oananusyje. On
Yy CBOM YXXHMBamby TyMadd W M3BOJM JIeNI0. A UTpa je 3aJJ0BOJECTBO M U3BOhEH:E.
UrpuB0o ne€n0 je AEUneHTpupaHO, OTBOPEHO, KOMOWHATOPHYKH MHOTrOCTPYKO,
JMHAMMYHO, HEJIMHEApHO, ¢parmenTapHo, audy3HO, KONAKHO, BOAU Y
HaJMETame, Y arOHaJIHH OJHOC Ca TEKCTOM KOjH je jelaH Urpad JOK je uuTaall
IpyTH. AyTOp-urpad ce He CaMOHMCIIOJbaBa, OH KOHCTPYHIIE TEKCT (pekiu Ou
pycku ¢opMamucTH), OOK  uyumanay-k0aymOp HACTaBjha OBA] ,,MajCTOPCKA™
nocao 6mpajyhu on nmonyhenor u momryjyhu npasmina. CBe 0BO HE 3HAYH A2 Ha
UIPUB HAYMH HE MOXKEMO NPUCTYIHUTH TEKCTOBHMA KOjH HUCY JYIUUYKH y yKEM
cMucITy (OJHOCHO, OHMMA KOji HEMa]y UMILIHIIATHO JaTa IPaBHUIIa).

Urpa xao nenaTtHocT, a OBJE Kao NPHCTYN OCJIETPHUCTHYKOM TEKCTY, je
npOM3BOIHA, aUpPMATHBHA, HHBEHTHBHA, O3 003Mpa Ha CBOja ,,mpasHa MecTa™’,
Koja BOJIE Ha KIM3aB TEpPeH N0 MHTakby CHUTYPHOCTH KpeTama Ha
SMUCTEMOJIOIIKOM I0JbY. YBEK CMO HECUTYPHH Y HCTHHUTOCT U HCIPAaBHOCT
ca3Hama JI0 KOojux Hac noBoiu. IbeHa enucmemonowka omsoperocm, a HeKH OH
PEKIIM ¥ HECUTYPHOCT, MOXKE OZIBECTH y PEIaTHBU30BAE WM HEralujy CBaKoT
casHarba.’ OHa TpescTaBsba METAHOMUKY TpaHCHOPMALH]y jep ,,clTa0H HABHKOM
CTeueHy pyTHHY MOHAIIAmA [...] ¥ MOXKeE J1a OTBOPH HOBE roriese Ha ceet™ (Snel,
2008: 238). Y ToMe je IeH UIAKTHYKH TOTCHITH]all.

*Penomen T3B. ,mpasHor Mecra“ pedummme Bomdranr Msep. O cmarpa,
koMeHTapumryhu HrapieHoBy TeopHjy pereniyje, qa mpa3Ha MecTa HACY UCTO
IITO U MecTa HeopeheHocTH, jep oBa Apyra caMo TpaKe YNUTA0UEBO AOITYHABAHEC
TEKCTa, JOK ,,JIpa3Ha MecTa JOMYyINTajy YWTAoIly JAa CyAenyje Y OOIUKOBamYy
panme W KOHCTUTyHcamy meHor cmucna“ (Mszep, 1978: 103). Taksa mpasHa
MecTa I10jaBJbyjy ce n3Mely ,,cXxeMaTH30BaHMX acrekaTa™ M IITO je OBHX BHIIE,
BUILIE je IPa3HUX MecTa. 3Haud Ja IITO je BUIIE yIJIOoBa IOCMaTparba, UTPUBU
TEKCT UMa BHILE NIPAa3HUX MECTa KOja 30BY Ha CyJeJIOBAbE y CTBAPATAYKOM YHUHY,
QJIM HICTOBPEMEHO PEJIaTUBH3Y]Y MIOPYKE U UCTHHE TEKCTA.

*Ymbepro Exo cmarpa ma je y Tpupoau OTBOPEHOr Jena jAa Jelyje Kao
eMuCTeMOJIOIIKa MeTadopa, 3a pasiuKy 0l Hay4yHO-Joruuke casHajHocTH. (Exo,
1965: 47) Ta ocobuHa WrpHBOT Jefa Kao0 OTBOPEHOT Jeia, ¢ MeTadopoM y
OCHOBH, YMHH T'a TIOJIMBAJICHTHHUM II0 ITUTAMkY Ca3HAjHOCTH.
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Wrpa je M y KIIKEBHOCTH CBECHA CHMYJIAIK]A° jep 3aMebyje PEeasTHoCT,
MocTaBsbajyhn ce Ha BEeHO MecTo. To YMHM Ha pa3sHe HauyMHe, Y aBaHTapAHHM
TEKCTOBHMA TaKO IITO Yy TMOETCKO TKHUBO yOaIryje cyOBep3MBHE €IeMEHTE Me/IHja,
WCeyKke W3 HOBMHA W peKJaMe, KacHHje Tako IITO Ce YIyIITa Yy TaKo3BaHe
MyJITHMEIHjajHe aBaHType (pa3He KOMIjyTepcKe BHU3YEJHE Hapanuje, HIIp.
pOMaHHU 3a UTPUBO YHTAKE Ha padyHapy, nonyT [laBuheBor Xazapckoe peunuxa)
Ia CJIMKa 3ay3uMa CTBapHOCT IITaMIaHe Kibure. ,,Jlank™ je, crora, 4ecTo CKJIOH
Jla Bepyje y UICTUHUTOCT KOja HacTaje Kao KOHCTPYKT Y MI'pH, a He pa3MHILIbajyhu
Jla Hamepa urpe (ako je uma) Huje ucTrHa Beh camo 3aBohjeme. To ce Hajuemnthe
JielliaBa y MOCTMOJIEPHO] JIMTEpaTypu Koja ce OaBM NMpPUBATHUM HCTOpHjaMma, y
ucroprorpadckoj MetapUKIMjU U CBAKOM TEKCTY KOjH HaBOAM M3BOP Kao CBOje
YIIOPHILTE.

Jla O6m xmIKeBHA Wrpa orcrama, morpebaH joj je axmusHu uepay (a
HHMKaKO MACHUBHHU IpUMalal cajpkaja) Koju he MCUPIIBbMBATH HCHA 3HAYCHa U
Moryhaoctr. OH Mopa Jia 3Ha W heHa npaBmia. KiikeBHa Urpa He MOCTOjH Y
CBETY JlaKa W OHHX KOjU jOj TMpmia3e caMO Kao HEO30HMJbHO] AETaTHOCTH,
Jakpauju Oe3 cMucia U mpaBmia. KekeBHH Urpad je nmocBeheHuk, U kao mpu
CBaKOj MHULIMjAlMjH, OH Y YUTamy J10Ja3H JI0 Harpajie, a To je CBeT OeCKpajHuX
TajHM KOj€ MYy HYJH JIyINYKU TeKCT. OBy KOMIOHEHTY Urpe Tpebda UCKOPUCTUTH Yy
MOTHBAaLlMjH YYEHUKA 3a YUTAlke, jep je Tparambe 3a TajHOM, CBOjEeBPCHHU
UCTPXHU TMOCTYNAaK Y AETEKTHBCKO] YJIO3M YHTaya OJUIMYaH IOACTPEK 3a
CBOjEBOJFHO M3BOljEHbE UNTAIaYKE UTPE.

YecT npeyciioB je U nmocrojame npeiomka. OH Moxke OUTH Y je3UKy Ia
Ce Ha OCHOBY CIIMYHOCTH HIPaMO CKJIalamkeM HOBHX HMCKa3a KOjH MMajy HOBE
3HaYeHCKe W KOMYHHKAIMjcke MONhM, WM Tako INTO CIIaXeMO Tpapuyuku
HarjanieHe rpageme, WIM TBOPHMO KOBAaHUILE, IATPOBAYKE PEYH MM HOHCEHCE.
[pemnoxkak Moxe OMTH W paHHje KEWKEBHO aeno. Tama y Wrpd Hacraje
nmapoadja win mactunl. KBasumpemiokak je Hal)eHM pykKomuc win (QUKTHBHA

® Tosopehn o ommocy MoxepHuTeTa (KOjH Ce 3aCHHBA HA NPOHM3BOLH) H
MoCTMOlepHHUTeTa (KOju ce 0a3upa Ha MoTpommbH 3Hakosa), Kan bonpujap y
km3u Cumynakpymu u cumyiayuja, HABOAU JIa ,,CUMYJIaKpyM oOenexaBa
MOTIYHO OCaMOCTaJbUBamkb€ 3HAKOBA y OJHOCY Ha CTBAapHOCT, O3HA4YHOLA Y
OTHOCY Ha O3HaueHo, cTBapajyhu cBer komuja 0e3 OpHUIMHAla U PEaTHOCT
crBapuujy ox crtapue (Bodrijar, 2012: 469). V xuneppeaqHOCTH I0Ja3u 10
HMIUTO3Uje CIMKa M WH(pOpMaiHuja, 10 packuaa CcyOjekTa u oOjekra, 3HaKa |
o3HaueHor. Tako ce pmoraha u y WIpH, HEHA BJIACTHTA CAMOIPOHM3BOAHOCT U
CrocOoOHOCT J1a MIUPH CBOjy XUIEPTEKCTyalTHy Be3y je M3Pa3UTO BEJHKa, Ia OHa
3aBOJM y jeJlaH CBET KOju ,,JINYH, a HUje UCTH .
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JOKYMEHT, YUME C€ HapPOYHUTO CIIY)KE CATUPUYHU TEKCTOBH, alld M IOCTMOJCpHA
ncroprorpadcka Merapukimja. Ilpeamomm cy 1 Apyre OpyIITBEHE UTPE, HEKU
HayYHH IUCKYpCH WM HHXOBH METaje3HILH, HCTOPHjCKA apXuBa, PEYHULIU U
apyro. OmHOC mpema NpeUIOIIKY Y MIPH HHje MHMETHYKH Beh CTBapaiauki.
HberoBa mapagurmMa Hac camMoO BOAM Y YHHY WUrpama, ayTop MOCTaBJba HOBA
npaBmiIa Koja JMYe Ha IpaBuiia IPeIoKa. AKO je TIpeyiokaK KapTalika urpa,
mu hemo geno uwmrtatd mnpuMmenyjylin mpaBuwia kaprama. CHHATHCTHYKY
BU3yenHy noe3njy hemo umrarm nomohy Tteopuje 3HakoBa. MoryhHocTH 3a
WUIPUBE aKTUBHOCTH y HACTaBU Cy, HAKOH OBOT Ca3Hama, HEHUCI[PITHE, HAPOUUTO
aKo Ce paid Ha pasBujaby (QYHKIMOHATHE THCMEHOCTH VY KHHKEBHO-
YMETHHYKOM CMHCITY. Tako ce HOBH TEKCT IPOjaBJbyje Ka0 KOMEHTAp U MOCTaBJba
ce y IWjaJornyaH OIHOC ca IPUMapHUM TEKCTOBHUMA.

UrpuBu TekcToBH Cy (parMeHTapHEe U JELEHTPUpaHe CTPYKType Koje
HyJe HHM3 KOMOMWHAIMja 4YWTakba M HACTaHaK HHU3a MOTYhUX CEeKyHIapHHUX
TEKCTOBA, MHOLITBO HWHTEPIpETalHja M KOHCTPYHCAaHUX CMHUcIoBa. To cy
CBOjeBpCHa ,,JieJIa Y IIOKPETY*, )KNUBa U IPOMEHJBHBA y PAa3IMYUTUM KOHTEKCTUMA.
Urpusu TekcToBU ociobaljajy unTaoua, BoJe ra y KOayToOpCTBO U HyJe My HIPY
kao 3abaBy. To cy oTBOpeHa jena Koja MPOHHW3Y]y HajIIMpH KpyT I0jaBa, a 3a
mpaBWja CBOT H3BOhema (UMTama) y3uMajy Hajpa3sHOBPCHHUje MapajurMme: O
cimke ( Kalurpamu) 10 COIHOJIONIKUX Hrapa ( KapTe M eHUUKIONEAHje y CiIydajy
[TaBuheBux pomana).

[Ipe monene urapa Tpeba pasyMeTH Jia ce OHE pa3lIMKyjy MO Ipolecy
u3Bohemwa u ucxoay urpe. rpe ce u3Bone kao:

- 0020Hemare (CMHCIA, HIeje, TEOPHjCKEe 3aCHOBAHOCTH H JIp.) WIIA UTpe
pebycu, urpe 3aroHeTKe; MPUMEHHBE CY Y HTpaMa HHTEPIIpETaLyje;

- cmeapame (MPBOCTENICHO M METACTeNeHO) WIM IHCAkhe Pa3sIHIUTHX
TEeKCTOBa W3 BHIIE MOTYhMX KOMOHWHaNMja; ymoTpeOJbaBaMO HX y KpEaTUBHOM
17(e): 3K

- pexkOHcmpykyuja (CTpyrame HACIAra WM TEKCT KA0 TAIMMIICECT U
CMEIITAKE [UTATa Ka0 BUJ UTPE); UTPE BE3aHE 3a Pa3BOj KOMIIETCHIIU]E yUCHE
y4eHa,;

- 3a6ae6a, OHE KOje Cy HECBPXOBHUTE M 00aBe3aHE Cy CaMO HMHIUTUIIUTHUM
npaBwinMa wurpe. Mory OHTH TOCTaBEHCHE Kao T3B. ,,KyKaBHYje jaje y
UHTEpIpeTalju (HOp. Kpeupame IPYLITBEHUX Hrapa Ha OCHOBY KHGIDKEBHHX
Jiena).

Tpeba M30BOjUTH ABE CTBapaauke MO3ULHje: UTPATH ce Urpe U OUTH y
urpu. Tama pa3nmKyjeMO MOCTYIIaK ,,[THUCama’ Kaga HACTaje OCMHUIIbABAME
NpaBHJIa Ha OCHOBY yUHTaBarba BIACTUTOT KOHLENTA YMETHOCTH y TEKCT, MM Ha
OCHOBY KOHIIENTa KEMKEBHOT Wi (uno3odekor npasua. To je mpea urpa (oHa
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j€ WrpaHa 1o MpaBWIMMa KOHIIENITA) U Ype3aHa je y moaory. JIpyru je mocTymak
yuTaona (y4eHHKa), KOju ,,Iuime cieaehn MpeTxoaHo OCTaBJheHa IPaBUiIa, alli
nmomajyhu coje BumkoBe. OBO je OpyrocreneHa wWrpa, OHa ,JIIpaBa‘, ocTaje y
npenenuMa ociodol)eHe CBpXOBUTOCTH, 3aTO je He3abene:keHa, jep HeMa moTpede
3a OMJIO KAKBUM CKJIANlalkeM YroBOpa, OWJIO KAKBOM OBEPOM JIMKBHUIHOCTH, OHIIO
KaKBOM MOTBPJIOM CBOT oricTanka. OHa ce MpOCTO UTpa BHILE MTyTa.

KmmkeBHe Urpe MOXeMO MOAEIWTH U 1O BPCTH ,,MIpadke’ KOjoM ce
M3BOJIE, 1A TAaKO OHE MOTYy OWTH: 3HAKOBHE, je3UYKE, BPEMEHCKE, IPOCTOpHE,
MOjMOBHE (KajJa ce UrpaMo I0jMOBHMa Pa3HUX HAyKa U YMETHOCTH), OHTOJIOIIKE
(kama ce uUrpamMo yremesbemeM Ouhia urpe), MmoeTWdke, IUTATHE, TEKCTYallHE,
KOHIICTITyaTHe (MIpaibe Uaejama).

THIOBY Urapa U NPUMeHAa y HACTABH

Krnacu¢ukanuja THIIOBa Mrapa y KIKEBHOCTH U NPUMEpU H3BOhema
UTPOBHUX aKTHBHOCTH y HACTABH MOTJIM OH M3IJICAaTH OBAKO:

Kombunamopuuxe u aneamopuuke wrpe, T3B. ars combinatoria —
NPE/ICTaBIbajy Clajamke FOTOBOI MaTepHjaia nocrojeher cBera o HEKOM 3a71aTOM
npaBmity. Y OBaKBUM UIpama ce ,,He T€HEPHUINY HOBU CMHCIIOBH, ECEHLHM|THA U
OHTONOIIKA J0mymaBama™ (Xauncen Jloee, 1996: 21). Urpa ce cactoju y
OTKpHBaIY NpaBHia 38 OTKIbYUaBAME TEKCTA; NIPUMETHA je MEXAHMYHOCT TAKBE
Urpe jep MpOHANAKEHE TAjHE e y (AHA)IPAMATHYKHAM HIIH MATEMATHIKUM
npasunuma. TakaB citydaj cpeheMo 4ecTo y HeoaBaHTapIHUM TEKCTOBHUMaA HIID.
koxg Mmupospyba TomopoBuha, kao mpuMep KOMOWHATOPHYKOT HCLPILBHBAEA
je3uKa aTOMH3MPAaHOr Ha HHMBO IJIaCOBa, y MAWjaJiory ¢ BHTreHmrTajHOBOM
TEOPHjOM je3NYKUX Urapa. Mako je y HacTaBH TEIIKO Jajbe OCMHUIILbABAKkE OBUX
TEKCTOBa, Omhe IOBOJFHO Jla ce ymoTpeOM y CBpXY YIHO3HaBama MOJEPHOT
0aBJbeHba JE3UKOM Kao HaJArpaMaTH4KOM KaTeropujoM. Je3WK Yy KHWKEBHOCTH
HHMje CaMO CEMaHTHYKO M CTHWJICKO CpEJICTBO, OH c€ OmHupe JAe(HUHUTHBHOM
TyMauemy M 3aJ1a34 y HelpeIBUIUBE chepe u3a cMucIa.

AJleaTopuuka Moe3uja ce Takolje MOKe cMaTrpaTd KOMOMHATOPHYKOM,
I HEeH CTBapajall je ciydaj. TeKcT HacTaje CilydajHUM pacropelhuBambem
u3a0paHUX pEYd, CTHXOBA, 3BYKOBA, ayTOMAaTCKHX MHCIU 3a0eleeHHX Ha
HeayJbHIaMa, IefX CTPaHUIA KIbUTa, T1a C€ BUXOBUM CIajambeM T00Hjajy HOBI
TEKCTOBH. Y UHTamby TAKBUX TEKCTOBA JOMHHHpAa HIrpayeBa KPEaTUBHOCT Y
reHepHcamy HOBHX CMHCIIOBa. Pasnuka je, 3Hauu, y HOTpasH 3a MPaBHIOM Koje je
OCHOBA UIpe y Urpama Tuma ars combinatoria, 1ok je yxuBame y pa3y31aHOCTH U
MOTEHIMjaliMa Clly4yaja OCHOBa ajeaTopuyke urpe. OBaj BUI UIPE KOPHUCTHMO Y
MOJy4YaBamy NANANCTUYKAM TeXHHKaMa mucama necme Tpucrana Llapa u3
memupa Tako TO YUYCHUIIU TBOPE BJIACTUTY ITECMY.
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Oumonowke wurpe cy ,.CcBe (QHUIO30(CKe, PETUTHO3HE, €CTETCKE U
KYJITYpOJIOIITKE KOHIIETIHje UTpe V¥ KOjUMa Ce cMaTpa JAa je urpa OWT mpupoje u
cBera, bora u woBeka, ymerHocTH U Kyirype (Orai¢ Toli¢, 1996: 97). Takse cy,
y ¢wmno3odpuju, koHuenuuje Xepaknuta, [lmatona, Kanra, Illunepa, Huuea,
Xynzunre, Kajoe, ®unka, 'anamepa, [epune. Ty cy u nozopuirte urpe, Kao u
CBE KOHIIETIIHMje Yy KOjiMa UIpa UMa yTeMeJbeHhe y HEKOM ,,CMHUCIY" WIH Heka
CMHCIIEHOCT (CTBapHOCHA MPEIMETHOCT WK (Guio30dcka, HayqyHa WM TEOpH]jCcKa
MOJMOBHOCT) MMa yTeMeJbemhe Yy HMIpH. TakBu Cy CBH TEKCTOBH KOjH Hyje
YMETHOCT Kao urpy, Hip. [laBuheB koHIIeNT YnTama Kao urpe.

Hepe xoncmpykyuje (BU3yelHe ¥ BPEMEHCKE): BOKOBU3YEIH, KONAXKHO-
MOHT@)XHH TEKCTOBH, OJi IOe3Hje pacyre Ha mnanupy (y aBaHTapJHUM
eKCIIEpUMEHTUMA T3B. PEYM y MPOCTOPY) A0 Hapamnuje MO MOAENy MIKOJIUIIA,
SHIMKIIOTIENINja M YKPINTEHUIIa KakBa je decto [laBmheBa mpo3a; Hamaswe,
carmina figurata, ¢uun poman, mecMe JIaBUPHHTH M QaHATPAMH; PEKOHCTPYKIIH]jE
BPEMEHCKOT cJie[]la Ha OCHOBY MambHX BPEMEHCKHX HMCeYaka, Ka0 W HapaTHBHE
Urpe KOHCTPYKIMje Hapamuje moMoly alropuTaMCKuX MpaBWiIa WIM payBamba
TEKCTOBa MO HEKO] MapajurMu (Jenrte, peyHHKa, KapTallke WIPe W IPYTHX).
EBunentHo, oBakaB BHJ UI'PE je HAJIOJECCHHUjHU y 0Opagy MOCTMOAEPHUCTUUKUX
TEKCTOBA.

L{umamue uepe Cy cBe Urpe 3aCHOBAHE Ha LIUTUPamy, KA0 U Pa3JIUUUTe
UrpadyKe PEeKOHCTPYKIHje KOAMPAaHOI XHUIIEPTEKCTa Koje ce HyAe Kao oTkpuhe
,»TajHe" TEKCTa WM ,,JIOB Ha IMTaTe"; TIOTOM, MapoJHje jep ce y BhUMa LUTHpa
MapoJMpaHu TpeJUIoKaK, Kao M MacTUIIK. Y CBOM TEOPHjCKOM pa3Marpamby
Hy6paBka Opauh Tonuh cariegaBa MUTaTHOCT M3 TEOPHj€ HHTEPTEKCTYATHOCTH
Jymuje Kpucrese, (koja TekcT meuHHINE Kao MpEXy IHTaTa) U Kpo3 Hiaeje
JIVMjaJOTUYHOCTH W TOMN(GOHWIHOCTH TekcTa Mnxamna baxtmHa Te cy Tako
LUTaTH MHOTOCTPYKH pPas3rOBOPH C JAPYTUM TEKCTOBHMA. Y OBY KaTEropujy
yoOpajamo u konaxe, kako nx Opauh Tommh y Teopuju yumammocmu Ha3zuBa,
TPaHCCEMHOTHYKE IUTATe, HAPOUUTO OpOjHE y MEPHOLYy UCTOPHjCKE aBaHTap/e U
HeoaBaHrapje. Llurar je yBohemwe [pyror y urpy. LlutatHa urpa je cBojeBpcHH
Tearap, Wrpa M aroH, HAM3MEHWYHO NpHUXBaTamke M OopOa 3a mpeBnact Melhy
TeKcToBMMa. Mrpau (u ayrop M uuTanai) je y IWIEeMH, YBOXUTH IPYror
(mmtupanor) mnu ra kxopuctutd. Hrpau moxe, no JKam Ilonm Caprtpoom
,»CaBETY", 1a He y3uMa JIpyror kao objekar Beh kao cBpXy, U J]a ra MpUXBaTH Kao
,»MEHH CYTIpOCcTaBJbeHy ciobony* (Captp, 1964: 38). Tako murat apyror yrpahen
y MOj TEKCT MMa CBOjy CIIOOOZHY €r3WUCTEHIHjy Ha KOjy caMO JeMMHYHO
yTHYEeM, CMEITajyhn ra y CBOj KOHTEKCT. YIPaBO Ta HEOOY3OaHOCT IUTATHOT
TKHBAa TIOTOAYje WIPUBOj KIGIDKEBHOCTH jep CTBapa HEIMHEApPHH TOK
,[IPUIOBEAmka“ U ,,03HaYaBama““.
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Wako je uurar npeaokak W3 HEKOr JENd, UIPHBA [IEj1a CE€ HE OmxXOme
IpeMa My W3BOPHUKY MUMETHYKH Beh MO NMpUHIMITY AOMyHaBamha HMPA3HUX
MEcTa nuTara U KOpuimhema BUIIKa 3Ha49€Hha KOju nuTatHy n0MahuH HE MOXKe 13
NpeaBUIn. AJH, TIpoliec yBladewma y cede u TpaHchopmalyje APyror TeKcra je
JBOCMepaH. M mUTupaHu TEKCT Mema KOJI0BE ,,HOBOT TEKCTa™ M YTHYE HA HETOBY
oHTONOTH]Y (yTemesbeHOCT Omha TekcTa) W emucTeMosorHjy  (OIXHOCHO
MoryhHOCTH ca3HaBama TeKcTa). TeKCT je mpolec W BHIIE My C€ HE INpHiIa3u
MPEKO MHTEPCYOjeKTMBHUX M MHMMETHYKHMX KaTeropuja. 3Hauema je3UUKUX
3HaKOBa HHCY ynucana Beh ce ,,ycrnocTaBibajy He caMo IPEKO YHYTapEKCTyaTHUX
OIHOCA, HEro W IMpeKo maujaysiora rosopehier wnu uuTajyher cyOjekTa ca
CaBpEMCHUM U TpaI[I/II_II/IjCKI/IM, KIBbHM)XKEBHHUM U HCKIHBMKEBHHM TCEKCTOBHMA WIIHN
3HakoBHUM cuctemuma“ (Juvan, 2011: 150). Jemam on HauWHa KpeaTHWBHE
MIpUMEHE IIUTATHAX WTapa MOKe OMTH MICMEHH 3a/1aTaK y KOMe je TeMa JoOujeHa
TaKo IITO YYCHUIW MU3BYKY TPH WM BUILE MOHYH)EHHX IIMTAaTa U Ha OCHOBY EbUX
HamMIy ayTopcky npudy. OBakBa aKTHBHOCT 3aXTeBa IO3HABAKE ITOCTHKA
MOKPETa U ayTopa, BIACTUTH KOMEHTAp Ha HbHX U KOJAXKUPAkE Y CBPXY TBOPECHA
HOBHX 3Hauema.

Cemuomuuke ucpe cCy 3aHOBaHE Ha 3HAKy Yy JIMHTBUCTUYKOM U
rpaMaTHYKOM CMHCIYy U HETOBOM ,,[IOHALIAKY" Y WHTEPMEIUjaTHUM JI0IUpUMa
ca JpyruM THIIOBUMa 3HAKOBa, Kao LITO Cy BU3YENIHH, ayAMTHBHU, TenecHu. OBe
yOpajaMo TOWrpaBambe 3HAKOBHMAa M3 Pa3IMUUTHX KYJITYPOJIOIIKUX CHCTEMa:
MoJie, yMeTHOCTH, penuruje. OBo cy urpe cxpalieHe y MepcoOBCKO-MOPHUCOBCKOM
KJbY4y Y KOME TEKCT Y CEMHO3UCY (PYHKIIMOHHUILIE Ka0 jeJIMHCTBEH 3HAK, Tj. L€
TeKCT je 3Hak. IlocToje u : a) aHTH ¥ ACEMHOTHUKE UTpe (KOje MOpUdy BIACTUTH
3HAK); 0) TPAHCCEMHOTHYKE Urpe (Koje M3jeqHAYABAjy 3HAK U MPEAMET): KOJaK,
ready made, happening, Bu3yenHa noesuja y mupemM CMHCITY, TEKCT T0e3u]ja, TEO0
y TIpOCTOpY, KOHKpeTHa noe3uja; [IpakTuuHu npumMep BexOama OBOT THIIA UTapa
j€ IHcame IeTPUCTHYKE NI CUTHATUCTUYKE BH3YEITHE IIECME WIIH Kallurpama.

Cumbonuuxe uepe Cy 3aCHOBaHEe Ha 3HAKy KOjU je KOHOTAaTHBaH W
KyJITYpPOJIOIIKA KOJAMPAaH U 4Hja je PEeTOpUKa HJIEOJOIIKH yTemelbeHa. To je,
penumMo, nojaBa peKkJIaMHOI MaTepujajia y KEbW)KEBHUM TEKCTOBHUMA IITO j€ YecT
cinydaj y Hamoj namd. llo ymo3HaBamy y4YeHHWKa ca IOjMOM HIEOJoreMe, U
Tymauema Hip. Cmpuna o epynu KOJJ, KOji Ha OBaj HAYMH ONEPHIIE 3HAKOM
CBAaCTHKE, YYCHHIH OUpajy 3HAK KOjH je TPEHYTHO KYITYpPOJIOLIKH KOAWpPAaH U
TBOpPE TEKCT Ka0 KOMEHTAp YTHUIlaja KYJIType U HICOJOMKUX XEreMOHUX arnapaTa
Ha JOMHHAHTHE TMOTJIeAe U BPEAHOCTH jeIHOT APYIUTBa. MOry Ja oqurpajy urpy
'O0ynu Huny' v 1a ce 00yKy y KIH)KEBHH JIMK T€ J1a PEKO KOCTHMA U PEKBU3HUTA
KOje Cy JOJEeNWIM jyHaKy TyMmade yTHIa] Hajumpe cxBaheHor KynTypHO-
HUCTOPHjCKOT KOHTEKCTa Kao amapara Ha HJACJHU CJI0j Tekcrta. Tako Mory
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HanpTath Wik o0yhm Xamueta W Kpo3 3HaK ojaehe TYMadyuTH HEroBO
MPOTECTAHTCKO BHNembe eTHKe U oj0Hjarbe yirore homo politicus-a.

Cemanmuuxe ucpe Cy 3aCHOBaHE Ha HWIPH 3HAa4YCHHMa; OJ
HajjeHOCTaBHUjUX Wrapa CTHJICKMM MoryhHocTMMma jesuka, momyT Cmunckux
seacou Pejmona KeHoa 1m0 OHHMX KoOje HCHPIUBYjy TEKCTyalHa 3Hadema 0
KpajlbuX Tadaka eJaCTHYHOCTH, YKJbY4yjyhM y TEKCT pa3iuuuTe KOHTEKCTE U
KoHyenmyanne uepe (Ka0 CEMHOYMETHOCT) KOje Cy 3aCHOBaHE Ha MIpH HJejama U
TEOPUjCKUM KOMEHTapOM YMETHOCTH, OJHMCKE CEMHOTHYKHUM jep UM je
MOJIA3UIITE HJieja Kao 3HAK y KyATypd. MoryhHOCT oBakBe Wrpe je HacTaBak WIIu
peduiekc onpelieHe yMmeTHHYKE HEje KAO IMOJIA3UINTE 3a HOBU ayTOPCKH TEKCT.
Tako y4eHHIIM CTBapajy HOBH KOJ 32 CBOje Malle ITpHye.

Jesuuxe uepe: Y yxeM CMHCIy — WIpe pedyuMa, IIHHIPOMH,
HEOJIOTU3MHM, MOJUNTOTOHHM, XOMOHHMH, CHHOHHMMH, TIApOHMMH, dpa3e,
METOHHMHjCKE 3aMEHE W JAp. M UTpame je3UKOM, Kao ILITO j¢ YKJbYYHBame
COLIMOJICKATa M HECTaHAAPJHUX je3MYKHX OOJIMKA IOIMYT MIATPOBAYKOT TOBOPA,
CJICHTa, i W NIPYTUX TMOCTOojehnx u HemocTojehux je3wka y TEKCT; a y HIHpeM
CMHCITy, UTpe 3acHOBaHe Ha BUTreHmrajHoBOj wian JlepuanHOj MOCTaBIM je3UKa
Kao CKyIla urapa, Koju Han3MeHn4Ho ¢ancudukyje, IpuKpuBa, hyTn 1 oTKpHBa
HeKa 3Hauema, KOje padyHajy ¢ OennHaMa W TUIIMHAMa TEKCTa Kao jeIHaKo
peNeBaHTHUM O00€eJeXjeM W 3HAueHhCKUM HadeJoM je3WKa KOjU  IPOU3BOJIH.
Jesnuke urpe ce MOry pasyMeTH Kao HECKJaJl JBa 3Hauewma je3uKa, TpaMaTuikor
U PETOPUYKOT, YCJIe/l 4Yera HacTajy aropHje TEeKCTa, ajd TEeKCT CXBaTaMo Kao
OTBOpEH 3a UNTaEba i TyMadera. To je cranosumre ITora 1e Mana®,

Jesnuke urpe Mory OWTH 3acHOBaHE Ha: a) 3BYKOBHHMM EJIEMEHTHMA
je3uka, kao mrTo Cy: riuoconanuja (HU3ame OECMHUCIEHHX CJIOrOBa, OpOJhaAmE
Jene, MEHTAIHUX OOJEeCcHHWKA, Yera WMa KOJ [Janaucra) W NapOHOMAsuje
(moBOhEmE y BE3Y peuM MO HUXOBOj 3BYYHO] CIAMYHOCTH, 4era HapOYUTO MMA Y
HEOaBaHrapaHOj moesuju). ['aBHO OpyKje MnapOHOMAasuje je AyXOBHTOCT, a
IPOU3BOAU 3810BOJBCTBO y UIPH 3By4ama PeYH; 0) HA BU3YEIHHM €IEeMEHTHMA,
(rpademama, CTWIM30BaHUM  cluKaMa TIpadeMa, Urpamby  CIMKOBHOM
KOMITOHEHTOM TpadeMa, WM BUXOBUM pacrnopehuBameM y mpoctopy). [loTome
Cy Takohe m Wrpe KOHCTPYKIIHje; B) HA CEMAHTHYKHM €JIEMEHTHMa Kao INTO je
HOJIMCEMH]ja, KOjy MOKEMO WIIyCTPOBATH Ha IIPUMEpPY BUIIE3HAYHOCTH PEYH MOCT
KOjy Tpeba HCKOpPHCTHTH y TNHCamby NpuYe ¢ TUM HacioBoM (TpaljeBuHa,
criopTcka (uUrypa, nporesa, KpoB, My3HYKH TEPMHH Y KOMIIO3UIIHU]H...)

®Jle Man nepuHMmE TPON Kao ,,OKPEHYTH Ce“, a TO je OKpEeTame W3BaH,
OJICTyIame U3Mel)y TOCITOBHOT U GurypamHor 3Hauewma‘ (Jle Man, 1996: 87)
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KO/l uzpe cy urpe 3acHOBaHe Ha CTPYKTYPAIHCTHUKOM MOMMaHby 3HAKa
" CTPYKType (HeoaBaHTapIHa MOE3Hja, IETPHU3aM, KOHKPETHA TT0e3Hja, 3HaKOBHA
rmoe3nja y CHTHaJIN3My 3aCHOBaHA Ha ,,CHTHAINMA'") U UTPe YTeMeJbeHe Y TEOpHjr
KOMYHHMKaIHje, Koja cMatpa aa noctoju KOJI — cucTem npaua (INTO je eleMeHT
urpe) 3a pacnopehuBame M pa3yMmMeBame 3HAKOBAa y TEKCTYy, Ka0 M HIpe Koje
YKJbYUyjy CTaJHO HpEKoJHupame jep ecTercka (yHKnWja 3HaKa (M3JBOjeHA Y
ExoBoj cemMuoTHIM) omoryhasa CTaJIHY WHIUBUIYAIHY-ay TOPCKY
MoauduKalmjy KoIoBa, 10K je 3ajaTak urpada Jia je aexoaupa. Pehamem 3HakoBa
Jno0uja ce HU3 KOjH IIPeCTaBsba T3B. MOPYKY Y KOjy je yuurTana uHpopmanuja.
Urpa o0yxBaTta 1ocao eHKOAMpama Tj. MU(PPOBamka, YKIbYUHBamha HHPOpMALH]je
y TEKCT W JAeKoaupama Tj. aemmppoBama uHMOpMaIMje U3 Tekcra. To cy
TEKCTOBH M0 MapagirMy ,,3aTOHETKE", a IPUMEHHBH Cy y BexOaMa KpeaTHBHOT
cama.

Ako mojam KOJa CXBaTHMO Kao ,KJbyd™, Taja ce Hrpa cacToju y
OTKpUBaBy TNpaBWia KOMOMHOBawba. Y KOMOWHATOpHYKMM Wrpama (ars
combinatoria) Bpim ce npepacnopeluBarme enemMeHaTa TeKcTa 1a OU ce OTKpuIia
TajHa mu(pa TeKkcrta. AHArpamu, MTMHIPOMHU, MarHYHU KBaapaTu Takohe nMajy
cBoje KJbydyeBe. OBakaB BHJ UTPEe HAPOUUTO je TOJAECAH 3a CHCTeMaTu3aluje u
TOBOpHE BeOe, anu M 3a YINO3HaBamke C OApPOKHHUM IECHUYKUM (peHOMEHOM
carmina figurata.

Iapaouemamcke uepe Cy Urpe 1o MoJeily HEKOT MIPUBOI MPEJIONIKa,
KaJia ce KIIDKEBHO /IO CIYXKH MpaBWINMa 10 KOjuMa ce ,,urpajy’ kKapre, max,
PEUHHK, JieITa, aHarpaMH, MarndHH KBaApaTH... [lapagurmarcke urpe Mory Outu
IO MOZENy HEKe JAPYIITBEHE II0jaBe WM palme (IETeKTUBCKE HCTpare,
E€KOHOMCKE TpaHCaKI[ije, pelllaBakha MaTeMAaTHIKOT MpodiieMa U Ipyror). Y ToMm
IyXy MOXXEMO IIOCTaBHTH pPOMaH ,,3JI0YHH M Ka3HA“ Kao IPYIITBEHY HIPY
Knyeoo. Yyenunm nonespyjy ynore wurpadriMa Kao JIMKOBUMa M3 pOMaHa,
MPOCTOpHje KOje Ce jaBJhajy Y poMaHy, Kao M opyxje. Mrpa ce ogurpa u mpeko
JnobujeHe myTame 1 ucxo/a (Mako HHUje UCTH Kao y pOMaHy) TyMayH 3aIlTo HHje
Moryh Taj pemociies 300T TEKCTYaTHUX YHELCHUIIA KOje yryhyjy Ha KOHOTAIH]y:
¢unozodcka nMuTama PENUrHO3HOT HUXMIM3MA, WACOJIOIIKE 3aC/ICIUbEHOCTH U
npoGiiem 31na. [Tyt oTKkpuBama 3J104MHIA Y UTPU OTKPUBA HAM JICHOTAIM]CKHU CJIO]
pOMaHa, KPUMH XaHP U HEeroBy (pOjIOBCKY NOIJIOTY OTKpHBama WAa, era H
cyIiepera jyHaka.

Mema uepe cy CBH TEKCTOBH KOjH ,JPYrH CTENEeH CTBapama‘
KOHIIMIMPAjy Kao WrpPy; TO Cy CIy4ajeBH HUIpe OX AayTOLUTATHOCTH U
AyTOIIOCTHYKHX TEKCTOBa O KOMEHTapa M WHTEpIpeTanyja IaTUX Kpo3 UTpe;

" Buau Exo1973.
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eceju U o0jamrmema UTPUBUX TEKCTOBA KPO3 UTPY M M ayTOMETAaTeKCTOBU. 10
Cy TEKCTOBH KHIIDKeBHE KpHUTHKE (y IEKOHCTPYKIHMjH) KOjU Cy Takohe
KEIbIDKEBHOCT, a HAa HaYWH CIO0OIHE HWTpe ,,IpeBolie” — TyMade KEMKEBHE HIIH
JpyTe TEKCTOBE KYJIType: MOy, YMETHOCT, je3UK, MUCMO, TUCKypce U apyre. To
Cy KOHIIENTYaJIH! MPOjeKTH Ka0 KOMEHTapU M3 YIia YMETHOCTH WJIH TEOPHje, TO
je Takohe W mUdy3Hja KaHPOBA W CTWIOBA W HOBH CHHKpETH3aM (MCIIamke
KIbIDKEBHOCTH W TEXHHKE Y KOMIJYTEPCKO] MOe3uju, Bep0O-BOKO-BU3YyeEly U
BUJIEO Urpama). MeTaurpuBo NpUCTyName TEKCTy je urpa ,npoiudeparuja
KOMEHTapa“ y TEKCTOBUMa KOjU TIOETHYKH HUMajy 33JaTy Marpuily Yy
MOCTCKPUIITYMHMAa KaKaB je MpUcyTaH y Enyuxioneouju mpmeux, Jlanuna Kuma.
PazymeBame cTaTyca u 3Ha4aja KOMEHTapa Kao MOTEHIHjalla BaXKHO je y rpahjemy
BPEIHOCHOT CTaBa O MOTYhHOCTH BenHKOr Opoja ,,Moryhmx W HCIpaBHHX
TyMadyema TEKCTOBa, YKOIMKO CE HIpa apryMeHTalHje yKJIama y CMHCICHU
AQHAUTUYKA TOCTymak. MeraurpuBa Ou OWia W mapagurma BU3yelH3aldje
TEKCTYaJIHOT, 0] CHUIMama BUJIe0 MaTepujaja, KpaTkor GuiMa Ha 3aJaTy TeMy 10
CBOl)era CEMaHTHKE TEKCTOBA Ha CJIMITHYHHM BU3YEIHH 3HAK, HIP. TyMadcme
pomana [lpoyec ®panua Kadke y KoMmapaTHBHOM MpUCTYIy ¢ Tpadukama
Mopuca Emepa, ceohemse Peuu y xameny Momuuna HacracujeBnha Ha cumbore
KpcroBa Ha TpoOoBuMa (¢pyHKIMja mecMe Kkao enurada), oOpasa moesmje
®eneprka "apcuje Jlopke mpeko JTUKOBHOT cpencTBa — 0oje, Mama xomodamnha
mupckor cyOjexkrta Backa Ilome w3 wucTomMeHe 30HMpKe Kao Teorpadcko-
penuriuo3Ha CKMia MpeicTaB/beHa cuMOoiioM Kpcra, moct MBa Amnzapuha ca
CTy0OBHMA M HATITMCHMA O CEMAHTHIIH [T0jMa MOCTa Y pPOMaHy.

Ancypone ucpe Cy oHe Wrpe KOjuMa je b 00eCMHIIJFaBamhe TOTOBHIX
TUCKypca ¥ IIa0JIOHA, OMINTET MHUIUBCHA, OJ je3uKa J0 HaydHO-(HMI030(CKIX
KOHIleTiaTa. Y BHMa je CBe JIAXHO, ,,Kao Ma“, a BHUXOB BpXYHAI je ,,urpa 0e3
MpaBHJIa WM TpaBmiia 0e3 Urpe WK Urpe Y KOjuMa ce MpaBiiia y TOKY caMe Urpe
Memajy” Hansen-Love, 1996: 27). Mehytum, na iau moctoju urpa 0e3 mpasmia
YKOJIMKO HUje Jleunja pasysaanoct? Kako 6u TakBa nrpa mnarienana? YopaBo Kao
moe3uja O0epuyTa (U3 pycke aBaHrapje ¢ kpaja 30-ux), KOju ce Be3yjy 3a JACUH]jy
urpy, koja omoryhaga ,,uadanrtiinzam necauuke peun’ (Flaker, 1984: 363). Taj
,»HOBH Je3UK™ je TMOCIeAnIla HHUXOBOI MPOTHBIBCHA ,,3J[PABOM CMHCIY  H
autepapHoj Tpaguuuju. OHM HMHCHCTHpajy Ha ,,IIMPEHY M NpoayOJbHBamY
CMHCIIa TIPEAMETa M Peul aJOTHYHAM CEMaHTHYKuM jykcramosuimjama (Flaker,
1984: 365). ,Ilokperay ancypaHux urapa je ciy4ajHoCT (Tj. IPUHIMI Hepena u
HEMPaBHJIHOCTH), a caMa CIIy4ajHOCT jeé HHCTPYMEHT NapaJoKCaJHOT MHUIIbema
(Hansen-Love, 1996: 30). OBe urpe KOMOWHYjY CIy4ajHOCT U CEpPHjaTHOCT. Y
alcCypIHUM HIpamMa IUCKypCHUMa, KaJga ce Hay4HH, (HI030(CKH WM ApYrH
JUCKYypCH Jlajy Kao OecMHCIMIle, YyBa CE€ CTHJ ANCKYpca, alli C€ CMHCAo
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mapoarpa Tako mTo ce obecmumibaBa. OBe yopajamo U moesunjy 3ayma. Ty cy u
WTrpe Koje HaM yKa3yjy Ha BHIIY JIOTHKY, jep He cMeMO 3a00paBUTH Na amncypn
HUje OeCMHUCIHIIA W Aa OH MMa CBOjy BIACTHTY JIOTHKY, CaMO Ja je OHa y
CBEJICHO] W palMOHAIIHOj JbYJICKO] JIOTHIIM HECa3HATJbUBA WM, Y HajMamby PYKY,
yyaHa. TakBy BHWINy JIOTHKY je3WKa JOHOCE alejpOHHUCTUYKE IIeCME, IOTOM
CHCTEeMH KOjU HaM Ha IIPBH IIOTJIEA Jedyjy OaHaaHO W HEBpeaHo (Kao mTo je
CHCTEMCKO TTOHaBJbambe NPUCYTHO Yy pa3Menu [laBuheBux TeKcToBa), Kao M cBaka
Urpa Koja ce IpHKa3yje Kao HOHCEHC (a TO YUCTHHY HHje).

Busyeana napayuja: cTpull Kao IecMa WIM POMaH, y KoMe ce joraha
Urpa IpTeka M BepOATHOr HCKaza, KOjU cy y MeljyoaHocy KomeHTtapa. Y
BUXOBOM CYOJHOCY HeMa MpPBEHCTBA, Tako Ja JoJia3d J0 Y/Bajamba |
HaJIOIybaBamka cIuke W pedd. OBa urpa mpoBouupa KEHWKEBHOCT Kao je3UYKH
(heHOMEH TIpeKO YIUIMBA CYIKYITYPHOT BH3yenHOr >jkaHpa. OBme Takole
yOpajaMo M TEKCTYyaJHO CIMKAapPCTBO, CBE OOJIMKE YIABOjEHOCTH CIUKE W PEUH,
HEKaJ M 3ByKa, IOTOM M TeCTyalHy HOe3Hjy y KOjoj C€ Telo y IpOCTOpY
KOMOWHYyje ca TEeKCTyalHHM HaTIHCHMa. YUYCHHIM MOTY LPTAaTH CTPUI C
jyHaIMa W3 KIWKEBHHMX Jiella U ¢ u3abpaHuM murarnMma y oOmaunhnma koje
CMarpajy NpecyTHIM y KapaKTepH3allijH JIMKOBa U KOHOTAIM]H TEKCTa.

Dopmanny manupusmu Cy 3aCHOBAHU Ha OJICTYHAmUMa Of MECHUYKHX
HOPMH M pa3HUM TOUTpaBamblMa [ECHUYKMM OOJHIMMA Yy 3HAYCHCKOM,
BU3YEIHOM U aKkycTHYHOM cmuciy. Ilojam maHupu3ma je Beoma 1mmpok. Kon
Pobepra Epncra Kypumjyca oH o3Ha4yaBa CBaKy CTHICKY TEXbY y OHUIO KOM
100y Koja je MpPOTHBHA KJIACHIIM, OJHOCHO ,,KOMIUIEMEHTApPHA I0jaBa KJIACHIIU
cBux enoxa“ (I'pauauh, 2000: 8). Tako MMPOK MOjaM je TOTOBO HEYMOTPEOIHUB,
and BHOMMO Ja c€ Ta HEOOMYHOCT W pa3luKa O] yoOW4ajeHMX IPaKCH ernoxa
OITHOCH Ha WTpame CMHCIOM, TpadHjoM IecMe W 3ByKOBHOM CTPaHOM IIOe3Hje,
Kako je MaHumpm3Me kimacudukoBao Hwukoma I'pamauh y cBojum @opmannum
manupuzmuma.t OBa mojaBa je BeoMa BakKHA 3a pasyMeBame CBUX HHUBOA
HAapOAMYHOCTH y JUTEpaTypH, of (opMaaHe X0 3HAYCHCKE, a MOXEMO je
HCKOPHCTHTH Y BexOaMa KpeaTUBHOT ITMcamkha Ha YaCOBHMA CEeKIHje.

8Crymuja Huxone Ipuuamha @opmannu manupusmu (Tpmumuh, 2000) Hymzn
KiIacudukanyjy GopMaIHUX MaHHpH3aMa ,,IpeMa JOMUHAHTHOM 00eJexjy Koje
JlaTH MaHHPHU3aM IOKa3yje, Te uX pacropelyje y :a) urpe ca CMUCIIOM (3aroHETKe,
AHAIMKJINYKE KOMITO3UIIMje, Versus concordates, je3yWTcKu CTHXOBH, Versus
reticulati, versus rapportati, xporocrux); 0) rpadguyke MOCTyNnKe (BH3yEIHE
MoryhHocTH moe3uje, ¢purypaiHa noesuja, ecMa JaBUPUHT U MarM4HU KBajpar,
aKpOCTHX, KpUOTOGOpPMH, IlecMa Kao Mpo3a,); B) 3BYKOBHY CTpaHy IIOe3Hje
(maHrpamara, exo mecMme, KaTajo3H, ,,eTUMOJIOTH]je ).
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Keasu uepe: xama ce ready made naje y oONMKy Wrpe WM Kaja ce
mepopmanc maje kao wurpa, mail art, cBu obGmumM KOju Cce TOHWIpaBajy
CEeMaHTHKOM ¥ OHTOJIOLIKAM CTaTyCOM YMETHOCTH, aJld y OCTAIUM CETMEHTHMA
HHCY WIPa, WM CE MOTY INPETBOPHUTH y UTPY OCMHILIbABAEmEM IpaBwia. Tako
METO/IOM JIEMOHCTpAIMje YHOCUMO apTe(aKT y HacTaBy, N3JIaXKEMO IpeIMET HIIp.
KallliKy W TOCTaB/baMO 3aXTEB J1a CE€ O O] MCKaXe je3MuKa ITOJIMCEMHYHOCT,
LMBUIIM3ALMjCKA YJIOora (HIp. Ipela3ak ¢ HNPeCHOr Ha IIeYEHO), Ja ce OIMINe
KyJYHUMjCKM u3paljeH mnpeaMer, IMOCTaBH/OCMHUCIM yMETHHYKAa HHCTaJalu]ja,
Tymauu npuya ,,Kammka*“ Anronunja VcakoBuha. Ako ce oOpaaa apaMckor aesia
3aMHUCIM Kao KPEaTHMBHO IPEOCMUIIbABAE 3HAKOBA M3 JPAMCKOI TEKCTa U
KOHTEKCTyaJIM30Balkb€ OKBHPHMA AaKTYeJIHOT TpEHyTKa, OHJa OW ydeHHYKa
aKTUBHOCT IIOCTaBJbaha Ha CIIEHY HIIp. ApaMe arcypia IpeacTaBibaia Behu 6poj
IPYHHUX IOCTaBKM HCTOI' TEKCTa Ca CBUM CEIMEHTHMa pPajia Ha CIIOJhallliboj U
YHYTpAIIb0] APAMCKO]j CTPYKTYpH (011 CLIeHE, KOCTHMa M PEKBH3HTA, HIIP. YMECTO
memupa Hoce MoOwnmHHM TenedoH). Tako ce Kpo3 pasnuydTa YUTamba,
peBep3UOMIIHO TIPHCTYNa TyMadewy INpHUMapHOT TekcTta ,,Uekajyhm [omoa™ m
ApXETHUIICKOT BapUPaHOT OMOINjCKOT MPEAJIoKa. Y HapeJHOM PUMEPY MOXKEMO
HCKOPHCTHTH MEKIYaHOBCKY MakcuMmy ,,Medium is the message* (,,Menujym je
nopyka“) ma ce kpeupa rpymHu Mmail art Ha oOcHOBY pasymeBama HEKOT
KIbMDKEBHOT TEKCTA WM 110jaBe y CTBAPHOCTH (HIP. 3HAKOBHU KYJType, KOMEHTap
KOMEpLHUjalTHUX U TPXKHUIIHUX 3aXTeBa Npej Hama...).

Bugenn cmo nma je Hu3 MoryhHOCTM 3a HacrtaBy HyTeM HUIPOBHHX
AKTHBHOCTH HECArJIe/IUB U Jia je MO3HaBamke TEOpHje JYANUKOT TUCKypca JIOBEJIO
0 aKTUBAaIlMje CBHX YWHIJIAIA y HACTaBHOM mporecy (01 pedeKCHBHOT
IpaKTHYapa J0 KPeaTHBHOT M aKTHBHOI YYEHHKA).3Hame CTEUYCHO Ha OBAKaB
HA4YMH JOBOJIH JI0 BUCOKOT CTeTeHa pa3Boja MelyrpeaMeTHuX KOMIETEHIHja KO
yyeHuka. OHH y4e Ja y4e, CTUYY eCTETHYKY KOMIICTCHIIH]Y, Pa3BHjajy BELITHHE
TyMadekwha U MOJIeNe aHAJUTHYKOT IIPUCTYIIA [I0jaBama.

Komb6unyjyhu nBa noMuHaHTHA TeOpHjcKa pa3yMeBama HIpe J10JIa3uMO
JO TpouHpelka METOAE HIPOBHHUX AaKTHBHOCTH Yy HACTaBHOj IpakcH. Y
METOJIMYKOM CMHCIy, WIpa C€ OrpaHM4aBa Ha NPUMEHY IpUHIOMNA JeYjux
JpYIITBEHUX HWrapa y OKBHPY TIpyHnHOr oOJNMKa pajga, JOK je
MOCTCTPYKTYPAJIUCTUYKO MUIIJBEHLE carjiciaBa Kao IMPUHOUIT TTOMHUYHOCTHU
CIPYKTypa ¥ YKJby4€He pa3iHKe, HHTEPIPETaHTa W KOHTEKCTa Y HU3
peneBaHTHUX (PaKTopa 3HAYCHA.

Kako ce moTrome MoOXe NPUXBATHTH Kao MOIYC paja Ha TEKCTy Y
HajIIApeM CMUCIY (KEIKEBHOM TEKCTy W KYINTYpH Kao TEeKCTy), OHOa ce
TyMadely MOXe MpPUCTYNHTH IUTypanHo. OHO ce MOoXe KpeTaTH oJ
MO3UTHBHUCTHYKOT 00eNeXaBamba 3HAKOBA y TEKCTY 10 PAJANKATHOT M KPEaTUBHOT
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(ajepabeHIOBCKOT MPUCTYIA TyMauewy ,,anything goes* (,,ce mponazu*). Tako
Ce MeToJla MIPOBHHUX AKTUBHOCTU BHIIE HE OJHOCH CaMO Ha OONHMK panga Beh
yinasu y cdepy KOHKPETHOr TPHCTYNa HACTABHUM CalpXKajuMa y OKBHDY
KPeaTHBHOT M Hay4HOr Ipocenea. TakaB MPUCTYN OCHOCO0/baBa ydYCHHKA 3a
(GYHKIMOHATIHO YHMTAFhE 3HAKOBA KYITYpE W MOJACTUYE Ta HA JaJbM KPEaTHBHU
AHTaXKMaH.
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Svetlana M. Rajicié¢ Perié¢
(NO)SERIOUS ON LITERATURE (THEORY OF PLAYFUL DISCOURSE
AND DEVELOPMENT OF THE METHOD OF PLAYING ACTIVITIES
IN TEACHING PRACTICE)

Abstract: The supradisciplinary phenomenon of play has rich pedagogical
aspects and methodological possibilities. Therefore, it is repeatedly applicable in
the teaching of literature. Understanding play in the poststructuralist sense, as a
term superior to other anthropological concepts (J. Derida, E. Fink), we draw on
its dispersion in the creation of paradigms for teaching literature. Methodological
innovations are demonstrated in approaches such as: visualization of textual
(transmedial games), creative writing (creative intertextual games), interpretive
games, drama games, reconstruction games (puzzle games), etc. In this sense,
universal types of literary games (combinatorial and allegorical, ontological,
quotational, semiotic, symbolic, code and semantic games, linguistic and
constructive games, paradigmatic games, meta and absurd games, visual narration
and formal mannerisms) are translated into didactic discourse.

We have seen that the range of opportunities for teaching through play
activities is incomprehensible and that knowledge of ludical discourse theory has
led to the activation of all factors in the teaching process (from the reflexive
practitioner to the creative and active student), and that the knowledge acquired in
this way leads to a high degree of development cross-curricular competences in
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students. They learn to learn, acquire aesthetic competence, and develop
interpretation skills and models of analytical approach to phenomena.

Keywords: game theory, method of game activities.
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HUI'PA TIOE3UJE: AHA BJIAHIUAHA

Caxerak: TepMUHH KyITypa U Urpa MOTY C€ IIOXBAJIUTU BEJIUKUM OpojeM
nehHuHAIHja, KOje OBe TepMUHE OOMYHO MapIlidjasiHo oOjallmaBajy, mouasehu of
JIOMEHa MHTEpECOBaba HAYYHUX 00JIaCTH KOje UX U J1a]y. Y JaHalIlbeM KOHLENTY
MYJITHANCIUTUINHAPHOCTH HAWJIA3UMO Ha OpojHE AepUHUIMjE WCTHX TEPMUHA,
Koje Mory na Oymy gak ¥ KoHTpaauktopHe. Urpa je cBynma mpuxBaheHa kKao 1eo
Kynrype (ca BemukuM mian MamuM cioBoM K). bmino ma je ofjammeHa ca
OMOJIOMIKOT, KYJITYPOJIOIIKOT, COLHOJIOIIKOT, ICHXOJOIIKOT HIA APYTOr acleKTa
aHAIM3MpaHa je Kao M OocTaje JbYJACKE OJUIMKE M aKTUBHOCTH (00pa3oBame,
penuryja, je3uK W cIuyHo). Tako carnexaHa uMa 3a Wb JeduHHCame JbYJICKE
MIPUpOJIe Y OKBUpUMA KyJIType, a ,HUrAe y cdepu Kynarype urpa ce He oceha
omomaheno kao y moesuju (Pop, 1985:5). Kao mro urpa mma moryhHocT na
oboraTu AyX, Ja CTBOPH CmMEapHocm Yy KOjoj MOTYy OWTH OCTBapeHE CBE
YHYTpallkbe U BPJIO JIMYHE CTPACTH, JKeJbe, aUHUTETH U CHara, Tako W Ioe3uja
npencrasiba, u3Mely ocranor, onpa3 caMor NMECHHKA/TIECHUKUEBE U MOXKe OUTH
Je(hHHUCAaHA Ka0 OCTaBJbaKke HUXOBOT JIMYHOT OMUCKA Y OKBHPY CBAKOJHEBHOT
’kuBota. Urpa ce kao MOTHB TOjaBJbyje M KOA jeAHE OF Haj3HAYAjHUjUX
CaBPEMEHHX PYMYHCKHX IIeCHUKHEKa - AHe braHmmane, mok wWrpa mnoeswje
MIPE/ICTaBIba CTBAPALE EHE YHYMPAUitbe CIEAPHOCHIL.

Kibyune peun: kynrypa, urpa, noesuja, Ana bnannuana

Hrpa y noe3uju, urpa mnoesuje...

YoBek M Urpa yBeK Cy MMald BaKaH yJe0 KOJHMKO Y pa3MHUILbambHUMa
BEJIMKUX CBETCKHUX (uiao30(da, TOJIMKO U y KIIDKEBHOM  CTBapaiamitBy. Y
pasHIM MOJEpHHUM HaykaMa, Kao W y (umiozodpuju, Urpy mocMmarpajy Kao
MoryhHOCT omeapara Ka CymepHOpHAM OOJNHIIIMa OCTBapHBama co0oe ayxa.
Cama urpa je cByna mpuxBahieHa Kao Jeo KynType (ca BEIMKHM WIH MaJiM
cioBom K). buno pga je objammena ca  OHONOIIKOT, KYJITYPOJIOIIKOT,
COLMOJIOIIKOT, TICHXOJIOIIKOT HJIA JPYTOr acleKTa aHaIU3MpaHa je Kao U ocTale
JbYJICKE aKTUBHOCTH, Kao IITO Cy 00pa3oBame, peliuruja, je3uK, 11ocao U CINYHO.
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Tako carnemana mMma 3a Wb AeduHUCcame Jpyacke mpupoge (human nature) y
OKBUpHMA KYyNTYpeE, a ,,HUT/Ae y cpepu KyaTrype urpa ce He oceha ogomaheHo kao
y moesuju* (Pop, 1985:5). Yomek je, xako kaxe u Iletpe Ilymea (Turea,
1992:176) y cBom neny Ceem kao nozopuwme (Lumea ca teatru), cam mo cebu
KpeaTop CIIeKTakja, a camMa Wrpa MMa Ty MOTYHHOCT [a JyXOBHO OIUICMEHH
YOBEKa, /1a CTBOPU CMEAPHOCH O KOjOj CambaMo, OHY CTBAPHOCT y K0jOj MOXKEMO
W3pa3uTH W TpUKa3aTh CBe INTO HAc Kao Ju4yHoctd u oxapehyje. [ToBesuBame
MOE3Hje ca UTPOM HEKaJa HHje OWIIO TOJUKO OYHIJICHO, HAKO HAM Ta] HHTUMHHU
MPOCTOp Urpe Moe3uje Hyau CBeT crekrakia. [loe3nja He 3amemyje Beh cama
MOCTaje CTBAPHOCT Ka0 CHEKTaKJ, a MECHUK/TIECHUKHIbA CBOJUM JIEIOM CTBapa
AKTHBHOCT KOja MY/jOj JJOHOCHU 33/I0BOJCTBO, IOHEKA]] ¥ OOJI U CAMUM THM, YBEK,
Iy0oKo y ceOu, ocTaje IeTe, CIOHTaHO, MAIITOBHTO U CIIO00THO.
...JIOK peJuruja, 3HaHOCT, NPaBo, PaT M IOJHUTHKA, Y OpraHU3UPAHUjHM
oONMMIUMa JAPYIITBA HAOKO, MAallo-IIOMaio, rybe NOoAWpHE Tadyke C
UTPOM, & Te Cy TauyKe Yy DaHHjUM CTaadjuMa KyJIType Tako Oorato
MMOKa3WBAIIM, IjECHUIITBO, poljeHO jemHOM y chepu uTpe, W Hagasbe
octaje ynomaherno y 1o0j. Poiesis je ¢ynkuuja urpe. OHa ce onsuja y
MPOCTOPY 3a UTPY AyXa, y CBHjETY IUTO Ta caM JyX caM cebu cTBapa. Y
IBEeMy II0jaBe MMajy Jpyraddje JHLEe Hero y ,,00M4YHOM >KHBOTY, M
NOBE3aHe Cy APYT'MM Be3ama, He JIOTMYKHMa. AKO 30MJby CXBaTUMO Kao
HeWTO INTO je A0 Kpaja Moryhe W3pasuTH W pHjeunMa W3 TPHjEe3HOT
JKHUBJbEHHa, TA/Ia MjECHUIITBO HU Y KOjeM CIIy4ajy HHje IIOCBE 030HJHHO.
OHO je OHKpaj 030MJbHOTaA, C OHE HCKOHCKE CTpaHe Ha K0joj Cy Jujere,
KUBOTHbA, TUBJBAK, U MPOPOK, y TOJbY CHA, y3aurHyha, ONOjHOCTH H
cmmjexa. Jla GmcMo pazymjens 1jecCHUIITBO, MOpaMo OuTH Kaapu o0yhn
IyIIy AjeTeTa Kao 4apoOHy KOMIYJbY, M MyIPOCT JjeTeTa MPETIIOCTaBUTH
MyapoctH 9oBjekoBoj. (Huizinga, 1992:110)

Jlmana cmeapuocm Kao W MpHKa3 deyje Oyuie OHUX KOJH THINY TOC3H]jY,
JMPEKTHO YUYECTBY]y y CTBapamy jaCHHUX, ONTHHX M CIIOKEHHX CITHKa, y KOjHMa Cce
MH Kao YHUTAOIM Tperno3HajeMo (WM He), koje Oyme y Hama Quiosode,
MCHXOJIOTe, KPUTHYApe, Ma 4aK U necHuke. KibMKeBHA Jena, ¢ HArJackoM Ha
Moe3ujy, IOCMaTpaHa Kpo3 MNpU3MYy JIMYHUX CBETOBA W CTBApHOCTH, HMajy
COIICTBEHY MMaHEHTHY JIOTHKY, Kao LITO CBaKa Mrpa UMa IMpaBmia U obenexja
YHYTap COICTBEHOT CHCTEMA.

Urpa je njenaTHocT Koja ce OBHMja Yy paspaljeHUM BpPEMEHCKHM,
INPOCTOPHUM M CMHCJICHHM TpaHMIaMa, y jeOHOM BHAJBMBOM peny,
mpemMa TOOPOBOJbHO TNpuxBaheHWM MpaBWIMMa, T¢ H3BaH TMOApydYja
MaTepHjaHe Hy)XAe WM KOPHUCHOCTH. Pacnonoxeme y KojeMy ce urpa
OJIBHja jecT y3nurHyhe u oaylieBJbeme, OMI0 OHO MOOOXKHO WIIM Camo
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cBe4yaHo, Beh mpema ToMe je M urpa mocBeTa WM pa3BecesbaBame. Ty
njemaTHOCT mpatu ocjehaj ycxuhema W HaleTocTH, a OHa caMa JOHOCH
BepuHy U omymitame. (Huizinga, 1992:121)

Bennky NecHUIM/TIECHUKUIbE Cy CTBapaold HOBHX CBETOBA Yy KOjUMa
BJIaJia TIPaBHUJIO BUXOBE BU3Hje, a Kyamypy oborahyjy, n3amel)y ocranmx crBapw,
yIpaBo CKYIIOBH THX BU3HWja. 3a MOE3Wjy, carjiefaHy M3 IEpCIeKTHBE UCTOpH]e
KyNType, Xyn3uHra Kaxe:

V¥ cBakoj 1Baryhoj, )K1BOj KyJITypH, IOTOTOBY y apXandkKuM KyJaTypama,
noesuja je BHUTaNHA, IpyIITBeHa W JuTyprujcka ¢yHkuuja. CBako
MjECHUIITBO U3 JaBHHHE YjeJJHO je U KYyJIT, CBeYaHa pa30HO/A,
IpylmTBeHa wurpa, ymujehe, Kymima W 3aroHeTKa, MyzApa MOyKa,
yBjepaBame, OdYapaBame, BpajlOMHa, MPOPOINTBO W  HaTjeIame.
(Huizinga, 1992:111)

Urpa y moeswju Moke OWTH carfiefaHa W Kao BekOa jemHe ars
combinatoria peun npu Yemy IHPCKH AUCKYPC MOAJIEKE OApeeHOM 3aKOHY, UHje
(byHKUMOHHCame Tpeba pasyMeTH Kao ,,CIeTak O0IMKOBamka 3ByYHE CYIICTaHIIe
(Pop, 1985:8). Urpa noe3uje npeacraBiba CTBapamke HOBE CMEAPHOCHYU W HOBOT,
TapaJIeJTHOT, CBETa, IJe CBET II0CTaje CHEKTaKl y KOME CBakO MMa M Hrpa
COIICTBEHY YJIOTY, a, CKOpPO Ila Marum4yHa CTPYKTypa OB€ HUIpPE CTBapa HOBHU
NPOCTOp y 4MjeM LEHTPY CTOju, Kao aa je JleMujypr, KpeaTHBHa cHara HOBOT
YHHUBEp3yMa, yHUBEp3yMa [O€3Wje, Ojakie, MyTeM peakTyelIHu3alyje
NPUMOP/IMjaIHOT Y HaMa, CBE M MOYHIe. Y OBOME ce Orjie/la MUTCKa, Kao U
corepuosionika (yHKIM]ja MOe3nje, KOje Mperno3HajeMo u y urpu. Morim 6ucMo
pehu na je uepare concmeere ynoze U3BOP LENOKYIHE KYIType, HAPOUUTO Kaaa
IOJ TOjMOM KyJITypa MHCIMMO Ha IEJIOKYIHOCT JbYICKOI CTBapajalliTBa.
Hpyrum peunma, Yosek koju ce uepa wu Homo ludens ce e Mosxe cBecTH camo
Ha JIETUICTBO, Beli Ha meo *kuBOT, jep HOomo ludens mpencraipa cTBapaora
BPENHOCTH, Tj. YOBEKa KOjU je TpaHQOpMUCAO0 WIPy U TaKO CTBOPHO
KYJITYPOJIOLIKY JIyJUYKY JYXOBHOCT, T€ CAMUM TUM U CacBUM HOBY CTBapHOCT.

Kao mro urpa mma moryhHocT ma oboratu ayX, 1a CTBOPH CMBAPHOCH, Y
K0joj MOTy OWTH OCTBapeHE CBE YHYTpalllb¢ W BPJO JIMYHE CTPACTH, JKEJbE,
aUHAUTETH W CHAara, Tako W IOe3Hja MpencTaBiba, m3Mel)y ocramor, ompas camor
NIECHUKA/TIECHUKAE M MOXe OWTH [eHHHCaHa Kao OCTaBJbamke HHUXOBOT
JMYHOT Jcued y OKBUPY CBaKOAHEBHOT XHBOTa. Mrpa ce ka0 MOTHUB II0jaBibyje U
KOJl jelHe O]l Haj3HAYajHMjUX CaBPEMEHHMX PYMYHCKHX IECHUKMEbAa  — AHe
bnanguane, a y oBOoM pamy, nmokyiaheMo Jja HCTaKHEMO o0eJiexkja uzpe y HbeHO]
JMPHLM, OK TEeCHUKHIba CBECHO, WJIM MOXKJa HECBECHO, MOCTAaBJba UIPy Kao
MpeXy OJIHOCa CTBOPEHMX MHHH-CBETOBA, KOJH OJp)KaBajy HEHy Be3y ca
cmeapHuM CBETOM, OHHM y KOME UX je M CTBapala.
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Ana biananana
AHa brnangmana je mceymonnMm Otunmje-Banepuje Pycan (Otilia Valeria
Rusan), nmeBojauko mpesume Koman (Coman), pyMyHCKEe TIIECHUKHEE U
cnucaresprne pohene 25. mapra 1942. rogune y TemumBapy, a Hacrao je Ha
MIOCIIEb0) TOAWHH CPEibe IIKOoJIe, KAaKO caMa IECHUKHIba KaXKe y WHTEPB]YY Y
yaconucy Joeahaj dana (Evenimetul zilei):
... y Opazen, kaga cMo, KoOJIeTe ca KOjuMa caM MHCaia U ja, HaIpaBUIH
TaKMUYCHE: KO he M3MHCINTH HajOOJBH TICEyIOHHMM. Y3ella caM HUMe
MaMHHOI cena — brnananaHa (KpIITEHO MO HMMEHY HEKHX PHMCKHX
pyuHa Ha Opay W3HaA Iiena) u gonana puMmy Ana. HakoH Tora cBH cMO
NOCNaM Halle IlecMe, KOjeé CMO HINYUTaNd Taja jefAHH APYTUMa, y
gacommc ,, [ pubyHa®, koju je ckopuje 6uo ocHoBaH y Kiyxy. /IBe moje
mecMe cy ce mojaBmiie mormucane ca AHa brmannmmana. Te mecme cy
KacHHje Ha3BaHE MOjUM KIbID)KEBHHM JleOujeM, alii Taja, yMECTO Jia ce
panyjem, ja cam ce yIUlalmimia, JI0Ka3 Ja MH HHje OMO jacaH mojaM
KIGIDKEBHOT ITICEYZOHMMA, T€ CaM HalMcalla MMHUCMO PEAAKLUUjH y KoMa
caM MOKajHUYKH o0jacHHIA Ja je TO OWia maja u Ja je, y CTBapu, Moje
npaBo uMme Otunuja Banepuja Koman m na ce m3Bumasam 300r Tora.
Hakon Ttora Tpaxuo me je Jon Maunummy (lon Manitiu), ypenHux
yacomnuca, Koju je y MeljyBpeMeHy ca3zHao Jla MM je TaTa MOJUTHYKU
3aTBOPEHUK M 00jacCHUO MM Ja je 1iaja y cTBapu Oumia moja cpeha, jep
rmecMe He Ou Omiie 00jaBJbeHe 1a caM KOPHCTHIIA mpaBo ume. U Tako cam
ocrana Ana brannnana, mako ta cpeha Huje Tpajama myro, 3aTo MTO Cy
Biactu 3 Opanee obaBecTHsie CBe MyOJIMKaIMje y 3€MJBH ,,/1a CE MO
nceynonumMom Amna bnananana kpuje hepka jemHor HempujaTesba
Hapoja“. (Tabacu, 2014, npesog M.K)
VY ucro BpeMme NECHUKHA, joll Ipe peBosynuje 1989. rogune, nmosznara
Kao JHCHAEHT M Oopar 3a rpahaHcky ciioOody M Jbyncka npasa y Pymynujm,
uMasa je XpaOpocTH Aa ce OUPeKTHO cyoun ca Hukonajem YaymieckyoM myTem
JaBHHX H3jaBa y HHTepBjymMa Ha panujy Crnoboona Eepona ¥ y CTpaHUM
nybnukanujama. OHa je W jaBHA JIMYHOCT, YKJbY4YCHA y IpaljaHCKU KHBOT KpPO3
HU3 aKnuja y okBupy I paljaucke anujance, a ca cynpyrom Pomymycom Pycanom
(Romulus Rusan) je ocuuBau Memopujannoe yenmpa Cucem®, Koju ce cactoju ox
Myseja 3n0uuna KoMyHusma, W WCTPKUBAYKOT LEHTPAa KOjU CBake TOIHMHE
opraHmsyje KoH(epeHIHje M KOHTpece OKyIUbajyhu HaydHHKE y JOMEHY
TOTAJIMTAPHE JIEBHIIE U3 1IEJIOT CBETA.

! BI/IIHC 0o HeHpr U aKTUBHOCTHMaA Ha 3BaHI/I‘-IHOj Be6 CTpaHI/IIII/IZ
www.memorialsighet.ro
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TokoM ToIvHa, NMECHUKHIbA je — Kao TOCT YHHUBEP3HUTETa, aKaleMHja,
KYJITYpHUX OpraHm3andja — Owmiia Ha HEKOJHMKO CTYIHjCKHX ITyTOBamka Y pa3HUM
EBPOIICKIM 3eMJbaMa M yUeCTBOBaIA je Ha KOHTpecnMa U (hecTHBalMa Toe3Hje.
Ilopen cBojux mrammanux nena y PymyHuju, objaBipMBana je pamoBe W Y
yacormcuMa u aHTtosnorujama |y Emnrmeckoj, CAJl, Urammju, nanuju,
@pannyckoj, benruju, Hemaukoj, Aycrpuju, Xomanauju, ®dunckoj, [lossckoj,
Mabapckoj, byrapckoj, UYexocnoBaukoj, Typckoj, Cupuju, I'pukoj, Kunwy,
Janany, M3paeny, Andanuju. Hakon 1989. mpucytHa je Ha KoHQepeHIHjama,
JaBHUM MpeiaBambUMa, HHTEPB]yHMa, KOJIOKBHjUMA, CUMITO3HjyMUMa U OKPYTIIHM
CTOJIOBMMA Y TJIaBHUM €BPOIICKMM 3eMibama. [1uie noesujy, nposy, haHTacTuky,
eceje, KEbIKEBHOCT 3a JeIy>.

Hrpa ynyTpammer U cCo/ballber CMEapHoz CBeTa

AXO0 MOXKEMO J1a K&XKeMO Jia Ipo3Ha aena AHe briannuane umajy xpaj, uny
Ka [UJBY, OIUCY]Y, IPEACTaBIbY, UCTIOPYUYjy HIE]y, KOjUMa OHA NMPAKTUYHO JIaje
JOZaTHO O0jalImberse CBOT upckoe Ja, mheHa 1oesnja je OHAa Kao Oajer, miec
KOjUM JIOMHHHpa Wrpa peyH, aBaHTypa je3UYKUX HM3pa3a U CUMOOJIMKE UCTHUX,
HCKYCTBO KOje je camo ceOw Iwb. HheHa moesuwja, HAIMK UTPH MPETBOPEHO] Y
peur, TOBOPM HaM MHOTO O OHOM jE€JMHCTBEHOM M Ba)KHOM, O YHYTpAlllbeM
CBETy caMe IIeCHUKUIe. V 1ok yHyTpauimbu CBET cTBapa Inoe3nja AHe
brananane, criosballilbu cmeapuu CBeT, TpencTraBbahe koMyHH3aM y PymyHHju
Ha gerny ca Hukomajem Yaymeckyowm, jep:

BepoBatHo na je jemHa o HajAMCKYTOBaHMWjUX TeMa OTHOC H3Mehy
CIIOJEHE U JINYHE HCTOpHje, Oall 3aTO MITO OHE HE KOMHLUIUPA]y, IpBa
YBEK MaHHITyJIMIIe OpyroM. HapounTo y ciydajy NMECHHKHEE Koja je
nebuToBana W ¢opMmupana ce y IMepHoxy KOMYHH3Ma, Kajua je Omio
Hemoryhe n36ehn manumynanujy ucropuje Haja nojenunueM. (Gogata:
2014: 369, npeBox M.K)

VYKoiIMKO OHCMO JMjaXpOHHWjCKHM carjiefiaii u3jare 30upke Iecama,
NpUMETHIIN OMCMO MeTaMop(o3y IyTeM €BONIYLIUje HEHOT VHYmpauitbes céema
U3PaKEHOT CTUXOBMMA, y OKBHpHMAa JAPYIITBEHO-NIOJUTHYKOT U KYJITYPHOT
KOHTEKCTa HeHe reHepanuje. MoxeMo Jia, 3ajeZIHO ca KoM, IIpojeMo Kpo3 erarie
oopacmarba (KOMTUKO JIMYHOT, TOJIMKO M TECHUYKOT), a TO Cy: aJ0JecLeHTCKa
HEBWHOCT, ca3peBame 300r gorahaja w3 cmeapHoz ceema, OHTOIOIIKE
MEIWTAIje, PeTUTHO3HN YIUINBH, CHMOOJIMKA CHA, CHeTa W CJ, Kao W Jby0as,
KHBOT U CMPT.

2 BI/IIHC 0 u3gamkbnuma AHe BJ’IaHILI/IaHe BHUJCTHU HaA 3BaHI/I‘lHOj Be6 CTpaHI/IIII/IZ
https://www.anablandiana.eu/
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[Ipumagam reHepanyju Koja ce mojaBmia W HameTHyJa HakoH 1960. To
je TeHepamuja o K0joj ce MHoro mrcaio. Mmak, mame je mpumehero na je
ped o IrpyIH ayTopa YjeOHHBCHUX HE CaMO €CTeTHYKUM HIcaluMa, HEero
U HCTOPHjCKUM BpeMeHoM. JKeamm na kaxkeM na cy Owie wucre
OKOJTHOCTH Y KOjHMa CMO C€ TMOjaBUIIM, a HEe CYICTaHIA U3 KOje CMO Ce
N0jaBWIIM. MU HHCMO KEIDKEBHH IOKpeET, Beh KIIDKEBHA TeHepaluja,
reHepalyja KOjoM MOJICpHA IOe3dja TpaBd MOCT ca MeljypaTHOM
noesujom. (Blandiana, 2001: 24, npeBog M.K)

YumeHnIa Koja uae y IPHIOT TOME Ja CIIOJFHU CBET, T3B. CMEAPHU CBET,
JMPEKTHO YTHYE Ha YHYTpallllbH, Kao U ocehaj mpunagHoCTH CBOjOj TeHepaluju,
orieqa ce U 'y Ha3uBy IeHe TpBe 30upke mecama [1peo auye mHoxcune (Persoana
intéi plural, 1964), 1j. MM, wto npencraBba IJac jeqHe reHepailrje, TeHepaluje
’60, yjenumeHe KOJHKO y 3ajeJHHYKAM HIeaiMa, TOJIHKO W Y Pa3IHdIuTOM
u3paxaBamy HCTHX. M He camo To, Beh W mpBYy eTamy, eTamy aJoJIeCLEHTCKE
HEBUHOCTH, Kojy mpumehyjeMo y HasuBuMma miecama: /Jemurscmeo (Copilarie),
Hepa na xuwu (Dans in ploaie) u cii. YHYTpalmy CBET MECHUKHILE, HCKa3aH y
recMama oBe 30MpKe, UMa CBOj TajHH pell, KOjU CBOjOM MYy3HKaJIHOIINY U pUTMOM
BEOMa JIMYM Ha MUTCKY, @ Y HUCTO BpPeME W Ha, HEeKajallwy, ne4jy urpy. IlpBy
30MpKy mecMama KpacH, Hajkpalie pedeHo, CIIOHTAHOCT M UCKPEHOCT. Y MecMH
Inec na xuwu (Dans in ploaie). Ana bnanmuana ce xao aere baya y 3azpvaj
KHIIIE, 0K je UICTOBPEMEHO Ta MCTa KHIIIa M CBEJIOK Hrpe ocehama Koja je TUIITE:
Hexa me xuwa obepau / 00 obpasa 0o enedxcrva. / Muau moju, nocmampajme 08aj
niec Ho8, HO8, HO8, / HON KAO nammwy caKkpusda ceoj eemap y mamy, / éemap je exo
moaa naeca (Blandiana, 1964: 25, npesox M.K). Tyra mpukasana tuiecoMm y
3arpJbajy KHIlle, IJIECOM KOjH MMa CBOj 3BYK W KOME je BeTap €XO je, Ha HeKH
Ha4yMH, Urpa Oylle caMe NECHUKHIbe, Y UCTO BpeMe M yIUIAllleHa W I'pando3Ha.
»JEIIMHCTBO Ca eIEMEHTHMA, YjeIUbEmhe — JIAraHo JyIU4YKO, MMOHeKa] Hocehn U
KHT TEXHHE — ca Helorojama, IMMEH3Hje Cy JIUPCKe BH3Hje, U3PaKECHE Y
OKBUpPHMA CIIOHTAHOCTH M HCKPEHOCTH y oBOj mecmu [...]* (Boldea, 2000:10,
mpesoa M.K)

Anuna-Jynujana Ilomecky je y CBOM paay NpuUMeTHIa Be3y u3Mehy
CIIOJFHOT U yHyTpallmer cBeta AHe Brnanaujane, Kpo3 Be3y HEOMOJCPHU3MA U
JIMYHOT TJIaca:

Ocumnupajyhu usmel)y koxepeHTHOCTH H (parmeHrapusma, usmely
PALMOHAIHOT M €MOLMOHAIHOI, ca NMOCEeOHUM OCBPTOM Ha MOCIeNme,
noesuja AHe bnananane mpencrasiba MelaBuHy M3Mely ayTeHTHUHOT
HEOMOJIEpHU3Ma, U3 KOra Ipey3nMa OpojHe elu30e IPENo3HATIBUBE Y
LENOKYITHOM HCHOM CTBAapalallTBY M JIMYHOI IJlaca, KOjU HM3BHpPE M3
HAjUHTUMHUJUX JleIoBa HeHOr Owmha, Koju je OoONMK yHyTpalme
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3allITUTEe, YHHBEP3yM TpaXelka M IIOHOBHOT IIpOHaNaXkema cede.
(Popescu 2015: 210, peox M.K)

AmHa brannnana ce ymmcyje y peqoBe HEOMOAEPHH3Ma, Kako Kake Mupua
Tomyn, ,,cBOjOM MPIIABOM CHIIyETOM jeHE JIMPCKE XEPOHUHE |...], HAOMITPEHUX
YIJIOBa, jOII OIUTPHjUX JHHHja, KOje Cy MYIIKOOamacTe OHOJIMKO KOJHMKO TO
npunana npeajenecueHckom yspacty (Tomus, 1969:44, npesox M.K), y3pacry
KOjH OTKPHBAaMO KpO3 I-EHE MecMe, M3 KOjUX M30uja CBEXHMHA M jeZIHOCTABHOCT
JMPCKE UCIOBECTU: M3 oznedana me nocmampa Mpuiago meio / ca uspaniceHom
rkrasujamypom kocmujy... (Blandiana, 1964:17, npesox M.K).

VYcrnen TMOMUTUYKUX —OKOJMHOCTH, OL@ Yy 3aTBOpPY, HEMOTIyhHOCTH
HEIICH3YpUCAHOT HM3/aBama moesuje, Beh y cienehe mBe 30upke, Axurosa nema
(Calcaiul vulnerabil,1966) u Tpefia majna (A treia taina,1969), ocehamo eramy
ca3peBamba, JIMYHOT U MOeTCKOT. Y mecMu Ja au cmo odpacau? (Am crescut?)
IATa ce JIa JIK Cy MOCTAITM 3pEJIH JbYAU, KOjH BHIIE HE Jieie CBe Ha caMo 100po H
nome. Yurajyhu moesmjy u3 oBe aBe 30MpKe MMaMO MOTYRHOCT yiacka y HeH
VHYTpAIllFbH CBET y KOME TpaXku cede, y UCTO BpeMe mpeucnutyjyhu u tpaxehn
CMHCa0 M HA4WH MepUeniyje CIOoJBHOT cmeapHoz cBeta: Xooam kpo3 cebe / Kao
no nenosnamom 2pady /'Y kojem nuxoea ne nosnajem. / C geuepu me je cmpax Ha
yauyama / A y kuwosumum nonoonesuma/ Xnaono mu je u pyscno. / Huxaxee
Jiceme 3a nymosarvem, / Kao je u cam npenasax nyma / Ilycmonosuna, / Hujeona
ycnomeHna uz opyeoe sxcueoma / we numa / ,,3awumo cam 080e Oosedena?”’
(bnanaujana, 2009:36, npeso I1. K)

CKkopo yBeK, CBOjUM IlecMaMa Kao Jia Hac T03UBa Ha uspy mweHoe céema, 1a
omcmo Bumen:n Ha je aupcko Ja Ane bnanmmane yTHCHYTO Y KOCMHYKY
MeNoAWjy, y Ipacak cMexa, Iulada, Iuieca, puTMa, Urpe, a y CBaKOM MpAacKy ce
oceha HeKHU 0Ooe: ...kaKko ce omkpusa Haodysasajyhu Habope / Ceoje Oyee xamune
sazoyxom. | Tonuxo je epcma 60206a / Ha 3emmu / U nehiemo nuxaoa ycnemu / /la
0080/6HO nAAYeMo uu 0a ce cmejemo // Kaxo 6u ux useyxkau us ckionuwma. /
Cmejamu ce unu naaxamu, / Huje nu eaxcno: / Basican je npacax” (Blandiana,
1985, mpesox M.K).

Nako Bepa y bora u upkBa, HHCy OMiie CTPUKTHO 3a0pameHe, Ouie cy
oMarnoBakaBaHe y Bpeme Hukonaja Yaynieckya, IITO IPOM3MIIAa3H H3 IlecMe, Koja
HU Mame, HA BHIIE, HOCH Ha3MB fAedje urpe — JKwuypke: Eeo ypree / [louury oa
xkause Huz acganm / Ilonym xopabmu / Ilpenynux cmpaxa / C moproem-
xkamapkom / U jedpuma nadysenum / Bempom xoju ysex 0ysa uz opyeoe cmepa, /
Taxo, / [Ja axo udew nenadicouso yauyom / Mooice ysex da me 32azu cyiyoa /
Lpksa / Koja aicypu 0a ce caxpuje. (bnanmujana, 2009: 10, npesop I1. K)

Mupua Enujane je pekao aa je moesuja, Tj. KHHKEBHOCT yOIIITe, ,hepka
MuTa [...] jep He Ja ce camo oapeljeHe CTPYKType U MHUTOJIONIKE (HUrype Hallaze y
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MMarnHapHUM YHUBEpP3YMEMa JHTEparype, Beh je y o0a ciydaja ped o Kpeanuju,
Tj. ,,CTBapamy" (=OTKpHBaWYy) jEIHOT TIapajielIHOT CBeTa ca CaBPEMEHUM
YuusepsymoMm y kome ce kpehemo®, (Eliade, apud Oisteanu: 2014, mpesox M.K)
ITO, Ma OIET, MOXXEMO IIOBE3aTH 3a CTBAPABE YHYTpAIIkbEr CBETa IyTeM
noesnje, KojuM ce AHa brmangmana, OGopu NpPOTHUB CBaKoIHEBHHUIE. Taj
YHYTpalllkbU CBET je MCKa3aH UIPOM MOe3Hje Koja, Ha HEKH Ha4MH, IPEeJCTaBIba
pPUTYyalHy U CBETY UIpPY, MOIMYT COTEPHOJIOIIKOr puTyana. Y mnecmama [yma,
3acnu, 3acnu, Ilpacax, Bepba anhena, Omeopena nmuya (Gluma, Adormi,
adormi, Hohotul, La cules ingeri, Pasdrea deschisd) u ci1. MOXXeMO BHIETH Ja je
MECHUKHIbAa OpHUjeHTHCAHa Ka HIeju Ja y uepu (QpparMEeHTapHOT CBeTa,
npeoOpakaBajyhn KOCMHYKE €JIEMEHTE Yy TOe3Hjy, CTBapajyhu IEeIuHY, Y HCTO
BpeMe OTKpHBa TajHH pel yHuBep3yMma. [IoHekHm MmyT CTHYEeMO YTHCaK jaa ce
aupcko Ja Ane bnanamane oceha HamymTeHO y OBOj uepu (pparmeHTapHOT
CaBPEMEHOT cmeapHoz CBeTa (4ecTo OAHAIHOT), Y K0jOj OHA aKTHBHO y4YECTBYje
ocehajyhn ce kao mruma, K0jy HUKO HEe pasyMe W UHjy cMpT xele: Ta nmuya je
ouna mako packpuwena / Ilpexo ceema / (Kao wmo kruea moodce 6umu
omeopena, / Ilpouumana, anu ne u cxeahena, / Ako He 3HAWL je3ux Kojum je
Hanucana) / a je jeono 00 mwenux xpuna, / 3axnarano cyuye / A opyeo mecey; /
He mozcasuu da eude nebo / Jbyou cy nokywanu 0a npouumajy me2osy 6omny / Uz
menoe opoba. (bnanaujana, 2009:20, npesox I1. K)
VYnopehyjyhu nosecky necHukumy BucnaBy IllumOGopcky ca pyMyHCKOM
necHUKUBOM AHoM braanaunanom, Kpucrtuna IN'ogys npumehyje:
Jesnuka wurpa, BpEIHOBamkE pEYHM M HHHXOBA CHMOOJMCTHKA IyHE
JUPCKAM H (rino30pCcKkuM HabojeM CTBapajamITBO OBE IBE BEJIHKE
necHuKHUbE. [lakma cTBapamadkor Ja okpeHyTa je BehimHOM Ha fmorabaje
n3 cepe CBaKOTHEBHHUIE, OHE OaHATHOCTH M3 KOjUX HITaK MPOU3UIA3H
nyOuHa pe(UieKCHBHE IHPHKE, JUYHE IO WHTUMHOCTH, KOjy W
Inmbopeka n brannuana raje. O0e nMajy KamauTeT 1a ce yaajbe ca
3penomhy M TIOHEKa Yak ca UPOHU)OM OJ TOPYKE JIMPCKOT MCcKasa, ITO
YMHU Ja KBUXOBa Ioe3nja mMa M Behw yTuIaj Ha cBecT yHTaNana.
HuxoBo nupcko Ja je Beoma MHIMBHAYATM30BaHO, CBECHO, & HAPOUUTO
ycaMJbeHO Mel)y cimuHMMa U ycamibeHo y YHuBep3yMmy (...) Hujenna on
BHUX HE M30allyje KOTHUTUBHH JMjaJIoT, KOTa BHIE Ka0 €CEHIMjaIHOT Y
npolecy MO3HaBamba M IPHUXBaTamba CTBAPHOCTH, U HE IYIUTajy Oa
Oyay ymnujeHe y HaBald OWOIIOTHje, UCTOPHjE WM KYIType, Koje Ou
MOIJIe Jla UM IoMpade JIyIUIHOCT BH3Hje M MOTyhHOCT pacmo3HaBama,
jep: ,,M3 yena enedarsa oeye/ koja Hacmasmsamo da 6ydemo/ npuie umajy
0o6ap kpaj./ Anu camo npuye. “ (Godun, 2005:31, mpesox M.K)
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VY noesuje Ane branauane, nmpumehyjemMo na, 3a pa3iIHuKy OJl CBETa Y KOjeM
KHBHUMO H TJI¢ TIOCTOj€ CHCTEMH IPABHJIA, Y HBCHO] MIPH CTBAapama MECHHIKOT
CBeTa ,, cee ce merva/ cge ce npomenuno/ unu he ce npomenumu * (Ilpenas). Cxopo
nena 30upka necama Apxumexmypa manaca (Arhitectura valorilor, 1990), y kojoj
ce Hanasze necme Kmyprke, Ilnec, Ipacax, Ana-6ana, HUepa, Inec na kuwu (De-a
v-ati ascunselea, Dans, Hohotul, Ala-bala, Joc, Dans in ploaie) u ci. opwuiie
UTpOM peur y cTuxoBuMa. Kao s1a moesuja npejcraBiba MHUIMJATCKy UTPY MHUTa
y K0jOj TMIECHUKHUHA ,,CBE LITO TOJUPHE MpeTBapa y peun‘ (Jap). Ana bnannnana
mocejlyje HeBepoBaTaH aap Ja KOpUcTehw MEJIOAMYHOCT AEYjUX TMEeCMHUIlA W3
urapa, Urpi pedu, Ia 1 OOMYHUM HaOpajameM MPUKaXKe PYKHO MIM HETaTHBHO
U3 CBaKOIHEBHOI JKMBOTAa. Tako ce, Ha mpumep, y mecMu [lopmpem ca
mpewrsama sa ywuma (Portret cu cirese la urechi) u3 36upke mecama Oxo
spukasya (Ochiul de greier, 1981) cycpehemo, y jemHoj HamW3riienq Becemoj
MENOANYHOCTH CTHUXOBA, Ca WUIPOM pEYH, HM Mame HH BHILE, NECHHKUIbA
MIPE/ICTaBJba UTPY JKUBOTA H CMPTH: ... Tpeuirve Hocum/ niemrve munljyuie/ Koje mu
OKpydcuwe/ Mpmag obpas, a Tpellbe Y IMEeCMU NPEACTaBIbajy KIbYUHY CIHUKY,
MIpeCTaB/beHy Kao CHMOOJI IPOJIa3HOCTH JKUBOTA, JIOK Yy recMu bepba anhena
(La cules Ingeri) cHMOOJIMYHO TOBOPU O CMPTH: ... C 8peMeHa Ha epeme / Myxiu
mpecax / Kao kao nnoo / [laone y mpasy. / Kaxo nponasu epeme! / 3penu anhenu
nowenu cy oa onaodajy / U ou jecen na neby... (bnanmujana, 2009:32, npesoy I1.
K)

C apyre ctpane, y necmu Cee (Ha3uB niecMme je Totul mrro GykBanHo 3HaYM:
cBe), u3natoj y uaconucy Amgumeamap (Amfiteatru) 1984, koju je 300r me u
O6mo 3abpameH, MyKUM HaOpajameM, Jak OaHaIHUM, BEPOAOCTOJHO MpHKazyje
npwinke y Pymynuju y Bpeme Hukomaja Yaymieckya, mpeaceHHK KOME je U
nHade Hajuemhe xopumheHa ped y jaBHUM roBopuMa u Omma cee:  Jluuihe, peuu,
cyse, / Kymuje KOH3epsu, mauke, / NOHeKaO mpameaju, pedosu 3a opawno, /
oybamape, npasne bOoye, 208opu, / npowtupene cauxe Ha TB-y, / Konopado
6)/66114/{661663, benszun, / 3acmage, Kyn esponckux wamnuona, / aymomobunu ca
nAUHCKUM boyama, noznamu nopmpemu / jabyke oobujene 3a u3603, / HoGuHe,
neyusa, / Mmewano yme, kapauguiu, / npujemu na aepopomy, / Huxo-xona,
oanonu, / Canama Byxkypewm, oujememcku jozypm, / Lueanmke ca Keum
yueapemama, jaja uz Kpeseouje, / enacumne, cepuje y cybomy yseue, / 3amena 3a
kagy, / bopba napooa 3a mup, xoposu, / npoussoorwa no xexkmapy, I eposuman,
eoouwreuye, / byeapcku xomnom, ckyn paouux myou, / PXYHCKO 6UHO U3 30He,

3 By6e 3marue
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namuxe, / wane, momyu Ha yauyu Bukmopuja, / mopcka puba, xumua Pymynuje, /
cee.*(nmpesog M.K)

He tpeba 3abopaButy HE Jedjy Moe3njy y K0joj y IpHKa3y YyJHUX Onibaka
U JKUBOTHHA, IyOJbMM XEpMEHEYTHYKHM IIPOy4aBamEeM, 00pacau YUTajall
IIPOHANA3H HCTOPHjCKY PEaTHOCT PyMyHHje 0camIeceTnx rouHa....”

YmecTo 3aKk/byyKa...

AKo je urpa KyJITypOJIOIIKH YMH H JIEO Ca3peBama, 0/IpacTama U CIIO3Haje,
a moesdja hepka MuTa, OHOA je HUIPa MOC3HjC MPCBASHIAKEIE JbYICKE
cynOuHe/pupoae, Tj. JbYACKE CIab0OCTH U YCIOBJBCHOCTH Yy OKBHpHMA
CBaKOIHEBHHIIE, KA0 ¥ Mpelia3 y HOBY, CYIIEPUOPHY CTBAPHOCT, YHYTPAIIEbU CBET
ayropa. U moe3nja m urpa mpeacTaBibajy KynTypy M HBEH Cy HEOIBOJHB JEO, a
TIECHUK/TIECHUKUIba, kKao Homo ludens, mpemcraBibajy cTBapaoile HOBHX, WA
OHUX CTapHX, MOMAaJ0 3a00paBJbEHHX, Al WIAK YHUBEP3AIHHX, BPEIHOCTH.
Hezpa noeszuje Aue brnanmuane Huje npeacTaB/beHa OyKBaJHO Kao urpa, Beh kao
Pa3HOJIMKOCT je3NYKHX MMPUKA3a, UTPE je3uKa Y CTHXOBUMA, IIPETBAPAhE CIINKA K3
cmeaprocmu (MCTOPUjCKE PEATTHOCTH) y YMETHUYKE cumbo/ie, 3HAKE HCHOT
YHYTpAllllbel' CBETa, TJC OBaj JYAWYKH CJICMEHT Mpyka MOTYNHOCT H3y3eTHOT
GoraTcTBa U c1000/1e JIUPCKOT U3pakaBama.
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Marina M. Kolesar
POETRY GAME: ANA BLANDIANA

Summary: The terms of culture and the game have a large number of
definitions, and these terms are usually explained partially, starting from the
domain of interest in the scientific fields that give them. In today's
multidisciplinary concept of science, we come across numerous definitions of the
same terms, which can even be contradictory. However, the game is universally
accepted as a part of the culture (with a capital or small letter C) and whether it is
explained from the biological, cultural, sociological, psychological or other
aspects is analyzed as well as other human characteristics and activities, such as
education, religion, language, work, and perceived in that way, aims at defining
human nature within the framework of culture, and "nowhere in the sphere of
culture game does not feel at home as in poetry" (Pop, 1985: 5). As the game has
the ability to enrich the spirit, to create a "reality” in which all internal and very
personal passions, desires, affinities and strength can be acceptable, so does the
poetry, because, among other things, poetry reflects the poet himself / herself and
can be defined as leaving their personal “impression” within everyday life. The
game, as a motive, also appears in one of the most important contemporary
Romanian poets - Ana Blandiana. Game in poetry, or a poetry game, is the
creation of a new "reality” of the world, where the world becomes a spectacle in
which everyone has and plays their own role. And the biggest role, role of Ana
Blandianas’ real life, as well as hers new "reality", is finding the way to fight
back in communism era in Romania, under Nicolae Ceausescu.

Keywords: culture, game, play, poetry, Ana Blandiana.
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MODERNA IGRA U SRBIJI: NJENE ZACETNICE I (NE)PRIZNATE
SKOLE

SaZetak: U ovom radu bavim se nastankom i razvojem moderne igre u
Srbiji, odnosno ukazujem na problem marginalizovanog tretiranja te umetnosti
koja se na nasem tlu pojavila pre klasicnog baleta i koju nisu prenosile strane, ve¢
domace umetnice. Skole moderne igre u Beogradu koje su pokrenute od strane
njenih pionirki, Mage Magazinovi¢ (1882-1968) i Smiljane Manduki¢ (1907-
1992), bez obzira na zalaganje njihovih graditeljki nisu ostvarile trajni cilj — da
zazive u okviru zvani¢nog drzavno-$kolskog sistema. Uocava se potreba da se sa
akademskog nivoa skrene paZnja i ukaZe ne samo na problem nedostatka
institucija, poput osmogodisnje ,.Skole suvremenog plesa Ane Maletié* u
Zagrebu i formiranja drzavne Akademije za klasiCan i savremeni ples, ve¢ i na
problem nedostatka predmeta u visoko-Skolskom obrazovanju kao 3to su: Opsta
istorija umetnicke igre, Moderna igra u Srbiji, Istorija klasi¢ne igre u Srbiji, itd.
Pomenuti predmeti bi dopunili aktuelne programe na Fakultetu muzicke
umetnosti, na Filozofskom fakultetu na studijama Istorije umetnosti, na Fakultetu
dramskih umetnosti, kao i na Fakultetu primenjenih umetnosti. Sa akademskog
nivoa treba uputiti poziv i smernice zajednici kako da se u buducénosti razvija
Skolski sistem koji ¢e doprineti sistematizovanju, plasiranju i usvajanju znanja o
istoriji umetnicke igre i njenoj praksi, a na taj nacin ¢e se ostvariti viSestruki
uticaj na sve koji se njome bave. Uvidaju¢i da je klasicna baletska, odnosno
moderna i savremena igra uvek bivala zanemarena u naSem drustvu i Kulturi, cilj
je da se sa ovog mesta predloZi i prikaZe autorski nacrt silabusa novog predmeta
koji bi mogao da ude u programe na drzavnim i privatnim Fakultetima. Naziv
predmeta bio bi: Moderna igra u Srbiji: njene zacetnice i $kole.

Kljuéne reci: moderna igra, Maga Magazinovi¢, Smiljana Manduki¢,
emancipacija, Skolski sistem.
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Prva privatna Skola moderne igre u nas pokrenuta je 1910. godine, a
osnovala ju je Maga Magazinovié¢ (1882-1968) pod nazivom ,Skola za
deklamaciju, esteticku gimnastiku i zive jezike® (Magazinovi¢, 2000: 284). Ista
Skola naredne 1911. godine menja naziv u ,,Skola za ritmiku i plastiku®. Treba
pomenuti da tek nakon 11 godina (krajem 1921. god.) nastaje ,,Glumacko-
baletska Skola“ pri Narodnom pozoriStu u Beogradu (Jovanovi¢, 1994: 20), gde se
usvajala i osvajala tehnika klasi¢ne igre i pripremao profesionalni kadar za
operski i baletski ansambl Narodnog pozorista.

Glumacko-baletska Skola otvorena je 01.12.1921. godine inicijativom
Umetnickog odeljenja Ministarstva Prosvete i tadasnjeg upravnika Narodnog
pozorista Milana Grola. (...) Program za baletski odsek obuhvatao je, u glavhom,
sve potrebne prakti¢ne vezbe a najveca je paznja obracena na plasticne baletske
igre. Sef odseka bila je Klavdija Isadenko. (Jovanovié, 1994: 21).

Trenutak kada Maga Magazinovi¢ pocinje sa Sirenjem moderne,
avangardne, plesne umetnosti jeste vreme bez ikakvog kontinuiteta baletske
umetnosti u naSem druStvu. Smiljana Mandukié¢ osniva drugu, vlastitu privatnu
Skolu moderne igre u Beogradu dve decenije kasnije, 1931. godine, te tako
naizgled ima bolju poziciju i priliku da se osloni na prethodnicu i njen rad,
odnosno na kreiranu socijalnu Klimu, emancipaciju i spremnost za umetnost
bosonogih plesacica. U daljem vremenskom periodu, tokom Drugog svetskog
rata, i jedna i druga umetnica bile su pedagoski i koreografski aktivne. Takode,
kada se rat zavrSio davale su humanitarne koncerte i nastojale da nastave gde su
stale u svojim pedagodko-umetni¢kim aktivnostima. Ipak, promenom vlasnickih
odnosa u jugoslovenskoj drzavi, nakon Drugog svetskog rata, privatne Skole vise
ne egzistiraju. Zapravo, Maga Magazinovi¢ je ,,Skolu za ritmiku i plastiku
zatvorila ve¢ 1935, ali da je imala zelju i/ili htela da je obnovi, u poratnom
drustvenom trenutku i sistemu, to ne bi bilo izvodivo. S obzirom na to, u ovom
radu vecéi akcenat je stavljen na delovanje Smiljane Manduki¢ i njene pokusaje da
se ozvani¢i ,,Gradski baletski tecaj*, tj. ,,Gradska baletska Skola“ (kako je
kolokvijalno nazivana) i da moderna igra zauzme ravnopravno mesto uz klasi¢an
balet, na umetnickoj i drustvenoj sceni.

Poznato je da Smiljana Manduki¢ od 1932. godine telesnu kulturu
promovise i preko Radio Beograda, na kome je svakodnevno dan pocinjao
gimnastickim vezbama koje je kroz etar izgovarala Sirokom auditorijumu.
Tacénije, iste godine kada Maga Magazinovi¢ objavljuje knjige ,,Telesna kultura
kao vaspitanje i umetnost” i ,,Vezbe i studije iz savremene gimnastike, plastike,
ritmike i baleta” kao neku vrstu praktikuma, Smiljana Manduki¢, putem sasvim
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druge vrste medija, deluje na popularisanje telesne kulture.* To je bio efikasan
nacin da emancipuje zensku populaciju. Dakako, obe umetnice su posedovale
vizuju buduéeg druStva, kao i vanredan koreografski dar, pored osobenog
pedagoskog talenta. Iz svojih alternativnih $kola uspesno su formirale igracice i
igrace, koji su izvodili koreografska dela, u njihovom plesnom stilu i maniru i
generacije ucenika/ca koje su promovisale umetnost slobodne i slobodoumne
igre. Zajedni¢ka emancipatorska nastojanja Magazinovi¢ i Manduki¢ pokrenuta
su u pravcu formiranja telesne kulture i plesne umetnosti u duhu naroda kome
pripadaju, a s druge strane obe su modernu evropsku kulturu i umetnost moderne
igre Sirile 1 u nju jednako upisivale nacionalnu tradiciju i osobenost. To ¢ini
glavnu karakteristiku njihovog delovanja — da se utemelji i podstakne evropska
moderna slobodna ekspresionisticka igra, ali u nacionalnom duhu. Takode,
identifikujem ih i kao zaCetnice koreodrame u Srbiji (Obradovié¢-Ljubinkovi¢,
2016). Njihovi pionirski napori urodi¢e plodom, ali za Zivota nikada u potpunosti
nece ostvariti etatizaciju vlastitih Skola moderne igre (pokrenutih s pocetka 20.
veka), ¢emu su tezile i na naCin kako su zelele i planirale. Sistem i plesne,
koreografske tehnike po kojima su radile i stvarale nisu preneti u zvanicni
program niti jedne, docnije uspostavljene, drZzavne baletske Skole, niti su njihove
privatne Skole dobile potpunu legalizaciju i zaZivele onako kako su, nakon svih
uspeha i javnih potvrdivanja, zavredivale. Svakako, da je kojim slu¢ajem izvrSeno
drzavno prihvatanje njihovih $kola (kao $to je u Zagrebu prihvaéena ,,Skola za
suvremeni ples Ane Maletié“? uGenice Mage Magazinovi¢) dana$nji razvoj
baletske i moderne umetnicke igre u Srbiji bio bi na daleko zavidnijem nivou. No,
drustveno prepoznavanje znacaja njihovog pregalastva i pionirskog delovanja,
kao i neophodna podrska su izostali. Bojati se da bi jednako izostali i danas.
Sagledajmo kako je nakon Drugog svetskog rata izgledala slika
edukacije za baletsku, odnosno igracku pismenost i umetnost na Sirem planu.
~DrZavna baletska $kola“® u Beogradu osnovana je 2. oktobra 1947. godine kao
prva drZavna ustanova tog tipa u Jugoslaviji, a iste godine i u Novom Sadu

! Videti detaljnije: Obradovié¢-Ljubinkovi¢, 2019: 139-153.

2 Videti Purinovi¢ 2008. Ana Maleti¢ je 1928. god. prva pred komisijom
Ministarstva prosvete poloZila diplomski ispit Magine Skole, time stekla stru¢nu
spremu i otvorila u Beogradu vlastitu ,,Skolu za ritmiku i ples“. Seli se udajom
1930. godine u Zagreb, gde otvara ,,Skolu umetnicke telesne kulture“. Nakon
rata, 1949. stupa u drzavnu sluzbu, da bi se pisanjem elaborata izborila da 1954.
godine ozvanici svoju Skolu za ritmiku i ples®, danasnju ,.Skolu suvremenog
plesa Ane Maleti¢*.

3 Danasnja 8kola ,,Lujo Davio* taj naziv dobija 1960. godine.
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oshovana je ,PozoriSna Skola — baletski odsek“, koja kasnije menja naziv u
,Baletska $kola“. ,,Skola za klasi¢an balet“ u Zagrebu osnovana je 1949. godine.

Obnavljanje rada pozorista (Vojvodanskog narodnog) odnosno osnivanje
Opere u Novom Sadu, bilo je neposredan povod da se ucni nesto za stvaranje i
igrackog kadra. Iz tog razloga osniva se Baletski studio (1947) pri Pozorisnom
studiju Vojvodanskog narodnog pozorista, da bi se ve¢ sledeée godine (1948)
otvorila srednja baletska $kola. Osnovana kao Sestogodisnja, Skola veé¢ od 1950.
godine dobija status osmogodisnje, ¢ime je Novi Sad definitivno dobio Skolu za
profesionalno obrazovanje igrackog kadra, po osnovnom opredeljenju klasi¢nu.
(Savi¢, 2004:18).

U pocetku je skolovanje u ,,Drzavnoj baletskoj skoli“ trajalo $est godina, a
od 1950. godine se produZava na osam godina. Pored toga, u Beogradu su od
1949. godine paralelno ¢injeni razli¢iti pokusaji da se formira jo$ jedna Skola igre,
tzv. ,,Gradska baletska Skola“, tj. ,,Gradski baletski tecaj*, sa drugacijim
programom i sa tri zasebna smera: klasi¢na igra, ritmika, plastika. Smiljana
Manduki¢ u Gradskoj baletskoj $koli, u okviru osmisljenog programa predaje
Ritmi¢ne igre. S druge strane, Maga Magazinovi¢ od 1948. do 1951. godine
predaje u ,,DrZavnoj baletskoj Skoli“ u Beogradu tri predmeta: Ritmiku, Igre
naroda Jugoslavije i Istoriju baleta (Jovanovi¢, 1994:11). Zapravo, dve posleratne
igracke institucije — ,,Gradski baletski te¢aj i ,,Drzavna baletska $kola“ — bile su
razli¢ito organizovane ustanove i razli¢ito podrzane — prva bez priznanja, druga
(koja neguje isklju¢ivo klasi¢nu igru) pod drzavnim krovom i sa zvani¢nim
diplomama koje su ucenici sticali po zavrSetku iste i sa kojima su ostvarivali
pravo na zaposlenje. U nepriznatoj ,,Gradskoj baletskoj Skoli“ deluje Smiljana
Manduki¢, dok u ,,Drzavnoj baletskoj Skoli deluje Maga Magazinovic.

U vlastitim nastojanjima da unaprede Skolski sistem po pitanju
umetni¢kog, igrackog obrazovanja, obe umetnice su ¢inile razliéne pokusaje. Na
primer: Smiljana Manduki¢ trazi zvani¢nu podrsku, obrac¢a se poverenici za
kulturu i umetnost Gradskog odbora, Stanki Veselinov, u septembru 1961.
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godine.* Ukazuje na to da je 1949. godine Stanka Veselinov prihvatila otvaranje
»Qradskog baletskog kursa“ modernog baleta koji joj je licno Mandukic¢
predlozila, a koji ubrzo menja naziv u ,,Gradski baletski tecaj”. Ona u pismu
isti¢e kako je to prva 8kolska ustanova koja neguje i razvija modernu igru u nas’ i
da postoji u tom trenutku punih 12 godina, pod ¢ime podrazumeva svojevrsni
apsurd, jer se u Skoli radilo za drZavnu platu, a sama Skola nije bila priznata od
drzave. U pismu daje kompletan opis nacina ucenja i savladavanja moderne igre
(koju S. Manduki¢ Cesto odreduje i naziva modernim baletom). Istice da nastava
traje pune Cetri godine, a na kraju svake Skolske godine ucenice i ucenici polazu
zvanicCan ispit pred struénom komisijom. (Priznata beogradska ,,Drzavna baletska
Skola*“ je trajala u pocletku Sest godina. Prim. V.0.LJ.)) Ucenici u okviru
Skolovanja u ,,Gradskoj baletskoj Skoli* imaju obavezna javna istupanja u
reprezetativnim beogradskim dvoranama i uvek bivaju visoko ocenjeni od struke,
odnosno 3kolskih referenata, odbora i dr. SvrSeni uéenici ubrzo potom polazu
drzavni ispit za nastavnike baleta i samostalno se isticu u pedagoskom radu pri
drzavnim muzi¢kim Skolama ¢ime se znanje o modernoj igri Sirilo i prenosilo
dalje. Na primer, Manduki¢ pominje Jelicu Golubovié, koja je poloZila i drZavni
ispit za nastavnice baleta i radila pri Muzic¢koj Skoli u Zemunu. Smiljana
Manduki¢, u obracanju Stanki Veselinov, naglasava kako posle 12 godina i svih
ostvarenih rezultata, ,,Gradska baletska Skola* i dalje egzistira kao drustveno
nepriznata i bez mogucénosti izdavanja validnih svedo¢anstava, odnosno ukazuje
na nepravdu koja se Cini kako samoj instituciji, tako i njenim, u profesiji veé
potvrdenim, dacima.
U pismu Smiljana Mandukié pige sledeée:®

* Pismo Smiljane Mandukié¢ Stanki Veselinov dobijeno je iz arhive istoridarke i
kriticarke umetnicke igre, Milice Zajcev, na ¢emu joj posebno zahvaljujem.
Vlastitu arhivu Smiljana Manduki¢ je predala Milici Zajcev kada je pripremana
knjiga S. Manduk¢ Govor tela, kako bi istori¢arka i kriticarka Zajcev imala
dovoljno podataka, materijala i dokumentacije za sastavljanje pogovora. Takode,
S. Mandukic¢ je Zelela da bude napisana knjiga o njoj, pa je i to bio motiv
predavanja licnog arhiva M. Zajcev. Pismo Stanki Veselinov ima tri kucane
strane. Kucano je na pisacoj masini latini¢nim pismom. Pismo pocinje re¢ima:
Drugarici Stanki Veselinov, a datirano je na kraju pisma sa leve strane: U
Beogradu, septembra 1961. godine. Sa desne strane pise: Smiljana Mandukié,
nastavnica gradskog baletskog tecaja, Trg Marksa i Engelsa 12, stan 5.

® Odreduje je kao prvu $kolu moderne igre u smislu prve posleratne 3kole, a koja
nije bila privatni studio ili privatna Skola.

® Tekstovi Smiljane Manduki¢ su preneseni verno prema originalu i nisu
usaglasavani prema novom Pravopisu iz 2010.
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Pa ipak, usled toga $to Gradski baletski te¢aj u Beogradu nije ni posle 12
godina postojanja priznat kao skola i ne izdaje nikakva svedocanstva,
Goluboviéeva’ je mogla biti postavljena samo za honorarnog nastavnika,
bez ikakvog prava razvrstanog sluzbenika. Slican je slucaj i sa Borom
Suboti¢em, takode mojim bivS§im ucenikom, koji je zavrSio Gradski
baletski tecaj, a koji je sad honorarni nastavnik na tome istom tecaju. Ni
on nije mogao biti razvrstan, iz istih razloga kao i Goluboviceva, vec se
zahteva od njega da zavrsi Srednju baletsku Skolu, iako ta Skola nema
moderan balet ¢ak ni kao pomoéni predmet. Ta dva slucaja predstavljaju
apsurd, koji se ne moze ni¢im opravdati. Medu ostalim svrSenim
ucenicima Gradskog baletskog tecaja u Beogradu, koji samostalno vode
teajeve modernog baleta, pomenucu jo§ Zonu Matejovié, rukovodioca,
nastavnika i1 koreografa baletske sekcije KUD ,,Abrasevi¢ i Miru
Nikoli¢®, rukovodioca, nastavnika i koreografa baletskog tecaja Doma
kulture ,,Bra¢a Stamenkovi¢®, ¢iji je rad takode obelezen uspelim javnim
izvodenjima. Moglo bi se navesti jo§ imena mojih svrSenih ucenika ovog
teCaja osposobljenih za samostalan pedagoski rad, kao i imena onih koji
su pravo iz Tecaja ili iz KUD ,Abrasevi¢”, ¢iji sam umetnicki
rukovodilac bila 7 godina, angaZovani za Clanove pozoriSta: Natalija

Kojadinovi¢® i Jovan Despotovié®® u beogradskom Narodnom pozoristu,

Marija Bijeli¢ u splitskom Narodnom kazali$tu, i dr.

Smiljana Manduki¢ u pismu dalje iznosi dokaz o osposobljenosti kadra
koji je formirala kroz $kolu tj.,,Gradski baletski te¢aj“, odnosno, ona navodi da su
spremni za rad u pozoristu i da su kao takvi postali aktivne/i kao ¢lanice/Clanovi
pozoriSta Atelje 212. Upravo su ucenici/ce Smiljane Manduki¢ (iz pomenute
Skole) ¢inili/le baletski ansambl, tj. desetoclanu grupu koja je davala plesne
predstave, te ona konkretno navodi 22 predstave modernog baleta u njenoj
koreografiji, koje su imale izuzetan prijem kod publike, kako u Beogradu tako i
van njega. Radi se o koreografskim predstavama ,,Slike sa izlozbe* i ,,0d ulice do

’ Ugenica Smiljane Manduki¢, Jelica Golubovié.

8 Mira Nikoli¢, igracko obrazovanje je stekla kod Mage Magazinovi¢ i Smiljane
Manduki¢. Zalagala se za Sirenje moderne ekspresionisticke igre po Srbiji, pa
tako vodi ¢asove i otvara $kole u manjim gradovima, kao $to su Vrnjacka banja
(pri Kud ,,AbraSevi¢®) i Trstenik (pri muzickoj $koli ,,Stevan Hristi¢, od 1970-
1976). Godidnjim ispitima Skole Mire Nikoli¢ prisustvovala je Smiljana
Manduki¢ i bila potpisnica na diplomama. Diplome je izdavao Muzicki centar u
Krudevcu. Podatak je dobijen od dr Vesne Milanovi¢ sa University Colagge of
London, na ¢emu joj zahvaljujem.

¥ Natalija (rod. Kojadinovi¢) Pordevi¢, balerina Narodnog pozorista u Beogradu.
19 Jovan Despotovié je bio solista Baleta Narodnog pozorista u Beogradu.
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mansarde®, izuzetno prihva¢enim od publike i sa brojnim gostovanjima po zemlji,
npr. Novi Sad, Subotica, Ni§, Valjevo, Kostolac itd, $to decidirano istice.
Pomenuti ansambl Smiljane Manduki¢ ima i dodatna angazovanja, kao Sto su
televizijske emisije i snimanje jednog stranog filma u produkciji Avala filma®'.
Brane¢i dalje vlastitu skolu i struku naglasava kako svi koji su ucili i radili po
njenom sistemu (u okvirima iste $kole) poseduju dovoljno znanja i umeca da
epigonski produZe pedagosko i koreografsko delovanje, a u skladu sa talentom i
igracko-umetnickim sposobnostima.

Dalje, u istom pismu Stanki Veselinov, Smiljana Manduki¢ navodi:

U toku godina, ja sam viSe puta skretala paznju nadleZznima na potrebu

da se sadasnjem Gradskom baletskom teCaju da status Skole, tako da

ucenici koji u njemu zavrse Skolovanje dobiju punovazna svedocCanstva.

Nazalost, svi moji pokusaji ostali su bezuspesni. Medutim, za to postoji

puno opravdanja, jer taj tecaj traje 4 godine, ucenici polazu ispite pred

drzavnom komisijom i viSe puta u toku svake godine izlaze pred javnost
na Skolskim koncertima.

Trazeé¢i podrsku pominje negativan stav prema ,,Gradskom baletskom
teCaju”, tj. ,,Gradskoj baletskoj skoli“. Predlaze da se Cetvrogodi$njoj postojecoj
Skoli doda oblik viseg teCaja ili seminara u trajanju od jedne do dve godine, gde
¢e se nastava odvijati prema njenom sistemu i programu. Kao pozeljne ucenike
koji bi se upisivali navodi one koji su zavrSili ¢etvorogodi$nju veé postojecu
,»QGradsku baletsku $kolu“, a u obzir dolaze i ucenici sli¢nih skola, ali koji po
pitanju opSteg obrazovanja moraju imati i zavrSenu osnovnu Skolu. Njen plan je
bio da se tim predlozenim dvogodi$njim Visim teCajem unapredi rad ,,Gradske
baletske skole“ i da se kroz teorijsku i prakti¢nu nastavu ucenici/ce osposobe za
pedagoski, nastavnicki i izvodacki posao u oblasti moderne igre.

Smiljana Manduki¢ u pismu nastavlja:

U danaSnjem vremenu, kada se sa toliko poleta uspeSno vrSe mnogi

eksperimenti na raznim stranama ljudske delatnosti, jedan takav poku3aj

trebalo bi da bude prihvaéen. Buduénost baleta, kao $to je ve¢ odavno

1 “Snovi 0 juznom moru* naslov je filma (po zanru muzitka komedija) koji je

raden koprodukcijski sa Nemackom (Cajn film), u reziji Harald Filipa. Film je
sniman u studiju ,,KoSutnjak®. Jugoslavija je davala iskljuivo usluge tehnickog
tipa, osim §to je u filmu uéestvovala jugoslovenska igracka trupa Smiljane
Mandukié. Jednu od znac¢ajnih uloga igrala je balerina iz Sarajeva, Lukrecija
Jovi¢. Koreograf je bio ameri¢ki baletski igrag, DZoni Sapar, poznat iz filma
,Ukrocena goropad*, a glavne uloge imali su: Viko Torijani i Medi Ral.

Videti: Anonim. (12.09.1957.) Viko Torijani i Medi Ral snimali suu
Dubrovniku. “Snovi o0 Juznom moru” u naSoj zemlji. Filmski svet br. 141.
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zapazeno u celom svetu, ne moze se ograni¢iti samo na igru u svilenim
patikama tradicionalnog klasi¢nog baleta, nego se mora odraziti u igri
koja donosi duSevni izraz, u umetni¢koj igri koja proizilazi iz istinske
emocije a ne iz vestine. To osecaju i pobornici klasicnog baleta,
pokusSavajuci da ga osveze izvesnim pozajmicama iz moderne igre, ali
bas zato, iz bojazni da ne izgube prestiz, ustaju svim sredstvima protiv
modernog baleta. Sve ovo ne kazujem radi neke li¢ne koristi. Ne traZzim
niSta za sebe. Ja ¢u ve¢ kroz dve-tri godine imati puni penzijski staz,
mada ni tada necu napustiti svoj nastavni¢ki i umetni¢ki poziv. Trazim
samo jedno: da se najzad i modernom baletu omoguci slobodan razvitak.

(Podvlacenja S.M.)

U tekstu Smiljane Manduki¢ ,Slucaj Gradske baletske Skole u
Beogradu“ koji nije datiran (verovatno se radi o 1953. godini), ali za koji bi se
moglo da pretpostavi da je ¢inio deo pripremljenog elaborata, Smiljana Mandukié¢
iznosi brojne i znacajne ¢injenice o razvoju pomenute Skole. Odnosno, ,,Gradska
baletska Skola“, prema njenom pisanju, sa radom pocinje 1. marta 1949. godine
kao ,,Gradski kurs baleta“. Kasnije, na ulazu u Skolu je dugo stajala tabla
»QGradska baletska Skola“ iako je smatrana teCajem, kursom. U tom tekstu
Smiljana Manduki¢ pise sledece:

Taj kurs je imao u prvom redu da obraduje moderan balet odnosno

umetni¢ku igru u dva odseka: odsek ritmike (sa potpisanom kao

nastavnicom) i odsek plastike (sa Sonjom Dojéinovi¢ kao nastavnicom).

Klasi¢an balet je dobio manji broj ¢asova (sa Danicom Zivanovié¢ kao

nastavnicom), a u¢ile su ga ucenice oba gornja otseka'? kao pomoéni
predmet. Docnije je klasican balet izjednacen po broju casova sa
modernim i razvijao se kao zaseban otsek. Oktobra 1949 god. ovaj kurs,
po usmenoj dozvoli Ministarstva za kulturu i umetnost FNRJ, pretvoren
je u skolu, s tim da ¢e se naknadno doneti njen statut. Sednicom na kojoj
je to reseno rukovodila je drugarica Novosel, nacelnik tog Ministarstva,
ali statut nije donet. Pretvaranjem kursa u Skolu, opet po usmenoj
odluci, prestalo je umetnicko rukovodstvo potpisane (kojoj je to bilo
stavljeno u duZznost odlukom Poverenistva za kulturu i umetnost IONO-a
br. 1831/49) te je ondaSnji sekretar a sada direktor te Skole, Milica
Zivkovié, primila njeno potpuno rukovodstvo. (...) Kako je rukovodilac
Zivanoviéka osim toga, kadgod su roditelji trazili obavestenja o smeru
Skole, izjavljivala da Skola ,sluzi samo za zabavu“, septembra 1950
podnela sam nacéelniku Ministarstva za kulturu i umetnost FNRJ Nadi

12 Tekst je prepisan doslovno kako ga je S. Manduki¢ sastavila, pa se tako
pojavljuju reci ,,odsek* i ,,otsek™.
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Markovi¢ pismeno obrazloZenje da je potrebno Gradskoj baletskoj $koli

dati statut i odrediti joj cilj, ali je i to ostalo bez rezultata. (Podvlacenja

S. M)

U istom tekstu, ,,Slucaj Gradske baletske skole”, Manduki¢ pominje
1951. godinu i po prisustvu pomoénika ministra na ispitima, Boska Babovica,
koji se izuzetno pozitivno izrazio o radu i rezultatima i koji je tokom novembra
sazvao sednicu za reSavanje statusa Skole. Na sednici su prisustvovali svi
nastavnici Srednje baletske Skole, pored Sonje Dojéinovié¢ i Smiljane Mandukic.
Predlog pomoc¢nika Babovica bio je da se da moguénost modernom baletu da se
razvija i da Savet za kulturu i umetnost IONO-a** sprovede organizaciju i
ustanovi plan rada Skole, $to se nije dogodilo. U Srednjoj baletskoj Skoli 18. maja
1952. godine, odrzan je javni ¢as pred ¢lanovima Saveta za kulturu i umetnost
IONO-a. Tako su sva tri odseka pokazala odli¢nu igracku spremnost i rezultate,
do resenja nije doslo. Ukupno 40 ucenica je zavrSavalo tre¢u godinu i imalo
neizvesnu profesionalnu karijeru nakon zavrSetka kursa. Sastavljena je komisija
koju su cinila eminentna imena: Zora Bujanovi¢ (direktorka Srednje baletske
skole, Maga Magazinovi¢ i Nina Kirsanova (nastavnice Srednje baletske $kole),
Anika Radosevi¢ (direktorka Baleta Narodnog pozoriSta, Stanojlo Rajci¢
(profesor Muzi¢ke akademije), Nada Perigi¢ (referent IONO-a) i Milica Zivkovié
(direktorka Gradske baletske Skole) i koja se sloZila oko toga da Gradska baletska
Skola treba da stekne status prave Skole, i da dobije statut, sa produZenjem
Skolovanja na 6 godina. Na taj sastanak nisu pozvane aktivhe nastavnice,
Smiljana Manduki¢ i dr, a Skola je nastavila da radi po starom, bez promene
statusa, sa jednom pozitivnom izmenom da je dobila pravo i na Cetvrti razred,
odnosno na jos$ jednu Skolsku godinu.

Pogledajmo kako je Gradski baletski tecaj bio prikazan u medijima. Na
primer: Casopis Duga broj 261, iz 1951. godine u ¢&lanku ,,U dedjem svetu
ozbiljne igre” belezi rad ,,Gradske baletske Skole“, upotpunjen sa sedam
fotografija sa ¢asova, na kojima upuceni gledalac moze da prepozna pravilnost i
discipinovanost rada i izvodenja plesnih pokreta kod uc¢enica. U tom tekstu stoji:

Ova skola zapravo i nije Skola niti je zvani¢no tako okarakterisana.

Nema ni celokupan program koji treba da ima jedna ovakva ustanova.

Osnovni cilj joj je za sada da Sto masovnije okuplja decu, da kod njih

razvija muzikalnost, ose¢anje ritma, estetiku, kulturne navike i drzanje —

uopste smisao za lepo. Istovremeno pruza deci zabavu i zadovoljava
njihovu ogromnu potrebu za igrom. Nije isklju¢eno da ¢e ba§ zbog te

Sirine, koju ima Skola u odabiranju vaspitanika, otkriti i izbaciti na

312VRSNI ODBOR NARODNE OMLADINE.
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povrsinu i znaCajne talente Cija ¢e imena u buduénosti zaduziti nasu
koreografsku umetnost. Sada Skola, jo§ uvek u skucenim prostorijama
poducava klasian balet, pod rukovodstvom iskusne umetnice i
pedagoga Danice Zivanovi¢. Ovo odeljenje treba uskoro da se razvije u
¢etvrogodisnju baletsku Skolu. Zatim Skola ima klasu modernih igara
podeljenu na ritmiku, koju poducava Smiljana Manduki¢ i plasti¢an
balet, sa nastavnicom Sofijom Stanisavljevi¢-Doj¢inovi¢. Deca slobodno
mogu da odaberu ono §to im se najvise dopada. Cesto u poéetku lutaju
od jednog do drugog dok se ne opredele za onu igru koja ih najvise
privlaci i odgovara njihovim sklonostima.

I Stanislav Vinaver piSe o plesnoj umetnosti koja se negovala u
nepriznatoj baletskoj Skoli. U Republici 20. 01. 1953. pod naslovom: ,,Gradska
baletska Skola“ belezi kracu notu iz koje saznajemo o njegovom dozivljaju te
ustanove:

Gradska baletska Skola* pokazala nam je znaCajne rezultate u svojoj

ispitnoj priredbi, u Beogradskom Dramskom. Ona ima tri klase, ona

raspolaze sa tri odlicne nastavnice, od kojih je svaka i zasluzna i

zanimljiva kao li¢nost: balerina Zivanovi¢ uéi decu klasi¢nom baletu;

Smilja Manduki¢ pokusava 1 ostvaruje vecCe igracke celine, u

stilizovanom obliku koji traZi i herojske prizore jedne Meri Vigman; dok

Sonja Stanisavljevi¢ daje telima svojih ucenica graciju plasti¢nih poza.

Iz novinskih prikaza uocava se da se neretko koristi kolokvijalni naziv
,,Oradska baletska Skola“ (umesto tecaj) i u medijima, te time novinski autori ve¢
u samom naslovu otkrivaju pozitivno misSljenje o pomenutom tecaju kao o
ustanovi koja ima ili bi trebalo da ima rang Skole.

U dnevnom listu Borba 14.05.1953. u tekstu ,,Matine Gradske baletske
Skole* (potpis M.V.), koji je odrZan 10. maja u Narodnom pozoristu, pronalazimo
slede¢e misljenje:

Po onome $to smo na ovom baletskom matineu videli dalo se uo¢iti da je
i nastavni plan Gradske baletske Skole prilagoden bas tome da se
omogu¢i Sto vecem broju Zenske omladine da oproba svoje igracke
sklonosti i stepen realnih uslova za moguéi docniji rad u strogo
profesionalnom smislu. (...) Poneli smo s ove priredbe odreden utisak ne
samo o opravdanosti postojanja ove Skole, nego i o potrebi da se ona na
osnovi steCenih iskustava prosiri i produbi.

U Vecernjim novostima 08.06. 1954. izlazi tekst (potpisan inicijalima Lj.
S.) povodom priredbe ,,Gradske baletske skole* na Kolaréevom univerzitetu pod
naslovom: ", Baletska ustanova — malo poznata i slabo pomognuta“. Na samom
pocetku ¢lanka pise:
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U danima kada je na jednoj od najvecih pozornica u gradu briljirala
licnost velike balerine sveta — Margot Fonten, kada su je zasipali
cveéem, aplauzom, oduSevljenjem — nije ostala nezapazena i neposec¢ena
ni skromna, oskudno reklamirana priredba jedne slabo poznate, malo
priznate baletske ustanove u gradu. Gradski baletski tec¢aj (godinama se
bori da umesto tecaj nosi naziv baletskog studija) priredio je u nedelju
pre podne u dvorani KolarCevog univerziteta zavrdni godisnji koncert
svojih uéenica.

U pomenutom tekstu iz Vecernjih novosti pominje se kako je
ucestvovalo 40 ucenica modernog baleta, da se Skola bori za opstanak i
prosirenje, da se odatle bira podmladak i za srednju baletsku Skolu, da je
interesovanje izuzetno veliko, pa je u nekoliko osnovnih Skola postignuto da se
otvore sekcije baleta koje vode upravo bivSe ucenice ,,Gradskog baletskog
teCaja“. Tekst se zavrSava predlogom uvodenja plesne umetnosti u Skole:

Ali, zar se ne bi mogla prihvatiti ideja da se bar u okviru osnovnih Skola
omogucéi deci ova vrsta zabave. Ili, recimo, (0 ¢emu nam je govorila
upravnica baletskog teCaja) da se u okviru uciteljskih Skola uvede
obavezna nastava za osposobljavanje baletskih pedagoga koji bi za
vreme svog sluzbovanja i u najzabadenijim krajevima mogli pruziti deci
ovu vrstu zabave.

Takode, ¢asopis Duga broj 703, od 24. maja 1959. godine, u ¢lanku bez
naslova, belezi sledece:

Skroman jubilej proslavljen je prosle nedelje na Kolaréevom narodnom
univerzitetu. Baletskim koncertom obeleZena je jedna desetogodisnjica.
U pitanju je Gradski baletski tecaj, Skola u kojoj se u¢i moderno-klasi¢an
balet. Kazemo Skola, jer ima nastavnike i ucenike, Casove i Skolsku
godinu koja traje kao i sve ostale, a nije, Sto tu nema ocena i obaveznog
pohadanja cCasova, $to ucenici, posle Cetri godine (a mogu i ranije da
prekinu Skolovanje), kad izadu iz nje, ne dobijaju diplome niti sticu
kakve stru¢ne kvalifikacije... Pa dobro, pitac¢e se neko, ¢emu onda sve
to? Tvorci tecaja imali su za cilj da mladim ljudima (ucenici su uzrasta
od 8-20 godina) stvore moguénosti da oprobaju svoje sklonosti prema
0voj vrsti umetnosti.

Iz svega navedenog sagledavamo koliko je Smiljana Manduki¢ imala
razli¢nih borbi za prihvatanjem njenog pedagosko-umetnickog delovanja. Kako je
to izgledalo u vezi sa njenom privatnom Skolom koju je vodila kao Studio
modernog baleta od 1930. godine, najbolje se vidi iz drugog pisma u kome se
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Smiljana Manduki¢ 03. 09. 1956. obraca Sekretarijatu za prosvetu i kulturu NRS,
odnosno Komisiji za rangiranje 3kole.* Pismo pocinje slede¢im re¢ima:
Molim Vas da se odredi rang moje privatne BALETSKE SKOLE koju
sam vodila u Beogradu bez prekida od 1. oktobra 1930 god. do 1. jula
1949. godine, kada sam presla u drzavnu sluzbu. Moja privatna baletska
Skola bila je odobrena prvi put ReSenjem ondaSnjeg Ministarstva
prosvete P.br. 36468 od 29. septembra 1930. godine, na osnovu podnetih
dokumenata da sam posle Sest razreda srednje Skole, zavr3ila baletsko
Skolovanje u Becu:
1./ Od 1924 do 1927 god., kao ulenica Baletske Skole Cecilije
Ceri, bivie primabalerine Be¢ke opere i Skale u Milanu, gde sam
izuCavala klasian balet i karakterne igre;
2./ 0d 1927 do 1930 god., kao dak Gertrude Bodenvizer,
profesora Becke Akademije, na Akademie fur Music und Darstellende
Kunst, gde sam se osposobila za moderan balet. Osim toga, u
medjuvremenu sam pohadjala i razne specijalne tecajeve, kao: Skolu
Helerao kod Luksenburga, gde sam proucila sisteme Dalkroza i Labana,
Skolu Edi Polca, za gimnastiku i akrobaciju, Skolu Elinor Tordis, za
stilske igre i moderan baletski pravac. (Podvlacenja S.M.)

U daljem tekstu Mandukic¢ isti¢e da je tokom trajanja njene privatne Skole,
koju jo$ naziva i Studio, razvijala nastavu i da je plan nastave redovno podnosila
nadleznim vlastima, kao i to da je odgovorno placala porez, ¢ime istiCe da
ispunjava odredenje uslove za pozitivno vrednovanje Skole. Na uvid podnosi i
detaljan opis aktivnosti od 1927. godine do 1948. godine. Uz to dostavlja i
odredene priloge koji dokazuju njen aktivan umetnicki status i kontinuiran rad.
Zasto je Smiljana Manduki¢ 1956. godine bila prinudena da u Beogradu dokazuje
vlastitu umetni¢ko-pedagoSku aktivnost? Ko je osporavao kvalitet njenog
delovanja? Da li je time dokazivala sopstvenu delatnost radi ostvarenja prava na
penziju ili postoje nekoji drugi razlozi?

Vlastita zivotna dogadanja i aktivnosti u tom pismu iz 1956. godine ona
navodi slede¢im redosledom:

Godine 1927 — pocela sam umetni¢ki rad u Be¢u istupajuci kao solo baletska
/15

igracica /prilog 1

¥ pismo je dobijeno iz arhiva Milice Zajcev, na &emu joj iskreno zahvaljujem.

1> Prilozi od broja 1 do 30, koje pominje i prilaze Smiljana Manduki¢ sadrzali su
razne programe, novinske isecke, plakate, naslovnu stranu bec¢kog DER TANZ-a
na kojoj se nalazi ona li¢no itd, odnosno dokaze njenog javnog umetni¢kog
delovanja od igrackih pocetaka u Becu do poratnog perioda u Beogradu. Dobijeni
su iz arhive Milice Zajcev, ali, nazalost, nije sacuvano svih 30 priloga.
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Godine 1928- istupala sam kao solo baletska igrac¢ica u Be¢u i Tulnu/prilog 2 i 3/
Godine 1928 — Priredila sam u Beogradu veliki solisticki baletski koncerat u
ondasdnjoj pozorisnoj sali ,,Luxora“ /prilog 4 i 5/

Godine 1929 — Istupala sam u Becu velikom koncertu ¢asopisa ,,.Der Tanz*
/prilog 6/ i na svom solistickom koncertu /prilog 7/

Godine 1930 - ne prekidaju¢i umetnicku delatnost kao igracica i koreograf,
otpocela sam u Beogradu pedagoski rad iz oblasti modernog baleta, po Odobrenju
Ministarstva prosvete Pbr.36468,kada sam otvorila svoju Baletsku Skolu/prilog 8/
Godine 1931 - Vodila sam i dalje svoju Baletsku Skolu, po odobrenjima
Ministarstva prosvete  Pbr. 55244 /prilog 9/ i Pbr. 8266 /prilog 10/

- 1932 — (isto, prim. V.0.)

- 1933 — (isto, prim. V.0.)

Godine 1934 — Marta meseca dobila sam od Ministarstva prosvete Odobrenje za
vodenje Baletske Skole na neograni¢eno vreme. To Odobrenje mi je unisteno za
vreme bombardovanja, ali kao dokaz da sam 3kolu vodila neprekidno od 1934
godine sve do stupanja u drzavnu sluzbu 1949. godine, sluze izvodi iz novina i
kritika kao i programi koncerata, koje sam priredivala sa ucenicama svoje Skole
lprilozi 11, 12, 13, 14, 15, 16, 17, 18, 19, 19a, 19b, 19v, 20 i 21/u Korist
ranjenika/, 22, 23, i 24 /u korist de¢ijih obdanista/, 25/.

Godine 1946 — Odobrenje za vodenje Baletske $kole izdalo mi je Odeljenje
unutradnjih poslova br. 13732- /prilog 26/

Godine 1947 — Odobrenje za vodenje Baletske Skole izdalo mi je Odeljenje
unutradnjih poslova br. 4848 /prilog 27/

Godine 1947 — Priredila sam sa u¢enicama svoje Skole — Baletsko veée u korist
omladinske pruge /prilog 28/

Godine 1947 — Priredila sam sa u¢enicama svoje Baletske $kole baletsko matine u
Narodnom pozoristu /prilog 29/

Godine 1947 — ucestvovala sam sa uc¢enicama svoje $kole na priredbama Crvenog
krsta i Frontovskih organizacija 111 rejona /prilog 30/

Godine 1948 — Odobrenje za vodjenje Baletske Skole

Druga institucija njenog delovanja, tj. Gradski baletski tecaj nikad nije
dobio zvani¢nu verifikaciju od Ministarstva prosvete. Smiljana Manduki¢ je, bez
obzira na to, nastavila alternativno da Skoluje kadar za modernu igru. U tekstu
»Slucaj Gradske baletske $kole® ona naglasava:

Vec¢ i dosadas$nji rad uéenica moga otseka nije bio uzaludan. One su

istupale sa vidnim uspehom u okviru pretstava Gradskog decijeg

pozorista ,,Bosko Buha®, u kome su njih Cetri dobile i stalan angazman.

Druge Cetri angazovane su u Humoristickom pozoristu. Dve od njih
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osposobljene su jo$ tokom Skolovanja za samostalan pedagoski rad, tako

da vode zasebne kurseve modernog baleta, jedna u Domu kulture ,,Braca

Stamenkovi¢* sa preko 100 ucenica, a druga u Zemunu pri tamosnjoj

Muzickoj $koli sa oko 50 ucenica. Ako je u pitanju stvaranje kadrova,

onda je rad Gradske baletske Skole (mislim prvenstveno na svoj otsek) i

pored svih teskoca, iSao najboljim putem. (...) Neophodno je potrebno

Sto pre izraditi statut Gradske baletske skole, kako bi se sprecilo ma ¢ije

samovoljno poslovanje u njoj.

Ipak, borbe za ozvani¢enje Skole i dono3enje statuta ostale su
bespolodne. U¢enice/ci obrazovani po njenom sistemu pratili su je pri njenom
prelasku u KUD ,,Abrasevic¢“, u kome je od bivsih ucenica tog tecaja formiran
ansambl moderne igre. Taj prelazak je ostvarila prema stru¢nom savetu Mage
Magazinovi¢. U jednom trenutku, to je bila glavna plesna delatnost u KUD-u
»Abrasevi¢®. U tom kontekstu u novinama Radnik od 4. oktobra 1956. godine
(br. 337, str. 7.) pronalazimo ¢lanak pod naslovom ,,Kulturno-umetnicka
drustva i folklor. Jedni ukidaju drugi neguju®, u kome se istice nova pozicija
modernog baleta u KUD ,,Abrasevi¢®. Pise:

Beogradski Abrasevic ¢esto je, i u mnogo ¢emu, prednjacio. To je ucinio

i ovoga puta, u pogledu folklora. Abrasevi¢ nema vise folklornu sekciju.

Nova sezona je pocela — bez folklorne sekcije. (...) Jer, naSoj publici nisu

mogli da daju nista novo. I zbog te nase publike uprava Abrasevica

donela je odluku da ukine folklornu sekciju. Da umesto nje na svoj
program stavi savremenije igra¢ko izrazajno sredstvo — balet. Folklornu
sekciju je nasledila — sekcija modernog baleta.

Kasnije, 1969/70 Smiljana Manduki¢ osniva trupu ,,Beogradski
savremeni balet Smiljane Manduki¢®, u okviru koje deluje, pedagoski, umetnicki,
koreografski. U periodu kada je trupa (osamdesetih godina 20. veka) imala
prostor za rad pri NU ,Braca Stamenkovi¢“ (danasnji Centar za kulturu ,,Vlada
Divljan®) Vera Obradovié pokreée i vodi ¢etvorogodisnji Skolu modernog baleta
koja je nosila naziv ,,Smiljana Mandukié¢*. Skolu su 1988. godine formirali NU
»Braca Stamenkovic¢®, kao kulturno-obrazovna institucija i Vera Obradovi¢, kao
koreografkinja i nastavnica moderne igre. Kroz Skolu modernog baleta ,,Smiljana
Manduki¢“ od nastanka do 1992. godine proslo je preko 300 polaznika/ca, a od
najboljih ucenica Vera Obradovi¢ je formirala trupu ,,Balet XXI pokret®. Jedan
od poslednjih koncerata Skole ,,Smiljana Manduki¢“ odrzan je 19. juna 1992.
godine u Studentskom kulturnom centru u Beogradu i bio je posvecen Smiljani
Manduki¢. U okviru $kole ,,Smiljana Manduki¢*“ odrzavani su ispiti svakog juna,
a Clanice ispitne komisije bili su: Smiljana Manduki¢, kao obavezna clanica i
predsednica komisije svake godine, kao i druge znacajne li¢nosti iz sveta baletske
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umetnosti i umetnicke igre poput Milice Zajcev, Ljiljane Misi¢ i drugih. Takode,
javni nastupi su bili obavezni deo programa, a Skola je imala veliki broj u¢enika.
Postojale su li¢ne ambicije osnivacice i nastavnice Skole, Vere Obradovi¢, da se
ceo program pretvori u zvani¢nu $kolu za modernu igru (posto u tom periodu jos
uvek ne postoji zaseban smer moderne igre pri Baletskoj Skoli ,,Lujo Davi¢o®).
Medutim, pocetkom ratnih sukoba u SFR Jugoslaviji 1991. godine broj ucenica i
ucenika naglo opada, a baletska sala u kojoj se vezbalo postaje skladiste i Skola
prestaje sa radom 3kolske 1992/1993. godine. Danas, neke od polaznica tog
CetvorogodiSnjeg tecaja, koji je vodila Vera Obradovic¢, uspesne su i potvrdene na
polju igracke pedagogije, imaju vlastite Skole, teCajeve i brojne klase novih
generacija. Na primer, Andela Vukovi¢ vodi AB Dance, Irina Bogdanovi¢
(devojacko prezime Ajdinovi¢) radi u Pancevu, Tatjana Zari¢ radi u Nemackoj
itd.

Kad se osvrnemo, naizgled, kao da se ceo proces razvoja obrazovnih
mogucnosti na polju moderne igre odvija konstantno u jednom nepreglednom
polju alternativnih institucija. Ni danas u Beogradu ne postoji drzavna
osmogodis$nja Skola za modernu umetnicku igru. Danas nemamo ni drzavnu
visoko3kolsku instituciju’® za klasiénu/modernu/savremenu/folklornu igru, iako
su Cinjeni neuspeli pokus$aji. Na drzavnim umetnickim fakultetima u Srbiji ne
izucava se predmet Istorija igre, niti kakav slican predmet koji bi upucivao u
znanja o baletu i plesnoj umetnosti. U regionu se otiSlo daleko ispred nas, u
svemu §to nama na polju edukacije za umetnicku igru i dalje nedostaje. Ipak,
podsetimo jo§ jednom: sve je pocelo pre jednog veka, tacnije 1910. godine, kada
je Maga Magazinovi¢, po povratku iz Nemacke, otvorila prvu privatnu Skolu
moderne igre koja je uspesno emancipovala celokupno drustvo. Od tog doba do
danas vrtimo se u krugu druStveno nepriznatih Skola moderne igre, koje nastaju,
traju 1 pretrajavaju zahvaljuju¢i individualnim entuzijastickim, pedagosko-
umetni¢kim, angazovanjima. Kako i kuda dalje? Za pocetak i potencijalno
iniciranje promene, u prilogu ovog rada, kreiran je silabus fakultetskog predmeta
kroz koji bi se izu¢avala istorija moderne igre na naSem prostoru, kao i njene
pionirke, a zna¢ajan deo te istorije ¢ine upravo nepriznate Skole moderne igre
koje su pokretane, vodene i opstajale zahvaljujuci pojedina¢nim vizionarskim
idejama i naporima. DrZavni sistem, plan i program po pitanju zvani¢nog
osmogodisnjeg Skolskog obrazovanja za modernu igru — nikad nije bio izgraden,
kao ni drzavna visokoskolska institucija za umetnic¢ku igru.

16 0d 2014. godine postoji Institut za umernicku igru, kao prva privatna
visokoskolska institucija za umetnic¢ku igru (sa programom osnovnih, master i
doktorskih studija), a u okviru Fakulteta za inZenjerski menadZzment (dekan i
osnivaé: dr Vladimir Tomasevic)
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Vera S. Obradovié¢
MODERN DANCE IN SERBIA: ITS BEGINNINGS AND (NON)
RECOGNIZED SCHOOLS

Abstract: In this paper | deal with the appearance and development of
modern dance in Serbia, that is, | point to the problem of marginalized treatment
of this art that appeared on our region before the classic ballet and which was not
transmitted by foreigners, but domestic artists. Schools of modern dance in
Belgrade, initiated by its pioneers, Maga Magazinovi¢ (1882-1968) and Smiljana
Manduki¢ (1907-1992), regardless of the efforts of their builders, did not achieve
their permanent goal - to live within the official state-school system. There is a
need to draw attention from the academic level and point out - not only the
problem of lack of institutions, such as the eight-year "School of Contemporary
Dance of Ana Maletic" in Zagreb and the formation of the State Academy for
Classical and Contemporary Dance, but also the problem of lack of subjects in
higher education such as: General History of Artistic Dance, Modern Dance in
Serbia, History of Classical Dance in Serbia, etc. The mentioned subjects would
be supplemented by current programs at the Faculty of Music, the Faculty of
Philosophy, the History of Art Studies, the Faculty of Drama Arts, and at the
Faculty of Applied Arts. From the academic level, a call and guidelines should be
made to the community on how to develop a school system that will contribute to
the systematization, placement, and acquisition of knowledge about the history of
the artistic dance and its practice, thus multiplying its influence on all those who
deal with it. Realizing that the classical ballet, that is, the modern and
contemporary dance, has always been neglected in our society and culture, the
aim is to propose and present an author's draft of a new syllabus for the new
subject, which could enter the programs at state and private faculties. The title of
the subject would be Modern Dance in Serbia: Its Initials and Schools.

Keywords: modern dance, Maga Magazinovi¢, Smiljana Mandukic,
emancipation, the school system.
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Prilog: Plan i program studijskog predmeta ,,Moderna igra u Srhiji, njene
zacetnice i skole**

Studijski program : .....

Naziv predmeta: Moderna igra u Srbiji, njene zacetnice i Skole

Nastavnik: Vera Obradovic¢

Status predmeta: zavisno

Broj ESPB: 3

Uslov: u zavisnosti od godina studija i studijskog programa

Cilj predmeta:
Proucavanje moderne igre u Srbiji, njenih pionirki i $kola

Ishod predmeta:
Uvodom u predmet studenti stiCu znanja iz oblasti istorije evropske, ekspresionisticke, moderne igre, kao i
njenog prenosenja, utemeljenja i daljeg razvoja u Srbiji.

Sadrzaj predmeta:

1.Evropska ekspresionistitka moderna igra, njen nastanak i Skole

2.Poceci nove telesne tehnike Fransoa Delsarta i implikacije razvoja moderne igre u Evropi i Americi
3.Emil Zak-Dalkroz i Euritmika

4.Rudolf Laban — Kristal filozofija igre

5.Kurt Jos — antiratni koreograf koreodramskog pozorista

6.Meri Vigman — ritualno u modernoj igri

7.1sidora Dankan, bosonoga igracica

8.Mod Alan, bosonoga igracica i prethodnica performansa

9.Maga Magazinovié¢, emancipacija Zena i druStva za modernu igru

10.Skola za ritmiku i plastiku Mage Magazinovié

11.Smiljana Manduki¢, druga pionirka moderne igre u Srbiji

12.Koreodramsko stvaralastvo srpskih modernistkinja: Magazinovi¢ i Mandukié

13.Gradska baletska $kola i pedagoski rad Smiljane Mandukié¢

14.Beogradski savremeni balet Smiljane Mandukic¢

15.Baletska Skola ,,Lujo Davico* i negovanje moderne igre u okviru zvani¢nog $kolskog sistema
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Broj ¢asova aktivne nastave 1+1 | Teorijska nastava 2 | Prakti¢na nastava 0

Metode izvodenja nastave: Verbalno-didakti¢ka metoda, audio-vizuelni metod demonstracije

Ocena znanja (maksimalan broj poena 100)

Predispitne obaveze poena Zavrsni ispit noeHa
Aktivnost u toku predavanja 30 Pismeni ispit

Prakti¢na nastava Usmeni ispit 50
Kolokvijum Praktic¢an ispit

Seminar 20
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EPISTEMOLOGICAL BRIC(K)OLAGE: TOYING WITH THE WORLD

Abstract: This paper proposes a linguistic/epistemological framework for
reading LEGO construction toys as a fully-fledged functional language system.
From as early as the 1930s, different generations of consumers have identified
LEGO with more than a commercial brand. A wide variety of products in
different media (books, magazines, films, music videos, videogames, software,
amusement parks and art works) are the ever-increasing result of LEGO
merchandise and of the cannibalisation of contemporary culture and lifestyle. The
purely visual experience of traditional entertainment seems to integrate in LEGO
with intellectual engagement, as if mixing Bruno Munari’s pedagogy of creativity
(“If I see, I learn. If I do, I understand”) with a pinch of thought-provoking tech
discourse. From a linguistic point of view, it is crucial to notice that any LEGO
brick produced after 1963 will match any other brick — even the most recent ones
— across a wide range of themed sets, drawing from sources as diverse as fairy
tales and folklore, cinema, architecture, engineering. Any element in the LEGO
system is universally interlockable with any other element, both synchronically
and diachronically. Besides providing an example of transgenerational
entertainment, this aspect suggests LEGO as a semiotic system where elements
can be mixed-and-matched without limitations. The paper analyses the cross-
semiotic ideational processes relating to the representation of empirical (or other)
referents through the use of building bricks, including the narrative construction
of LEGO’s syntactic functioning and the relational arrangement of LEGO’s
semantic and cognitive dimension.

Keywords:  construction toys, Systemic Functional ~Grammar,
epistemology, cross-semiotic analysis, creativity.

A treasured memory of times past, LEGO building bricks have over the
decades symbolically evolved into a way of seeing, assembling, constructing the
world. Into a language, in fact. In the words of Jorgen V. Knudstorp, LEGO’s
first CEO not to belong to the founding family, building bricks allow “all levels
of complexity. But [children] can do their own thing at any level. They can build
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a pirate ship, for example, and then mash it up with completely different things”
(Moore, 2014). A whole LEGO subculture is emerging these days as an ever-
increasing phenomenon, both from the point of view of social psychology
(especially fascinating is the different appeal that building bricks have on children
and adults), as well as in the hybrid context of scripto-visual semiotization
processes. This chapter will explore both issues, focusing in particular on the
cross-semiotic strategies embedded in the language of construction toys.

Language miniaturized

Founded in Billund (Denmark) in 1932 by carpenter Ole Kirk Christiansen,
LEGO has become over the decades a top brand in toy and family entertainment
products. The brightly coloured plastic brick has become the symbol of the
world’s largest toy company by revenue. With over $2 billion sales in 2015,
LEGO has eventually beaten former market leaders such as Barbie and Hot
Wheels producer, Mattel. It is estimated that 20 billion bricks are produced every
year, which makes an average production rate of over 2 million pieces an hour.
From the first wooden version, manufactured in the 1930s, to the 1949
prototypical “automatic binding brick”, to the 1963 impact-, heat- and ultraviolet-
resistant ABS plastic brick, different generations of consumers have indeed
identified LEGO with much more than a toy brand. Books and magazines, short
and feature films, music videos, videogames, design and animation software,
amusement parks, and an increasing number of art works are produced each year
as both merchandise and the result of the brand’s influence on popular culture and
lifestyle, in what may be considered as a process of corporate cannibalisation of
contemporary culture.

From a semiotic point of view, it is worthwhile noticing that playing with
construction toys may be considered as similar to using a fully-fledged functional
language system. In fact, any brick produced after 1963 will match any other
brick — even most recent ones — across a wide range of themed sets, which draw
from sources such as fairy tales and folklore, cinema, architecture, engineering,
etc. These include, for instance, series as diverse as Duplo (for children 2-5,
created in 1969), Technic, Minifigures (hyper-accessorized, generally yellow
mini-human figures, launched in the 1970s), Star Wars (1999), City (2005),
Architecture (2008), Ninjago (2010), and Batman (2017). Any element in the
post-1963 LEGO system is universally interlockable with any other element, both
synchronically and diachronically. Besides providing an example of

! The latest launch was in January 2017, LEGO Life, a new social network which
provides an Instagram-inspired, parent-invigilated digital environment where
children can exchange LEGO-related pictures and experiences.
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transgenerational entertainment — think of parents and children kneeling down,
shoulder to shoulder, to play together —, this aspect suggests LEGO as a language
system where elements can creatively be mixed-and-matched, to a remarkable
extent mimicking the syntactic and semantic relationships ruling the functioning
of living languages, whereby the ideational, interpersonal and textual dimension
of linguistic systems (Halliday, 1985, 2002, 2004) may be seen as being
materially embodied by the systemic-functional combination of building bricks.

Construction toys can moreover be considered as a streamlined metaphor of
the representative process, that is, of how meaning-making processes are enacted
in both verbal and visual media. Each combination may be read as a constellation
of form and meaning, signifier and signified, in which the meanings that the sign-
maker conveys are articulated in apt, plausible, motivated configurations — in any
medium that is at hand, be it painting, sculpture, architecture, music, or building
bricks. There is a clear epistemological stance in playing with building bricks. A
full bucket may well be the langue through which a child (or an adult, for that
matter) construes his/her parole, that is, a personal representation of the world,
“an individual utterance that is a particular realization of the potential of langue”
(O’ Sullivan et al., 1983: 127). In Hallidayan terms, the LEGO system may then
be said to have a functional grammar of its own: a single brick configuration may
be compared to an act of speech, that is, “a simultaneous selection from among a
large number of interrelated options”, involving the “creative and[/or] repetitive
exercise of options in social and personal situations and settings” (Halliday, 2002:
174). A full bucket may represent instead the meaning potential of language, “the
system of available options” which is its grammar and which is actualized “in the
context of speech situations” (Halliday, 2004: 29). Building bricks may turn
players of any age into sign-makers acting through the semiotic mode most
plausibly suiting their representative ambition in a given context. (After which,
the construction can be taken apart and the pieces used to build something
different.)

LEGO’s functional fascination is, in this respect, a good illustration of
meaning-making processes as transformative, transactional and dialectical
phenomena: any act of representation draws from a culturally shared repertoire of
forms, norms and conventions (the ‘bricks-as-meaning-potential’ simile), as much
as from the individual, arbitrary and yet motivated system of personal creativity
(the “bricks-as-speech-act’ simile). Representation is nourished in equal measure
by rules and creativity, producing collections of signs that are both expressions of
individual inventiveness and transformations of pre-existing semiotic materials.
For said reason, as claimed by E.H. Gombrich, we may easily “see faces in the
pattern of a wallpaper, and three apples arranged on a plate may stare at us like
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two eyes and a clownish nose”. It should then come as no surprise that it is so
effortless for children and adults alike to produce a representation of a real face
“with two dots and a stroke, even though their geometrical constellation may be
greatly at variance with the ‘external form’ of a real head” (Gombrich, 1963: 6).
Here lies the intergenerational allure of building bricks, as both children and
grownups may be fascinated — albeit in different proportions — by the
predictability of the available repertoire combined with the break-the-rules
possibility of change.

The building-bricks-as-meaning-making-process image may indeed call forth
some further musing on the arbitrariness vs. motivation of any representative act,
in any of the available media that are nowadays available, regardless of their
verbal or visual nature. For what in an ideally objective world could possibly
force a combination of Duplo bricks like the one shown in Fig. 1 to stand for “a
spaceship”? Nothing, but the epistemology of a five-year-old boy. My son
produced this combination of pieces as his most pondered attempt at rendering
the morphology and functionality of such complex means of transportation as a
spaceship, for which he also provided a linguistic label: “The Gigantica”.

Fig. 1. A five-year-old boy’s “spaceship”
And vyet, arbitrary as it is, this representation is eventually motivated.

Consider representation as a “process in which the makers of signs, whether child
or adult” aim at symbolizing some material or abstract object or entity, and “in
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which their interest in the object, at the point of making the representation” stems
from their “cultural, social and psychological history” (Kress & Van Leeuwen,
1996: 6). Consider, in addition, that representation is the delivery of substitutes
for an empirical (or other) referent, which the makers produce using available
materials and techniques, be they painting, sculpture, architecture, music — or
construction toys. This may, in itself, be read as an act of epistemological
bravery: as E.H. Gombrich argues, “image-making is beset with dangers” (1963:
8). A child building a hobby horse with a stick is indeed acting out a bold and
daring miniaturization of an adult tackling the issue of representation, for “the
greater the wish to ride, the fewer may be the features that will do for a horse”. If
the hobby horse came too close to the animal it is meant to represent in play, “it
might gallop away on its own” (Gombrich, 1963: 8), depriving the child — or the
adult — of his/her world-making toy strategy. Conversely, any representation in
any available medium becomes such only inasmuch as the marks on the paper (or
the bricks on the floor) “are sorted out by the mind into a consistent and coherent
message” (Gombrich, 1963: 159).

In the case of the spaceship in Fig. 1, the child has pragmatically chosen what
he deemed as the criterial aspects of “a spaceship” and used the materials at hand
to devise a whole, coherent ideational content for his communicative act. For how
would one represent a spaceship? Big roaring engines, flashing lights, wide wings
with spoilers, and abstruse protrusions of curves and angles. The boy has picked
from his bucket (a casual piling of different Duplo themes) the most suitable
pieces that, in his mind, could build up a version of an interstellar combat vehicle.
Regardless of the results, his was some serious playing. His creation was both
deeply arbitrary (why red wings? why wheels? “Oh, that’s because a spaceship is
a means of transport so it needs wheels”) and motivated by personal interest, by
the film and media landscape surrounding him — essentially, Star Wars and
Miyazaki’s Future Boy Conan —, which prompted him to identify the defining
features of “a spaceship”. Both aspects of the meaning-making process are there:
just like any representative act, a LEGO configuration is the product of both a
general meaning potential (i.e., shared repertoire, conventions, rules) and an
individual speech act (i.e., personal interest, causality, creativity, response to
criterial choices). Which is why to play with construction toys is to entertain
oneself with some kind of epistemological bric(k)olage.

The LEGO brand name seems in itself to suggest such semiotic ambition.
Created from the Danish leg godt, a directive meaning “play well”, it is also
reminescent of the Latin verb ligare (to “bind”, “fasten”, “unite”), which is often
mistakenly thought of as its etymology. It combines the semantic domain of
childhood, fun and entertainment, and the wonder of play as the key experience
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of creativity, with the imperative mood (conveying in turn the idea of adulthood,
conventions and rules), and with a specific evaluative overtone bestowed upon it
by the adverb of manner: LEGO players are invited and/or expected to “play
well”. They are, as it were, a community supposed to play in an intellectually
correct and pleasurable way, within the representative strategies and boundaries
provided by LEGO systemic-functional language. The inspiring principle is one
of creative freedom inside the semiotic rules that shape personal creativity.
Players are designed to be playing “by the book™: this is in itself an interesting
fact, as instruction booklets started to be included in LEGO boxes since 1964, i.e.,
since the very inception of the passepartout ABS plastic brick, as if to introduce
some guidance protocols — or corporate philosophy, one may reasonably add — in
the creative revolution of universal mix-and-match possibility. Meaning potential
and speech act, convention and creativity, adulthood and childhood, social
repertoire and individual interest, all seem to coalesce in the leg godt philosophy.

But how does this happen? How does LEGO language ideate, express and
reify reality, at once with the creative faculties of the player? As already
anticipated, these questions may be addressed via the linguistic tools provided by
Systemic Functional Grammar (Halliday, 1985, 1994, 2002, 2004), as well as the
visual parameters elaborated by cross-semiotic communication (Bernstein, 1981;
ledema, 2001, 2003; Saint-Martin, 1987) and Systemic Functional-Multimodal
Analysis (Kress & Van Leeuwen, 1996; LeVine & Scollon, 2004; Mitchell, 1980;
O’ Halloran, 2004; O’ Halloran, Tan & Wignell, 2016; Van Leeuwen, 2005).

Let’s play: Ideating a toy world

In order to explore how the LEGO system, as a syntactic and semantic
machinery, signifies an experiential world standing outside of sign systems
(Halliday, 2004: 29), | suggest that we peruse the typical ‘play-well’ procedural
guidance provided by LEGO instruction booklets. In summing up the cognitive
pragmatics of building brick construction, the latter can in fact shed light on the
cross-semiotic — i.e., scripto-visual and spatio-temporal — processes by which the
toy-fication of reality takes place. The (randomly chosen) illustration in Fig. 2
shows, for instance, how to use a certain number of bricks in order to represent a
real-life referent, that is, a stove-and-oven kitchen. The two boxes at the top of
the figure explain which (and how many) pieces to put together (left) and in what
sequence they should click together (right).
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Fig. 2 LEGO building instructions (detail)

Following the categories provided by classic Systemic Functional-
Multimodal Analysis, we can here identify two types of ideational processes. On
the one hand, narrative processes illustrate the procedural protocol according to
which “bricks click” to represent the player’s version (or vision) of reality. These
processes encode the unfolding of actions and/or events in a unidirectional
transactional proposition, whereby something (a Transaction) is generally done
by one (or more) Actors (i.e., people and things, concrete or abstract, about which
the communication is produced) to one (or more) Goals (Kress & Van Leeuwen,
1996: 56). In Fig. 2, such processes are indicated by arrows, i.e., graphical vectors
of directionality, signalling “unfolding actions and events, processes of change,
transitory spatial arrangements” (Kress & Van Leeuwen, 1996: 56). In other
words, building objects with LEGO bricks entails that certain pieces (the Actors,
i.e., the bricks, presented top left in the figure) have to match certain other pieces
(the Goal, i.e., the mini-kitchen being assembled in the main frame of the
illustration) in a specific chronological sequence (the Transaction), in order to
generate the ideational content of the referent being represented. The linguistic
expression of a narrative process such as the one under consideration would be a
“two-participant material process” enacted by a Subject, an Object and a
transitive verb (Halliday, 1985: 103). A verbal realization of such structure would
read as: “LEGO bricks are building a kitchen”.

On the other hand, building with LEGO also requires that the player be aware
of relational processes taking place among the bricks, for such structural
interconnections ultimately motivate the configurations being produced — albeit
arbitrarily, as we have seen with the “Gigantica”. Relational processes define the
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ways in which something (i.e., one or more Carriers, be they material or abstract
objects or entities) is generally defined by a collection of some other things (i.e.,
its Possessive Attributes), in terms of class, structure or meaning, in the same way
as relational clauses instantiate in language “a form of relation between two
roles” (Halliday, 2002: 211). Relational structures tell us something about “the
way participants fit together to make up a larger whole” (Halliday, 2002: 211),
pointing to the generalized essence or structure of things. In Fig. 2, relations of
structure and meaning are instantiated among various LEGO pieces (three tiny
discs rendering burners + a small transparent square piece rendering an oven door
+ a tiny cylinder rendering a sink tap). The synchronous combination of said
elements builds the idea of a stove-and-oven kitchen module, which happens
following the rules of criterial representation, in that the configuration is made up
of traits that have been synchronously and synoptically arranged by the player as
contextually relevant, while others (e.g. the sink basin, fume cupboard, etc.) have
been left out of the arrangement as non-essential. If resemiotized in linguistic
terms (Jakobson, 1959; ledema, 2001, 2003), such a configuration would read
like a possessive relational clause, along the lines of “this is a kitchen, because it
is made up of such and such attributes”. This seems to suggest that, as E.H.
Gombrich claimed of more traditional means of representation, even the
predictable geometry of building bricks can be used to imitate, produce or
symbolize the complexity of real-life — or abstract, or even imaginary, for that
matter — referents.

Both the chronology encoded in narrative processes and the synchrony
signified by relational processes are then part of LEGO ideational mechanics.
More generally, we may observe that narrative processes convey the temporality
inherent to the building game in its sequenced protocol of connecting gestures,
therefore actualizing the syntactic functioning (or logistic architecture) of LEGO
language, while relational processes simultaneously encode the spatial relations
among the various components of the LEGO system, defining the cognitive and
semantic dimension of such architecture. The two types of ideational processes
therefore function in hybrid — spatio-temporal, scripto-visual, syntactic-semantic,
logistic-cognitive — synergy.

Narrative and relational processes are, moreover, embedded in one another.
The LEGO mini-kitchen in the main frame of Fig. 2 works in fact as a Relay
(Kress & Van Leeuwen, 1996: 68) between a transactional narrative process and
an analytical relational process. The structured whole which we recognize as “a
kitchen” is indeed the cross-semiotic result of embedding between the chronology
inherent to narrative processes and the spatiality pertaining to relational
processes. This in turn suggests that the player’s multi-literacy skills are
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simultaneously called upon as s/he endeavours to represent objects or entities of
whatever kind using LEGO bricks. Embedding between narrative and relational
processes contributes, as it were, to the shaping of LEGO configurations as
multidimensional structures, much in the fashion of narrative diagrams, i.e.,
spatial structures where processes occur. LEGO relational structures may be said
to work in this respect as diagrammatic representations (Kress & Van Leeuwen,
1996: 59), symbolizing events and situations which take place over time as spatial
configurations, thereby turning processes into systems. The synoptic
representation of actions and the spatialization of temporal sequences, typical of
visual language, seems in such respect to function as nominalization in verbal
language (“the use of a noun instead of a verb to convey concepts relating to
actions or processes”; Gotti, 2003: 79), whereby much of the semantic load is
conferred to nominal instead of verbal groups (Halliday, 1994). Considering the
hybrid, multi-literacy skills summoned in the ideational processes we have
described so far, it should come as no surprise that this happens with LEGO
language as well. The sharing of such reifying, objectifying affordances, which
serve the communicative and performative purposes of verbal and visual
language alike, indeed seems to be accountable for the sensational 3D rendering
of reality that, at least since the 1930s, has been made possible by construction
toys. Long before the inception of simulated or enhanced reality and 3D printers,
playing with building bricks has provided players with the thrill of “bringing
things to life”, as it had probably been happening for centuries when children
rode around on their rudimentary, and yet very much alive, hobby horses.
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Stefanija Konsoni
EPISTEMOLOSKI BRIKOLAZ: IDEACIONE | INTERAKTIVNE
STRATEGIJE U JEZIKU LEGO IGRACAKA

Rezime: U ovom radu predlaze se lingvisticki/epistemoloski okvir za
¢itanje LEGO kocki kao potpuno razvijenog i funkcionalnog jezickog sistema.
Od drvene verzije iz tridesetih godina XX veka, preko prototipa ,.kocke za
automatsko spajanje* iz 1949. godine, sve do modela kocke od ABS plastike
otporne na udarce, toplotu i ultraljubicasto zracenje iz 1963, razli¢ite generacije
potrosaca videle su u LEGO igrackama ne$to vise od komercijalnog brenda.
Knjige i Casopisi, kratki i dugometrazni filmovi, muzi¢ki spotovi, video-igre,
softver za dizajn i animaciju, zabavni parkovi, kao i sve ve¢i broj umetnic¢kih
dela, nastaju svake godine Sto pod okriljem kompanije LEGO, §to zbog uticaja
ovog brenda na popularnu kulturu i nacin Zivota, kao deo procesa koji se moze
smatrati korporativnom kanibalizacijom savremene kulture. Cini se da se u
LEGO igrackama Ccisto vizuelno iskustvo tradicionalne zabave udruzuje sa
intelektualnim angaZmanom, poput kombinovanja pedagogije kreativnosti Bruna
Munarija (,,Ako vidim, u¢im. Ako radim, shvatam.“) sa misaono podsticajnim
diskursom inovacija inspirisanim MIT-jem. Sa lingvisticke tacke gledista, klju¢no
je primetiti da se svaka LEGO kocka proizvedena posle 1963. uklapa sa svim
drugim, ¢ak i najnovijim, iz Sirokog spektra tematskih kompleta inspirisanih
inZenjerstvom. Svaki element LEGO sistema napravljen posle 1963. godine je,
dakle, i sinhronijski i dijahronijski univerzalno spojiv sa svakim drugim
elementom. Pored toga Sto predstavlja primer zabave za sve generacije — setite se
da se deca i roditelji zajedno sede i igraju se — ovaj aspekt ukazuje i na to da je
LEGO semioticki sistem ¢iji se elementi mogu medusobno kombinovati i spajati
bez ogranicenja. U ovom radu se istrazuju ideacione i interaktivne strategije
zahvaljuju¢i kojima je jezik LEGO igracaka simbolicki evoluirao u nacin
posmatranja, sastavljanja i konstruisanja sveta. LEGO supkultura danas postaje
sve ve¢i fenomen, kako sa stanoviSta socijalne psihologije (posebnu paznju
pobuduje to §to deca i odrasli vole kocke iz razli¢itih razloga) tako i sa stanovista
vizuelne/tekstovne semiotike. U radu se posebno analiziraju kros-semioticki
procesi vezani za predstavljanje empirijskih (ili drugih) referenata pomocu kocki,
izmedu ostalih narativna konstrukcija sintaksicke funkcije i relacioni raspored
semanticke i kognitivne dimenzije LEGO kocki.

Kljuéne reci: igracke za gradenje, sistemska funkcionalna gramatika,
epistemologija, kros-semiotic¢ka analiza, kreativnost.
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DECJA IGRA KAO SREDISNJA AKTIVNOST U RANOM RAZVOJU
LICNOSTI I KREATIVNOSTI

Apstrakt: Iako je ,igra*“ termin koji se Cesto §iroko i slobodno Koristi,
moglo bi se re¢i da u ovom podrucju psiholo§kog istrazivanja postoji opSta
saglasnost da je igra svaka aktivnost u kojoj se ucCestvuje svojevoljno, s
interesovanjem i zbog zadovoljstva koje ona pruza. Kao neosporno glavna
aktivnost i sastavni deo svakodnevnog Zivota deteta, igra ima posebno vaznu
ulogu tokom ranih, formativnih godina zivota pojedinca. Povezujuéi unutrasnji i
spoljasnji svet deteta, ona ima jedinstven kapacitet da pruzi mnogostrane razvojne
doprinose, pomazu¢i detetu da se razvije kao osoba. Kao takva, de¢ja igra
predstavlja kreativnu osnovu za sveukupni i optimalni rani rast i razvoj li¢nosti.
Otuda, polaziSte za razmatranje ove teme ¢ini holisti¢ki pristup — to jest, glediste
da je individualni razvoj slozen i uzajamno povezan proces, u kojem su razli¢iti
aspekti razvoja sustinski isprepletani, integralni delovi ili komponente jedne
obuhvatnije celine nazvane ,razvoj li¢nosti“. Naglagavajuéi da se u igri kao
prirodnom sredstvu detetovog samoizraZzavanja na mnogo blisko povezanih
nacina dobro ogledaju svi glavni aspekti razvoja deteta, u radu se saZeto
razmatraju njene kljuc¢ne razvojne vrednosti. Pri tome, posebna paznja posvecena
je vrednosti igre za razvoj kreativne kognicije i kreativnih potencijala dece.

Kljucne redi: decja igra, kreativnost dece, detinjstvo, rani razvoj licnosti,
holisticki pristup.

Covek i igra: kratak uvod

Posmatrano iz najSire antropoloSko-kulturoloSke perspektive, jedna od
definiSucih ili distinktivnih odlika coveka jeste sposobnost da kreira ili osmisljava
igru i da u njoj ucestvuje sa paznjom, interesovanjem i zadovoljstvom. Medu
razli¢itim odredenjima ¢oveka, njegove osobene prirode, jedno od istaknutih je
ono koje istiCe da je ¢ovek homo ludens — bice igre ili bice koje se igra. lako
sustinski nije nuzna za opstanak, igra je, na svoj nacin, vitalno vazan fenomen
sveukupnog ljudskog iskustva. Menjajuéi ili zadrzavajuéi razne oblike i sadrZaje,
igra je od davnina do danas bitan i veoma postojan deo ljudskog postojanja —
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covekov iskonski i trajni impuls, fenomen koji odrazava pozitivni potencijal
ljudske prirode.

U nastojanju da osvetli pravu sustinu igre, njena osnovna obelezja i
funkciju koju je igra vremenom imala u drustvu i kulturi, holandski istoricar
Johan Huizinga (v. Mari¢, 1979) je u delu sa naslovom Homo ludens naglasio da
se u nastanku i razvoju ljudske kulture i svih velikih oblika kolektivnog Zivota
nalazi jedan krajnje aktivan i plodotvoran faktor - faktor igre. Poezija, filozofija i
nauka, odredena pravila i konvencije, kao i razliite druge manifestacije ili
tvorevine ljudske kulture, bile su zasnovane na nekim oblicima igre. Prema
zapazanju ovog istori¢ara, u svojim prvobitnim fazama ljudska kultura se, u
stvari, razvijala u igri i kao igra - re¢ju, bila je igrana. Prema Huizingi, to je zbog
toga §to je igra suStinski uvek stvaralacki impuls, sloboda, pronalazacki duh,
masta i disciplina u isto vreme. (v. Mari¢, 1979: 9).

U drugom klasi¢nom delu o fenomenu ljudske igre, u knjizi naslovljenoj
Igre i ljudi: maska i zanos, francuski sociolog kulture RoZe Kajoa (Kajoa, 1979)
pruzio je analizu i celovitu formalnu klasifikaciju igara, kao i opStu ocenu
njihovog kolektivnog i individualnog znac¢aja. Isti¢uci da je igra jedna celovita
pojava, koja " interesuje sve ljudske aktivnosti i ambicije" (Kajoa, 1979: 200), za
Kajou su igre koje ljudi igraju faktori i slika kulture. Otuda se jedna civilizacija i
jedno doba unutar nje mogu okarakterisati i prema tome koje su igre bile
zastupljene. U svojoj analizi Kojoa takode naglasava da duh i principi igre
ostavljaju dubok pecat ne samo na razne tipove drustva nego ujedno i na Zivot
svakog pojedinca, bez obzira na uzrast. Jer, domen igre je nesto cemu se i odrasli
i deca prepustaju sa puno predanosti, energije, vestine, inteligencije i paznje.
Otuda i njegovo uverenje da za svako drustvo, bas kao i za svakog pojedinca,
vaze sledece re¢i: “Reci mi Sta se igras, pa ¢u ti reéi ko si” (v. Mari¢, 1979: 10;
dodat italik). Za razmatranje u odeljku koji sledi spomenuti Kajoino odredenje
“prirode najveéeg zajednickog imenitelja svih igara” (Kajoa, 1979: 37). Na
osnovu analize velikog broja razli¢itih oblika ljudske igre, Kajoa je zakljucio da
se igra moZe sustinski definisati kao aktivnost koja je slobodna, izdvojena,
neizvesna, neproduktivna, propisana i fiktivna. Ove klju¢ne osobine ili svojstva
igre su ¢isto formalne prirode i, donekle, ne odreduju unapred sdm sadrzaj igara
(viSe o tome, v. Kojoa, 1979: 37 - 38).

O pojmu igre

Pojam kojim se fenomen igre opisuje i objaSnjava nije lako definisati zbog
njegove obuhvatnosti i znacenjske slojevitosti. Sledstveno tome, postoje razliciti
nacini na koje se moze definisati igra.
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Medutim, uprkos tome §to je ,,igra* termin koji se ¢esto Siroko ili slobodno
koristi, ipak se, sa malim varijacijama, uobiCajeno smatra da je igra svaka
aktivnost u kojoj se ucestvuje svojevoljno, samopredano, zainteresovano i zbog
zadovoljstva koje ona pruza. Dakle, u takvu aktivnost pojedinac je ukljucen radi
nje same, jer je izvor zadovoljstva (ili uzivanja) i interesovanja. To je sustina, duh
igre. A, kao Sto ¢e kasnije u radu biti naglaseno, to su ujedno i bitni elementi
ljudske kreativnosti. Tako, pojedinac se igra i stvara prvenstveno zato Sto to za
njega predstavlja zadovoljstvo, nesto §to se licno doZivljava kao samoispunjenje i
samoostvaranje.

Hlgra®“ je opsti termin kojim se oznacava S$irok opseg raznovrsnih
aktivnosti ¢oveka a donekle — naravno, na bitno ograni¢en nacin — i nekih
Zivotinjskih vrsta. Ta samostalna ili druStveno-interaktivna aktivnost moze da
bude organizovana, unapred planirana i izvedena prema utvrdenim pravilima ili
prema pravilima oko kojih su se ucesnici slozili, kao i da se odvija u odredenom
prostoru i vremenu. Isto tako, ona se Cesto odvija i u okvirima novostvorene,
zamisljene ili izmisljene, realnosti — dakle, potpuno slobodno i fikcionalno, kao
svojevrsna dopuna postoje¢e realnosti. Pregledom brojnih, klasi¢nih i
savremenih, definicija igre, Reber i Reber su u svom PsiholosSkom recniku
zakljugili da je u osnovi razli¢itih znadenja ovog termina ideja da igra na neki
nacin ukljuéuje razonodu ili rekreaciju, tj. neku aktivnost koja se ne mora
obavezno shvatiti ozbiljno, ali da bi bilo pogresno zakljuciti da te vazne elemente
igre ucesnici ne shvataju ozbiljno (Reber i Reber, 2010: 223).

Posmatrano u celini, brojnim odredenjima igre bez sumnje je zajedni¢ko
isticanje da se igra prvenstveno odlikuje onim Sto se u psihologiji naziva
intrinzicnom motivacijom. Re¢ je o motivaciji za ponasanje koja ne poti¢e od
faktora izvan pojedinca — od spoljaSnje nagrade (kazne), pohvale, ocene ili
potkrepljenja — nego od faktora koji poti¢u iznutra, od same igre ili od
psiholoskih ¢inilaca kao §to su li¢na interesovanja i vrednosti, radoznalost i
osecanja zadovoljstva i ispunjenosti. Govoreéi o duhu igre, Roze Kajoa iznosi
sledec¢e tacno zapazanje: ,Igramo jedino ako zelimo i kad Zelimo, ili u vreme u
koje Zelimo. U tom smislu igra je slobodna aktivnost. Ona je StaviSe i neizvesna.
Njen ishod treba da ostane neizvestan do kraja. (...) Unapred poznat tok igre, koji
ne dopusta mogucnost greske ili iznenadenja i Ciji se rezultat unapred zna,
nespojiv je sa prirodom igre* (Kajoa, 1979: 35). Takvoj unutrasnjoj, intrinzi¢noj
motivaciji kao imanentno svojstvo igre dodaje se da ona, iako ne iskljucuje
izvesnu koli¢inu tenzije, vodi smanjenju unutrasnje napetosti pojedinca —
odnosno, prihvatljivom oslobadanju od psiholoskih konflikata, frustracija i
negativnih oseéanja (Strickland, 2000: 503). Takode je vazno naglasiti da
psiholoski ¢inioci koji motiviSu samosvrhovitu i samokontrolisanu igrovnu
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aktivnost mogu biti slicni onim ¢iniocima koji bude radoznalost i pospesuju
posveceno istrazivacko ponasanje kao vazne odlike ili delove ljudske kreativnosti
— bez obzira na uzrast pojedinca i stepen njegove kreativnosti. Ova tvrdnja nas
vodi do sledece, centralne teme ovog rada.

Decja igra i rani razvoj li¢nosti

Igra je univerzalni, sastavni deo detinjstva. Kao prirodno sredstvo
detetovog samoizraZavanja, pa otuda kao opste iskustvo dece, postojala je u svim
kulturama i u svim dosad poznatim istorijskim razdobljima. Kako nekada, tako i
danas. U Zivotu deteta, igranje i igra pojavljuju se veoma rano — jo$ u najranijem
uzrastu, kada spontano izranja neverbalizovana radoznalost za razli¢ite predmete-
igracke i spremnost za pocetne igrovne kontakte sa majkom i neguju¢im osobama
iz svog neposrednog okruZenja.

Psiholosko proucavanje igre vecinom je usredsredeno na period detinjstva
i njegove razvojne stadijume. Medu proucavaocima decjeg psihi¢kog razvoja
postoji generalno slaganje — snazno podrzano miSljenjem i praksom
profesionalnih vaspita¢a — da je igra forma aktivnosti koja predstavlja posebno
vaZzan, ako ne i glavni, izvor ili sredstvo zdravog ili ranog individualnog razvoja,
posebno tokom pred3kolskog uzrasta (v. npr. Santrock, 2007; Shaffer, 2009). Jer,
prolazeéi kroz period snaznog psihofizickog razvoja i ostvarujuéi sve bogatije i
sloZenije socijalne interakcije, dete istovremeno gradi svoju neponovljivu li¢nost,
koja tokom ranog detinjstva postaje psiholoski sve sloZenija i odredenija. U
detinjstvu je uloga igre nezamenljiva i sveprozimajuéa. lako ,,socijalna igra“ (sa
podvrstama koje se oznacavaju terminima ,,asocijativna® ili ,,povezujuéa® igra i
»kooperativna“ ili ,,saradni¢ka® igra) predstavlja samo jedan opsti tip ili oblik
decje igre koji se pojavljuje sa uzrastom, veliki deo interakcije medu vrSnjacima u
detinjstvu obuhvata igrovnu aktivnost. Tokom detinjstva igra prolazi kroz
odredene faze, prate¢i sled fizicko-motori¢kog, kognitivnog, socijalnog i
emocionalnog razvoja. U tim fazama razvoja decje igre istrazivaci u ovoj oblasti
prepoznali su i izdvojili razlicite tipove ili kategorije, koje se reflektuju u
razli¢itom ponasanju dece. Vazno zapazanje do kojeg se doslo posmatranjem
dece predSkolskog uzrasta u njihovoj slobodnoj igri jeste da razli¢iti oblici deéje
igre nisu uzajamno iskljucivi, nego da se mogu kombinovati (Zlatanovi¢, 2018:
306-307).

U brojnim konceptualizacijama decje igre — njenih tipova, funkcija i uloga
u razvoju deteta — istaknutih proudavalaca u ovoj oblasti (npr. Frojd, Erikson,
Betelhajm, Pijaze, Vigotski, S. Hol, M. Parten, D. Berlajn i dr.) isti¢e se da,
pruzajuéi opustenost i zadovoljstvo, igra uvec¢ava druzenje i interakciju deteta sa
vrinjacima, smanjuje unutradnju napetost i osecaj ugrozenosti, odrazava ali i
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unapreduje kognitivni i socio-emocionalni razvoj, kao i da podstice potrebu
deteta da kroz takvu aktivnost istrazuje, dozivljava i otkriva neSto novo ili
neuobicajeno (v. npr. Berk, 2008; Santrock, 2007; Shaffer, 2009). Uz to, tokom
interakcije u igri (verbalne i neverbalne), deca cesto igraju razne stvarne ili
zamiSljene, oponaSanjem izvedene, uloge — one koje imaju ili ¢e mozda imati
kasnije u svom zivotu. U tim ,,mentalnim* igrama (pored ,,fazickih* igara), kako
ih naziva Erik Erikson, deca u zamisljenom svetu preuzimaju uloge roditelja i
drugih odraslih osoba. Oponasajuéi svet odraslih, dete donekle sti¢e razumevanje
Sta znaéi biti sliCan odraslim osobama. Prema Eriksonu, koji je rano detinjstvo
opisao kao razdoblje energi¢nog otkrivanja i razvoja razli¢itih sposobnosti i
vestina, igra detetu ostvaruje jednu posredovanu realnost. Jer, u igri dete uci $ta je
namena stvari, u¢i vezu izmedu unutraSnjeg i spoljaSnjeg sveta i kako se
pamcenje proslosti primenjuje na ciljeve u buduénosti. U Eriksonovoj teoriji
psihosocijalnog razvoja pojedinca isti¢e se da je takva imaginativna i nesputana
igra vitalno vazna za razvoj deteta. Ona je karakteristicna za tre¢i stadijum
razvoja identiteta u detinjstvu. Taj stadijum — oznacen terminom ,inicijativa
spram krivice* — proteZze se od Cetvrte do Seste godine i odlikuje ga porast
detetovih mo¢i nad okolinom, ali i porast odgovornosti. U ovom ,,dobu igre®, dete
moZe sve uspednije da planira, ostvaruje ciljeve i da ovladava svojom sredinom.
Za razliku od prethodna dva stadijuma, na kojima se li¢nost (odnosno, identitet)
kristaliSe oko uverenja ,;ja sam ono $to mi je dato“ i ,ja sam ono $ta hocu®, na
ovom stadijumu dominantno je samodefiniSuce uverenje ,,ja sam ono §to mogu da
zamislim da ¢u da budem* (v. Erikson, 2008: 98; v. takode Hol i Lindzi, 1983:
105).

Uvazavajuéi individualne razlike u razvoju dece, Siroko posmatrano se
moze re¢i da igra na razli¢ite naCine i kroz veoma slozeno preplitanje snazno
doprinosi de¢jem sveukupnom razvoju — naravno, podrazumevajuc¢i da ujedno
doprinosi razvoju, izrastanju i postepenoj integraciji i, jungovski receno,
individuaciji li¢nosti. Ona pomaze detetu da se razvije kao osoba. Dodajmo
ovome da decji psihoterapeuti — koji u radu sa decom primenjuju igru (igranjem
uloga, igrackama, peskom, plastelinom, crtanjem i sl.) kao terapijsko i
dijagnosticko sredstvo — posebno istiu lekovitu mo¢ igre, njenu korisnost za
slobodno, bez odbrana samoizraZzavanje deteta, ublaZzavanije ili otklanjanje stresa,
strahova i anksioznosti, za ufenje novih nacina reagovanja u razli¢itim
situacijama, za prorodu decjih konflikata i frustracija, ostvarivanje nestvarnih
Zelja, kao i za rano ego-oshaZivanje deteta kroz stvaranje boljeg kontakta sa
sobom i realnos¢u i podsticanje osecanja li¢ne vrednosti (vise o ovome, v. Ryce-
Menuhin, 1988; Vinikot, 1999). U celini, postoje razliiti pristupi psihotrapiji
dece, u kojoj je terapija igrom najznacajnija komponenta. Ono S$to im je
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zajednicko jeste poStovanje i empatija prema detetu, podsticanje pokuSaja da se
osmisli scenario igre koji mozZe da izrazi detetove emocionalne probleme, kao i
pretpostavka ,, da ¢e u bezbednom okruzenju prostorije za igru i uz podrsku
terapeuta dete biti u stanju da izrazi neke od konfliktnih misli i ose¢anja, razvije
pozitivnije misljenje o sebi i sposobnost da se suocava sa stresnim situacijama u
svom okruzenju* (Golomb, 2012: 164).

Povezujuéi posredstvom maste unutrasnji i spoljasnji svet deteta, igra je
multifunkcionalna aktivnost koja, kroz razne oblike i iskustva, ima jedinstven
kapacitet da blagotvorno pruzi mnogostrane razvojne doprinose, pomazuci detetu
da se razvija i menja kao osoba u procesu izrastanja i nastajanja. Kao takva, decja
igra predstavlja kreativnu osnovu za sveukupni rani razvoj li¢nosti. Ako je tako,
onda se razlozno moze re¢i da je za celovito sagledavanje i bolje razumevanje
prirode, tipova, uloga i funkcija dedje igre potrebno zauzeti holisticki pristup
zasnovan na nacelu da je celina uvek veca i znacajnija od pojedina¢nih sastavnih
delova (elemenata) i njihovog ukupnog zbira — jer, celina raspolaze delovima, a
ne obrnuto (Zlatanovié, 2019: 127). A, to ovde podrazumeva stanoviste da je
individualni razvoj od najranijin dana jedan sloZen i uzajamno povezan
celozivotni proces, u kojem su razli¢iti aspekti razvoja (bioloski, psiholoski i
sociokulturni) neodvojivo povezani, integralni delovi jedne obuhvatne i
promenljive celine koju nazivamo razvojem li¢nosti.

Holisticka perspektiva podrazumeva da se jedan deo ili aspekt li¢nosti i
razvoja pojedinca moZe razumeti jedino u sklopu celine, koja je primarna i
nadredena pojedina¢nim delovima ili aspektima li¢nosti i njenog razvoja. Ona
takode znaCi da razumevanje razli¢itih odlika tog razvoja zavisi od njihovog
odnosa sa drugim odlikama ili aspektima, kao i sa kontekstima u kojima se
ispoljavaju. Isto tako, u toj sloZzenoj meduigri, promene u jednom aspektu razvoja
uticu na promene u drugim aspektima razvoja pojedinca. Radi boljeg
razumevanja holisti¢kog pristupa, vazno je naglasiti da se u njemu prihvata da se
izdvojeni delovi (aspekti, procesi, funkcije i sl.) mogu istrazivati kao takvi, ali se
pri tome snazno istiCe da se oni uvek moraju posmatrati kao delovi jedne celine
(vise o tome, v. Zlatanovi¢, 2018, 2019). Posmatrano u tom svetlu, u igri — u
»hedeljivom svetu igre, kako kaZe Kajoa (Kajoa, 1979: 200) — na uzajamno
povezane nacine prisutni su delovi celovitog razvoja deteta, tj. ranog razvoja
njegove licnosti kao temelja kasnijeg individualnog razvoja. A taj razvoj,
eriksonovski reeno, prirodno se odvija kroz periode ili stupnjeve tranzicije i
transformacije koji vode oblikovanju samopoimanja (pojma o sebi) i identiteta
kao srzi licnosti i sklopa crta ili osobina li¢nosti, koje su povezane sa tom srzi
linosti i pod njenim su uticajem, ¢ine¢i zajedno psiholoSku jedinstvenost ili
neponovljivost svake osobe.
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Vrednost igre za rani razvoj kreativnosti

Jedna posebno vazna vrednost igre i smisla za igru tiCe se razvoja
kognitivnih procesa kreativnosti (tzv. kreativne kognicije) i kreativnih potencijala
dece. Jer, igrajuc¢i se dete je u prilici da spontano u¢i da prevazilazi poznata
reSenja i da traga za reSenjem problema, da unosi zamisljeno u svet realnosti i da
na taj naCin razvija svoju ,kreativnu inteligenciju®. Ovaj termin Alan Rou
upotrebljava da oznaéi nacin na koji koristimo svoj kreativni potencijal i tie se
nasih osnovnih vrednosti i na¢ina na koji dozivljavamo svet oko sebe, a ujedno
objasnjava aspekte li¢nosti koji nas podstiCu na kreativno izraZavanje ili
postignuce (Rou, 2008: 6-7). Moglo bi se razlozno reé¢i da ukoliko bi dete bilo
liSeno igre i igranja, uskradeno igrovnog stvaranja imaginarnih svetova ili
moguénosti da svojom spontanom mastom preoblikuje realnost i stvara
alternativne svetove, onda bi se ono formiralo kao umnogome pasivno, bez
radoznalosti, neslobodno, rigidno, stereotipno ili konformizmu sklono bice. A, u
jednom vaznom motivaciono-kognitivnom smislu, formiralo bi se kao bice sa
slabo razvijenom unutra$njom motivacijom i sputano u razvoju i uveéanju
takozvanog divergentnog misljenja (nasuprot ,konvergentnom* misljenju).
Gilford je takvo miSljenje smatrao merom kreativnosti i konstruisao je test za
merenje tzv. divergentne produkcije — broja raznovrsnih odgovora koje ispitanik
daje na svaki ajtem testa (viSe o tome, v. Guilford, 1967). Posredi je oblik ili stil
misljenja za koji je karakteristicno misaono ,kretanje* u razli¢itim pravcima i
koji se u psihologiji ¢esto povezuje sa kreativno$éu (Reber i Reber, 2010: 334).
Jer, obuhvataju¢i razliCite relevantne aspekte kroz divergiranje ideja, ili
sagledavajuéi stvari (problemsku situaciju) iz razli¢itih uglova, takvo
neuobicajeno i imaginativno misljenje ne dovodi do jednog odgovora, nego do
veceg broja razliCitih i potencijalno novih i korisnih ideja i reSenja problema (Sto
je Gilford oznacio terminom ,,divergentna produkcija‘).

Otuda je za razvoj i vaspitanje dece sustinski vazno da moraju imati Sto
vise mogucnosti u svom socijalnom okruzenju da se kroz igru slobodno,
konstruktivno i kreativno izraze da bi postepeno razvijala ne samo svoje talente i
kreativne potencijale, nego i divergentno misljenje, intelektualnu radoznalost,
originalnost i druge vazne kognitivne Cinioce stvaralatkog procesa. U tome,
naravno, uloga odraslih je da pruZe suportivne uslove, da podrZe i ohrabre decu
da igraju¢i se slobodno istrazuju i isprobavaju nove ideje, izazove i iskustva, da
sticu uvide i ufe o spoljnom svetu i sebi samima. Takve aktivnosti su bliske
detetu; StaviSe, one su duboko u prirodi deteta.

To je posebno vazno iz dva glavna razloga. Na prvom mestu, zato $to je
rano detinjstvo (od 2. do 6. godine) posebno vazan razvojni stadijum, tokom
kojeg dete dozivljava intenzivan psihofizicki razvoj, ovladavajuéi pri tome
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ogromnom koli¢inom znanja i vestina i §to se ve¢ u tom ranom uzrastu pojavljuju
U punoj snazi stvaralacki procesi, koji se najbolje odrazavaju u de¢jim igrama —
posebno u igrama koje ukljucuju stvaralacku mastu (v. npr. Vigotski, 2005: 20).
Drugo, zbog toga Sto je kreativnost jedan od najpozitivnijih aspekata ljudske
prirode i Sto je razvoj li¢ne kreativnosti uvek jedan od veoma pozeljnih ishoda ili
ciljeva de¢jeg vaspitno-obrazovnog procesa. Posmatrano iz Sire psiholoSke
perspektive, s tim u vezi treba naglasiti da podsticanje ili ohrabrivanje igrovnog
razvoja razliCitih aspekata kreativnosti i stvaralatkog ponaSanja uopSte nije
znac¢ajno jedino za proces de¢jeg kognitivnog razvoja. Ovakvo ponasanje je isto
tako vazno i za razvoj mnogih vaznih odlika funkcionisanja li¢nosti, psiholoskog
zdravlja 1 pozitivnih atributa motivacije i li¢nosti — atributa ili osecaja kao $to su
inicijativa, aktivnost (proaktivnost), samomotivisanost, autonomija, radoznalost,
vitalnost, osecaj kompetencije, slobodna volja, originalnost, pozitivna slika ili
pojam o sebi, samopouzdanje i samoefikasnost, fleksibilnost, otvorenost prema
iskustvu ili prema mnogostrukim iskustvima — a, sledstveno, i za sveukupnu
emocionalnu dobrobit deteta, za njegov zdrav psiholoski razvoj (v. Zlatanovic,
2015).

Dodajmo prethodno recenom da psihoanaliticki decji psihoterapeut
Donald Vinikot naglasava da stvaralacko prepoznavanje, identifikovanje ili
razumevanje onoga $to je opazeno i $to se asimiluje sa ve¢ postoje¢im znanjem ili
unutrasnjim iskustvom vise no ita drugo ¢ini da pojedinac oseca da je Zivot
vredan Zivljenja. Nasuprot tome je nekreativno Zivljenje, za koje Vinikot kaZe da
predstavlja ,,povodljivi odnos prema spoljasnjoj realnosti, gde se svet i njegove
osobenosti priznaju, ali samo kao nesto u $ta se valja uklopiti, ili nesto Sto zahteva
prilagodavanje* (Vinikot, 1999: 83). Ovakva povodljivost povlaci za sobom
osecaj jalovosti i ideju da niSta nije vazno jer zivot nije vredan Zzivljenja.
Naglasavajuéi Sire psiholosko-psihoanaliti¢ko znacenje ideje kreativnosti koje se
odnosi na senéenje celokupnog stava prema spoljasnjoj realnosti, Vinikot
primec¢uje da se povodljivi, nekreativni nacin zivljenja u svetu prepoznaje kao
poremecaj u psihijatrijskim odrednicama i zakljucuje verovanjem ,,da je Ziveti
kreativno zdravo stanje, a da je upodobljavanje bolesna osnovica za Zivot*
(Vinikot, 1999: 84).

Neke od navedenih pozitivnih odluka motivacije i li¢nosti heposrednije su
povezane sa kreativno$¢u — na primer, otvorenost prema iskustvu. S tim u vezi,
razmatraju¢i uslove unutar pojedinca (psiholoske ili licnosne uslove) koji su
najteSnje povezani sa potencijalno konstruktivnim stvaralastvom, Karl RodZers,
istaknuti humanisticko-fenomenoloski orijentisani psihotrapeut i teoretiar
li¢nosti, isti¢e otvorenost prema iskustvu kao vazan psiholoski uslov stvaralackog
odnosa i ponaSanja. To zapazanje je izvedeno iz njegove psihoterapijske prakse.
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Prema Rodzersu, otvorenost prema iskustvu (doZivljaju) predstavlja suprotnost
psiholoskoj ogranicenosti i odbrambenosti. Osoba koja je otvorena prema
iskustvu ne opaza stvari drzeci se unapred odredenih kategorija. Umesto toga, ona
je svesna egzistencijalnog trenutka onakav kakav on jeste i na taj nacin je
osetljiva prema mnogim dozivljajima koji su van uobicajenih kategorija (Rodzers,
1985: 267). Pored toga, otvorenost prema iskustvu podrazumeva odsustvo
krutosti i propustljivost granica u pojmovima i pretpostavkama, a to dalje znaci
sposobnost da se toleriSe dvosmislenost i da se prihvati konfliktna informacija. Za
RodZersa, ova ,orijentacija ka Sirini* ili potpuna otvorenost prema svesnosti
onoga Sto postoji u tom trenutku predstavlja vaZan unutradnji uslov
konstruktivnog stvaralastva. A, najzad, vredno je i RodZersovo zapaZanje da je sa
otvoreno$¢u i odsustvom krutosti povezan sledeci unutra$nji uslov stvaralastva:
moguénost igranja sa razli¢itim elementima, zamislima ili pretpostavkama. 1z
spontanog igranja i istrazivanja idejama, bojama, oblicima i odnosima nastaju
kreativne odluke i reSenja, a time uopSteno nastaje ono $to Rodzers opisuje kao
»stvaralacko videnje Zivota na nov i znacajan naéin*“ (RodzZers, 1985: 268).

Posmatrano iz razvojno-psiholoske perspektive, na edukativhom i
razvojnom putu deteta vazno je, kao Sto je joS Lav Vigotski naglasio (v. npr.
Vigotski, 2005), prepoznavanje znafaja spontane pojave rane Kkreativne
imaginacije, kao specificno ljudske sposobnosti, u razli¢itim igrovnim
aktivnostima, koje se u nauc¢no-struénoj literaturi oznacavaju terminima kao §to
su igre maste, igre fikcije, igre uloga ili simbolic¢ke igre. Roditelji i profesionalni
vaspitaci treba da podsti¢u takve imaginarne igre, jer one pruzaju mogucnost deci
mladeg uzrasta da uzivljavanjem u zamisljenu situaciju slobodno stvaraju novu
stvarnost ili da na svoj nacin iskazuju svoje videnje stvarnosti. Razmatrajuéi ovu
vrstu ili tip deéjih igara, Lav Vigotski je naglasio da u njima veliku ulogu ima
podrazavanje onoga §to su deca videla ili ¢ula od odraslih, ali da se ipak ti
elementi ranijeg iskustva deteta nikad ne ponavljaju onako kako su izgledali u
stvarnosti. Tako, ,,igra deteta nije prosto secanje na dozivljeno, ve¢ stvaralacka
prerada ranijih utisaka, njihovo kombinovanje i stvaranje od njih nove stvarnosti,
koja odgovara zahtevima i interesovanjima samog deteta. Isto kao igra, i teznja
deteta za stvaranjem je stvar maste* (Vigotski, 2005: 20-21).

Ovakve mastovito osmisljene igre — u kojima deca sa uZivanjem i
predani$¢u uCestvuju, prelazeci lako iz realnih u imaginarne svetove — visestruko
su znaCajne za prirodni proces razvoja dece predskolskog uzrasta. One su
posebno vaZzne za detetov Kkognitivni razvoj i, s tim u vezi, za rani razvoj
kreativnosti zbog ucestvovanja sposobnosti simbolickog predstavljanja,
kreativnog miSljenja i kreativne imaginacije u razli¢itim oblicima kreativnog
izrazavanja u ranom i kasnijem detinjstvu. Jer, takve igre u kojima se grade i
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odigravaju razli¢ite nove situacije, uloge i interpersonalni odnosi, u kojima se
iskazuje sposobnost kombinovanja ili konstruisanja iz elemenata, uporedo sa
ubrzanim ovladavanjem novim vestinama i znanjima, ne samo $to zadovoljavaju
potrebu deteta za istrazivanjem, nego su izvor razvoja individualnih kapaciteta i
kreativnosti — kako one ,,male” ili svakodnevne, tako i one ,velike®, izuzetne
kreativnosti. S tim u vezi, Lav Vigotski je davno istakao da ,,stvaralastvo postoji
ne samo tamo gde se stvaraju veliki istorijski dogadaji nego svuda gde Covek
masta, kombinuje, menja i stvara neSto novo, ma kako to novo izgledalo sitno u
odnosu na ono §to su stvorili geniji“ (Vigotski, 2005: 20). A Abraham Maslov,
humanisticki teoretiar liCnosti, zalagao se za holisticki pristup liCnosti i
kreativnosti, u kojem se problem kreativnosti prevashodno razmatra kao problem
kreativne osobe. To podrazumeva razmatranje pitanja razvoja osobe koja bi bila
kreativnija u svim oblastima zivota i koja bi svojim stvaralackim naporom
ostvarila (aktualizovala) sebe i svoje potencijale, dosezuéi vise nivoe jedinstva i
integracije licnosti, a to ujedno znaci i svog psiholoskog zdravlja (v. npr. Maslov,
2001).

Konacno, svemu recenom treba dodati da je od posebne vaznosti to da su
decja igra i igranje, kao i u slu¢aju odraslih, ujedno izvor i izraz individualne
slobode. Otuda je igra velika i uvek Ziva metafora ljudske slobode. Ona je njeno
oli¢enje, njen saveznik i prijatel;.

Umesto zakljucka: se¢anja na decje igre dve izuzetno kreativne

liénosti. Prva prica: sec¢anje Stivena Hokinga

U knjizi memoara sa naslovom ,Kratka povest mog Zivota“ (Hoking,
2013), izlazuéi se€anja na rane pocetke razvoja svog naucnog interesovanja za
fiziku i astronomiju, slavni teorijski fizi¢ar Stiven Hoking istakao je da je jos u
ranom detinjstvu, obeleZenom strogo$¢u i oskudicom ratnih i poratnih godina,
ispoljio snaznu sklonost ka izmiS$ljanju razliCitih slozenih igara. Kao dete,
strastveno se zanimao za vozice-igracke, koje je dobijao na poklon od svojih
roditelja. Kasnije, tokom adolescencije, uprkos nedostatku manuelnih sposobnosti
i vestina ali snazno rukovoden Zeljom da pronikne u sustinu stvari i da napravi
modele koji se kre¢u i koje moze da kontroliSe, predano se posvetio izradi
razli¢itih modela brodova i aviona, §to je Cesto zahtevalo reSavanje neocekivanih
zagonetki i problema.

Te igre sa konstruisanjem modela ili maketa Stiven Hoking povezuje sa
svojim kasnijim nau¢nim interesovanjima i stremljenjima, nalazeéi u njima iskre
svojih spoznaja i uvida. Tako, govoreéi o razvoju svoje stvaralacke inteligencije,
svog kreativnog pristupa fizickim fenomenima i €injenicama, kao i o pocecima
svoje naucno-istrazivacke radoznalosti, Hoking u slede¢em citatu iznosi
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zanimljivo zapazenje: ,,Mislim da su sve igre, kao i vozovi, Camci i avioni,
proizaSli iz moje teZznje da saznam kako sistemi operiSu i kako se kontroliSu.
Kada sam poceo rad na doktorskoj tezi, pomenute teznje su se susrele u
istrazivanju kosmologije. Ako ste u stanju da razumete nacin rada vaseljene, na
izvestan nacin je kontroliSete* (Hoking, 2013: 19). U ovom zapaZanju sazeto je
iskazano prevodenje njegovih kreativnih decjih igara i interesovanja u kasnije
razvijene apstraktne naucne ideje i kreativna reSavanja problema teorijske fizike i
astronomije.

Druga prica: seéanje Ingmara Bergmana

U svojoj autobiografskoj knjizi ,,Moj Zivot: Laterna magica“ (Bergman,
1990) Ingmar Bergam — istaknuti Svedski filmski i pozorisni reditelj, a uz to i
talentovani pisac — je pruzio opis i tumacenje svog Zivotnog puta i sebe samog,
podstaknut namerom da u svojoj liénoj pri¢i rekonstruktivnim autobiografskim
se¢anjima na proslo vreme svog zivota steCenim uvidima bolje razume izbledela
ili davno iScezla iskustva i oseéanja, koja su mogla imati snazan uticaj na
formiranje njegove jedinstvene li¢nosti i umetni¢kog stvaralastva.

Drzeéi se implicitnog interpretativno-fenomenoloskog uverenja da svaki
opis predstavlja oblik tumacdenja i nastoje¢i pri tome da poveze mozaik svojih
seanja sa sopstvenim filmskim stvaralastvom, u ovoj knjizi Bergman je vrednim
literarnim stilom izloZio i zanimljive fragmente secanja na igre koje su ga
fascinirale u detinjstvu i koje su, kako se pokazalo, rano podstakle i odredile
njegova interesovanja i formu njegovog autenticnog umetnickog
samoizraZavanja. Tako, na primer, Bergman opisuje svoj oCaravajuéi prvi susret
sa filmom i kinoprojektorom u detinjstvu kao dva izuzetna rana Zivotna trenutka,
njemu li€no posebno vazna, koja su predstavljala ushi¢ujuce, carolijom ispunjene,
pocetke jedne trajne zaokupljenosti, ,,groznice™ koja ga nije napustila do kraja
njegovog Zivota. Tokom kasnijeg rada na snimanju i montazi filmova, iznova je
dozivljavao onaj, kako ga je opisao, ,,vrtoglavi osecaj ,,Carobnosti iz detinjstva“
povezan sa oktretanjem filmske trake i pojavom pokretnih slika (Bergman, 1990:
79). Pored toga, u svojim ozivljenim autobiografskim se¢anjima Bergman takode
spominje malo pozoriste lutaka kao svoju omiljenu igracku (igru), kojom je
mogao slobodno da gospodari pozornicom i da svojom kreativnom mastom
izmislja i postavlja razli¢ite scene i likove, kao i igru pravljenja neke vrste
stripova i staru kinesku igru senki — svojevrsni igrokaz sa senkama figura u
pokretu i glumljenim likovima. Sve te igre pruzale su mogucnost kreativnog
osmisljavanja i organizovanja sadrzaja, likova (uloga) i pojedina¢nih scena.

Dodajmo ovome da je Bergman u svom nelinearnom autobiografskom
narativu — odnosno, narativnom samoistrazivanju ili samopreispitivanju kroz rad
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svojih secanja — opisao sopstveno detinjstvo kao Zivotno doba ispunjeno kako
svakodnevnim ustaljenim ritmom i dosadnim obavezama, tako i kreativnim
igrama i nesputanim mastarijama i usamljenickim sanjarenjima, sazimajuci
iskustvo i vreme svog odrastanja i unutrasnjeg razvoja slede¢im recima: ,,Igrao
sam se svojih usamljenih igara ne tugujuci za drustvom* (Bergman, 1990: 25). Te
razli¢ite scenske igre — kojima se Bergman jo$ u detinjstvu poceo suprotstavljati
nezanimljivoj 1 predvidljivoj koloteCini svakodnevnice, a moguée i tipicno
skandinavskoj, ili mozda njemu svojstvenoj, melanholiji — ¢inile su jezgro razvoja
njegove plodotvorne umetnicke imaginacije ostvarene tokom zivota kroz
vrhunsko filmsko i pozoridno stvaralastvo.

Izlozena secanja na pocetke otkrivanja svog kreativnog potencijala i ¢ari
kreiranja novog kroz igrovne aktivnosti dve slavne, autenti¢ne i u svojim
domenima stvaralaStva izuzetno kreativne li¢nosti, Stivena Hokinga i Ingmara
Bergmana, imaju kao zajednicki imenitelj snaznu sugestiju da je sdma sustina
kreativnosti upravo igra — nesto sa ¢ime istinski stvaralac nikada ne prestaje. Jer,
samoizabranu igrovnu aktivnost licno dozivljava kao sustinu procesa svog
kreativnog samoizraZavanja i samoispunjenja, ostajuci tako psiholoski povezan sa
sopstvenim detinjstvom kao vaznim periodom ranog razvoja liCnosti i
kreativnosti.
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Ljubisa D. Zlatanovi¢
CHILDREN’S PLAY AS THE CENTRAL ACTIVITY IN THE EARLY
DEVELOPMENT OF PERSONALITY AND CREATIVITY

Abstract: Although “play” is a term often broadly and loosely used, it
could be said that in this field of psychological research there is a general
agreement that play is any activity engaged in voluntarily, with interest and for
the enjoyment it gives. As unquestionably the main activity and the integral part
of children’s everyday life, play has especially important role during the early,
formative years of individual life. Linking together child’s inner and outer
worlds, it has a unique capacity to make many-sided developmental contributions,
helping the child to develop as a person. As such, children’s play represents a
creative base for overall and optimal early growth and development of
personality. Therefore, the starting point for the consideration of this topic makes
the holistic approach — i. e., a viewpoint that individual development is a complex
and inter-related process, in which different aspects of development are
essentially intertwined, integral parts or components of one broader whole named
“personality development”. Emphasizing that in a play as the child’s natural
medium of self-expression are in many closely related ways well mirrored all the
main aspects of child development, in the article are concisely considered its key
developmental values. In this, a special attention is paid to value of play in
development of children’s creative cognition and creative potentials.

Keywords: children’s play, creativity in children, childhood, early
personality development, holistic approach.
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COGNITIVE SIDE OF GAME-BASED LEARNING

Abstract: This paper is based on the assumption that in order to properly
study the application of games as learning environments, we have to take several
aspects into account. In order to successfully cover this topic, we need to first
define game-based learning and then discuss pertinent theoretical models, which
would not exist without the concept of playfulness. After that, our attention will
focus on how to create games that facilitate learning by engaging the participants
in affective, behavioural and cognitive manner. Finally, we will discuss affective,
motivational and cognitive elements of game-based learning and describe how
game-based learning can be used in practice through the game called Portal. The
conclusion of our paper is that game-based learning has yet to live to its full
potential and any pertinent research needs to include motivational, cognitive and
affective aspects of game-based learning and how games may be utilised to fully
support the learning process.

Keywords: game design, games in education, scaffolding, cognitive
development.

Introduction

The use of games in education is not something novel. But the last
decade and growing expansion of all sorts of games has naturally raised the
question of how to utilise this trend for educational purposes. In order for games
to be utilised within the educational context, multiple perspectives need to be
taken into account since games cannot be copy-pasted into the educational
environment. Rather, they have to be carefully designed and have clear learning
outcomes. Additionally, games have to take into account motivational, cognitive,
social and affective elements pertaining to the students who will be exposed to
such games. The main prerequisite for the successful transposition of games into
the educational environment is already very strong. Namely, numerous studies
(Homer, Hayward, Frye & Plass, 2012; Lenhart, Smith, Anderson, Duggan &
Perrin, 2015) have found that both girls and boys love digital games and that
there are no significant differences in terms of how much time boys and girls
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spend playing digital games. So, we can safely argue that digital games are an
ideal medium for learning and have significant untapped potential, which can be
taken advantage of only if the games are carefully designed in terms of the above-
mentioned elements. Another point that will be discussed in this paper is that,
despite our claim that they are an ideal medium for learning, games still have to
be adapted for educational purposes, since the introduction of this kind of
learning is not necessarily immediately beneficial. Games with poor mechanics,
rewarding system, convoluted plot or numerous plot holes may serve as
educational deterrents, not incentives. Thus, any game design needs to
incorporate a carefully thought-out game model and mechanics which are
methodologically sound.

Additionally, this article strives to provide a theory-based approach to
learning and games which may be understood as motivating environments which
make learners process more information than in a traditional classroom and which
provide more immersive and context-rich environment which is both cognitively
and socioculturally beneficial for learners. One slight problem is that there are
numerous genres of games such as role-playing, massively multiplayer online
game, first-person shooter, etc. so it is of vital importance to emphasise that
different game genres will best serve different purposes, even though these
different genres have many things in common. In this paper we will try to provide
a theory-based approach to learning and games. It is of vital importance that we
incorporate multiple views pertaining to game design and learning. One of the
games that can exemplify almost all of the above-mentioned notions is the game
called Portal, which is the game the author of this paper regularly uses in his
lectures. This game proved to be exceptionally useful, dynamic, adaptable and
modular, which are game features that are beneficial for students learning a
foreign language. Moreover, it is based on quality and well-researched
methodological grounds, because its designers wanted to promote lateral
thinking, game cooperation and learning in general. Before we move to the game
itself, and in order to properly introduce this topic, let us first discuss what game-
based learning is and what theoretical models can be used to link learning and
games.

The definition of game-based learning

Simply put, game-based learning can be understood as a learning device
with clearly specified learning outcomes (Shaffer, Halverson, Squire & Gee,
2005). Another point which may be added to this definition is that this learning
device prioritises game play over other learning conduits (Plass, Perlin &
Nordlinger, 2010). This is where we may draw the line between game-based

235



Igor D. Ivanovié

learning and gamification. Game-based learning may be understood as game-
assisted learning, where more emphasis is placed on the use of game elements in
order to motivate learners to complete tasks that would otherwise not be that
interesting. Thus, game-based learning aims at taking a school subject’s core
content and objectives and making it fun. On the other side, gamification utilises
game mechanics in a non-game context in order to drive learning outcomes and
direct somebody’s behaviour in a desired direction. This distinction partially
clears the situation up, but the irony is that scholars do not agree on the exact
definition of a game. A very important notion is that any definition of games
should include their interactivity, since this is where games significantly differ
from static and non-interactive traditional methods of teaching. For the purposes
of this paper, a “game” will be defined as an interactive system in which players
engage in an artificial conflict/collaborative activity, defined by rules, that results
in a quantifiable outcome (Salen & Zimmerman, 2004: 80).

Shaping our cognitive development

The fact that cognitive development can be boosted by play is not
something of a novelty. In 1962, Piaget found the link between children’s
cognitive development and play. He found that play usually becomes more
complex, symbolic and abstract as children develop their cognitive abilities. This
enables children to bypass and go beyond their immediate reality by pretending
an object is something completely different. What is interesting is that children
are able to have several representations of reality. This further develops their
symbolic thinking as children go through different developmental stages
(DelLoache, 1987) and leads to the acquisition of a theory of mind (Astington,
Harris & Olson, 1990) and emergent literacy and numeracy (Homer & Hayward,
2008). Another important aspect of play is the reinforcement schedule pertaining
to games where rewards are obtained intermittently which leads to heightened
desire to play these games even more. Intermittent rewarding scheme is of vital
importance in games and play since, in terms of education, easy games would
relatively soon become boring. This would make them completely unsuitable for
educational purposes. In the same vein, very difficult games would frustrate the
players who would then quit. Interestingly enough, children of almost all ages are
able to find that sweet spot in terms of game difficulty, since they want to invest
some effort and show their skills, but do not want to be frustrated by the lack of
progress. This fine-tuning of games in terms of their difficulty and other elements
as well was brilliantly described by Vygotsky (1978), within his “zone of
proximal development” (86). He argued that play enables children to acquire and
develop their cognitive skills that are slightly beyond their current cognitive level.
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By playing as if they were older, wiser and more experienced, children are able to
simulate what it would be like to be in some situation, how they would react,
what they would say, etc. These simulations allow children to become more self-
aware and aware of their immediate surrounding. This is, in part, the reason why
younger children are very keen on copying the behaviour of their parents and
friends, especially older friends. So, what makes games suitable for learning and
which elements need to be considered in order to have beneficial learning
outcomes? One of the best-known arguments in favour of using games as both
effective and efficient learning environments is centred around motivation and its
effects on our behaviour or volition. Motivation makes learners willing and able
to spend more time and concentrate harder on the task at hand. Here, motivation
is directly linked to and caused by interesting game mechanics, which is one of
the most important elements to be considered while designing a game. ldeally, a
game designer will always try to create an interesting game workflow, rather than
to embellish an uninteresting learning process and enhance it by a game. If
motivation is at a sufficient level, in the majority of cases, it will naturally lead to
increased player engagement. According to Domagk, Schwartz & Plass (2010),
there are three types of engagement: affective, behavioural and cognitive. In the
majority of cases affective and behavioural engagement will lead to cognitive
engagement, which is usually one of the main elements which needs to be
achieved if we want to fulfil certain learning outcomes. In terms of the affective
side of game-based learning, such learning model has to allow for an undesirable
outcome. This “failure scenario” has to be embedded into all games and must not
be presented to learners as something which is negative or detrimental to their
learning. Rather, it has to be presented as a necessary step within one’s learning
curve. Here, failure is an option and several studies (Hoffman & Nadelson, 2010;
Barab, Warren & Ingram-Goble, 2009; Kim, Park & Baek, 2009) have shown that
if the exit strategy (failure in terms of performing a certain task) is not too
emotionally costly for learners, they will be more willing to take risks and try
new things. Apart from these three types of engagement, we must not forget
whether a game is designed to be a co-op game. Social engagement is of vital
importance since the achievement of any objective, in this kind of games, is
inextricably linked to collaboration and in some co-op games, objectives
(learning outcomes) cannot be achieved if only one participant is par for the
course, because those objectives contain weighted points.

Different participants will react differently to similar games and
situations. This is why game design has to take into account numerous different
scenarios and be customisable. If a game is customisable it will have a better
chance of engaging a learner since those games can adapt to a specific situation.
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This kind of adaptivity usually yields better learner’s response. Adaptivity can be
implemented through various types of guidance, feedback and scaffolding which
are present in-game, depending on the previous activity of the learner
(Steinkuehler & Duncan, 2008). Some games enable learners to learn at their own
pace, which means some learners will choose fast-paced games with limited time
(Game of Thrones: A Telltale Games Series) or the games where you can see the
subtitles and give your answer whenever you are ready, which removes some of
the pressure (Duolingo). Another type of games, like the Harvest Game, which
the author of this paper uses for his students at the Faculty of Biotechnology,
requires students to memorise certain words in English in order to be able to
proceed and these words have to be used (drag-and-dropped at the right time of a
season) later on in order to, for example, provide sufficient irrigation to crops. In
this case, students have to memorise a word and then use it strategically at the
right time in order to get points. Students find this game interesting and they
overwhelmingly report that finding a solution to the problem is what makes this
game so interesting and motivating.

Games like World of Warcraft and Fallout are open world games where
players use their skills to navigate an almost infinite range of possibilities. In
terms of language learning, players have to answer in-game questions and those
answers will affect the rest of the gameplay. This is a very important option
which is implemented into many games. Players have to read the question
carefully, understand all the nuances and respond accordingly. In this case, the
game tests their language comprehension (they have to understand the question),
cognitive skills (they have to make the best and most logical decisions in order to
achieve certain goals) and their affective “resistance” (they have to be able to
respond quickly, under pressure and the possibility of failure is always an option).
In the same vein, players are able to set their own challenges, develop their own
and interact with other digital characters, solve problems, collaborate and
compete. In this manner, learners respond to a challenge and, through their
response make way for a feedback. When the feedback creates a new challenge,
we have a loop which prompts learners to provide a different response for the
original challenge (Gentile, Groves & Gentile, 2014). Therefore, a constructivist
game would enable players to define their own challenges, find a way to navigate
those challenges (players’ response) and provide feedback. On the other hand, a
behaviourist game would limit the choices presented to a player, steer him or her
into the territory of a right or wrong answer and provide corrective feedback,
which should close the loop and serve as an enticement for the next set of
challenges and appropriate responses. This model describes the foundation of
almost all games, whether they tend to be linear or nonlinear. Both constructivist
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and behaviourist games tend to rely on a strong narrative and visual effects in
order to enhance game mechanics and make it more enjoyable. Thus, many
games are artistic masterpieces (Salen & Zimmerman, 2004).

According to Mayer (2005), if a cognitive perspective of a game is to be
the main driver leading to different learning outcomes, the game needs to be able
to help the player create his or her mental model. Mental model is the mental
representation of game mechanics, information, visuals and other pertinent
elements integrated based on prior knowledge. If this mental model is
successfully created and clear to the player, this may help us reach appropriate
cognitive outcomes. In order to be created, mental model must not be too costly
in terms of mental power needed for its processing, because excessive mental
loads may deter the player from further play. This mostly happens if a game is
confusing, with a lot of plot holes and is not cognitively engaging. This is why
game designers should avoid convoluted game plans and narratives. Ideally, the
story itself should be relatively simple, but the game play and the interaction
between the characters should be more or less complex and cognitively engaging.
So, how do games facilitate successful cognitive outcomes?

How do games facilitate successful cognitive outcomes?

Transferability of situated learning

Situated learning is where the true potential of games lies because
learning within a meaningful setting is one of the most engaging types of
learning. Players learn best if they are able to “live through” and “feel” what they
are learning. Different studies (Gee, 2003, 2007, 2008) have shown that the
engagement of one’s affective side helps increase cognitive engagement and
facilitates learning. Transferability of situated learning refers to the fact and need
to apply our knowledge outside of classroom. If our students can make logical
connexions between a gameplay and a real-life situation, then we have
successfully transferred their knowledge and fulfilled one of the main aims of the
learning process. We can use two ways to transfer knowledge to a new situation:
soft and hard transfer. Soft transfer is achieved through repetitive practicing or
drilling in order to reach a certain level of skills. Hard transfer is done by the
correlation of experiences which differ, but still share some common features.
Both can be used to reinforce existing knowledge, but, whenever possible, hard
transfer should be given priority since it is generally better for critical and
abstract thinking, which are among the most sought-after skills.
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Dynamically Adaptive Scaffolding

Scaffolding was first introduced by Burner, Ross and Wood in 1976 as a
way to describe how a person with a higher level of knowledge can direct a less
experienced and knowledgeable learner to a certain learning outcome. The main
idea is to have guided or supervised learning whereby a tutor or mentor guides a
learner by controlling the elements which are beyond the control of the learner
which enables the learner to focus on the task at hand. Since games are getting
more and more instructional, the natural result of those in-game instructions is a
scaffolding scheme which can be used to support learning. These in-game
instructions act as an aid which helps learners achieve what would generally be
outside of their reach. In this manner, in-game instructions act as Vygotsky’s
zone of proximal development (Pea, 2004). Additionally, Pea (2004) claims that
true scaffolding has to have a dynamic evaluation in terms of the skills we want a
learner to acquire. This dynamic evaluation is of vital importance and, for
example, games can vary their difficulty if their algorithms identify that some
parts of the game are too easy or too difficult for a learner. This is done
automatically, i.e. without the learner’s input, so the learner is usually not aware
of this background activity. Another important part is that scaffolding has to be
able to “remove” itself from the learning process, once it realises the learner is
able to master all or the majority of the skills we want him or her to acquire. Pea
uses the phrase “progressive fading” (2004: 431f). Practical application of the
above named scaffolding are in-game tutorials where learners’ actions, successes
and failures are closely monitored. In this case, scaffolding navigates the player
and provides substantial feedback. As the game progresses, feedback is reduced
and scaffolding is more or less hidden, although still present. In this manner,
learners can have great benefits. If they succeed, they will be rewarded with a
new skill, piece of knowledge, gratification or sheer entertainment. If they fail,
they will understand that failure is an option and the game will prompt them to try
again.

Effective game-based learning is founded on dynamic, effective and
accurate evaluation of learners’ skills and knowledge. This evaluation has to have
these three features because the dynamic part provides ongoing and real-time
assessment of one’s knowledge, while effective and accurate evaluation enables a
game to increase, decrease or modify the scaffolds. These modifications of
scaffolds enable the game to modify or offer a different task based on the
prediction of how likely that learner will solve a particular problem. This adaptive
difficulty level adjustment is the algorithm which can be used to make a game
more interesting for learners and hopefully more motivating. Once a learner
reaches a satisfactory level of knowledge and skills they can transition to a next
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chapter/topic/item. After a sufficient number of learners have used the game,
game designers can use the game logs in order to retrieve data pertaining to how
much time and how many attempts an average learned needed to complete a
section. These data can be used to tweak and modify the game to better suit its
desired intentions and evaluators can use them to evaluate the appropriateness of
learning outcomes (Shute, Ventura, Bauer & Zapata-Rivera, 2009).

Representation of information and learning mechanics

Compelling visual form of games is another key element which utilizes
the impact of signs within the learning context. In the majority of cases, this
impact is delivered via iconic representation (Mayer, 2005), for example, the
emblem of a red cross to denote places where players can get help. The main aim
of these representations should be to organise pertinent information in a manner
that supports the learning process. It has been shown (Homer & Plass, 2014) that
iconic representations decrease cognitive load and thus help learners at earlier
stages of development. In the same vein, it has been shown that making iconic
representations in a game vaguer and more difficult to spot increases cognitive
load and is more beneficial and suitable for more experienced or advanced
learners who want some challenge. One example of this can be found in the game
called Where is my water! where players need to open different kinds of chests in
order to acquire the required tools. “Good” chests are loaded with useful tools
which help players progress to the next stage. “Bad” chests are loaded with fake
tools which create bad water links and cause leaks to sprout up and down the
water pipeline. The only difference between the “bad” and “good” chests is the
slightly more visible glossy finish of the “bad” chests. Players need to spot this
tiny difference and make split-second decisions. In this case we can see how
visual design can facilitate and improve learning outcomes by guiding players’
visual attention to particular items and by making conceptual links between
different types of iconic representations. Another aspect of games which is of
vital importance is how game elements interact among each other through what is
known as game mechanics. Game mechanics, by embedding learning objectives
founded on appropriate learning theories, become learning mechanics (Homer &
Plass, 2014). This can be done through Evidence-Based Design where game
mechanics directly serve the purpose of ensuring the achievement of intended
learning goals. For example, once a player learns the physics of the game, how
cause and effect are correlated to each other, it becomes much easier for them to
progress through the game, since they are able to understand the underlying logic

! Players need to connect pipes and direct water to farmers who will use it to
irrigate their fields.
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of the game. This means learning mechanics need to be harmonised with the
learning goals and game mechanics. In this way we can get an efficient and
effective “triangle” serving the purpose of obtaining desired learning outcomes.

Game mechanics cannot be properly and adequately described without
motoric engagement of the player which is usually represented thorough his or
her gestures and movements. Ideally, players should find a positive correlation
between their learning goals and motoric engagement. If this link is established, it
is usually much easier for the player to connect perceptual-cognitive aspect of the
game with gesture inputs. Several studies found that “affective alertness”
increases if a player has to use gestures and movements (Isbister, Karlesky &
Frye, 2012).

Practice

How does all of the abovementioned function in practice? For the sake
of conciseness and clarity we will choose one game which, in our opinion,
perfectly exemplifies all of the theoretical points mentioned in the text above.
Teach with Portals® is a project which utilises the game engine built for two
world-famous games Portal and its sequel Portal 2. In this project, teachers can
use this game engine in order to create custom puzzles and populate them with
different kinds of challenges, items, tools and other elements which players may
find useful. Another advantage of this kind of game engine is its versatility. It can
be used to create challenges related to math, physics, language, etc. Thus, usually
the only limitation is the teacher’s creativity, since very little technical knowledge
iS necessary in order to use this game engine and environment. First, let us
describe the game itself.

Game developers usually struggle to find balance between story and
mechanics. But, Portal 2 perfectly blends creative characters, intense atmosphere,
safe and dangerous environments, slow and fast-paced puzzles as well as smart
dialogue and challenging levels. The premise is very simple. Players need to
solve different puzzles in order to progress and to discover the truth. As the game
progresses, challenges become harder, players have to work under pressure and
think outside the box. They have to move from one puzzle (chamber) to another
and on this journey they use the portal gun. This device opens two types of
portals: entry and exit portals. First, players need to learn that momentum is
preserved between any two portals. The second important point is how to use
different types of game props which help the player navigate different puzzles
(gels, companion cubes, etc.). This is where game mechanics are directly linked

2 http://www.learnwithportals.com/
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to learning outcomes. In order to successfully complete a puzzle, a player has to
learn how to “physically” manipulate the cubes, because their weight, position
and orientation will greatly affect the likelihood of completing the puzzle. It is
similar with portals. Their orientation, placement and the timing of opening and
closing a portal are crucial for successful completion.

For the purpose of language learning, we have slightly modified this
game, so that students can experience it in a more tailor-made environment.
Customisations are made so that students can focus on language learning and be
completely immersed into the gameplay and character development which runs
tangent to the main storyline. With this immersion a student will have no
problems to learn words like: cube, portal, momentum, coupling, etc. Of course,
this game can be modified (via its level-design tool, The Puzzle Maker) to serve
almost any purpose. For example, the author of this paper uses a modified version
of the game for the students of Mechanical Engineering. The main aim of this
modified game is to build an internal combustion engine by inserting cubes in
their correct places. On one side of the cubes there is a word, so players have to
rotate the cube to see the word and then to insert that cube into its right place. If
they find the right place for the cube, there is a clicking sound, if not the cube will
disintegrate and respawn at some random location within the “compilation room”.
This means that the player will have to find the cube again and place it at the right
location. This interesting twist is what encourages students to engage in problem
solving tasks. It also tests students’ reasoning skills, since simple “drag and drop”
sequence will not function. Students have to think in advance about their next
step and adjust their game behaviour accordingly. Once all the cubes are
positioned correctly the engine starts working and produces a “vroom” sound,
meaning that the engine has been successfully built and is up and running. This is
one of the strong points of this game, since the nature and the quality of the
feedback this game provides make it a valuable learning tool which is
exceptionally relevant for the academic setting.

Conclusion

Game-based learning quickly became very successful within the
academic context because it is based on a concept of playfulness, which is an
innate faculty of human beings. Building on this innateness, it was soon realised
that game-based learning can be used to facilitate learning by fine-tuning its
parameters. One of these parameters (the others being motivational and affective)
or elements is the cognitive side of game-based learning. Cognitive elements
pertaining to game-based learning are, for the most part, interested in optimising
the cognitive load so the processing of different game elements is sufficiently
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difficult, but not too difficult to discourage students. Finding this “sweet spot” is
by no means an easy task, which is an additional argument as to why multiple
perspectives, professions and theories need to be taken into consideration. Apart
from that, in order to be successful in the academic context, game elements have
to be adaptable and offer the right amount of processing needed for the player to
learn while playing a game. This usually leads to a greater degree of immersion
which is shown to be exceptionally beneficial in terms of, for example, language
learning. One way of adapting a game is to adapt its mechanics, so it is aligned to
learning outcomes. This is done by making the game mechanics a part of the
learning process and experience. Once players make a successful link between the
gestures, movements and the overall physics of the game, these elements become
learning scaffolds helping the learner. Additionally, game-based learning should
strive to activate motivational, sociocultural and affective aspects of learners’
personalities in order to create a strong link between the visual representation of
the game and learning outcomes. If all of these aspects are well-balanced, the
chances are better that the overall gaming experience will be more satisfactory
and the game will be more beneficial for learners. In this paper, as an example of
all of the above-named positive features of game-based learning and its cognitive
aspects we used the game called Portal. We believe Portal should be a role
model game because it incorporates almost everything which is needed for a
game to be successful in terms of, in our instance, language learning. The game
dynamically adapts to the player in terms of its difficulty and may be
programmed in such a way so as to allow for graceful and elegant failure. This, in
turn, additionally motivates students to be even more persistent and do their best
to complete the game and, in the process, learn as many words as possible.
Moreover, the plot is interesting, with many unexpected twists and turns. Game
mechanics and physics are exceptionally intuitive, interesting, fine-tuned and can
be reliably used throughout the game. In terms of customisation, the game offers
practically unlimited possibilities, which is very important since not all
classrooms, students, or educational environments in general are the same. This is
additionally important since teachers and professors do not need to spend much
time to customise this game for their own purposes. It just goes to show the
exceptionally wide range of possibilities related to games and game-based
learning.
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Igor D. Ivanovié¢
KOGNITIVNA STRANA UCENJA POMOCU IGARA

Sazetak: U ovom radu se bavimo kognitivnim elementima vezanim za
koncept upotrebe igara u ucenju. Da bi neka igra ostvarila svoj cilj i da bi ucenik
naucio nesto, ta igra mora da zadovolji nekoliko veoma ozbiljnih elemenata koje
je ponekad izuzetno tesko posti¢i. Prvo, moramo da krenemo od pretpostavke da
je igra u srzi nasih Zivota, nacina razmisljanja, naSe licnosti, itd. To je veoma
bitno za koris¢enje igara u uéenju, jer uspje$no osmisljena igra za uéenje mora da
iskoristi pomenute elemente. Ukoliko igra ostvari emotivnu, motivacionu i
kognitivnu vezu sa u¢enikom, raste vjerovatnoca da ¢e data igra biti uspje$na u
smislu alatke koja sluzi za ucenje. Opsti zakljucak je da je ovo veoma teSko
postiéi, Sto znaci da postoji jo§ mnogo potencijala koji se krije u ovakvom vidu
ucenja. Igre u sluzbi ucenja tek trebaju da ostvare svoj puni potencijal i zauzmu
svoje pravo mjesto u naSim obrazovim sistemima.

Kljuéne rijeci: osmisljavanje igara, igre u obrazovanju, u¢enje pomocu
metodoloske ,,skele”, kognitivni razvoj.
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BAJKA (JE) Y HTPH: FANTASY ROLL-PLAY KAO TUAAKTHYKO
CPEJCTBO

Caxerax: [Tonasehu ox Kajoune momene urapa Ha agon, aleu, mimicry u
ilinx, u Xymsunrune neduunimje urpe Kao cro0oIHe aKIHje Koja je CMEIITeHa y
(hUKIIMOHANHU TOMEH, ¥ paay ce HCIHUTYje OJHOC CIICHAapHja KOMIIjyTepCKe Urpe
»Neverwinter Nights 2 u I[Ipormose koHmemnmje 6ajKkOBHUX (yHKIHja. JeTHO Of
LEHTPaAIHUX MpoOJieMa OBOT pajia THYE CE pPacBeT/hbaBamba JCKOHCTPYKTHBHOT
omHoca wm3Mehy TrejMepcke ,.cmobome” wm3bopa Owha-koje-(ce-)urpa U
opraHuszanyje UrpoBHOr amroputMma. Tymauehw najbe KESHDKEBHH IPEIIIOKAK
WIpe HApaTOJOIIKK U METOJIUYKH, CTYIHjOM Cce oOjallmaBa XUOpHUIU3aIija CBUX
eneMeHaTa KajouHe IyaucTHuUKe TUBH3Hje y cajOep-MPOCTOPY, OACTYNama Of
cmwkea Oajke ycnen rejmudukoBama xaHpa erncke Qanrtactuke y Buay fantasy
roll-play urpe. Ha kpajy, mokasyje ce Ha KOju Ha4yuH je Moryhe mpuMeHHTH
no3HaBame (QYHKIHOHUCAma cieHapuja fantasy roll-play wrapa u urpusux
NPUHIMIA Yy OCMHIJbaBamby BEXKOHM KpPEeaTUBHOT MHUcamba Ha npenmery Cpricku
je3UK W KEIKEBHOCT. Y meMy, yueHHK kao homo ludens, mocraje nocuiman
aKTHUBHOT MPUHIUIIA Kpealrje, OAHOCHO CIO00THOT KEMKEBHOT CTBapallallTBa.

Kmyune peun: Oyuximja, RPG (roll-playing game), FRP (fantasy roll
play), game master, rejMupukayja.

KmuxeBHU J1yAn3aM

KmimkeBHOCT y KoMmIjyTepckum/apyiTeeHum roll-play urpama je
JCKOHCTPYKTHOMIIHA T0jaBa jep ce MpyKa MHOIITBO MOTYHHOCTH MOTHpama
OWHapHE OIMO3MUIMje BHCOKAa/HUCKA KYyJITypa KOje je H3BpIICHO y 100a
nocTMoniepHe. Y ckiomy oBor (eHoMeHa cpehemo BepOaiHO-BU3yEIHU
KOHTPamyHKT Yy KojeM ce mnpernhy LUTaTH CBETCKE KEMKEBHOCTH ca
pa3roBOpHUM CTHJIOM JIMKOBA Y CIIEHAPH]y KOMIIJYTepPCKE HIrpe, MPHCYCTBO
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CTPHIIONMKHX CUtting-crieHa® mapanesnno ca cUM(OHHJCKOM MY3HKOM Y MOIIO3H
ncte. CriermuuIHOCT OBOT HAyYHOT HCTPAXMBamka CACTOJH CE y TOME IITO je 3a
npuMapHy rpaly y3era KOMIIjyTepcka HIpa, a HE HEKH KEbWDKEBHH TEKCT. Y
CTBapH, MU ce (OKycHpaMO Ha CIEHapUO WIpe, KOJU je CBAKaKO KHbM)KEBHH.
3anpaBo CYNKYJTYPHHU IOMEH C€ CMEIITa y HaydHH AUCKYpC, okaszyjyhu mMomyc
y KOME JlaHac er3ucTupa IUPOM CBETa-KOjHu-Ce-urpa.

Kao jeman ox yraoHux kKaMeHOBa y Ty CBpXY mociyxuhe Ham Teopuja
urpe Poxea Kajoaa. Kajouna knacudukaiuja Jeiii urpe Ha ajey, aroH, MUMUKPH
u wimmake (Kajoa, 1965: 42). Anea je xomka, cpeha; acon je Oopba wiu
TaKMHYCHE; MUMUKPU j€ TIPEPYILABabEe a WiUHKC, BEPTUTO, BpToriasuna. Ocum
OBe JUMeEH3Mje, JAWBU3Mja Wrapa CIpOBEAEHAa je 1O  BEPTUKAIU
Heypehenoct/ypehenoct. [IpBy Kajoa masusa paidia a apyry ludus. Osu Tumosu
urapa cy, yriaBHOM IIpeICTaBJbeHH oaBojeHO. Kajoa je cBojy Teopwjy urapa
objaBro 1961. Tokom BpeMeHa, a MOTOTOBY, JaHAC, Y JOMEHY cajoepmpocropa,
JIOIILIO je IO Ca/iejCTBa OBHX IOjaBHUX oONHMKa urpe. Tpeba HAOMEHYTH na je
00IHK UTpe KojuM ce OaBUMO a BE3aH je 3a HACTaBYUTEKaKo ypeheH mpaBmimma.
OH je, mawie, ludus u To mBoctpyku. IIpBH, YHYTpalllki MPHHIMI IpaBUia
ypehyje cama apymreena fantasy roll-play wurpa (y mamem tekcty FRP),
3aCHOBaHa Ha €ICKOj (paHTACTHLH, JOK je JIPYrd NPCTEH IpaBWiia YCIOBJbEH
IIKOJIOM Ka0 MHCTHUTYIIMjOM y OKBUpY KOje ce oBa mrpa oxsuja. OH yKJbyuyje
00pa3oBHe 3axTeBe npeamera CPICKU je3WK U KEHKCBHOCT, M BACIHMTHE, KOJU
peryuIry OJHOC HAaCTaBHUKAM YU€HHKA, OJHOCHO yueHuka mel)y cobom.

Ha npyroj crpanu, Joxan Xyu3uHra BUIU UTPY Kao CII000HY aKLHjy:

JlpeBHa 3ajemHUIIa UTpa ce Kao IITO CE UTPa W IHjeTe U Kao IITO

Cce Wrpa >KMBOTHMA. IbeHa ce Wrpa ox caMor IOYeTKa CacToju OJ

elneMeHaTta KOju Cy jOj CBOjCTBEHH: pei, HAaleTOCT, MOKPETHHBOCT,

CBEYAHOCT W ONYyIICBJbCHE. TeK y KacHU]oj (a3u APYIITBEHOT pa3Boja

Be3yje ce y3 UIpy M MHCao Jia ce BOME HElITO M M3paxkaBa: mpenonda

xwuBota. Illto OGujeme Hekoh HuUjema Wrpa, rmompuMa caia IjeCHUYKH

00nuK. (...) (Huizinga, 1970: 30).

[Mocnenme NOMeHYTH ,,IeCHIYKK o0uK™, y kKoHIenuju FRP-a, mocraje
npuya KOjy BOIHM ,,rocronap urpe™ a (I)ojpxkaBajy/pylle je OoCTaau urpadd. Y
KOMIIjYTEPCKOj BapujanTu oBor xanp, roll playing games (y namem tekery RPG),
TY YJIOTY HMa CLIEHApHO 332 KOMITJyTePCKY UIrpy.

Cutting-cieHa TIpefcTaB/ba Hajuelrhe yBOJHW/3aBPLIIHM 1€0 YHHA Y
KOMIIjyTepCKOj Urpr. Y 1HOj ce M3HOCE 3aKJbYUIld MHTEPAKIHja KOje CYy JIMKOBU
OCTBapwiIH y CIICHAPH]Y.
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Beckpajue MmoryhHOCTH OCMHIIIbaBamka 0ajKOIMKE IPUYE y KAHPY ETICKE
(anTacTuke ca BehmM OpojeM mrpada mMmIDmHnupa (adynapHy OTBOPEHOCT jep
KBBIDKEBHO [IENI0 KOje HacTaje Mopa OWTH ,,0TBOPEHO 3a MOHABJhAA, YUUTABAKbA,
peusBolema, mponsBolerme HOBUX TEKCTOBA, nopaje u ap.« (Rajici¢ Peri¢, 2018:
78). YV mynuukoj konuenuuju Cernane Pajuunh Ilepuh onBojene cy apymrBene
UTpe O]l KIbIKEBHUX: ,,32 PA3NHMKy OJ] JPYIITBEHHX Hrapa y 4Hjoj jeé OCHOBH
TaKMHYCHE, CIIy4aj, CTpareruja, MpepylaBambe WIH BPTOTJIABHIA, KEHHWKEBHO]
urpu He cMemo oxapehm mpuponay uHTenekryamHe pamgme (...) (Rajici¢ Perid,
2019: 93). V nasbeMm TekcTy HaBoge ce mpumece alea-e, agon-a, mimicry-a u
ilinx-a, a Mu kaxxemo na je FRP KOMKO IpyIITBEHA TOJIUKO U MHTEIEKTyalHa, Te
Ja ce oBa OWHAapHA OIO3WIMja YNPaBO y WHTCPAKTUBHOM, JKABOM MOJEIY
mucama, morupe. llIKoncka CTBapHOCT M NPENyIITEHOCT WIPH Yy HACTaBHOM
mpoliecy mperuuhy ce W Taj KpeaTuBHU Ipolec He Tpeba moTuemuBaru: ,,rpa
HHUje caMo 30mJpa Hero je urpa u o30msbpHa. (...) Urpa je Majka ymjeTHOCTH Oarm
Kao mTo je pax ortarl 3HaHOCTU.” (Golub, 1996: 9). YmpaBo u3 oBoOr, 32 YICHUKE
OuTHOT Tporieca, HAcTajy 030MJbHE NpHYe, KOje MOTY IOCTaTH Je0 YIYHHUKHAX
KIbIKEeBHUX nopTdosnja. Tume ce morephyje na ,Mamra cTanyje y urpu” u aa
»Arpa Huje ,maprusanau dgeHomen (Fink, 2004: 333). Coma bpucku Y3zenan
BUAW WIpy Kpo3 Meradopy croupaie: ,JMrpa je, pexocMo, ITyCTOJIOBHHA
MmetadopuyHOra, MOryhHOCT &1a ce CBe IMOBEXE ca CBHUME M H3pa3H CBHME'
cnupaia je uneanna gopma“ (Briski Uzelac, 1996: 92). Ty cnmpany Mu cBaKako
MOXEMO Jia 3aMHUCIMMO Y KpPYXXHOj M3MEHH HUrpada KOju NpH4y MpOUINpPY]y
CBOjUM HacTaBJbamkbUMa pykoBonechu ce ymyTcTBHMMa game mastera (y mabem
tekcty GM), Kora BUANMO Kao IEHTpa BpTiora mpude. therosa yrora je ymora
BOJWTEJhA, 0cobe Koja MoIpiKaBa MPOLEC paja y TPYNH, INTO je BPIO OIMUCKO
yno3u gayurumamopa (Jovi¢ Kuvelji¢, 2005: 9), a akTHBHOCTH KOje WHHUIHpA
Kpo3 mpu4y Tpedajo Ou ja yTude Ha noBehaBame KOHLEHTpaNHje, €Toca Y IPYIIH,
OJJHOCHO Ha jadarbe TUMCKOT JyXa.

FRP u RPG

Y xoMnjyTepckuM urpama, kao mro je RPG urpa ,,Neverwinter Nights®,
XHOpUN3yjy ce npBa Tpu eneMeHTta urpe u3 Kajonne knacugukanuje. Y RPG,
urpauu (opMHpajy HapaTHBHE HJCHTHTETE, JIMKOBE, KOj€ UTPajy y OKBUPY NpUye
koje Boau riaBa urpe (GM). Pasnukyjemo nBa ocHoBa tuna RPG-a: manuphun
(FRP y xanpy erncke danractuke) u enekTpoHcku. [Ipsu je Be3an 3a board game,
JIpyWITBEHY HWrpy ca TabimoM. Y gapyrom, Tabily Mema cajoeprpocrop,
eJIEKTPOHCKN TeHepHCcaH CBET KoMIijyrepcke urpe. OaroBoproct GM-a nexu y
crocoOHOCTH Boljema mpude, Jakie OH Mopa Ja HOoceayje HapaTHBHY OJHOCHO
HapaToOJIONIKY KoMIleTeHIwjy. Mrpaum, raymmou, y obaBe3n Ccy Ja MO3HAjy
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NpaBWiIa WUrpe, OJXHOCHO >XaHpa ercke (aHTaCTHKE, MOIU(UKOBAH 3a OBY
npuuky. OBaj OHTONMyAW3aM KOjH, Tpeko mimicry-a, omoryhaBa yueHHKY
paciiojaBame OMBCTOBama NPEKO pasUrpaBamba MICHTUTETA JIOK IHUIIE U 3alpaBo
noteplyje nma je ,Hadeno wurpe OWT mpupome W cBujera, bora m dYoBjeka,
yMjeTHOCTH U Kyntype y 1jemuHn.“ (Orai¢ Toli¢, 1996: 97). Ca mpyre crpane,
ynora GM-a, koju je Hajuenthe TapoBUT YUYEHHK U 3a NMUCAE U 32 PYKOBOhEHE,
BEOMa je KOMIUICKCHa jep Tpeba na, y3 momoh ocTtamux mnpowmsBene TekcT. OH
Tpeba ma pemn, pedeHo y Manupy Kpucrune EHren ,,nocpenoBamem
MHTEPTEKCTyallHUX, IMONTEKCTYaIHUX M KOHTEKCTyaJHMX ILMTaTta M aiy3uja
MHTEJIEKTYallHH 3aJaTak PEeKOHCTpyKIMje ciuuan kprxabuu.” (Engel, 1996:
257) Ta kpmwxkasbKa, YKPIITSHHIIA, 3aPABO j€ TIOMEHYTH TEKCT TJE Ce JKaHp eICKe
(anTacTuke ymimhe ca WHAWBUAyanHUM (abymapHHM HMITyJICHMa HUTpada-
nmcana.

W3 urpe ca tabmoM pa3BHjeH je MOIEN KOMITjYTepCKe UTpe, TAe YIOTY
GM-a npeys3uma cepBep. Hbero ocHOBHH 3a/1aTak je Ia olIpikaBa PaBHOTEXKY Y
NPUYH, COJIMAHO yIpaBjba (adyllapHHM HPOLECOM, Ja HMa IOBEpeHhe Hrpava-
NpuUIoBerada, Ja pemraBa npoOieMe y CKIONMy Wrpe W BaH me. Urpa je y
PaBHOTEXH aKO ,,je/IaH KapakTep He JJOMUHHMpa HaJl OcTalliMa 300T CBOT o1abupa
eJleMeHaTa Kapakrepa (pace, Kiace, BEIITHHE, CIOCOOHOCTH, YapoJinja, YapoOHUX
cpencrasa utn.)” (Cook, Williams, Tweet, 2000: 10). JloOpo ynpaBibame IpuIoM
NoJipa3yMeBa MO3HaBamke M HAPATOJIOWIKY YINOTpeOy 0ajKOBHHMX (YHKIMja YHjU
Cy HOCHOIM JHMKOBU-TIpUIOBEAaud. 3axBajbyjyhim mobpom ,,hadymapHoMm
meraumenTy“> GM 3a100mja moBeperbe urpada a To My omoryhasa 1a permasa
npobieMe W3HEHaJHOT HapylIaBama paBHOTEXke y UrpH (problem-in-game) (kaxa
HEKO CBOjUM 337100MjeHnM MohnMma Moke yYHHUTH OecrioMohHHMMa CBe ocTane u
Tako HMX Mapanucatd) win BaH me (problem out-of-game) (kaga melyspyncku

2 (abymapHH MEHAUMEHT je [OjaM HACTA0 M3 EHIIECKHX pedn ,,.DM

Management* (Dungeon Master Management, rejM MacTep MEHAIlIMEHT) a OH Ce
OJTHOCH Ha ,,]'€jM MacTepa KOjH MaxJbUBO MOCMATpa KpeTama JIMKOBA U IbHXOBUX
CIIOCOOHOCTH y WIpH, M YHHH Aa urpa Oyme modpo usbamancupana“ (Cook,
Williams, Tweet, 2000: 10) (mpeBeo B.I1.). ®abynapHu MEHAIMEHT je
ynpasibame npuiaom y FRP-u.
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OJJHOCH Yy pEaTHOM CBETY MOT'Y Ja Hapylue/ypyle ogHoce Mely urpaynma TOKOM
HpHHOBenaH,a).3

,Neverwinter Nights“ je jemna oxm wrapa xaupa RPG w mpumama
cepujany ,,The Forgotten Realms* koju je omer meo cucrema FRP-wmrapa
»bungeons and Dragons“. RPG je nmaxne cacraBuu neo FRP. Jlpyru nosnarn
MOJICTIH BE3aHU Cy, Ha mpuMmep, 3a ,,The Elder Scrolls Series“: ,,Morrowind®,
,Oblivion®, , Skyrim“. 3a pasmuky oa mpBOT MOjelNa, I/ie je MpHYa MPITUIHO
JIMHEeapHa ca MUHUMaJIHUM OudypKaljama Koje ce MoTOM YJINBajy y TJIaBHU TOK,
,»The Elder Scrolls“ cepujan Hynu cia000aHu W300p 3aaataka, KBecToBa (quests),
y CBETOBMMA TJI¢ je Wrpa CMeITeHa. JemHa oJ1 3pakacTo pacropeljeHux juHUja
MpHUYa ce aKTUBHPA OHIA Kaja JuK oxabupa 3amarak (quest). Kamga peraBa Heku
OJl 3aJlaTaKka Ha HEKOM O] APYTHX, CIOPEIHHX NPHUIOBEJHUX TOKOBA, IJIaBHA
(abyma ce maysupa. Taj meo cBera Wrpe ,.9eKa” ga ce MPOTaroHHWCTa ITOHOBO
YKJbYYH Y 30MBamba IJIaBHOT TOKA.

»Neverwinter Nights* je urpa mocroju Ha Tpxkumry on 2001. roaune.
Hpyru geo, o xome roBopuMo, m3amao je 2006. roquae. O0a genma mMajy cBoja
NpOLIMpemka, eKCTeH3Mje. Y miMa ce paspal)yjy HapaTHBHH MoJieni oHyheHn y
OCHOBHOM HIpOBHOM nakeTy. ®abysapHi OKBHUp APYTor Jesia urpe GoKycupa je
y ckianamy Maua (Silver sword) koju je HeonxoaaH ja Ou ce mopasuia cuia 3Ja,
Kpase cenku (The King of Shadows.)

BajkoBHM OKBHPH KIH/KEBHOT JIYIM3MA

Ja Oucmo urpoBHH Moxen, Be3aH 3a RPG, mornmm nma mpenecemo y
YYHOHHILy, MOPaMoO Jja CIIPOBEIEMO HapaTOJIOUIKYy aHanmu3y came urpe. ITomro
urpa (yHKIHOHHIIE Ha OIMO3UTHOM Tapy no0po/3no, Oajka je HajmomecHHuja
ratopMa ca Koje MoxkeMo mocMatpaTt (adyriy urpe. @ynkumje 6ajke pyckor
Teopernyapa Brnamumupa Ilporna ocHOBHM Cy HaM anaT y OBOj XepMEHEYTHUKO)]
urpu. [Ipema IIpomnoBoj Teopuju ,,MOXe Ce 3ama3uTH caMoO TPHUIECET M jeTHa
¢ynkumja. Y rpaHunama THX (GYHKIHMja pa3BHja ce pajma CBUX Oajku, Oe3
M3y3eTKa, Koje YMHE Halll MaTepujall, Kao U paliba BeoMa BEIUKOT Opoja Ipyrux
0ajku HajpazmuuuTHjux Hapoxa.“ (Prop, 1982: 70) Kanga mpumenumo Ilpomose

3 PaBHOTEXKY MOTry na uyBajy W ozapeljeHe Kiace JMKOBa Kao WITO je TO
Gapa. bapn, npodecnonuanau necHuk u nesau kox Kenra, y RPG/FRP urpama
erncke (paHTacTHKe Cy JIMKOBU KOjH JPKE ,, IPYKUHY (CKYyIl HTpada KOjH IyTyje)
Ha okymy. bapnoBu cy ¢okycupanu npe Ha apyre Hero Ha cebe. CBOjoM HecMOM
MOIMKY MOpall Tpynu (CIOCOOHOCTH WJIM CTaTOBU pacty). bapaoBu ,,ciayxe Kao
JUIIOMAaTe, MperoBapayu, KypupH, CKayTH U HIujyHu. bapaoBa maruja gonasu
u3 cpra. (Urquhart, 2006: 55, npeseo B.I1.)
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(yHKIIMje Ha TpUMep CIeHapHja KOMIjyTepcke urpe, Kao mTo je ,.Neverwinter
Nights 2, nobujamo cienehe yBume. [ToueTHy 6ajKONHUKY XapMOHH]jy y TIPHYH,
omudeHy y Bamapy y 3amamHoj Jlymm (West Harbor-u), mpexwma Hamazg
nemonmzoBanux Ouha (Bladeling-a i Deurgar-a), koju cy y moTpasu 3a AenoM
cpebpHor Maua. [la Ou pa3perino HacTaiu AucOanaHc, KOMI[YTEPCKU TeHepUcaH
nuk Hamyiita West Harbor, y Hamepu 1a npoHalje aenoBe cpeOpHOr Mava M Tako
4apoOHO CPEICTBO CTaBH y pyke cuie pobpa. [Ipomosa cenqma ¢yHnkimja ,,JyHak
Harymra Kyhy* peaiusyje ce y 0BOM Jielly ClieHapHja urpe. ¥ mperieay npuMeHe
0ajKOBHOT cmkea Ha (alyiy urpe qotuuemo ce: GyHkiuje 2: ,,JyHaky ce uspuye
3a0paHa“, jep He MOXe Jla CTUTHE y LeHTap 30uBama, rpaa Neverwinter momTo
I'ymrreponuku (Lizardfolks) moramajy 6ponose y mecty Highcliff. 3abpane ce
JaHYaHO HUKY, T€ TaKO jyHaK He Moxe na yhe y mecto Blacklake, 36or yonucTsa
nopaa Dalrena, a oBaj Tomoc je 6uran 300T WACJHOT pacBeTJhbaBaba MOhH Mada.
[penpeke cinyxe ga OU jyHaK MOTao Jla CTEKHE HCKYCTBO (experience points), na
npelle Ha BHUINIM HUBO WUTPE, W TOCTaHEe (OPMHUPAHHUjH y KIACH ca OjadaHUM
cnocobHocTMa (aTpubyTtrma). OyHkmja 7: ,,JeqHOME O 4WIaHOBA TOPOIHUIIE
HEIITO HEAOCTaje: OH OM JKeJeo HEIITO Ja MMa™, pasJior je moTpare, jep jyHaka
I1ajse BEeroB cTpu, Jeran He objammasajyhu My 3amro. dynkiuja 8: ,,Hecpeha
WJIM HEJI0CTaTaK Ce CaolIITaBajy; jyHaKa MoJjie WM My Hapel)yjy, maspy ra nim ra
MyHITajy BUIJBMBA je y IIOTparamMa 3a HECTAIUM TOKOM HUTIpe, Ha IpHMep,
Hecrane mnarpone TBphaBe @opriok. dynkumja 14: ,JyHak crtuue yapoOHO
CpPEe/CTBO BUIM ce y cTHLamy nomenyrtor Gith mauda; GpyHkuuja 18: ,,IIpoTHBHIK
6uBa modeheH omHOCH Ce Ha Kpaj UrPe YKOJIMKO MPOTaroHucTa u3abepe aa youje
Kpassa Cenkn, a mro npeacrassba GyHKImjy 30.

JuctuHKIMja y 0oqHOCY Ha 0ajKy Halla3u ce Y YAH-CHUIN Ja Y Kpeupamy
CBOT JIMKa MIpad MOXe Jla u3adepe M eTHUKH cTaTyc. To monpasymeBa KpeTame
Ha IIBe oce: J00po/3II0 W MPaBHO/XaOoTWYHO. Y KOMOMHANIWjH OBE IBE oOCe,
HJICHTUTET C€ MapKUpa y €THYKOM KOOPAWHAHTHOM CHCTeMy. TO 3HauW, Urpad
Moxke na Oyxe: lawful good (oman m mobap), lawful evil (omam u 3a0), chaotic
good (mempeaBumbuB U 1006ap), chaotic evil (HenmpenBWABMB M 320), WIH
HEyTpaJlaH YKOJHMKO HHje MONapU30BaH. Y 3aBHCHOCTH OJ] €THYKOL CTaTyca, y
nanajyheM MeHWjy, Kaja JIMK CTyNM y KOHBEp3alujy ca IPYruM JIMKOBUMA,
Jno0ujajy ce NpUOpHTETHE omuuje, koje ynyhyjy Ha NOTBphBHame eTHYKOr
n300pa, WIM OHE Mame NPHOPHUTETHE, KOje HUCY y CKIagy ca J0CamallibhM
eTHYKUM HM30opuma urpada. Takole, kpaj urpe moxke na ce Oupa, WITO Takohe
oncryma oj 6ajke. bulie-koje-urpa Moxe ce CTaBUTH Ha CTpaHy CHJIa 371a M Ha Taj
Ha4yMH 3aBpLIMTH Urpy apyradydje. To hie HyKHO APACTHYHO MOTOPIIATH €THYKH
CTaTyC Wrpada, alli TO je CTBap BHUPTYEIHOT , KHBOTHOT" m300pa. rpa, y oBom
CIly4ajy, MPeACTaB/ba MOI'yhHOCT HCIIOJbaBamka eieMEHATa alTep-era urpaJa, OHa
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j€ MecCTO KpIIlerha N3BECHHUX, MIPe CBera eTWIKNX Tabya, OOJHOCHO 3a0paHa. Tpeda
Takohe HAaIIOMEHYTH Aa Yy UTPH IOCTOjU WiIy3Hja cinoboxe m3bopa. OHa ce pymu
OHOTa TPEeHyTKa Kaja ce Mpoba HEeKH JIPYTH pyKapall UTrpe W KaJa urpad CXBaTH
Ja TH TPaBUU TPABUTHPajy Ka HCTHM (aOyJapHUM YBOPHIUTHMA, MPEKO
ANTePHATUBHUX HAPATUBHUX MyTama. AJIOIPUTAM UTPE je jeJHOCTaBaH.

Neverwinter Nights y cebn o0jeanmaBa MUMHKPH (TIpepyIIaBame), auey
(xouKy) ¥ aroH (TakMHYee). MUMHKPH je cajip>kaHa y Kpeupamy Juka. Mrpau
Oupa pacy Jbyau u THIOBe jyHaka (matyseum, dwarfs, duergars, rHomw,
svirfneblins, BHICHAaIM, KOjU MOTY OMTHIIYMCKH, COJapHH, JyHapHH U drows,
noiyopkoBu, planetouched wutm). Ocum TOra, urpau Oupa Kiacy JIMKOBa
(dapoOmak, Ooparll, KICpHK, APYHI, MOHaX), crenu(UKaIHjy Yy OKBHUPY Kiace
(crentjanm3aiijy y U3BECHO] IIKOJM YapoJiija) €THIKH CTaTyC, (GU3WIKHU H3TIIE,
TJIac KOjUM ce ornamaBa. Asnea je y moOujamy Win HeqoOujamy MoryhHOCTH na
Ce HEINTO ypaJd: OHA OTKJbydaBa OpaBy, yKiIama 3aMKy, IUlacupa 4Yapoujy,
yOuja mpoTHMBHHKAa. Ha 1m0m0j MapruHM eKkpaHa TpHKa3aHa cy Oamama
BHPTYEITHUX KOIIKH, T¢ OPOjeBH KOju ce cabupajy crpam akTuBHOCTH. Koltke koje
ce ,,0amajy* enekTpoHcKku uMajy BpemHoctu 1d4, 1d6, 1d8, 1d12, 1d20. AroH je
caJpkaH, KaKo y TaKMUYCHY Ca BUPTYEIHHM MPOTHBHHULUMA Y UTPU TaKO U Y
TaKMHYEHY ca APYIMM WrpaunMa, yKOJIMKO C€ WIpa urpa y MYyJTHIUIEjep
(multiplayer) omuju.

Jlyanuka MeTOIMKA HACTABe CPICKOT je3UKa H KIbH/KeBHOCTH

Ko wurpa oy urpy? Kakas npodun urpaya ona 3axresa? OJroop Ha To
nexu y cnenehem: urpad Mopa a BOJH [a YWTa, jep je Urpa KOJMKO CIMKOBHA
TOTMKO W TEKCTyasiHa. Y Wrpu OWTHE apTedakTe MpeCTaBJbajy KEBHTE II0
oubmmorekama (y cajOep-mpocTopy) M TamoO ce MemiaBajy KJBYYHH MOMEHTH
panme: OTKpHBabhe JIOKAIH]ja, PeNacy y Apyre TUMEH3Hje,BPEMEHCKHA CKOKOBH,
WHBEp3Ha CTBAapHOCT (coiapHH Tpaj Mulsantir ¥ HEroB XTOHCKH KOPEIATHUB
Shadow Mulsantir). be3 nndopmanuja n3 Kwura He MOTy c€ OTKJbYYaTH MHOTH
HapenHH eneMeHTH (adyine. Urpay tpeba na Oyzae jbyouTesb erncke paHTacTHKe U
Jla TI03Haje OCHOBHE pace Y OBOM JKaHpY IomyJiapHe Kyntype. [lomro je 3a Tabmy,
Kao jedaH oj oOJMKa OBE JAPYUITBEHE WIPE, MOTPEOHO UeCTO OpojIaHo
onpehuBame BpPEIHOCTH HM3BECHE AaKTHBHOCTH, a KOje ce¢ J00Hja Oanamem
NOMEHYTHX KoIlaka (IHMpamMujanHe, yoOuuajeHe, OKTaenpa, JIoJeKaeapa U
uKocaenpa), norpedan je crpmwpruB GM kome pauyHame Hehe MpencTaBibaTh
mpooIeM.

Ipodun TUITAYHOT Hrpava MIPECTaBIba TUMHAa3Hjajall,
CIICIIMjaTM30BaHO-MaTEMAaTHIKOT HJIM MPUPOJHO-MaTeMaTHukor cMepa. IIpormec
KOjHM C€ HacTaBa MpeTBapa y CHUCTEM WHTEPAKTUBHUX, MIPHBUX AKTUBHOCTH,
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Ha3mBa ce rejmuukanuja. CrnaBko AmdakoBuh, Jlanumjen [laBmoBuh m JoBan
ITomecky oBaj (GeHoMeH MocMaTpajy y HWHIYCTPHjH IWUTHTAIHUX Mendja u
cMmarpajy ma rejmMudukanmja, m3Mmely ocramor, mommke CBeCT O OpeHmy
(IpyIITBEHO]/KOMITjyTEpCKO] ~ WIpH), T0jadyaBa  aHTAKOBAKE  KOPHUCHHKA
octBapyjyhu edexre 3abaBe Koja OCTaje UMIEPaTUB Ja O ce OMII0 IITa Ypaauio
(Amuaaxosuh, ITaBnosuh, Iomecky, 2017: 24). Ilpema Ilownjy JIujy m Ilecukn
Xamep, rejmMudukanmja oOpa3oBama  3axTeBa  HEKOJIMKO  Kopaka Y
UMIUIEMEHTAllMji Yy KIACHYHy HAcTaBy IIPEBAaCXOJHO MOTHBHMCAHy HeKaza
3HamkeM, a caja JOMHMHAHTHO OIeHOM. Hawme, moTpeOHO je Ja HacTaBHHK
pecTpyKTypupa MOTHBAIMOHA cpencTBa yBohemeMm XP (experience points) kao y
KOMIIjYTePCKO] MIPH, Ja CAMHUM THM ycrocTaBu cucteM HuBoa (level system) u
00e30enu mobujame OerleBa kao Harpaga. OBakaB CHCTEM yBe3aH 3a J00Wjame
omeHe omoryhaBa 0Oospy MOTHBHCAaHOCT ydeHuKa. lomahm 3amanm 6m y TOM
cllydajy, IpeMa OBOj KOHIICIIIHjH, OWIN TpaHC(POPMHCAHH y moTpare (quests) 3a
BaHIIKOJICKHM HHPopmarujama (Lee, Hammer, 2011: 2).

KpeaTuBHH MOCT KOjU MOXeE Jla ce HalpaBd H3Mel)y TpanuluoHaiHe
HactaBe 1 RPG-a ykipydyje: mocMmarpame JIMKOBAa M3 POMaHa, M JAPaMCKUX JIMIA
Kao Beh reHepHcaHMX JMYHOCTH U NHCAame HOBE IPUYE ca UMa Kao akTepuMa.
AHanu3a JIMKOBa/JHILA NpPEeMa OCHOBHUM KapaKTEpHUM AMMeH3Hjama (stats):
caarom (Strength, STR), oxkpernomhy (Dexterity,DEX), xoHcTuTynujom
(Constitution, CON), wuntenurenmujom  (Intelligence,INT),  myapourhy
(Wisdom,WIS), xapuzmom (Charisma, CHA). [Ipoceyna BpeJHOCT HEKe 0COOHHE
je 10 (ca momuduraropom +/- 0), marmpoceuna 12+ (+1, 14 (+2), ura.) a
ucroanpocedna (8 (-1), 6 (-2) urm). To 3HAUHM, aKo je MOTPEOHO 1a ce HEIITO
ypagu (moxurHe W Oamy KaMeH, MPOBYYE KpO3 3HI, OIOTH OONECTH, pemn
3arOHETKA, OCETH HempujaTesb y ONM3MHM WIH IIapMHpa CaroBOPHHK),
HATIPOCEYHU JIMKOBH TO CBAaKaKo YMHE ca JIAKONOM a HCIoJ Mpoceka OHBajy
ocyjehenn. Paciopen Opoja moeHa Ha mo4eTky urpe (a BuX je 32) 3aBHCH U Of
pace M of Kjace Tako Jia je M OBO jelaH OJl eJieMeHaTa CTpaTeTHje y Kpeupamwy
muka. Tako 6u Komrana u3 ucronmene apame bope Crankosuha 6uina Human,
Chaotic Neutral, ca xapakrepuctukama: STR 10 (+0), DEX 18 (+4), CON 10
(+0), INT 14 (+2), WIS 8 (-1), CHA 20 (+5), a 'ocia Homna u3 pomana Mcumope
Cekynuh Xponurxa nananauxoe epobma 6una Human, Lawful Good, ca cieaehum
KapaktepauM prama: STR 16 (+3), DEX 8 (-1), CON 18 (+4), INT 20 (+5),
WIS 14 (+2), CHA 6 (-2).

Jlo cana pedeHo npencTaBiba yBoA Y TejMudUKaInjy HacTaBHOT Tpolieca
npenmeTa CpIICKH je3WK M KEIKEBHOCT, Kaja je ped 0 MACMEHOM H3paKaBamy.
I'ejmudukamnuja obOpazoBama omoryhaBa WHTEPAKTHBHOCT y YYHOHHIHN MPEKO
3abaBe, OHOCHO Urpe. Y moueTHoj (asm, 3a0aBa je 3a yuennke. HactaBHuIM 1
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yuutespr HECY GM. Onu cy Masters of Game Mastering (MGM) a To je Benmuka
obaBe3a jep 3axTeBa CIIOKEHH Tporec npahema CBUX yYeCHHKa W 30WBama y
rpymamMa (MOHHUTOPHHT). YYCHHIIM KOju mpey3umajy yimory Game Mastera,
pykoBoauona board urpe, Mopajy na mpoljy kpo3 mporec u3paae HapaToIOLIKHX
napaanrMu, nomoh kojux he Bogut 6ajkonuky npudy. Jla 6u HacTaBHHK MOTa0
Jla TIpaTH TakaB OOpa30BHU Ipollec MOTPeOHA je M3pasuTo 3axXTEeBHA NpPHIIpEMa.
Iberopy crenudukanyjy, MUCIMMO Ha OOpa3OBHH NPOLEC, YMHU CHMYJITAHOCT,
TajMHHT, CBEJIEHOCT M KOMIUIEKCHOCT. M3paja cueHapuja 3a 4ac mojpa3syMeBa,
BpemeHcke oxaceuke 10-15 munyTa, y kojuma he Hajuemrhe merounana rpymna
yuenuka (GM u npyXuHa O] 4YETHpPH YYEHHKA) DPEalu30BaTH M 3aIlHCaTH
CIICHAPHO KOjH j€ OPHjEHTAIIMOHO OCMHKCIIHO game master.

Hacrapa nmcama 6ajkonmuke Fantasy Roll Play mpudae 6azupane na Roll
Playing Games mapamurmMu, MOXe Ja C€ pealn3yje Yy HEKOJIHKO OOJHKa: Kpo3
cTuIIcKe BexOe (HacTaBHa 00JacT KyJITypa M3pakaBama, MIMCAaHOT H3paKaBama),
KpO3 TpPOjeKTHY HacTaBy (peanm3aldjy CIeHapWja Ha CajMOBHMa Wrapa y
Cpbujn), Kpo3 MICMEHH 33/1aTaK KOjU C€ MapafOKCaTHO paidl y TPYNU. YKOIUKO
ce FRP peamusyje kao nucmenu 3anatak, cnenuduanoctu cy ciuenehe: GM mopa
Jla 3Ha J1a je M3BOAJBUBO J1a CBH 3aj€/IHO HANMIIy jefHy Kpahy 0ajKonukKy npudy
ca yetupu wim net kpyropa. GM je y o0aBe3u ja BU3YEIHO Mamupa MpocTop
30uBama apean 30HMBama, a TO je HEONMXOAHO Aa OW YMTAOIM J0AaTHO pasyMeiH
nyTame KpeTama JMKoBa. L[prex, Mama je mpuior y NpUYd y HHUCMEHHM
3aJaMMa 1 KOPHUCTH ce ,,Jia OuMo MH(pOpPMAIje CMECTUIIN Y HHXOB IMPOCTOPHH
KOHTEKCT, a M 4YeCTO Ja NOCTaBUMO HEKH MpEAMET y pelanujy npemMa Hama
cammma.* (Molin, 2009: 82). IIpenmer o xome CtuB MoXHH TOBOpH je, Y OBOM
ciy4ajy, habymna. Cu y ,,Apy>KUHU (TPYTIH) MOPa]jy, 300T OTpaHUICHOT BpeMeHa
(mBa mIKoJNICKa Yaca WM JeBelleCeT MUHYTA) J1a MUITy Op30 | YUTKO T€ 1A je, mpe
caMor Tpoleca motpeOHO Ja ce ypane cBojcTBa Kapakrepa (momenytd STR,
DEX, CON, INT, WIS, CHA). OBakaB THI HacTaBe 00yxBaTa M TUMCKHU Paj ajlH
W MHIVBHIyaJIM3allMjy, jep CBaKM YYeHHK Hrpa 3a cebe. OOpa3oBHHM Ipoliec je
WHTEPAKTUBAH, CHAKU THUMCKH JIyX YYEHHKa, OH je HCTOBPEMEHO U CaBpeMeH H
cyBpeMeH. [IpencTaBibeHN OOJIMK KIBMDKEBHOT JIyJIU3Ma Ipyka joml HemTo. Y
cxiony wurpe ,,Neverwinter Nights“, y o0a mo cama u3amuia nena, MOCTOjH
aruikanyja Aurora Toolset, rae urpads Mory aa NOCTaHy KpeaTOpH HOBHX
(ne)moryhux cBeroBa erncke ¢anractuke. CBUM HaBEACHHM JIHIAKTUYKUM
o0MMIUMa TOCTHXKE ce e(eKTHBHO OCMHILbaBake¢ HACTaBe TO jecT ,,00Jba
npoieHa nocrojehnx oOJiMKa 3Hamka pajd CMamuBama Mojelie y 3Hamy, (...)
oMmoryhaBame © pa3BHjarbe OBJIAlaBarba BHUIICJE3WIHOCTH I[OjeJUHANA U
TUTUTATHUX capAapkaja y HacTaBu'* (Stojanovi¢ Pordevié, 2011: 251). [Mucmenn
3agany Mory paa Oyny WHHIOMjamHH 32 (OpMHpame YYEHHUYKHX JIMTEPapHUX
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noptdonuja o yemy rosope u [lupmu-Jlejn Wznm u Kej Muden y cB0joj KEH3U
Oyerusare Ha ocHosy nopmeponuja (Izli, Micel, 2004: 23). YdeHunm cBakaxo
nmo0ujajy OIleHy 3a MMMCMEHHM 3a/IaTak a OHa Moxe aa Oyne GopMaTHBHH €TIeMEHT
y OIMPEM OlelUBaky Ha OCHOBY 30MpKe M3a0paHnX pajgoBa.

Jururanuzanuja, ynorpeba padyHapa, IOCTaje Yy OBOM TpPEHYTKY,
MIPUOPHUTET, YaK MMIEPaTUB y yYMHOHHMIaMa. Y mkonckoj 2018/2019 roxmum
peanuzoBao ce ,,cenu-ynuTHUK’, YINUTHUK O JMTHTAIHUM IOTEHIHjaIiMa
mkosie. BeG-anatn U muxoBa ynorpeda NoCTajy A€o0 OmmTe Kyarype: ,,Lino®,
,Google forms*, ,,Canva“ a Ty Cy CBakako U UTPHUBE KBH30JHKE IUIaTGHOpPME Kao
mro cy ,Quizlet®, ,Kahoot!” u MHOmTBO APYrHMX CIMYHUX BeO-anara.
[enepanmja Z, pohernn 2000. u mumahu, cy Bume homo ludens wero panwmje
reaepanuje: Mmnennjaranu, [eHepammja X, a mororoBo ,0ej6m Oymepu”.
Wuctutynuje momyT MeHce ofpkaBajy HaydHE CKYNOBE O JIAPOBUTOCTH H
KpEaTHBHOCTH, KOjU YKJbYIYjy U TEJMHUHT Yy HacTaBO-00pa30BHOM Iporecy. To je
jeano on Moryhux Mecra Imiacuparma OBUX M OBaKBHX HJEja.

3akbyyak

lejMudukanmja y oOpasoBamy MpeacTaBba HYXKHH KOpak Koju
00pa30BHM CHCTEM MOpa HAaYMHUTH Kako OW OOpa3oBHHU IPOIEC HCTUHCKU
oOyxBarno BehuHy yuenuka. Kperame on Teopuje, penpoiyKuuje UCTe UIE Y
NpaBly Ka KpeaTuBHOj INPHMEHH 3Hakba W YK/byYHBamy He(opMaaHOTr
oOpa3oBama M3 CBETa MHAyCTpWje 3abaBe (urpe ca TtabioM, board games wu
KoMIjyrepcke urpe u3 xaupa RPG). OcTBaprBame HACTaBHOT [LUIaHa U Iporpama
KpO3 TUMCKH paj] y oOnacTiMa mpeaBul)eHnM MMHCaHUM H3pakaBameM (ITHMCMEHHN
3a/mamy) YMHA SKOHOMHYHHM CaMO OICHHBame, Koje mpecTaje na Oyme M3BOp
CTpeca M MOCTaje NCTHHCKAa MOTUBaNHMja 3a ydeHnke. OCHM MOACTHIIaka pa3Boja
€CTeTCKe KOMIIETCHIMje KO/ yUYCHNKA, a OHA CE€ MOCTIKE CACTABJHAIHEM TIPHUE Y
JKaHpy ericke (aHTacTHke, Kox haka ce yTuue Ha MOOOJbIIaBae KOMITETCHIIH]a
3a BEIITHHY KOMYHHKalije, pemaBame npodiema (GM, mpe cBera), kao u 3a
BEIITHHY CapaJbe.

Kopumheme IIponoBux 0ajkoBHHX (YHKIMja KOA Y4eHHKa Tpeba ja
nojicrakHe pasymeBame RPG wurapa koje urpajy BaH IIKOJe, IITO BOAW Ka
ocBellhnBamwy yJore MIKOJE Yy CaBpPEMEHOM IpYLITBY. Y Kpajikb0] JIMHHjH, TO
MOXK€ JOBECTH [0 TpaHC(oOpMalMje YYEHHYKOT IIOrie/la Ha Y4erme, ald M Ha
pa3MeHy IMO3MTHBHOT €MOTHBHOI caip)kaja Mel)y ydyeHHIMMa y TOKy camor
Kpeupama npude. [Ipenqmery CpricKH je3WK U KEHWKEBHOCT OTBapa Ce€ TaKo jOII
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jemna og CLIL-moryhuoctn?, a To cy oHe rie ce 06pasoBame M MPEHOIICHE
3Hamka MOXKE 00aBHTH M Ha EHIJIECKOM je3WKy, KOjH je YUCHHIMa, 0ap Kaaa je
ped o urpamy KOMIjYTEpCKHX Hrapa, ,,IpUpPOIHHUjU'. YUEeHWIN Ha Taj HAYHWH
OCTajy y MaTepuju Koja MX HHTEpecyje, a y Ty cMecy HHpOpMaIHja MOXXEMO
JIOZIaTH CBE MOTPeOHE, 33 BUX ,,MabEe CBApJbHBH]E ‘CACTOjKE.
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Vladimir B. Perié
FAIRY TALE (IS) IN PLAY: FANTASY ROLL-PLAY AS ADIDACTIC
TOOL

Abstract: Starting from Kajoa's division of games into agon, alea, mimicry
and ilinx, and Huizinga's definitions of the game as a free action that is located in
a fictional domain, the relationship between the scenarios of the computer game
»Neverwinter Nights 2“ and the Prop's conceptions of fairytale functions are
examined. One of the central problems of this text is the explanation of the
deconstructive relationship between the gamer's ,,freedom* of the choice of
beings-which-plays and the organization of the game algorithm. Interpreting the
further literary template of the game - narratologically and methodically, the
study explains the hybridization of all elements of the Kajoa’s ludist division in
cyberspace, deviations from the fairy tales due to the gamification of the genre of
epic fantasy in the form of a fantasy roll-play game. Finally, it is shown how the
knowledge of the functioning of the fantasy roll-play scenarios and playful
principles scenarios can be applied in designing creative writing exercises on the
subject Serbian language and literature. In it, the pupil as homo ludens becomes
the bearer of the active principle of creation, that is, of free literary creativity.
This is evident both in style exercises, in creative writing exercises and in the
development of collective writing assignments, which is anti-stressful for the
students themselves, enhances the ethos of the student collective and makes the
classroom itself a pleasant place to learn.

Keywords: Function, RPG (roll-playing game), FRP (fantasy roll play),
game master, gamification.
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SCHOOL PLAY PREPARATION AND PERFORMANCE: PRACTICAL
DEVELOPMENT OF TEACHER COMPETENCIES®

Summary: Performing arts is an important area which class teachers
transmit to their students, also facilitating the contact between the literary content
and children through dramatization of various prose texts. This paper analyzes the
usefulness of the practical play preparation and performance done by students of
teacher education in the development of teacher competencies in the field of
performing arts. The effectiveness of connecting theory and practice in
developing teacher competencies is analyzed on a concrete example of the
dramatization of Branko Copié¢’s story “Hedgehog’s Home”. The play preparation
and performance saw active participation of all third-year students of teacher
education. Each member of a study group was assigned different duties in the
story dramatization and the play performance. Eleven students acted, while
others, with the help of a professor-mentor, participated in scenography and
costume design, music selection, photography and creation of leaflets and posters,
as well as stage adaptation and directing. The research results indicate that
students are extremely motivated in the practical implementation of the play
preparation and performance, both in acting as well as in making props, designing
the scenery, selecting music, directing and play promotion. Additionally, due to
the exceptional feeling of personal and collective success of the project, they
showed the interest in actively participating in the local and wider regional
community by performing in several primary schools, kindergartens and
community centers as a part of the program of the Festival of science, on the
occasion of the Day of the Town of Otocac, the Day of Lika-Senj County, and the

* The paper was presented in Croatian under the title “Priprema i izvedba
igrokaza: praktic¢no razvijanje uciteljskih kompetencija”.
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Day of Zadar County. In the survey, students showed the desire for a much
greater integration of theory and practice in the delivery of the study program and
other courses, which would enable them to develop their teaching competencies,
as well as to understand their future pupils better.

Keywords: Branko Copi¢, Hedgehog’s Home, school play, teacher
competencies.

Introduction

This paper gives a brief theoretical review of the role of school play in
mother tongue teaching, especially in teaching pupils attending lower grades of
primary school. We present results of a research on training students of the
Croatian language and literature to perform language education tasks as a
stimulation for conducting a research on the usefulness of the practical play
preparation and performance done by students of teacher education in the
development of teacher competencies in the field of performing arts. The field
research analyzes the effectiveness of connecting theory and practice in
developing teacher competencies on a concrete example of the dramatization of
Branko Copié¢’s story “Hedgehog’s Home”. The play preparation and
performance saw active participation of all third-year students of teacher
education, who prior to the play preparation and performance were introduced
with the modes of work and methods of the past and the contemporary drama
pedagogy in Croatia as well as performing arts in general (Ladika, 1970; Gruié,
2002; Rosandi¢, 2005; Vili¢-Kolobari¢, 2007; Nemeth-Jaji¢, Dvornik, 2008;
Vigato, 2011, Slavi¢, 2011; Perd, 2018).

Using school play in teaching

Stjepko TeZak (1990: 62) points out that stylistic and compositional
speaking exercises should help pupils refine their learning style and realize their
expressive potential, both in written and oral exercises. He believes these
exercises prepare pupils not only for exceptional storytelling or public speaking,
but also for the needs of everyday communication. Oral dramatization is one of
the most appropriate stylistic and composition speaking exercises for primary
school pupils since they are prone to acting during this period of their lives,
which should certainly be used in this context. Acting is a kind of continuation of
children’s playing (Tezak, 1990: 77), especially of conversational games, which
best facilitates the transition from kindergarten playfulness to the world of
“serious” school work. During drama improvisation, pupils have the opportunity
to express different abilities and skills: from resourcefulness in new situations,
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through the ability to put themselves in the text, to the ability to convey their own
text experience through speech and acting (TeZak, 1990: 77). “In a drama play,
preschoolers have the greatest opportunity to practice social skills. They enter and
exit roles, participate in the creation of the course of events, playing with the
meanings these events have for the characters in the story and/or for them
personally. Children are mentally, emotionally and physically engaged in a
fictitious world for whose existence they are jointly responsible. There are few
situations in which the potential for complex collaboration among children is as
great as in drama plays. The level of social and cognitive skills required to
reconcile the selected roles, goals, and defined scenarios in dramatization or
puppet play requires joint guidance between two or more children. In constructing
their scenario, the children invent, share roles, discuss their respective role logic
and actions taken, repeatedly changing the roles and plot of the story. There are
fundamental rules that cannot be broken, as well as those that children have
chosen to change. Such dramatization requires levels of complex cognitive and
social skills in children” (Ivon, 2004: 10—11). Imagination games, especially
those performed in a group, are conducive to the development of children’s social
cognition and skills. The teacher must be aware of the fact that from the pupil’s
point of view not all texts are equally suitable for stage performance. While first-
to fifth-graders love to play animal characters, older pupils avoid participating in
dramatization where they have to play an animal or any character that they
consider infantile (TeZak, 1990: 77).

On a sample of 189 students, Karol Visinko (1991) conducted a study of
training students of the Croatian language and literature to perform language
education tasks. She analyzed pedagogical documentation of student practical
duties (exercises and seminars) of eight student generations, as well as diploma
theses from the course Language teaching methods. She presented the results of
the research according to organizational forms of language education: 1.
Language education in regular teaching activities, 2. Language (but also literary,
film and stage) education of students in extracurricular activities of language-
expressive orientation, and 3. Language education of students in the school
system (refers to student hospitation lessons in primary and secondary schools)
(Visinko, 1991: 146). She points out that the training of students for language
(literary, film and stage) education through extracurricular activities of linguistic-
expressive orientation is carried out during the whole semester, including both
lectures and seminars. A compulsory practical part of this teaching area includes
studying pupils’ literary and journalistic writing, i.e. monitoring their acting and
reciting groups, as well as studying methods-related literature on pupils’ literary,
recitation, stage, newspaper, radio, television and film creation (Visinko, 1991:
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149). Visinko particularly emphasizes the need to monitor reciting and acting
groups. Each generation of students should regularly monitor the municipal and
regional meetings of pupils — members of primary school reciting and acting
groups, monitoring their recitations, recitals, stage and puppet games. Based on
previously acquired theoretical knowledge, they should also determine evaluation
criteria, such as text appropriateness to the pupil age, spoken interpretation,
motion functionality, and selected stage features. She concludes that as many
systematic observations as possible should be organized regarding the direct work
with pupils in the recitation and stage groups, with additional explanations by the
teacher-mentor and the professor of methodology (Visinko, 1991: 149).

Copié’s Hedgehog’s Home and its Echo in Croatia

With his particular humor, Branko Copi¢ (1915 — 1984) stands out from
the group of children’s writers of his time, using his vivid imagination to present
life values in an understandable way to the youngsters. His Hedgehog’s Home is
one of the most beautiful stories written in verses, equally acceptable to pupils of
all ages. Its universal message of love for one’s own home made many
generations of pleased readers and listeners better people. It is a fable with a clear
message of love and care for our home. The first edition of the Hedgehog’s Home
was printed in Belgrade in 1949. It became a legendary picture book in 1957
when it was illustrated by the academically trained painter Vilko Gliha Selan
(Moderna vremena, 2018).
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Figure 1. Cover of the famous Copié’s fable — illustrated by academically trained
painter Vilko Gliha Selan — @ Vilko Gliha Selan
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Figure 2. Hedgemond the Hunter and Miss Fox — illustrated by academically
trained painter Vilko Gliha Selan — @ Vilko Gliha Selan

Thanks to the illustrations, the picture book was a huge success,
becoming one of the most popular and long lasting picture books in the Republic
of Croatia and abroad. As of 2018, Publishing House of Na3a djeca, together with
the picture book Hedgehog’s Home, has been offering a DVD with an award-
winning animated film of the same name directed by Eva Cvijanovi¢. The film
was made using stop animation technique. The film’s top quality is evidenced by
its screening at more than 100 festivals and winning over 30 awards and
acknowledgements (Berlin International Film Festival, Animafest Zagreb,
Annecy International Animated Film Festival etc.). The best Croatian artists
participated in the realization of the film. Music for the film was written by
Croatian singer, songwriter and director Darko Rundek. The narrator for Croatian
is the renowned actor Rade SerbedZija. It is possible to choose the narration in
English or French (Moderna vremena, 2018).

However, this is not all when it comes to the inspiration with Copi¢’s
Hedgehog’s Home in Croatia. In 2017, Ljiljana Babac from Pakrac wrote the
sequel, that is, Hedgehog’s Home 2 (Klicek, 2017). In her work, as well as in
Copi¢’s original, the humble Hedgemond the Hunter teaches his forest friends
real life values (D. H., 2017).
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Tonka Alujevié, from the island of Hvar, as a true islander, moves
Hedgemond the Hunter from the forest to the marine and underwater
environment. This journalist and author of a travelogue and documentaries
inspired by Copi¢’s work wrote Hedgehog’s Cove, while the name of JeZzurka
Jezi¢ (Hedgemond the Hunter) was changed to Jezinac Jezi¢ to sound more
Dalmatian. In her work, forest characters of fox, wolf, bear, and wild boar were
replaced with the characters of octopus, shark, seal, and oily fish of moray
(Leskur-Stani¢i¢, 2018). In addition to her homage to Branko Copié, Alujevi¢’s
picture book is an expression of gratitude to her father, who used to tell her
stories through the play of sun and light, as well as through shadow play since
due to the storm they would pass long Dalmatian nights without electricity (V. B.,
2018). Therefore, the illustrations in the picture book were created by
photographing the shadows of characters previously cut from cardboard
(dalmapedia.org).

The research methodology

In the aforementioned research conducted by Visinko (1991), during the
student training for carrying out language education asks, they monitored children
stage performances, among others. In our research, we decided to take a step
forward. We wanted to check the usefulness of the practical play preparation and
performance done by the students of teacher education in the development of
teacher competencies in the field of performing arts. The research object included
the attitudes of the students of teacher education regarding the possibility of
acquiring teacher competencies in the field of performing arts through the play
preparation and performance. The main objective of the research is to determine
whether the teacher competencies of the students of teacher education develop by
conducting several-day exercises in the play preparation and performance with
the joint engagement of all students in the study group. The research also seeks to
determine whether such a mode of work affects students, either positively or
negatively in relation to the usual (predominant) form of university teaching
including lectures and seminars. It seeks to ascertain whether students within such
a mode of teaching show an interest in actively participating in local and wider
regional community by performing plays in preschools and primary schools.

All students of the third year of teacher education in the town of Gospic¢
participated in the preparation and performance of the play Hedgehog’s Home.
Each student in the study group was assigned different duties in the story
dramatization and the play performance. Eleven students acted, while others, with
the help of a professor-mentor, participated in scenography and costume design,
music selection, photography and creation of leaflets and posters, as well as stage
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adaptation and directing. Students were interviewed after the first performance of
the play.

Research participants and research period

All students (N = 34) of the third year of teacher education in Gospic¢
participated in the research. A field research was conducted during the winter
semester of the school year of 2018/2019.

Research material

A questionnaire consisting of 6 open-ended questions and 6 closed-
ended questions was prepared for students to express their views on the play
preparation and performance. Two questions required further clarification, while
one closed-ended question was offered in the form of a five-point Likert-type
scale: 1 — absolutely yes, 2 — yes, 3 — neither yes or no, 4 — no, 5 — absolutely no.

Students’ performance of Copié’s Hedgehog Home

Before analyzing the research results, we will briefly present the
students’ performance of the play accompanied with photographs. As mentioned
above, all students of the third year of teacher education in Gospi¢ participated in
the play preparation and performance. They put a lot of effort into costume design
and interesting scenography (see Figure 3).

Figure 3. A scene from the student play Hedgehog’s Home
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Students tried to animate the children not only with well-made costumes,
interesting scenery, suitable music, but also introducing modern props such as toy
scooter (see Figure 4), thus expressing their creativity and interest in their work.

o

Figure 4. A costume and a modern prop — a toy scooter
All performances of the play were high-attended. The halls were filled to capacity
(see Figure 5).
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Figure 5. Theater hall filled to capacity during the performance of Hedgehog’s
Home
In their improvisations, the students came down from the stage to the
audience (Figure 6), which children accepted with delight.
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Figure 6. Actors coming down to the audience
Due to the extremely positive reactions of the children to their

performance, the students were very satisfied and proud of their success (see
Figure 7).
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Figure 7. Students proud of their success
Upon the success of their play, students motivated the children to draw

characters from other recently viewed plays performed during the Festival of
science (see Figures 8 and 9).
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Figure 8. Students motivate children to draw characters from the recently viewed
plays
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Results and discussion

We will analyze the views of the respondents. With the first question we
wanted to find out how much the students liked this kind of teaching involving
the dramatization of a literary work for children.

Did you like this kind of teaching which insolves dramatization
of a literary work for children?

90.00%

80.00% 1142
3 (]

70.00%
60.00%
50.00%
40.00%
30.00% 22.58%
20.00%

0,
10.00% 0.00 0.00 0.00

0.00%
absolutely yes yes neither yesor no no absolutely no

Figure 10. Student attitudes towards teaching which involves dramatization of a
literary work for children

The graph in the Figure 10 shows how all students liked this kind of
teaching (77.42 % of them absolutely agree with the statement, while 22.58 %
agree with the statement). None of the respondents assessed this kind of teaching
negatively.

Literature textbooks for lower classes of primary school abound in
selected drama lines or even complete short plays that students learn by heart and
perform in class or on an improvised stage. Numerous prose texts in the books are
also suitable for dialogue and dramatization due to the overwhelming presence of
action and dialogue (Tezak, 1991: 77). Therefore, we wanted to find out which
works, other than Copi¢’s Hedgehog’s Home, the respondents consider
appropriate for dramatization. They mentioned fairy tales, stories, short stories
and certain fables that are acceptable to students attending lower grades of
primary school. They added also most of the literary works that they analyzed
within the framework of the university course Theory of Children’s Literature, as
well as most of the works from the list of obligatory reading in lower grades of
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primary school. They stressed the importance of a moral of a story. The following
literary works were singled out in particular: the novel Lapich the Little
Shoemaker written by the renown Croatian writer Ivana Brli¢ Mazuranié, along
with her collection of stories Croatian Tales of Long Ago, followed by Little Red
Riding Hood, Snow White and the Seven Dwarfs, as well as other modern
versions of the fairy tales by the Brothers Grimm. Students are also interested in
modern versions of Andersen’s fairy tales, such as The Little Match Girl. The
fairy tale Beauty and the Beast by Charles Perrault is considered appropriate as
well. Students would also be happy to bring to the stage certain musicals such as
The Wizard of Oz or the children’s novel Peter Pan by James Matthew Barrie and
Libby Hamilton.

The school system has undergone a number of changes recently. There is
an increasing talk of changing student status from passive to active, whereby
teachers should take the role of coordinators of the teaching process, thus taking a
step away from the traditional teaching methods. At the same time, creative
teaching, project-based teaching, research-oriented teaching, student creativity,
project work, project assignments, field work are slowly becoming common
terms in educational terminology (Ljubesi¢, 2011: 9; Crnkovi¢-Nosi¢, 2007: 57).
We were interested in finding out what the students learned as part of the project
of preparing and performing the play Hedgehog’s Home. They mostly say they
have learned a lot of new things. Generally, they learned more about theater,
acting and everything related to play preparation and performance. They say they
learned how amateur theater really works. They believe that the things they have
learned in theory have been confirmed in practice, that is, the theoretical part of
the teaching has been confirmed through the exercise of preparing and
performing the play. Now they know what the scene consists of and who all the
people related to the scene are. As everyone was engaged in the preparation and
realization of the various segments of the play, it is now clear to them how much
effort lies behind the scenes, performances, costume design and the like, and how
important each component (scene, music, costumes, etc.) is in making a play.
They realized that such project requires a lot of effort. They became aware of the
necessity to assign roles in the project (scenography, costume design, lighting...).
This is extremely important as project-based learning particularly encourages
independent and collaborative work, and as such, develops the capacity to
conclude and decide. It is desirable that the project assignments be designed in a
challenging way so that the student cannot solve them on her/his own, while
being aware that successful completion of a project assignment depends on the
synergy of the project team members (Simunovié, Letica, Halter, 2012: 204).
Respondents were impressed with the possibility of adapting the text, that is, as
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they themselves would say, the fact that the written text need not be completely
followed, but that something of our own could be added. Or, as others would add,
How to make a literary work more interesting, or how to prepare a play. In this
kind of teaching, they are especially encouraged by the stimulation of
imagination, creativity and teamwork. Problem-based learning requires active
involvement of all participants in the learning process, from defining research
problems, gathering information, discussing alternative solutions, accepting a
particular solution, to evaluating the action taken. During the field-based learning,
in particular, students are put into a concrete communication situation when, in
order to complete the assigned tasks, they have to seek information, ask questions
and write a report on everything they have seen (Simunovié, Letica, Halter, 2012:
205). Respondents point out that their work on the project encouraged unity and
harmony much more than the usual kinds of teaching involving lectures and
seminars. In addition to learning teamwork strategies, which is the essence of
instruction, they have learned that they can do everything successfully and in a
quality way if they work hard enough together. This is important for any project
involving a complex, fully completed task with a clearly stated goal. Such project
is implemented over a long, specified period of time. It mainly involves multiple
participants or multiple groups of participants, who must cooperate and
coordinate with one another (Crnkovi¢-Nosi¢, 2007: 58). We further asked the
respondents if they had learned anything new about themselves as part of the
project of preparation and performance of Hedgehog’s Home.

Have you learned anything new about yourself?

myes mno

Figure 11. Student attitudes on learning new things about themselves through the
project of preparation and performance of the play
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The graph in Figure 11 shows that most students (70.97 %) believe that
they learned something new about themselves during the play preparation and
performance, while only 29.03 % think they did not learn anything new. Some of
them say that they came to love theater while working on the play, while others
became aware of the fact that they love acting and theater. They managed to get
to know their certain abilities, which until then had no time to come to the
surface, and they learned they could easily embark on new situations. In addition
to self-confidence, they also awakened their creative side, many of them
becoming aware they were more creative than they thought. They became aware
of their potential. Many students point out that they became aware that they work
great in creative teamwork and improvise very well in a given situation. Studying
should set free creative potential, just as school should set free student creativity.
Respondents have learned to work in a group and do their part that will work
perfectly with other segments of the project.

They were able to overcome the fear and stage fright they have by
presenting seminar papers and the like. Many students are worried during their
studies because they do not know if, once they start working at school, they will
be creative in teaching and interesting to their pupils. They are not sure if they
will be able to motivate children, because it is not easy to answer the question of
how to motivate pupils to learn their native language (TeZak, 1996: 230).
Respondents, performing the play, concluded that they were capable of
entertaining children and that entertainment did not require much effort. They
also learned that children can have fun quickly with a more harmonious and
interactive approach, but also that they cannot keep their concentration for long,
therefore the performance lasted slightly shorter than planned. If they had doubts
about their future profession they are being trained for, they could confirm
teacher’s vocation because they realized that they were very pleased to see that
the children were very happy watching their play.

Respondents further were asked to explain what they liked most about
the play preparation. They emphasize fellowship and teamwork, with a lot of
student creativity. Nowadays, teamwork is the most widespread form of
performing complex professional tasks in various professional fields, including
education (Skupnjak, 2018: 5). This is one way of creating such professionals.

Students are pleased that everyone has successfully completed the set
tasks in a relaxed atmosphere, putting maximum effort into the preparations.
They are satisfied with the organization, the division of duties, as well as the
resourcefulness of colleagues, and the freedom to experiment, i.e. the freedom to
express their own opinions in presenting ideas which they were not lacking in the
creation of the play.
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The respondents were also asked to explain what they liked most about
the performance of the play. They were most impressed by the positive reactions
of the children, their joy and smiles, as well as the general satisfaction of entire
audience who had the opportunity to watch the play. It was amazing to them that
the main actors were relaxed and that they handled the stage duties with success.
They were even more impressed knowing the scene at each new show was
increasingly falling apart due to the cardboard construction, so the actors often
had to improvise. They really liked the freedom in the performance of the play
and the fact that all fellow students were involved in the performance of the play.
They are extremely pleased that the entire project has been successfully
completed, which has far exceeded their initial expectations, so they are not sure
whether they or the children who have watched the show were more satisfied
with the performance. It is of utmost importance that students become aware of
the value and role of drama plays that set an important framework for acquiring
and developing children’s social and cognitive skills. Similar experiences have
been confirmed by other drama researches, such as research conducted among
students of preschool education at the University of Osijek (Peri¢ Kraljik, 2004).

After the first performance, students were asked if they would like to
play again in front of the children in a preschool or primary school. Only one
respondent answered negatively, one of them was indifferent, while all others
were in favor. Due to their successful performance, their reactions were as
follows: Certainly; Absolutely yes; Yes! Yes, since it ended well; As long as
necessary; Of course. Wherever and whenever needed; Of course. It would be
really nice; Yes! Of course. If the faculty professors show understanding.

Students’ responses showed an interest in active participation in the local
and wider regional community. Thus, students performed three plays in Gospic.
One for second and third grade pupils, one for preschool and kindergarten
children and one for first and fourth grade pupils. In the town of Otocac they
played one play for kindergarten children and one play for pupils from the first to
the fourth grade of primary school. In the Municipality of Brinje they played one
play for kindergarten children and one play for pupils from the first to the fourth
grade of primary school.

Moreover, we wanted to find out if the text of Hedgehog’s Home
presented a language barrier because it was not written in the standard Croatian
language. All respondents answered that the text did not pose any language
barrier to them, with the exception of one respondent who added that students
were literate enough to adapt foreign words to the Croatian standard language.

Furthermore, we wanted to find out if the students felt that working on
the preparation and performance of the play helped them to develop their teaching
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competencies, and if so, to clarify in which areas in particular. Again, only one
student stated that he had no particular benefit from the project, while everyone
else felt that the work on the preparation and performance of the play was well
worth it. Many students said that it helped them develop their teaching
competencies in all areas. It helped them develop communication skills,
teamwork, raising awareness of the need to invest effort in project
implementation, all of which will be useful for them to successfully engage in
project-based learning and prepare and realize EU projects. They became aware
of the difficulty of realizing more difficult projects. They emphasize the ability to
prepare plays, the way of organizing a play, approaching the text, adjusting the
text to the student age. It is very important to them that they have been extremely
creative in the preparation and realization of the project, which, in their opinion,
is a very important characteristic for doing their future job with success. Many
students were pleased to see that they could influence children through their
behavior, which raised their confidence. They could see what the children liked
so they could apply it in the educational process. They realized that with a little
effort a play could be performed with the children, most important here being the
text adaptation to the student age. They learned how to organize a drama group
with children and what activities this involves.

Furthermore, we asked if the students were more relaxed in preparation
and performance of the play than during the usual lectures and seminars. They
find it much more interesting and relaxing than lectures. There was no strict
gathering of information and presentations, and they were involved in teaching in
a completely different way, which broke the monotony of dull seminar paper
writing. They believe that through such and similar projects one can certainly
relax and do a great job. The atmosphere was relaxed, yet laborious and
productive. This involved a different approach to work, more creative and
significantly freer. They could express their opinions and ideas and discuss them.
They prepared the play together and estimated that they made more efforts than
when preparing for the seminar. Such work arouses motivation, intellectual
curiosity and a sense of responsibility in students. The role of students and
teachers is being redefined. Students are at the center of the event, while their
teacher becomes a partner and mentor to guide and direct the project (Crnkovi¢-
Nosié¢, 2007: 62). Proponents of project-based and field-based learning said: Of
course we are more relaxed. Nowhere in the world does studying require so many
hours of sitting.

Students were further asked if their work on the preparation and
performance of the play helped them overcome the stage fright.
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Did the work on the play preparation and performance help
you in overcoming stage fright?
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Figure 12. Student attitudes regarding the correlation between their work on play
preparation and performance and decrease of stage fright

The graph in Figure 12 shows that the vast majority of students (81.48
%) believe that participating in the preparation and performance of the play
helped them overcome stage fright. Few respondents (3.70 %) say that it has
partially helped them, while only 14.81 % believe that their work on this project
has not been particularly helpful when it comes to overcoming stage fright. Those
who say the project has helped them point out that it has helped them greatly
because it is not easy to act in front of 150 children, teachers and professors.

Students were asked for suggestions regarding possible changes to make
the following similar project better and more efficient. The majority of the
respondents would not change anything at all, because, according to them,
everything was good. The remarks relate to a better organization of the project, in
terms of getting started early and with as little theoretical part in the course as
possible. This refers to the following statements: The theory can be learned as we
go along, when we encounter a specific “problem”. So we can learn about
theater and all its components; To exempt students of the theoretical part of the
course; | would like to learn theory through the play production so that we would
have more time to perform...

It bothers them that they are not exempted from other lessons a few days
before the performance: The professors should respect and support us more and
have an understanding for us, so that we do not have to attend lectures before the
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performance; To exempt students from lectures at least a couple of days before
the performance so they can prepare better.

At the end of the questionnaire, the respondents had the opportunity to
express their opinions on the completed project beyond the questions offered. The
comments were extremely positive and here we present some of them: | want to
emphasize that doing this course in this way is a wonderful experience that we
will remember; It would absolutely be useful to introduce one such elective
course. The group becomes more unified and cohesive and the benefits are
invaluable; We would like to finally be offered some useful and meaningful
elective course, for example Stage culture, for students to combine work with
pleasure, and not Valorization in Tourism !, All praise to the
professor/mentor !!! There should be more courses like this to help develop our
teaching competencies!

Conclusion

The research results indicate that students are extremely motivated in the
practical implementation of the play preparation and performance, both in acting
and in making props, designing the scenery, selecting music, directing and play
promotion. Additionally, due to the exceptional sense of personal and shared
success of the project, they have shown an interest in actively participating in the
local and wider regional community by hosting plays in several primary schools
and kindergartens. Students showed a desire for a much greater connection
between theory and practice in the delivery of the study program and other
courses, which will enable them to better develop their teaching competencies, as
well as facilitate understanding of their future students.

The results of the research point to the indisputable usefulness of the
practical preparation and performance of plays done by students of the teacher
education studies in the development of teaching competences in the field of
performing arts. Additionally, the research confirms the theatrical, pedagogical
and cultural value of drama education, with which we can strongly influence the
shaping of methods and procedures of contemporary learning and teaching
(Krusi¢, 1995; Krusi¢, 2007), which in the end the curricular reform of Croatian
education strives for.
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Josip 1. Mileti¢ i Jasminka Brala Mudrovéi¢
PRIPREMA 1 IZVEDBA IGROKAZA: PRAKTICNO RAZVIJANJE
UCITELJSKIH KOMPETENCIJA

SaZetak: Scenska umjetnost vazno je podruéje koje uditelji razredne
nastave prenose svojim ucenicima, ali koje im takoder kroz igru olakSava i
priblizavanje knjizevnih sadrzaja djeci dramatizacijom razlicitih proznih tekstova.
U radu se problematizira korisnost prakti¢ne pripreme i izvedbe igrokaza
studenata uciteljskog studija u razvijanju uciteljskih kompetencija iz podrucja
scenske umjetnosti. Analizira se ucinkovitost povezivanja teorije i prakse u
razvijanju uciteljskih kompetencija na konkretnome primjeru dramatizacije price
Branka Copi¢a ,Jezeva kucica“ uz aktivno sudjelovanje svih studenata treée
godine uciteljskog studija u pripremi i izvodenju igrokaza. Svaki je polaznik
studijske grupe dobio razli¢ita zaduzenja prilikom dramatizacije price i izvodenja
igrokaza. Jedanaest je studenata glumilo u samoj izvedbi, dok su ostali uz pomo¢
profesora-mentora sudjelovali u dramskoj scenografiji, kostimografiji, odabiru
glazbe, fotografiji i izradi letaka i plakata te prilagodbi za scensko izvodenje i
reZiju. Rezultati istraZivanja ukazuju na izuzetnu motiviranost studenata u
prakti¢noj provedbi pripreme i samoga izvodenja igrokaza, kako u glumi tako i u
izradi rekvizita, osmisSljavanju scenografije, glazbe, reZije te same promidzbe
javnog nastupa. Takoder su zbog iznimnog osjecaja osobnog i zajednickog
uspjeha projekta pokazali interes aktivnog sudjelovanja u lokalnoj i u Siroj
regionalnoj zajednici gostovanjem igrokaza u nekoliko osnovnih $kola, vrti¢a i
domova kulture u okviru festivala znanosti te prigodom Dana grada Otocca i
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Dana Licko-senjske Zupanije. U provedenoj anketi studenti su pokazali zelju
znatno veceg povezivanja teorije i prakse u izvodenju studijskog programa i
ostalih kolegija, Sto ¢e im omoguditi bolje razvijanje uciteljskih kompetencija,
kao i lakSe razumijevanje svojih uc¢enika kojima ¢e u buducnosti predavati.

Kljuéne rije¢i: Branko Copi¢, Jezeva kulica, igrokaz, uditeljske
kompetencije.
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IIOETHUKA UTPE Y TIOE3NJH 3A JEITY MUJIEHKA MATHIKOI'

Caxerak: CBecTaH IIWIEPOBCKOT TOTEHIUPAama  BAXHOCTH HIPE,
Mmusenko Marunku jgocra mpocropa mocBehiyje Wrpu, kao moceOHOM BHIY
Kpeaiuje 1 camornoTrBphusama aeuujer 6uha. tberoBa xymopucTuika u Jmpcka
Urpa 4ecTo IoJIpa3yMeBa KOHKPETHO ydemrhie M aKTHBHOCT JIeYHjeI MHCAOHOT
mpoiieca, jep ce 6e3 Tor mapTHEPCKOT U Mel)yCOOHOT 0THOCa HE MOYKE OCTBAPUTH
NOTIyHa KOMYyHHKauuja. Y (OpMajHOM, KOMIIO3HLMOHOM H MOETOJOIIKOM
CMHUCITy MHOTE IeCMe Cy OCTBAapeHe YIPaBO y TO] CEMaHTHYKO] U YMETHHYKO]
TIPOjeKIHj!, TUPEKTHO a[peCHPaHO] ACUMjOj CBECTH W CTBAPAJAYKOj JICIATHOCTH.
Peueno jesnkom JoxaHa Xy3uHIe, IECHUKOBA UIpa je ICTOBPEMEHO U ClI000/a U
(baHTa3uja, KOjy IeTe TPaXKM W Hala3d y CKIIaLy ca CBOJUM EMOTHBHHM, ald U
€CTETCKUM 3aJ10BOJbCTBOM. CIHOHTaHO W TNPHUPOJHO, ca IyHO AyXa M MallTe,
Maruukyu CKHIMpa COIICTBEHY NOETHKY HWIpe, allki W XyMopa, crBapajyhu
1aa030usbHe, MAPOUYHE U KapUKaTypallHe CiIMKe. 300Tr Tora HACTOjU Jia mecMa
Oyze Becena, CMeIIHA M HEOOMYHA.

Kiby4yHe peun: nmoeTnka, Urpa, HOHCEHC, MaIlTa, XyMop.

Urpa je xao cmobomHa W HEycMepeHa MAENaTHOCT JayXa H Tela
KOHCTUTYTHUBHHM CaJip>Kaj CBaKe NCTMHCKE KIM)KEBHOCTH 3a Jiely 1 miiazae. OHa je
T3B. TPaJUTEIJLCKA NMPUHIUI W jeZaH OJ] OCHOBHHX IIPEyClIOBa MpaBe IecMe 3a
nerry u wiane. JebuHunujom W (PEHOMEHOM HUrpe OaBWIM Cy C€ MHOTH
ucrpaxusaud, Gpuinozodu, nucuy. Mely HamuM TeopeTHYaprMa Ha OBOM IOJbY
noceOHO cy ce ucrakimu Munan [Ipaxuh, Bnagumup Munapuh n Josan dynhus,
KOju cy adUpMHCAIT meopujy uepe W TPOIArupald je Y TOKOBUMA CaBpeMeHe
CpPIICKE H JYTOCIIOBCHCKE IMoe3uje 3a Jeiy. VICIUTHBameM OJHOCA ITOC3H]e U UTPEe
6asmmu cy ce MunoBan Jlanojnuh, Josan Jbymranosuh, Ana Pagornunh, Jenena
Cromuh, Jenena Besskosuh-Mekuh.

Urpa je, maxme, moceOHa cTBapajauyka aKTHBHOCT M IEJIATHOCT Koja
coO0OM TmoApa3yMeBa IMHAMHKY, MHCAOHH TIpolec, 3abaBy M pa3oHOLY,
omymTamke U BenpuHy. Jleunja urpa je cnennpuvaH GeHOMEH, dHja je yiora y
JUTEpaTypy KOMIUIEKCHA M BUILIECTPYKO CJIOjEeBHUTA. Y BACHHTamy M 00pa3oBamy
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Jere noceOHa Makkha Ce IMOKIamka eIeMEHTUMA MIpe, FheHUM EKBHBAJICHTHMA U
eTHYKAM canpxkajuma. HWrpy, takohe, Tpeba mocMmarpaTd ca €CTETCKOT,
COIIMOJIONIKOT, TCHXOJIOMIKOT M KYyJTYPOJOIIKOT acHeKTa, KOjH joj Y CBOjOj
KOHCTUTYTUBHOCTH 00e30el)yjy MHOTO mmpe 3Ha4eHhe U yaory. Y KiHKEBHOCTH
3a ANy W MIIQAE Wrpa je CTOKEPHH OCJIOHAIl KOjU je He3aoOmia3aH 300T
€/lyKaTUBHOT W 3a0aBHOT, OJHOCHO 300T NMparMaTHYHOI M E€THYKOI' eJIeMEHTa.
TokoMm urpe nere cTBapa CBoja IpaBHiIa U yCIIOCTaBJba PeA KOjer ce MpuapKaBsa,
mro he My KacHHje KOPHCTHTH Y KUBOTHOM CaMOOCTBapuBamwy. Tako ce myTeM
Urpe W YMETHUYKE HWMarvHaluje OCTBapyje BHWIIM HHBO JYyXOBHOCTH U
npoay0OJbeHUjer IOUMarma CTBAPHOCTH.

Oga 3anaxarma 1 T€ Kako Cy MHAMKAaTHBHA 32 MIOETCKH XyMOp, IyXOBHTE
o6pre, KamamOype U JTOCETKe Koje mocedyje mecHMmTBo Mumenka Martumxor. !
ITecuukoB ocmexyjyhiu xymop (H. XapTmaH) je 3apa3af U JIEKOBUT, ITyH BEIPHHE
U 7100por pacroyiokema, T€ y CBOjOj XHIEpOONM3alMju ¥ TapagoKCaTHUM
00pTHMa ITOBPEMEHO HATWibe KapHKaTypH, TeTy M JOCETKH. MaTHIKi moceOHy
YJIOTY Jaje OBHUM IOETOJIOMIKUM NHUTambHMa Koja Cy O] BUTAIHOT 3Ha4aja 3a JeIy
U cBeT NeTumcTBa. Kao jemaH ox uapobrmaxa cmexa, OH je 3HATHO JIOTIPUHEO
pa3Bojy u Oorahiemy cpricke XyMOPHCTHUKE TT0€3Hj€ 3a Jelly U Milajie, yMHOTOMe
YHaIIpeJUBIIN KOHTUHYUTETE CMELIHOT, BEAPOXYMOPHOT 1 HOHCEHCHOT.

CBecTaH HIMJIEPOBCKOT MOTEHIUPabha 0 BAXKHOCTH Urpe, MaTHIIKK 10cTa
poCTOpa y CBOjO] IOE3UjH Jaje WIPH Kao IOCEOHOM BHAY Kpealuje u
camonoTBphuBama neunjer 6uha. tberora xymMopucTHUKa M JTUPCKa UTpa YECTO
MoJpa3yMeBa KOHKPETHO ydemhe M aKTHBHOCT [I€YHjer MHCAOHOT IPOoIleca, jep
ce 0e3 TOr MapTHEPCKOr W Mel)ycoOHOr ofHOCa He MOXKE OCTBApPHUTH IMOTITyHA
KOMYHHKaIHja. ¥ (HOpMaIHOM, KOMITIO3HIIHOHOM U ITOCTOJIONIKOM CMHCITy MHOTE
MeCMe Cy OCTBAapeHE YIPaBO y TOj CEMAaHTHYKO] M YMETHHYKOj IPOjeKITHjI
JUPEKTHO aJpecupaHoj IE4YHjoj CBECTH W CTBapajladkoj JAelaTHOCTH. Pedeno
jesukoM Joxana Xy3uWHre, NECHHKOBAa WIpa jeé HCTOBPEMEHO U ciobola H

! Munenko Matunku (1936 - 2001). IlecHuk ¥ mpo3HM mHcall 3a Aely U
mnage. Hosunap u gyrorogummu ypennuk ,llonutuke 3a geny*. I'maBHa nena:
Hnoujanyu u oesojuuya (npuue, 1975), Cpebpra céadba (noesuja, 1978), Kypra
(poman, 1990), Bampeno kpwmerwe (poman, 1995), Csuprxa (poman, 1996),
Ilycmonosu ca I'apoowa (poman, 1997), Ilpuue o cHy u jasu (KpaTka mpo3a,
2005) u ap. 3a oBy aHanu3y y3ere cy y 003up 30upke mecama 3a Aeny: Y30yua
(1964), Mpas u 3sez0a (1977) n Kmapay nosemapay (1990). Kauposcku
TIOJMBAJICHTHO M CJIOj€BUTO KIGIDKEBHO CTBapajamTBO MrmieHKa MaTHikor 3a

Jely U Miajie HacTallo je y nepuozny oz, 1964. mo 2001. rozuxe.
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(haHTa3MWja, KOjy AeTe TpaXH M Halla3hl y CKJIALy ca CBOjUM E€MOTHUBHHM, ajd U
€CTETCKHM 38JI0BOJbCTBOM.

Crora, ayrop mojia3d OJ CTaHOBHUINTA Ja MoOepHa noe3uja 3a oeyy
3HAUU OMBOPEeHy NOemcKy MOSYRHOCH, jep pauyHa Ha CMeapaniauke CHaze
caspemenoz wumaoya. (Ilpaxuh: 1971: 20). berosa xymopuctuika moesuja 3a
JIelly ¥ MJIajie Y U3BECHO] MEpH HOCH 00prce HOHCEHCa €ABapUIMPOBCKOT THIIA,
ca TOjeMHUM BHJOBUMa KOMHYHOT (KapHKHpame, IapoJNYHOCT, I'pOTECKa,
nepcudiaxa, papcuIHOCT, UPOHUYHOCT). [IeCHUKOB XyMOPHH JI0’KUBJbA] CBETA Y
OCHOBH j€ 3[paB ¥ J0OpoNyaaH; MyH BEAPHHE M BUTAIM3Ma, OMHOCHO CHMITaTHja
U pa3yMeBama IpeMa CBeMy, a CBe Y (YHKIHjU MPOLECYHPamha XeIOHUCTUYKOT
acniekta (Jobpomeopka, ILlepy). IlecMe ca OBakBOM TEMAaTHKOM MOIY ce
CXBaTUTH Kao paJ Ha MPONYyOJbUBALY noemuKe 4yoa u uspapuja.

Coje Buheme (eHomenHa wurpe y CBETy [CTHICTBA, MaTHIKH
SKCIUTMIMTHO W Y KPaTKUM LpTama u3paxkaBa y mecMu Mome cunyuhy. 3awmo
maxo Jcype wmyou/ kad je uepa nyHa uyapu? OBO TOCTHYKO HAYEIO Ce Ha
(He)mocpeman HauWH y oxapeheHOj MepHw TPOBIAYM CKOPO Y CBHM IIecMama
XYMOPHCTHYKO-HOHCEHCHE TMPOBEHHjCHLMjE, YUME C€ ACTCPMHUHHILE MOCTHKA
urpe, maiure, cMexa. [lecHuK, Jakie, jaCHO U OTBOPEHO yKa3syje Ha JIYAUCTUYKA
JUCKypC M Wrpy, Kao 3HauyajHe eJIeMEHTE BJIACTUTE MOETHKE M YMETHHYKE
kpearje. CHOHTaHO W TPUPOJTHO ca IyHO Jyxa, UTpe W MamTe, MaTHUKu
CKUITUpA COIICTBCHY IIOCTHKY CMeXa W XyMopa, CcTBapajyhu Imano30usbHe,
MapoaAnYHe U KapuKaTypaiHe ciuke. Y cBajajyhu Pabieor craB 1a je cmex uosexy
3aucma ceojcmeer, OH TO UCTO TeClio MPHUXBATa U apUPMHUIIIE, AU MPEBACXOIHO
3a Jemy u Miane. 300T Tora HacTOju J1a lecMa Oyze Becesia M CMeIlIHa, HeoOnJHa,
npuMamibiBa. tberopa moeTtMka M OHTOJNOTHMja XyMopa IIOCeNyjy, Ipe CBera,
je3WMUYKy W CTWICKY apTH(HIINjEIHOCT, BHCOK CTENEeH aHTpornoMopduzamuje u
IWBUHHU3ALHUje TpeaMeTa/ MojaBa, Kao M MapoANYHO-OYpJICCKHY CIHKY CBETa.
HapeneHu u octany BHIOBH MaHU(ECTOBAabHa XYMOPHOT Y CBOjHM CHTYallHOHHM
eKCIUTMKAIMjaMa HEOYCKUBAHOT, aJIOTUYHOT U MapaJoKCATHOT, 003HAbY]y CMEX U
3aJJ0BOJECTBO, BEAPHHY W paJlOCT, T€ BeOMa 3HadajHEe KaTeropuje U (eHOMEeHe
Jieuuje IuTeparype.

YecTo 3acHOBaHE Ha KapUKaTypaHUM, HOHCEHCHHM U NapajoKCaTHUM
CUTyalfjaMa, MHOT'€ XYMOPHCTHYKE IIeCME I0Ka3yjy M BEJIUKY MallTOBHUTOCT,
3aBUIHY JOMHIUBATOCT M OIUITPOYMHOCT JyXa BeoMa OJHCKY CaBpEMEHOM
JleurjeM CEH3UOWIIMTeTy, a KCKazaHy Kpo3 OpojHe aJloTHYHE CIIUKe,
napaioKcalHe CUTyaluje u aneraoTcke anysuje (Hema jeoa). Ca HenpeapulyeHuM
JIeTaJbiMa ¥ HOHCEHCHHM II0jaBaMa, OBE IIeCME M3a3MBajy MO3UTHUBHE peaKiyje,
onoOpaBama W CHUMIIATHje, a ca Opyre CTpaHe 3axTeBajy W oapeheHo yuemrhe
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penenujeHara y CMHCIy ITOBPEMEHOT JOMyHhaBamka W HacayhnBama KOHAYHOT H
(hopmaiHOT TICX0a.

AHTponoMOpdH3aIHjoM U TTepCOHU(UKAIIIjOM HUTpadaka oOeliekeHa je
OCHOBHa CTBapajayka OCOOEHOCT moe3uje MuileHKka MaTHIKOT, a Hapo4nuTO
XYMOPHUCTHYKE BPCTE KOja IOJIpa3yMeBa MAIITOBUTE M HENPEABUAJEMBE 00pTE,
KOHTPACTHY CHTYallljy M AyXOBUTY nuMeH3ujy (V30yna, Mpas u 36e30a). Y oBuM
CTHXOBHMa CBE je TojapeheHO UrpH M JIeuujuM IpejcTaBaMa yXXKHBama, 3a0aBe,
panoctd. OBaKBUM IOCTYIIKOM ITOCTUTHYT je Behi CTENeH MoeTcKe yBEpPJbUBOCTH
U pedpeHCKO HariallaBambe OCHOBHE NECHUKOBE 3aMHUCIH U MOpYKe. Y HEroBoj
MOC3HjH JICTE j& CTAIHO Y UTPH U MIOKPETY, OKPYKCHO UTpadkama (onma, cauke,
OuyuKa, KIuKepu) W IPYTUM NPEIMETUMa, KOJH HEerOB MMarMHapHH M CTBapHU
CBET YMHE €MOTHBHO OOTaTHjUM M AyXOBHO CaapKajHHjUM. Y MECMH Ce CTBapHa
urpa TperBapa |y HUpeanHy/ HaICTBapHYy, 3axBajbyjyin  IECHHKOBO]
MAaIITOBUTOCTH M CMHCIy 3a HIPaBOCT. MaTHIKM C€ C Pa3JIOroM IIOCBETHO
MOCe0HO] TEMAaTCKOj MPEOKYMAIMjH BEeOMa MOTOIHOj 3a CTBapame JAYXOBUTHX
MPEOKpeTa, IMaJbUBUX €r3MOMIMja, CMEIIHWX 3roja M He3roja. Y MOTpasu 3a
XyMOpPOM, OH CTBapa IIMPOKY M Pa3HOBPCHY JieTe3y NMEepPCOHN(PHUKOBAHUX CIHMKa
KOje MMajy HEOYEeKHBaHE MCXO0JIE U BPJO KOMHYAH PACIUIET ca HENpeIBHIJbUBAM
nocneaunama. [losehaBajyhu mpocrop 3a uUrpy u cMex, MECHUK CKOPO Y CBaKo)j
necMHu npedeprpa aJorHYHOCT, TAPOAUYHOCT U HOHCEHC KOjH Cy YIOTIYH-CHU
HOBUM MOTHMBUMA U Hjejama O JbyOaBH MpeMa NPHUPOJH, KUBOTHEHAMa M CBETY
YOHIITe.

Mpas u 36e30a je jeaHa oIl MPOTrPaMCKHX M AHTOJIOTHMjCKHX Iecama, y
KO0joj ce cycTnuy u apupMHuIIy puMece urpe U Xxymopa. Hammcana y c10601H0j
dopmu u pa3dbujeHoM pUTMy (O YeTBepla IO OCMepIa), oBa IecMa MMa JBa
aKTaHTa: cmapoz mMpasa W npsy 36e30y, UHWja ce aHTpomoMopdu3anuja u
cuMOonm3anyja (paAnHOCT, CBETIIOCT) JOBOAE Y MelycoOHy Be3y. YBOIHA CiHKa
Ma eKCIUTMKaTUBHH KapaKTep W OCBETJhaBa KO, KakKo, 3aIITO M IJe y4ecTBYje Y
LENIOKYIHOj (habynapu3anuju:

Yempenmao cas,

Jjedan manu mMpae

nOKpaj mpouwinoe 3uod,

ocmapeo, craboe euoa,

wanmyo je npeoj 36e30u

da doje3ou

u npenohu

oge Holu

V Be2080j Manoj Kyhu.
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IMecma Jeuaxy wHa 3udy, cacraBjbeHa O]l TET HEjeOHAKHX CcTpoda
Pa3IMYUTOr METpa, 3aIOYHIbE Ka3HBamheM Y IPBOM JIULY jenHuHe ([Tuuiem necmy
Manom ypHyy), a HacTaBJjba y ApYrom JjHiy. Kako Ha caMOM IOYETKY HAacJIOBHA
CHHTarMa ykasyje Ja ce paid O Je4aKy HAalpPTAaHOM Ha 3UIy, IECHHUK CBOT
3aMHIIBCHOT jyHaKa MPHKa3yje Ka0 aHUMUPAHOT, T¢ Y aHaA(QOpPCKOM HU3Y HACTOjH
Ja ra oXuBoTBOpH: [la cee suou!/ Ila ce cmeje!l/ Ila ce cmudu... Kontpactae
cnuke (cruxe epeje,/ a on cmoju... pysce bene - ypna kpeda) uMajy QyHKIHUJY
nepcoHu(uKoBama Major IpHua. beros ¢usnyku u3riiea, oJHOCHO LPTEX Ha
3y UMa TOjeInHe KapuKaTypaiHe eineMmeHTe (Bpam my je ko maunka cmpena./
Hoeze cy my npase ypme), KOju Kao TakBU WIYCTPY]y HErOBY XKeJby Jia 3aurpa.
MeljyTum, Kako je Ha UpTexXy AOLPTaHa JIONTa, CMUCA0 U TOK UIpe Ce Memajy, I1a
ce o IMHaMHU3Ma M BEJpHHE IIpejia3u Ha Cy3e U IPEKUJ jefHe WIy3Hje O UTPU U
pamocTu. 3aBpIIHA TEpIUHA IPEACTaB/ba HEMITO APYraddjy CIUKYy Yy KOjoj
JOMHMHHpPajy MOTHBH JBE CY3HLE M THUME CE 3a0KpyXyje NepcOHHU(HKOBaHA
nepcudaxka o IPHOM Jie4yaKy ca 3uja. [IeCHUK je OBUM HEOYEKHBaHUM OOPTOM
(secerocm u uepa, myea u cyze) TUCKPETHO U CHMOONMYHO II0Ka3a0 IEIH [1a
JKHMBOT, UTPa U PAJOCT MMajy W OHY APYry CTpaHy, Koja HHje caMO Beapa H
3a0aBHa. VICTHHHM 32 BOJBY, Y CIIJIOTY CTHXOBA Tyra M Cy3¢ HUCY IpEHArIalieHH,
jep 3HATHO BHIIE NPOCTOpa 3ay3uMajy Wrpa, BECEJNOCT W pa3lparaHoct.
CJ10jeBUTOCT ¥ TIOATEKTYAJTHH HUBO OBY IIECMY YWHE OOTaTHjOM U Cap KajHH]jOM,
a TOCTHKa INamo30M/FHOCTH J00Mja CBOje OCHOBHE H3paXkajHEC OOJHMKE W
NPENo3HATIFUBY CEMaHTH3ALIHU]Y.

Ilecmy V36yna uwnHe uveTHpu puMOBaHe cTpode ca NPOMEHIJBHUBUM
METPOM OJ OCMepIIa 10 jegaHaectepra. MeradopudaH HAacIOB ymyhyje Ha JTaxHy
¥ HaBOJHY aJIAPMAaHTHOCT, a TIOBOJIOM CBETJIOCTH Ca caTelHTa Koja je 30yHmiIa
jyHake u aHTpomomMopde (deya, hayu, mpameaju, mecey). VI oBne je mpuMermeH
CITYaH CTHJICKH MOCTYMaK yBol)era HEOYEKHBAHUX OOpTa M OMET Y 3aBPLIHUIA
cTuxoBa. Y YBOJOHUM CTpopaMa IECHHK CTBapa 3aBOJJBUBY H TajaHCTBEHY
atMocepy TyHYy HenoyMmuIla W HejacHoha, M3a3BaHy II0jaBOM BeJIHMKE U
HEIMO3HATE CBETIIOCTH, OJ] KOje CEe He 3Ha Oa au je jympo, nooue un’ Hoh. Y
XYMOPHCTHYKO] XUIEPOOTH3alHjH, MTOpe]] TOMEHYTHX MPOTArOHUCTA YYECTBY)Y
HE caMo0 Jema, hauu W crapuju Jbyau, Beh W 1eo rpaa, Koju je 30ymeH
MHCTeprO3HOM cBetiolhy. Mako cy kopumiheHe npuinuyHo padibeHe pume (Oau
- can, Hoh - moh), OBa IecMa FIMa CBOjY CKIIQIHOCT U MEJIOAWYHOCT Ca CHCTEMOM
puMoBama: a-6-a-6. Kao n1a je ca3mana Ha NpUHIMIIIMA CIIOBEHCKE aHTUTE3E, OBa
recMa y yBOJy CaJIpKH MUTamwe (da au je jympo, noone un’ nokh), 3aTUM Clean
HenpaBu oaroBop (Huje ceemnocm ca camenuma/ mo obacjana 3emmsy c8y), a TeK
y eMHUJIOTY HAJIa3UMO TPaBH M KOHKpeTaH oaroBop (Jyue je manu baue koo mene/
ouo owuwan, bpame, 0o 2rase!). YBEpJbUBOCT UCKa3a MOCTUTHYTA j€ Ca3HAmbEM
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Jla ce YMTaBa yjaypMa u y30yHa AuTiia 300T OIIHIIaHE TIIaBe MaJIoT aKTaHTa, IITO
j€ M3a3BaJo pa3He peakldje W HPOHNMYHY KOHOTamwjy. OCHOBHO TEXHWIITE U
CMHCa0 TIeCMe OTKPHBEH je TEK Ha Kpajy y BHAY HEOUSKHBAHOT INPEOKpeTa U
yBoh)emeM HOBOT jyHaka, OepOepuHa lleHe, Koju caommTaBa KOHAaYHO DEIICH-C
OBe HEOOWYHE U XyMOpHe eHurMe. PenaTuBuzaiijom mirysuje u 301uibe, 0THOCHO
cMexa W urpe, Y30yna TEK y 3aBpIIHMM CTHXOBHMa J100Wja W3pasUTHjy
XYMOPHCTHYKY JHMEH3H]y W HWHHIMjAIMjy Ca TUIHYHEM [PUMEPOM
oHeoOHMYaBama U MeraopuyHOr 3aBohewma y ¢opmu emmiora. OBae NECHUK HE
u3pakaBa CBoje uyheme M 3amMTaHoCT, Beh KOHCTaryje u Mapkupa ojpeljeHe
JbYJICKE OCOOWMHE M CKJIOHOCTH Ka CMEXy, UTPH M 3abaBH, qodapaBajyhu memy
CIIMKY ¥ CUTyallljy Ha OCMHIIJbEH U XyMOPH30BaH Ha4YHH.

Iecma Bpanuuja nocia KOHKpETH3Yje YIOTY aKTaHTa (2padcKu U ceocKu
épabay), ka0 W MecTto nemaBama (beocpad, cmpexa jeowoe xomena). Y
(abymapms3anuju y4decTByjy Bpamu koju ce MmeljycoOHo mocehyjy u mouexyjy,
aly He Ha paBHOIpaBaH HaunH, Beh kao y E3010B0j OacHM Ha IITETy jeIHOT Of
wux. OBH (payHATHM jyHAIX MMPHKa3aHH Cy HE CAMO Y HTPaBO-XyMOpPHOj, Beh u y
napaboIMyHO-cHMOOJIMYKO] NPOjeKLHju Koja ymyhyje Ha cMucao aa ce yacHa M
cpmadHa moceta (Jep nemoc cy epanya/ beoepahanuna/ npumunu y eocme/ xao
€802a cuHa) MOpa y3BpaTUTH WCTOM MEpPOM M HayMHOM. V3BecHa ca3HajHO-
elyKaTHBHA TUMCH3Mja ca eleMeHTHMa OacHe 00e30elyje mo3y HapaBoydeHwuja,
Al ¥ KPUTHYKO-UPOHUYHH AUCKYPC Y CIIJIOTY Ha pauyyH HETATUBHUX MOCTYIaKa
u jomer aomahuHckor onxolemwa: Xeana mu na ceemy!/ Buwe ce ne 3namo.
Cjenumyjyhu moyky u urpy, Martuiku paszobnudasa oapeleHe Jbyacke 0COOHHE
(He3axBamHOCT, HEYBU)ABHOCT, HETOCTONPUMCTBO), KOj€ TyTEeM UIpe
(nusyurarve, epanuuja nocia) IPEeHOCH HA CHMOONMYKY paBaH M YHHBEP3AIHO
3Hayeme. Ctora ce 3a OBy mecMy Moxke pehm oa mpencTaBiba CBOjEBPCHY
puMoOBaHy 0acHY ca He/CKpHBEHHM I0(p)ykama u ofpejeHOM MOopaTn3aTOPCKOM
WHTCHIIH]jOM.

Hexama u cam HacnmoB Yux, nokywaj ynyhyje Ha wurpy u
KanamMOypHuuHOCT. [ TaBHU MOETHYKO-CTHIICKH CAJIPHKajU OBE MECME CAaYHEbECHH CY
oJ cenam TepimHa (puma 6-0). IlecHuk ce nmnepatuBHO oOpaha pernenujenTiMa,
nokymraBajyhn na ux yeene y urpy u atmochepy kojy omucyje. Mako je y
(hopMarHO-KOMIIO3UIIOHOM [UIAHY YycarjiallleHa, Y CEMaHTHYKOM CMHCIY OBa
rmecMa uMa Tpu HuBoa. [IpBu HHUBO (TpH modYeTHE CTpOode) OTHOCE Ce HAa 3ayMHE U
aJloTHYHE CIMKe, y KOjuMa BeTap 4apoOmak TpUYM IO Ba3myXy M IPaBH pasHe
HecTallUTyKe, Yy/ieca U CeH3aluje. Y JKeJbU Ja MPEeACTaBH BeTap Kao yoOuuajeny,
amy ¥ HECBAaKWAAIIKY TMO0jaBy, NMECHHK IIOCEXKE 3a CIMKOBUTUM EIMUTETHMA,
nepcoHn(prkanyjaMma u aHTPOIOMOP(HU30BAHNM CITUKAMA:
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Yapobmwak je, emo, npagu:

jeOHom Hocu uyoan Kanym

00 onanoe auwhia xcym.

A y 3umy HOCU OYHOY

€8y 00 benoe, CHedceHo2 Mpasa

na wom 3acmpe mpucma cmasa.

Jpyru 3HauemCKH HUBO OTBapa 4YeTBPTa TEPIHHA Ca MPENO3HATIEUBUM
yBOIHUM pedpeHoMm /e, noxywaj da nozredaur, y KOME JONa3H JIO MPOMCHE
aKTaHTa M MpeMeTa ONKMCHUBAaKkA. YMECTO BETpa calia Cy TO JbYIH KOjU Ha CBE
cTpaHe udy, scype,/ sanouury Hoso deno. OIHOC MOYKE U UTPE je PeIaTUBU30BaH
u MehycoOHO moBe3aH, Tako Ja ce Yy MOjeJHHMM TpPEHyIMMa H3jeIHavaBa H
nmouctoBehyje. W, koHagno, Tpehm ceMaHTWYKHM HHUBO CaIpXH IMOCIEImba
TepLMHA, KOja CBEJOYM Ja C€ KOMIUIEKCHOCT M O30MJBHOCT JKMBOTAa HE MOTY
carnefaTd M3 WMIpe M IEepCleKTUBe Jnerera. Jlakie, MECHWK IOKylIaBa Ja
Hau3riea 0e3a3JIeHOM M HauBHOM UTPOM, a YaK M M3 MO3HIMje NaCHBHOCTHU (ca
nposopa, ca 6ankoHa) TIOKaXe Ja ce y CBET OAPaciux Tpeba BpPEeMEHOM H
MOCTYIHO YKJbYUHUBATH, jep Ipyrauuje cge ne modxce da ce eudu. Ilecma YHux,
noKywiaj Ha OCPEaH U JUCKpeTaH HauuH y HOpPMH Urpe, 3a4rKaBama U 3abaBe
eMaHupa Onary NOy4YHy TEHAEHIMjy, KOja y CBOM HCKa3y CaJpKd H3BECHE
UMIUIMIUTHE TIOpyKe, Mynpe caBere u cyrectuje. [locnenma TepurHa oBe necme
MMa KapakTep pe3rMea M 3aKJbydka Hako ce npumMehyje u 1o3a JyXOBHTOT 00pTa
(MOTHB aBHOHA).

MopepHuju NPUCTYN U JIyTUCTHYKK KOHLENT MaTHUIIKH je OCTBapuo y
HOBOM IIMKIIyCy XYMOPHCTHUKHX Iecama, Mehy KojuMa Ipenmade OHe ca
MIaTPOBAYKKM m3pasuma u cieHroM (I/Ipna, Ceusayuja, Ceupka, /[ledun peunux,
Knonka, Jlonmame, Basicnu yosa). Y 0BAM TlecMaMa JIOMHHHPA CaBPEMEHH je3UK
ca YNIMYHHM JKaprOHMMa M H3pa3uMa, INTO IOKa3yjy M caMH HaCJOBH.
[puxsarajyhu pagosuheBcka Hauena pa3oHoje, 3a0aBe U Urpe, MaTHIKH cTBapa
CBOjEBpCHE CHHTE3€ XyMOpa M HOHCEHca, KanamMOypa M JyXOBUTHX O0pTa, Ipu
YyeMy ce JICTHIbH JI0KHMBIbAj CBETa MCKa3yje y ApYradrjeM CBETIIy U €CTETH3aINjH
nerumbctBa. HacnoB mecme [llpna ymyhyje Ha crpax uM 3e0my, HCKa3aHy
[IaTPOBAaYKHM jE3MKOM M CaBPEMEHHM HJIMOMOM BeoMa OJIMCKMM JIeIH Haller
noba. [lecma oOyxBara ocaM KaTpeHa y 4eTBEpIly W METepIly, IITO je JTOHEKIe U
PETKOCT y MOEeTCKOM M3paxkaBawy Munenka Matuikor. Urpa kao kpeanuja u
IPOCTOP 3a aBAaHTYPUCTHUYKO CAMOUCIIOJbaBame, a ca Apyre CTpaHe, U XyMop Kao
IyXOBHa pa3dubpura oBy mecMy YMHE YCIIEJIOM U HEOOWYHOM. Y HEHO] OCHOBH
HaJIa3| Ce CTPax O MpaKa Ha TaBaHY, KOJH j& OIICaH Kao je3UB ¥ CTpaIllaH.

Uny3ujy crpaxa um HemoTpeOHE O0jasHH TPEKuAa HUMIIEPATHBHO
obpahame nmpckor cybjexra (Ar" we nanuuu/ u ne ciunu), Koje TOApasyMeBa
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JIpyTadHju CTaB U OJHOC JIETETa, Ka0 U CUMOOIIMYHO OCBajar-e MPOCTOpa 33 UIPy
" BEroBy cinobony (mano/ napue neba). CTpax W HEBOJbA CE€, JAKIe, 3aMEHY]y
WTPOM ¥ BEIPUHOM INTO MpeNCTaBJba IaBHY IOPYKY M CMHCAao OBE MecMe.
3anpaBo, 3aBpLICTAK jeHC WMAardHaTHBHE, HETHUIUYHE MPEACTaBE U
ONTHMHUCTHYKE IPOjeKIHje CBeTa HaJOoBe3yje Ce Ha IOYeTaK Apyre, WrpaBe U
ONTHMHCTHYKE, KOja WMa MOTHBAl[MOHY M MOJCTHLAJHY NUMCH3Hjy Y CBOM
cacraBy. CTpax o]l Mpaka je cacBUM peajiaH 1 Moryh, aju npasa npna yop3o OuBa
paavKalM30BaHa HOBUM cCaJpXajuMa W CMHCJICHUM HalopuMma Yy IHJbY
JIOMAIlTamka Urpe, XyMopa 1 BeApHHE. AHTHHOMHYHOCT Hegosbe U Hebd, OTHOCHO
CcTpaxa W WIpe HHUje caMmo MpeIuInTame (QUKIMje M CTBApPHOCTU KOJIHMKO je
CHHOHHUM CTaJlHe OTpede U HjaeKTHUKE CBECTH O Pa3HOBPCHOM JIOKUBIbABALY
JKUBOTA M FeTOBUX MaHH(ECTalHja Y I€UHj0j pEIeTIiji CBeTa.

Wnentnuny Gpopmy u cTpykTypy uMa u mecma Censayuja, Koja ooyxBara
cenaM crpoda pasIHIuTOr M KpaTkor Metpa (2+6). [Iparehu nyx HoBOT BpeMeHa,
epy TEXHOJOIIKEe NUBMWIN3aLMje W HMHPOpPMATHKE, IECHUK Ha MAIITOBUT M
XYMOPHUCTHYAH HadYUH JOBOIU Y MeljycoOHy Besy nete u kommjyrep. C 003upom
Ha TO Jia Cy padyHapH JaHac HEOIBOjUBH J€0 YOBEKOBE/ JIeuHje CBAKOJIHEBHUIIE,
CacBUM je ONpaBJaHa HUXOBA IOCTH3alMja M CUMOONMYHA aKTyenuzaluja. Y
OBOj IECMU PEKBU3UTH 3a UTPY U 3a0aBy Cy Komnjymep, 1onma U menesu3op, ajlu
U CBE OCTajie Urpayke. [ JIaBHU aKkTaHT je jedyak hupa, KOjU jeqHOT jyTpa MpaBH
HEOYCKUBAHU O0PT U CCH3AIM]Y Kada ce jympoc/ 00jednom/ u3 yucma mupa// Kao
o0a bpuee/ opyee/ nema/ namuo/ Krvuce! 3aBPIIHU CTHXOBH O3HAYABA]y CTHYKE
JeMapKalioHe ¥ MHCAaOHE IPEOKpPeTe y CBECTH JjeTera (CaMOCHO3Hame H
OTPEXKIEHE) Y CMUCIY Ja CBE, 1a YaK U MI'pa MMa CBOje TpaHHMIle, a Ja pax u
ydeme He CMejy OWTH 3aI0CTaBJbEHH WM Ha ApyroM Mecty. [locTynkom oOpHyTe
NcHXoJoru3andje MaTHIKH CTBapa CBOjeBPCTaH IIPEOKPET, a HE JIOTHYKU
mpeceiaH y KOME YYECTBYjY POIMTEIbH WIM OCTajdd WIAHOBH IOPOIMIIC.
TpaHCapeHTHOCT HTpe ce, HapaBHO, HE TOBOJIH y CyMIbY H IHUTambe, alld 3aTo Ce
MPEIHOCT Jaje KibU3H. KOHTpamyHKTaIHOCT Urpe U Kibure (3a0aBe U yuemwa) HHje
JCTPOHM30BaHA W  paJWKalnW30BaHa, KOJNMKO je HH(AHTWIH30BaHA U
XYMOPH30BaHa Y CMUCIY JETHI-ET CAMOCTAJIHOT YKJbYUYHBaba Y TOKOBE KHBOTA U
BEroBe MHTErpalnuoHe mpouece. 3aro Cenzayuja IpencTaBba OCOOEHY BPCTY
MOy4YHE JIEeMOHCTpalyje ¥ MoJM(oHe KOHOTALlM]je UIPaBOCTH, 30MJbe U (aHTa3uje
(nrau komnjymepa).

Enementnn wurpe nomuHHMpajy H y cIpykrypu necme Csupka,
KOMIIOHOBaHE O] IIeT JBOCTHXA y CKIAQJAHMM OCMepIMa. [ oBora myrta mecHUK
penn3Ho ofpeljyje OKBHpe W XpOHOTOIlE 30MBama: KO (6pba u Oeuax), Kama
(jyue), mrta (8pba docadura cama cebu, a dewak je npemeopuo y ceupauy), Kako
(oojeonom, uz uucma mupa) u ci. Tako je Hactana ceupka, 4uja MeTadopusanmja
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1 cuMOomm3anmja yiyhyjy Ha 1ednjy moTpedy 3a UTPOM, CTaTHOM aKTHBHOIINY 1
3abaBoM. OBaj MOTHB je peNIaTHBHO YeCT y HAIIO] MOE3WjH, a YMHHU CE 1A je
Haj00Jby YMETHHUKY Kpealyjy MOKHUBEO y aHToyorujckoj necmu Ceupane Boje
Hapuha. 3a pasnuky on me, csupka Munenka MaTHIKOT HeMa HOCTaITMYHO-
MeJIaXHOJIMYHE TIPU3BYKE ¢ 003MPOM Ha TO Jja OH 3aroBapa IMOTIyHY pelaKcaiujy,
6e36pmxHocT 1 pagoct. He Tpeba 3abopaButn na je Ceupka v HACIIOB jEJHOT O]
HErOBUX OMJIQJIMHCKHX pOMaHa, MaJia jé TeMaTuka, HapaBHO, CACBUM JApyradmuja
HEro y OBOj MCTOMMEHO] recMH. M oBJie je MecHUK ynoTpeduo jBa IaTpoBayvka
uspaza (ceupka, Kiura), a CBe y LWBY IOCTH3ama IMOTIYHHjC jE3UUKe
EKCIIPECUBHOCTH U OCaBpeMemaBama n3paza. CKIaJHU OCMepLH JONPHHOCE Ja
oBa mecMma Oyne MenoguyHa W puTMH4HA. CBakd IHCTHX YHHU TOCEOHY
PEUEHHILY, OCHM IIOCIIEABE JBE KOje Cy CACTaBJbEHE OJl jeJHE IPOCTOIPOLINPEHE
pedeHuIe.

Crpusanuya CaipXyl [BaHAGCT OHOMATONCHYHHUX H3pa3a KOju ce
[OHaBJbAjy 10 TPWU MyTa, Kao W JABE pemyIUmkauuje (mamu, axo), paid
MOCTH3ama 3BYYHOCTH U e(DeKTHOCTH puMoOBawa. Hamucana y jeqHoM jaxy Kao
ey(OHMYHA M MeJIOJUYHA LIEJIMHA, OBa IecMa Iocelyje IpaBo OOTaTcTBO U
JIEKCUYKY DPa3HOBPCHOCT Y MCTHIAKY IMOjEMHUX PEYHM W y3BHKA, INTO je Kao
CTWJICKM, KOMIIO3WIIMOHW W CTPYKTYPaJIHU MOJEN HHOBalMja y TECHUIITBY
Munenka Marunkor. Haume, necma oOyxBata 28 crtuxoBa W rpadMuku HUje
nesbeHa Ha cTpode. CBaku cTHX/ peueHnIa 3alI0YNE-¢ HOBOM OHOMATOIIEjOM:

Tan, man, man,

JIYRa 0eoun wman.

Kpx, kpx, kpx,

cyue deda OpK.

Tluc, nuc, nuc,

/oYM je Kao puc.

On modveTrka 10 Kpaja IecMe, ¢ MPOMEHJBHBOM MojaBHoIIhy, ¢urypupa
JMK Jeje 300r Kojer 1oJ1a3u 10 Moau3amba TeMepartype (cee Hac xeama cmpax),
a IIOTOM C€ y EIHJIOTy Ha3upe KOHaYHO pellere, CKPUBEHO (CUMOOJIMKa HACIOBa)
y ciojeBuMa urpe, 3abaBe u cmexa (Crnonao nac cmex). I oBora myra, Jakie,
CMeX je HajJjayao cTpax, HOOeIMBLIM Tako Jeunjy 0oja3aH M HEHW3BECHOCT.
[ITupoka ymoTpeda oHOMATONEje je Yy CIyKOM HUrpe, aau y MPeTIoCTaBIH
OYEKUBamba HENPEIBHIMBOL, KalaMOYpHUYHOT, HOHCEHCHOI. THME ce MOCTHXKY
Belin CeMaHTHUYKM M XYMOPUCTHYKH e(pEeKTH, KOjU HMMajy CBOje IOjeAMHAYHO
(ucka3zHO), anmy W 3ajelHMYKO (KOHTEKCTyaliHO) 3Hauewe. [Ipema oBuM a u
IpyraM  (OpMaTHO-CTHICKMM HaszHakama, Ckpueanuya NOHeKIe moxaceha Ha
neduje pasOpajanmie, Opojaimiie u Apyre CInIHe ToBopHE urpe. CHHTE3a cTapor
1 HOBOT, OJJHOCHO TPaJANIIMOHAIHOT M MOJIEPHOT oBaruioheHa je u 'y necmu /JJedun
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peyHuK, 4YHju je3WdKH CJOjeBH  (apXau3MH, TypHU3MH, IKaprOHH3MH)
MIPENICTaBIba]y jEAUMHCTBEHY JMPCKY M JIEKCHYKY KoMOWHaTOpuKy. Hammcana u3
TIePCIIEKTUBE JeTeTa KPO3 jelaHaeCT METPHUYKH Pa3sIUIuTHX cTpoda (4+6), oBa
recMa Toce/yje HeoOM4yaH ¥ pa3HOBPCTAaH PEYHUK Ca alITEPHATHBHUM pelehuMa
Y aJICKBaTHUM 3HAYCHUMA.

OcwuM npBe ¥ nocieme cTpode Koja MpeICTaBiba HEKY BPCTY JIOTHUKOT
pe3rMea WK 3aKJbydKa, CBE OCTalle Cy OCMUIIJBEHE 110 NMPUHIMITY HaOpajama u
IpajlaliijCKOT HU3ama JEeIUHUX je3MYKHUX MeTare3a M OOpHYTOI MMEHOBamba
CTBapH, 10jaBa U npeaMeTa. Ha 0CHOBY OBHMX CTHXOBa MOXKE C€ CAYMHHTH HEKa
BpCTa PEYHHKA, OJTHOCHO PETHCTap OHHMX IMOjMOBA KaKoO Cy ce HeKaJ 3BaJ, a ca
JpyTe CTpaHe OHAKO KaKo JIJaHaC M3IJIe/la ’bUX0Ba CHHOHUMHU3AIH]a.

Ocol6eHy TUMEH3H]jY JTyAU3Ma U CIMKE T3B. HITYAIICHOT CBETa HAIA3UMO
y niecMmu /[a je Huje, KOja JOHOCH M30KPEHYTH yrao ImocMaTpama KUBOTa, 110jaBa
W CTBapu y CBaKOJHEBHOM OKpyxkemy. CrTBapajyhm XyMOpHY W BHUPTYEIHY
peaHOCT Ha caMO HEMY CBOJCTBEH M MMAarnHaTHUBaH HadMH, MaTHIKH y TeET
CKJIaJTHO pUMOBaHUX KaTpeHA pa3BHja WIy3Wjy OOpPHYTOT TMOpeTka ctBapu: Jedaw
omay 0obuo nemaxa/ kad 3002 Keya Huje Ouo wym./ Jeona epyosa zepabuna
Oeuaxa/ na je npozop ciemeo Ha nym. Ca OBaKBUM CIIMKama, CMEIIHHM H
HEeCBaKWalIbIM, IeCMa IIOYMIbEe M 3aBplIaBa ce Ha uUcTH HauuH. [loeHta M
eMWIOr Cy M30CTaJIM, C 003MPOM Ha TO Ja je YMTaBa IecMa HalHCaHa y HCTOM
cUMOONMMYKOM KJbyuy. [lecHuk je, nmakie, HaMEpHO OCTaBHO IpocTopa 3a
JIOMAIlTake M acCOIMjaTHBHO IPOMHUIIBAGE, jep CE y TO] HEJIOPEUCHOCTH H
noeTui ouyhema Ha3upy BPEIHOCTH W pe3yJiTaTH OBE CTBapajavyke Wrpe.
KonTpanyHnkramHum merate3ama (nomok - Mocm, nac - kocm, ayaa - 0oeda, mabna
- Kpeda) CTBOpPEHE Cy aJOTHMYHE W 3By4YHE CIHKE, ITyHE UyJIeCHHX OO0pTa,
mapagokca W KoHTpacTta. OBa aHTOJNIOTHjCKA TIECMa je THUNUYaH TIpUMeEp
MOJCTUIIAba JIeUHje MallITe W Tparama 3a IyJAHUM, HECIIOjBHM, HEBEPOBAaTHUM.
Hawm3meHnnyHa aHTHHOMHYHOCT CTHXOBA je MPOAYKT OOpHYTe BH3Hj€ CBETa Koja
ycieq CBOje Haollake acHMETpHje H3a3MBa CMEX, 3a4yJHOCT M MHTama 0e3
omrosopa. Ilecma Jla je Huje, WWju je HACIOB JOBOJBHO WHIUKATHBAH U
cuMOonnyaH, pas3BHja  pamoBuheBcKy  (acuuHaLMjy, OJHOCHO  JIOTHKY
[IpeOKpeTama U u30KpeTama. MuBep3uBHe ciinke Muiienka MaTuukor octBapeHe
Cy y IyXy NoOWIpaBama M KOHTpAacTHpama, IpPH 4YeMy J0Jjia3k [0 CTBapamba
OMO3UTHUX M MAHJAHCKUX OJHOCa KOjU MMajy oOelniexja MmoceOHE KOMHKE W
XyMopa.

OBe MOETOJIOIIKEe HA3HAKE JAOHEKIE ce OQHOCE U Ha mecMy ¥ gebpyapy,
KOMIIOHOBaHY of 23 MeTpW4kHu HeyjemHaueHmx auctixa (5+10). PazBujena
Hapanpja, Ka3WBamke y NIPBOM U IPYyroM IHUIy, Oorara MeTapOpHIHOCT M
JIEKCUYKa PAa3HOBPCHOCT (mpoicrbak, fycke, cmyyamu, KpKobaHay, KOKAKOIUYApKa,
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wibusumy) caMo Cy Heke o] (DOPMAaHO-CTIJICKUX H HACjHO-CTPYKTYPaTHHX
KapakTepucTHka oBe mecme. Ommcyjyhn cMenTHe 3rofe 1 He3roje jeJHOT Madka,
Matunku moxasyje 1a 'y (hayHaTHOM CBETY IOCTOju moTpeda 3a urpom. CremeH
XyMOpH3alyje IojadaBajy e(eKTHe M 3BOHKE pHME, Kao IITO CY: KOKMOM -
HOKmMOM, QpKy - mpKy, hycke - 2ycke. 3aHUMIJbUBA U cMelHa ¢alyia uMa cBoje
JpaMCcKe eJIeMEHTE KOjU c€ YKPAaTKO MOTY OBaKO IPEICTABUTH:

1) excrio3uiyja (o/y1a3ak Mavuopa y CKUTHY),

2) 3ariet (moYeTak HeOOMYHUX U YyAHUX forahaja),

3) xkynMuHanuja (CMeIIHe TOTOOBIITHHE U JPYyTe 3roe),

4) nepuneryrja (nospartak kyhu) u

5) paciuiet (pe3uMHUpame A0KUBIbaja i cehame).

[lycronoBuHe aHMManHOr akTaHTa nponpaheHe cy TIpaganyjcKuM
HU3aIEM Pa3IMIUTUX CIIEHa U MOTHBA, KOjH Y CBOM CacTaBy 00jeIUmbaBajy Urpy,
many ¥ cMex. HacraBipajylin HeroBame JyAMCTHYKOT KOHIICITA, HEOYSKHBAHUX
obpra u QeHomena urpe, mamre u (panrtasmje, y necmu llanuea IyXOBUTO M
mano30MJFHO ce OMHCyje TMamaraj, KOju je TOBOPHOM CcyOjeKkTy HecTao u3
BUIOKpYyTra 3a TPEH OKa. Y JEBeT NpaBWJIHO PUMOBAaHMX KaTpeHa (a-0-a-0), ca
HaU3MEHUYHHMM Ka3MBamkEeM y IPBOM U JJPYIOM JIMILY jeIHUHE, OBa XyMOPHUCTHYKA
Y HOHCEHCHa TlecMa LIMPH WIy3Wjy 0 HecTaHKy KyhHor jpyOmmiia. Mako HacioB
rnacu [lanuea, IECHUK y TEKCTY ymnoTpeOJhbaBa caMO CHHOHUM nanaeaj. Ilecma
uma cpehal u cMeman Kpaj ca CHa)KHUM e(eKTHMa T3B. H3HEBEPEHOT OYEKUBaba.
brara mapoinMYHOCT M HarjamieHa XyMopu3aluja CTBapajy UrpaBy M 3a0aBHY
aTMoc(epy Koja MpUBJIaYM CBOjOM MHTPUTAaHTHOM 3aBOAJbUBOIINY, HAPATHBHOM
y30yaspuBOIINY M BEJPUM PACTIONO0KEHEM.

[Noetuky urpe, xymopa u kanam6ypa apupmuiie u Kronka, Harcasa y
IpyTadmjoj METPUUYKO] CTPYKTYPH y OJHOCY Ha NPETXONHE IeCMEe W3 OBOT
TeMaTcKor Kopryca. OBe je y CBUX ocaM KaTpeHa CTporo yTBplheHa cuimabuka
(8-6-8-6), wTo mecMH naje MOCEOHY MENOOUYHOCT M XapMOHHUYHOCT. Y
METPHYKOM IIOTJIEAy CTUXOBHU Cy NPaBHJIHM, MaJia ca M3BECHUM OJCTYNamuMa y
TOHAIUTETY U pacHopeny akueHara (daru - pacmajanu, 406a - waposa). Cucrem
pUMoOBama, Takohje, ”Ma HE3HAaTHUX OJICTyNama, TAaKO Jia y JPYroj, IIecToj H
ocMoj cTpodu 01a3u 10 W30CTajarba pUMOBarma MmpBor ca tpehum cruxom. Y
MOETCKO-CTHJIMCTHYKOM TIOTJIely M OBa IIeCMa HCIyHhaBa TEOPHUjCKE 3aXTeBE
Hymana Pagosuha na nobpa mecma 3a jeily mMopa OUTH IITO arpecHBHHja W
JMHAMHYHHU]a, OJJHOCHO Becenuja W xuBaxHuja. Knonka mnouume oOpahameM y
IPBOM JIMIly, a 3aBpllaBa ce€ 3ajeJHHYKOM KOHCTaTallljoM H 3aKJbyYHOM
PEUYCHHIIOM, YHME CE CyrepHIle MHTEPIIEPCOHATHOCT YKYIHUX 30HMBamba, ajld H
WHIUBUIYaJHU M KOJICKTUBHU IOKHMBJbA] CBUX akTepa. Taj mpenasak M3 T3B.
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Mojena Ja To3uIrje y TpaMaTHiK O0IHK MHOXXHHE HHje pelak u cycpehe ce y
JOII HEKUM CTUXOBHMIMA MaJia Y Mamb0j MEpH.

Peanm3oBana 6e3 mKakBe CTpOQHUKE IMONENE, y CIOOOTHOM PHTIMY H
pasnmuuuToM Mmetpy (2+8), mecma Ko 6ucoxo nemu obyxsara 107 ctuxoBa u
NPe/ICTaBJba jeAHY O HajAy)XuX recaMa. fheH HacioB je, 3ampaBo, CBOjeBpCHA
aly3Wja W eNMIca Mo3HaTe HapoAHe TocioBuue Ko gucoxko nemu Hucko naoda,
yuMe ce CHUMOOJMYHO U €30II0BCKMM JE3MKOM JKHIOINy MOjeInHE JbYACKE
ocobune. 11 oBora myTa je cBeT QayHe (eonybapHux, KOKOWApHUK) TOCITYKUO
MECHUKY 3a CHMOONIM3alMjy W CKBHBAICHIHMjy CBaKOJHEBHOI )KMBOTa
OCMHUIIUBEHY jE3MKOM OacHE W HHM30M DPa3HOBPCHUX CTHIICKHX Qurypa, Mehy
KOjUMa TpeAmaun rpajgammja (spucax, opare, KOKoOakare). ATy3UBHHU CJI0j OBE
mecMe uMa rmocebaH KOHOTATHBHHA CMHCA0 U CEMAHTHYKY (DYHKIIH]jY, KOja eI ’
MIIaiMa Ha IIPUXBATJbMB HayMH OTKpHBa onpeleHa casHama, MOYyYHE MUCIH U
SMITHPHjCKE YHHbCHHUIIC.

C HacJIOBOM KOjH TIpeJCTaBiba BPCTY UIMOMa 1 hoHOCTHIeM, [épy nma
JBOJICIIHY CTPYKTYpYy Kao W mecMma /JJoowcuemaj, a 4ak HICHTUYAH CMHJIOT U
HEOYEeKMBaHW OOpT Yy 3aBpIIHUM CTHXOBMMA. Pasnuka y merpy je, Takobe,
npuMmetHa. Hanme, mpBa deTwpu cTHXa cy y CeQMepuuMa, a CBH OCTald y
mectepunma. M3pas yepy oBne je ynotpeOJbeH y CMHCIY HHIOJAIITaBama U
Herupama Hedyera WIM HeKora. AKTepu cy aHTponomopdu: cuee, aonma,
orcugomurve, nmuye U npahxa. KeponoBcka amMOMjeHTalMja ¥ N30KPEHYTa CIIHKa
cBera rpaljeHa Ha mpuHIMIUMa KoHTpacta (Yeaw 6u nobeneo/ a cnee 6u
noypreo) nopehaBa CTENCH 3a4yJHOCTH W aJIOTHYHOCTH (1ajaie Ou mauke u
¢pxmanu ncy), WTO AONPUHOCH XYMOPH3AIHMjH W Pa3BOjy WMarnHaTHBHE WTPE.
Hako pmenMMUYHO TOyYHa, MHTEHIMja HHje Yy HPBOM IUIaHy, OHa ce, WIAK,
Haciyhyje 1 Ha3upe y ClI0jeBIMa MECHUYIKOT MCKa3a, KOji MOCPETHO OTIOMHUELE 11a
3a M3BECHE MOCTYIIKE MOCTOj€ PEYH OIPOIITAja U HCKPEHE CAMOCBECTH.

Heyjemnauenn necerepar (4+6 u 5+5) Hanmasumo y Pacnycmy na ceny,
koju oOyxBara 40 nBocTHXOBa. Y (OpMH HApOAHE €MUKE OBa IecMa HUMAJOo
CIly4ajHO 3aloYMie yoOndajeHoM amoctpodoM u uaumomoMm boowce muau, a
3aBpmaBa ce, Takohe, oOpahameM, anM y IyXy Halle CpeAmEBEKOBHE IOE3Hje:
Hamepnuue, u npusnaj u peyu... OBJie Hana3uMo jouI jeJJaH MOTHB M3 HapOJHE
eICKe Moe3uje, a TO je macTyB 3elieHKo, uMje uMme monaceha Ha [lamjaHoBor
3enenka. JKenehu na y M3BECHO] MepH MPOMEHH W OCBEXKM CTHXOBHH HCKas,
Maruiku je Tocernyo 3a oBOM (OpMOM U CTPYKTypoM obOpahama aenm, koja
MpeACTaB/ba CHUHTE3Y TPAAULIMOHATHOT (ETICKOT) M CaBPEMEHOr (MOJEpHOT).
Pacnycm na ceny je mpenctaBibeH Kao BelMKa IO30pDHHULA 32 UTPYy, JACYHje
LIepeTiyKe W ypHeOecHe IyCTOJOBHHE HACIMKAHE Ka0 Onuma epesd, YuKd,
8pucka, 6ejxcanuja. JyHanu rmecMe Cy JBaJIeCeTOpPO Jielle, a HHUXOBE HIpe U
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CBaKoOjake 3rojie JoyapaHe Cy XHIepOoau3anujoM. PacmycT Ha ceny je Bennka u
MMarvHaTHBHA Wrpa Oe3 TpaHWId, KOja HWMa CBOjeé ETHYKO M ECTETHYKO
OIlpaBlambe:

Ha rux dsadecem u jowr moauxo

y ceny je el ceaxo HABUKO.

Hamepnuue, u npusuaj u peyu

Jjecy deya, anu nucy ceeyu!

W3paszura XxeZOHUCTHYKA AMMEH3Hja OBE IeCME MMa 3a LIUJb, IIPe CBEra,
Jla MOKaKe KOJIMKO j€ 3HAYajHO M NMPUXBAT/FUBO JCUYHjE YKHBAKE U peaKcalyja
y urpu Oe3 o03upa Ha IOjeJUHE HUCMaje, IITETy W HEraTUBHOCTU KOje Cy,
YIJIaBHOM, HOHCEHCHOT M MapajiokcaliHor kapakrepa. [lornyHa unentudukaiyja
ca UIpOM W IEHUIMPaHO MCKa3aHa MoTpeba 3a oM (4 oo 6u da uma uspauxy)
wiryctpyje T13B. DpojIoB MPHHIUI 33aJ0BOJBCTBa oOOoraheH CBaKOBPCHUM
o0pTHMa, NETHHUM HaroHMMa M akOujamMa. Y TOM CMHCIY IIECHHKOB OJHOC
mpeMa TONHWIM Wrpe je JeNoTBOpaH MW adupMaTWBaH, jep Y CBOjoOj
(IIeKCHOMITHOCTH U KPEaTHBHOj IIMPUHM CHAXKHO MCTHYE XEJOHHCTHYKA Havena
(yXOBUTOCT, XyMODHOCT, BEIpHHA) CXOJAHO 3alaxamy Ja ,IIECHHK 3acMmeje
MaJor YHWTaola WHBEPTOBAHOM palMoOHanHomhy, HECKJIIQJIOM JKejba U
MOTYhHOCTH, M30KpPEHYTOM JIOTHKOM, NMPUTHBYpeuHOInly OoO0JHMKa U caapiKuHe,
NPUBHUJIA U CYLITHHE, TEXKHOM Jla Ce JOCErHe 030MIBHOCT OJpaciuX HECBECHOM
excrientpuuHothy.“ (ITerporuh: 2005: 89).

[MpuHumn  HaOpajama, (HE)OYEKMBAHH OOPTH M MPE3EHTCKO/
CHHECTE3UjCKO MOHABJbAE Cy CaMO HEKe Ofl 3Ha4YajHUjUX (HOPMaHO-CTHUIICKUX
KapakTepHCTHKa Koje obOerexaBajy IecMy ca IIaTpOBAauYKUM HACIOBOM BaorwcHu
yoga. OBie ce, 3alpaBo, HE pagl HA O KAKBOM YOBEKY, Beh 0 KaXHIIPCTy, KOjU
00aBJpa pa3M4YMTEe W 3aroHeTHe paime. [IeCHUK y MOMaIMYHOM TOHY y JBE
obumoM (29+4) u metpom (1+9) HejenHake cTpode onmcyje mojeqrnHe QyHKITH]je
JbYACKOT KaXHIPCTa, a CIykehd ce MOHajBHINE METOHHMHjOM H MPEHECCHHM
sHaueweM (Tpu nym Kyyne, 0Oobpe eecmu kao OJonaze). bes o03upa Ha
BepCUPHKAI]CKYy €000y ¥ KOMIIO3MLIMOHY (JICKCHOMIHOCT, IIecMa HHje
MEJIOJJMYHA U CKJIAJHA, a IbeHy BPEJHOCT PEMETE U HEIIPaBUIIHE PUME: 110Kd3)je —
yempemmyje — nockakyje — ymyje - sameryje. UnHu ce, unak, aa je Hajeehu
KBaJIUTET OBE MIECME FhCHA 3aroHeTayka arMoc(epa U UrpuBa HEM3BECHOCT, jep ce
TEK y MOCIEA’EM CTUXY OTKPHBA IIPAaBH CMHCA0 Ja CE PaAu O KaKHIIPCTY, a HE O
HedeM IpyroM. Jlakie, ounrienHa je mecCHUKOBa HaMmepa Ja (OpMOM 3aroHeTKe U
pehanuie ymyTy mMo3MB Ha UTPY U CMeX, a CBE TO y CaJiejCTBY acoljaluje u
amy3uje, mopehema W Tpamammje. 300T cBera TOra CTHXOBH HMajy Ipax
OJrOHETama U LPTY PaJo3HAJIOCTH, KOja MX YAHH CMELIHUM H 3aBOJJBHBUM.
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Eydonnuan nacinoB Pam y pumy HajaBbyje (UTypaTHBHY €MaHAIH]jy
aHNMAJIHHX JINKOBA (8pare, dcabe, nacme, 2ycKke, cépake, pood, smuja), KOju ce y
CBOM CTAaHUINTY TOHAIIA]y Kao Na je pamHo cmarve. TpHUHAECT yjeOHAYCHUX
JBOCTHXOBa OIMCY]Y OMWbEHE Jjeudje ¢ayHaJHEe jyHaKe ca HHHXOBUM
KapaKTEPUCTUYHUM OCOOMHAMa M aJIeTOPHjCKUM CBOjCTBHMA, a CBE TO Y CIY)XOH
MIPO’KUMarka UTPE U CIMKE TPHPOJIC.

O mKoNM ¥ )KUBOTY Y H0j HAIMCAHO je MHOTO Iecama 3a Jielly, ajld Ha
jedaH MPWIMYHO YTWIMTApaH M JWAAKTHYaH HayMH, KOjU je IpeBasuheH y
TEOPUjU UTPEe U MOJICPHH]EM ITOSTHYKOM CXBaTamy cBeTa AeTHmCcTBa. [llkona je
jemaH On ICHTPaTHHUX/ MPUMOPIUjATHUX MOTHBA y IMOC3MjU 3a JCIy U MJiiaje
Mmuienka MatHikor, y Kojoj je 0HOC Jelle peMa IKOJIW NpUKa3aH U3 moceOHe
NO3ULHMje W CXBaTama ca IIyHO CTapaTeJbCKOT pa3yMeBamba, IIOBEpema U
cummnaryje. [IpuxBaTajyhn kao y3ope oBakBa MOETOJIONIKA HaYesla U CTBapaadKe
MpUHLIKIE, MaTUIIKKA UCTIUCYje CTHXOBE O LIKOJM U JACYMjHM OJHOCHMA, Urpama
1 noHamaky. OH Ha KOy IJieJja ¥ Kao Ha UIPAOHHUILy U MAIITAOHHIy Y KOjOj ce
Jiela, Topea y4ema, 3a0aBibajy, cMejy, 3aibyoOibyjy. Iloermsammja mrkoicke
CpeArHEe y CPIICKO] MOE3UjH 3a JIely M MIIaJIe 3all0unibe MPAaKTHYHO 0o 3Maja u
Tpaje ca HecMameHHM HMHTEH3UTETOM JI0 JaHammux nana. HacraBipajyhu Ty
TpPaaMLM]y M JUPCKY TeMaTuky, MaTHIKK NpUKa3yje KOy y HOBOM PYyXy H Yy
KOpaKy ca aKkTyeJIHHUM BPEMEHOM ca JIOCTa CBEeXHHE W OpHrHHanHOCTH. [lecma
Becm mocenyje npeno3HaTsbMB MPUHIMI 3aroHeTama, odyhema u mocraBibamba
peropudkux nurtama (Pacnycm nuje,/ npasnux nuje,/ 00Mop Huje,/ Hema uax Hu/
excKyp3uje, na wma au je?), a mpaBa OJrOHETKA HAJla3W CE TeK y 3aBPLIHOM
cTuxy. Taj mocTymak OTKpHBama WCTHHE Y CaMoj 3aBPIIHHUIMN IecMe (EIHIIor)
MOCTEIIEHO I0CTaje MaHHp W KAapaKTePHCTHKA W3HEHAIHOT IPEOKPEeTa, KOjHM
0CTaje IOBOJFHO IPOCTOpPA 3a apTHUCTHUKY HAJOrpalimy M acouujatuBHOCT. Kao
IITO U caM HacloB ymnyhyje, mecMa uMa OOJMK BECTH M Taj HleH HHPOPMATUBHO-
eKCIUIMKAaTUBHU KapakTep 00e30ehyje joj onpeheny mo3y mkoHmuHOCTH U Behu
CTEIICH CYTeCTHOMITHOCTH.

[lopen pmeckpunTHUBHOT Cil0ja W JIMKOBHOT TNPEIONIKA, IecMa
Ilonemapay mocenyje CloXeHy CTPYKTYpY M HJEjHY INOPYKY, YHMjH CE TJIaBHH
MOTHB OJIHOCH Ce€ Ha IpBa Jieudja oTkprha M )KMBOTHA ca3Hamwa. Mako Ha mpBu
MoTJIC/] XyMOpHA W 3a0aBHA, OBY MECMY OJJIMKYje 3HAa4YajHa MMOYy4YHA WHTCHIIU]ja,
HAapOUYUTO MCKa3aHa y Iociema IBa kaTpeHa. OBlie ce IECHUK OTBOPEHO CTaBJba
y YJIOTy CaBeTO/aBIa, KOjH MY/APO U eMIUPHUjCKH yryhyje neTe Ha YHbeHUILY Ja
CBE MIMa CBOje BpeMe 1 MeCTO:
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An’" He cmpaxyyj, cee hiew cmuhiu

da yno3naw kao 3ampeba,

u Ha mope cam hewt uhiu,

u nemefiew yax 0o neda!

Oge cy necme Meh)ycoOHO Beoma CpojiHe, T€ TIO0 CBOjOj HJICjHO-TEMAaTCKO]
OJIMCKOCTH M XyMOPHCTHYKO] CaIp>KUHU CaYNibaBajy Maly MOTHBCKY IICITUHY.
l'oBopehn o moerckoj urpum u xymopy MmieHka Matunkor, Bajbanio Ou ce
MOJICCTUTH MHUIIbeha beprpanaa Pacena, koju o urpu kaxe Ja je jbydaB npema
0]

HAjOUYHUIJICIHI]ja KapaKTepUCTUKa Mianux Owha, OMIO JBYICKHX

wm npyrux. Kon nere je oHa nmpaBibeHa Yy HEUCLPIHUM YXXKHBabHMa Y

npuKasuBamy. Mrpa u mprukasuBame Cy BUTAHE MOTpeda AeTHIHCTBA, 32

KOje ce MOpajy OCTBApUTH YCJIOBH aKO JKEIMMO Jia JleTe OyAe 3apaBo U

cpehiHO, cacBMM HE3aBHUCHO O] KPajie¢ KOPUCTU OJi OBUX AKTUBHOCTH.

(Pacem: 1996: 79).

W3 cBera UHTEPHPETHPAHOT MOXKEMO KOHCTATOBAaTH Ja  ce
XyMOpHCTHYKe necMe MusieHka MaTuikor:

1) 3acHHBajy Ha NPUHIMIINMA AaHTHHOMHYHOCTH W anorudHoctd (L{spy,
Censzayuja, Knonka, /[oxcusmaj, Iloznanuyu),

2) mocenyjy W3BECHY HapaTHBHY AWMEH3M]y W aBaHTYPUCTHYKH JyX
(Baorcnu wosa, Jledun peunux, Pubonosay, Ko sucoko nemu),

3) mpedepupajy HeouekuBaHe U ayxoBute obpte ([Ilpna, Hema jeoa,
Jlonmarve, Ceupka, To je wmo je),

4) Benmu4ajy Jby0aB W HAKIOHOCT TIpeMa MPUPOIH U KUBOTHEama (Mpas
u 36e30a, 3awmo nuene 3yje, Ha nomanu).

PackorrHa xymopucTrdka arMocdepa Biiazia U y OHUM IecMama, e je
JUPCKH CyOjeKT YecTo MPHUCYTaH W Halla3u ce Mel)y TIaBHUM MpPOTATOHUCTHUMA.
Ounto 12 MaTUIKK KOPUCTH CKOPO CBAaKy MPHIMKY U MOTYHHOCT aa ce urpa, aa
HacMeje W pasTaid JAe4Hjy Naxm\y M paJo3HAIOCT, cyrepuiiyhu menory
CMEUIHOT, MAaIITOBUTOT W WIPaBOT, IITO Y JEYHMjOj peleNuuju cTBapa MoceGHO
ocehame panocTH M 3a70BOJECTBA. be3 mieperckor jakpaujalieha U HauBHUX
JIOCKOYHIIA, OH CTBapa OCOOEH M ayTEeHTHYaH XyMOp Ca YyAEeCHOM CHEpPIrHjoM
BEJIpMHE M CMexa, urpe u 3abaBe, KakBy je YCIOCTaBUO W HeroBao Jlymran
PanoBuh 1 HEeroBu HacTaBIbAYH.
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Munymun B. Bypuuxosuh

Milutin B. Puric¢kovié
THE POETICS OF THE GAME IN MILENKO MATICKI’S
CHILDREN’S POETRY

Summary: Aware of Schiller’s emphasizing the importance of the
game, Milenko Maticki devotes a huge space to the game as a specific type of
creation and self-certification of the child’s being. His humorous and lyric game
very often understands the specific participation and activity of the children’s
thoughtful process, because the complete communication couldn’t be
accomplished without the partnered and mutual relationship. In the formal,
compositional and poetical sense, a lot of poems are achieved exactly in that
semantic and artistic projection, directly addressed to the children’s
consciousness and to its creative activity. Spoken in Johan Husing language, the
child seeks and finds poet’s freedom and fantasy at the same time in accordance
with its emotional and its esthetic satisfaction as well. Spontaneously and
naturally, with a lot of spirit and fantasy, Maticki sketches his own poetics of the
game, but of the humor also, creating parody and caricature pictures. Therefore,
he endeavors the merry, funny and unusual poem.

Keywords: poetics, game, honsense, fantasy, humor.
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Bob6an H. Tpudynosuh
MHceTuTyT 32 KBMXKEBHOCT M yMETHOCT y beorpany
bob.trifunov@gmail.com

EMWJI CHUOPAH: UTPA JIMPU3MA U ITATIHE

Amncrpakr: Emun Cuopan (1911-1995) je, jomr myOnukoBameM CBOje
npBe kmure Ha epxynyy 6esnaha (Pe culmile disperarii), omnocHo, Kpux
besnaha, xaxo jy je npeseo Ilerpy Kpay, uz 1934. rogune, jacHo mokaszao na he
KIbMDKEBHO oJpelerbe ieroBor oryca npecTaB/bati npodiieM — Kao U ojpeleme
Bera caMor, kao ayropa. Hawmme, mocraBiba ce murame jecy i CHopaHOBE
nyOnukanuje ¢uro3oduja WIM KHBIDKEBHOCT; jeé JH OH caMm ¢mro3od wmiu
KIbIDKEBHHK. Y CBOjHM HHTEPBjyHUMa, MOPUIA0 je CBAKy IPHIIAJHOCT Ma dYera u
Ma YeMy: IITO CBOjHX cmuca, ITo cebe camor. HauenHo, hopMa meropux cruca
(eceju m (parMeHTH) He HaMHKyje QuUIO30(CKUM IyOiHMKanyjamMa, mpemMaa je
canpxaj Hajuemrhe ¢uI030(ckH; Kpajibe je MOeTH4aH, Mpemaa ce mocehyje
TeMaMa Koje 3amupy y ¢unosodujy, ¢punozodceky aHTpononorujy, teosnorujy. To
he Hac HaBecTu ja y pangy npernocraBuMo na ce Cuopan nouepasao, ciuyxehu ce
c1000JJTHO CerMEHTHMa W KIbWKEBHOCTH U (unozoduje; momtyjyhu muxosa
npaBuiia — IMOMYT ApaGuiad uepe — TEK TOJIUKO Ja MOXKE M3BOjeBaTH Modeny —
MOMYyT nobede y uzpu — TOCPEICTBOM IIpolieca MyOiMKoBama. Takobe,
noka3ahemo u 1a ce CHOpaHOB IPHCTYII NHCalky — KOHIENINja JTUPU3Ma IaTHhe —
MO>K€ MOMCTOBETUTHU ca HMPHCTYIIOM MTPH — Ipema KoHuenuju bepHapna Cytca
(1925-2007), w3 meroBor paga mox HacioBoMm llIta je wmrpa?“ m3 1967. —
nMmajyhu y BuAy na wrpa, Hajuemihe, HACTOJU Jla HTpadye Mambe-BUIIC M3MECTH W3
cepe cBaKOIHEBHOT )KMBOTA Y CONICTBEHY cdepy; y chepy y K0joj urpad ucryrma
n3 cebe — u3 cy0jexTa.

Kbyune peunm: Emun Cuopan, Jupu3aMm narike, TeOpHja WIpE,
KEIKEBHOCT, (uto3oduja.
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Mehytum, 3ap HE 6rcMo U 'y TOj '30pIH’
MOTJIH 2 UTPaMO je3UIKy Urpy?
(VitgensStajn 2007, 107)

[Janexo on tora na 6ucmo neno Emuna Cuopana (1911-1995) mormm na
Ha30BeMoO ,,30pkoM™, mmpemaa je — y cMucity y kojeMm je Jlynsur Burrenmrajun
(1889-1951) cxBaTtao je3uuke Wrpe — CBAKH TEKCT CBOjeBpPCHA 30pKa 3HAKOBA U
3Hauewa. CHOpPaHOBO CTBapajaliTBO OHMCMO, JOMAylIe, MOMJIM Ja Ha30BEMO
,»30pKOM*‘ YKOJIUKO OHMCMO, YIIOPHO, TMOKYyIIABAIN Aa T'a MOOJMKE OAPSAUMO; a
ra CMECTHMO Yy JIOMEH jeone NUCIHILINHE — Ouao duaozoduje, 6mmo (Hayke o)
KIIDKEBHOCTH. JOII je myONMKOBameM CBOje MpBE KE-HUre, MOJ HacioBoM Ha
epxynyy besnaha (Pe culmile disperarii), omnocuo, Kpuk 6esnala, xako jy je
mpeseo Ilerpy Kpay (1952-2011), u3 1934. rogunae, Cruopas jacHo moka3ao na he
KEIDKEBHO oJipel)erbe IeroBor oIyca NMpelcTaBIbaTh NpodiieM — Kao u oapeherme
Bera caMor, kao ayropa. Haume, He Moxxe Ja ce HE NOCTaBH IUTAbE jecy JIU
Cuopanose nmyOumkanyje ¢puio3ohuja uin KBKEBHOCT; je JIn OH caM (rro3od
Wi KiwkeBHUK. Popma meroBux myOnukanuja — eceju ¥ (QparMeHTH -—
HAYeHO, HE HamMKyje (uao30(CcKuM MmyOauKanujaMa, MpeMaa je caapikaj
Hajuemthe ¢uio3odcku; Kpajibe je moeTHyaH, Maja ce rnocBehnBao Temama Koje
3anupy y dmwiozodujy, hmio3zodcky aHTPOIOIOTH]Y, TCOJIOTH]Y.

3a morpebe oBOr panxa, MakK, HETOBOM OIyCy MpHCTynuheMo Kao
KIoUICEBHOM, KA0 YMEMHUYKOM, a HE ,,MeTaHay4dHOM®, ,HaJHAYIHOM", WIIUTH
¢unozodckom, Oymyhm ma je Cumopan HacTtojao Aa MHCameM HU3pa3H CBOje
ucKycmeo, CBOjy IaTly U IIp. IITO je, IpUMepa pajly, HaBeo y HEKOJIMKO HaBpara
y MHTEpBjyHuMa Koje je ga0." Takas IPUCTYII MHCamby A CE CAXKETH Y HeroB PaHH
KOHIICTIT, KOjU CMO Ha3BaJH ,,JIUPU3aM MMaTHE

Y Knuoiceeno GucMo, OBOM TNPHIMKOM, 3a OBY NPWIMKY, OIBOJHIH O]
@unozoghcrkoe Tako mto hemo TBPIUTH 1a je KIHKEBHO CTBAPAJIAIITBO, TI0 CBOjO]
MIPUPOJIH, YMEMHUYKO, 2 YMETHUUYKO, H3BaH cebe caMor, HeMa JIPYry CBpXY J0 Aa
Oyne mepuunupaHo u noumano ecrercku. C mpyre crpane, duino3odpckom je
CBpXa M3BaH cebe caMor — y MOKyIIajy Aa ce IPOHUKHE Y IPUPOJY CBETA M CBETa;
na ce ctBope Qmro3odeku cucteM U grro3odekn mojMmoBr nomohy kojux he ce
CTBAPHOCT TyMa4YUTH. KH)I/I)KCBHOCTI/I, Kao YMETHOCTHU, IMOTITYHO Cy CTPAHC TAKBC
nperersuje. Cam CuopaH HHje HACTOjao 1a CTBOPH (GHIO30(DCKH CHCTEM, HUTH
MOjMOBE, HUTH TIOKYIIaBao Jia MPOHHUKHE Y IPUPOAY CTBAPHOCTH U Y Hh0j TTOKYIIa
nma w3Hahe mpaBmiHOCcTH. [lmcao je 30or mucama, Kao mporeca, y KojeM je
NpPOHANIA0 HAYMH [a MCTAHYAHO H3pasH CBOja, KaKo je yMeo Ja Kaxe, ,,CTama
Jtyte®,
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,,DUTH JINPUYaH Yy MATHH 3HAYH OCTBAPUTH TO YHYTPALIHE CaropeBame
W mpounmmheme, y KOjeM paHe TpecTajy na Oydy CIIOJbHe
MaHHu}ecTammje 6e3 TyOOKMX KOMIDIMKAnWja, Beh y4ecTBYjy Yy CpiKd
Hamer Owha. JIupusam maTme je mecMa KpBH, Meca W Hepasa. IIpaBa
natma u3Bupe u3 6ona“ (Cuopan, 2001: 5-8).

Camum TiM CuHOpaH THcao O ,JIUpU3MY, MHCA0 je O NPHUCTYNambYy
IPOLECY RNUCATA KFIUNCEBHOCU, jep jeé ONJIMKA KHIKEBHOCTH, CBAKako,
MOETHMYHOCT — WM, KaKo OM pexiu pycku Qopmanucty, aumepaprocm (B.
BuZinjska & Markovski, 2009: 131) — mMokeMO Ja KakeMO Ja Ce, CBaKako,
JUCTaHIMpao on aomeHa ¢unoszoduje. a OucMo, Hajbe, MOTKPEIHIH OBY
HOJIa3Hy NPETHOCTaBKy, xoBemrheMo CHOpaHOBO CTBapajalliTBO y Be3y ca
KOHIIETIITHjoM yMeTHOCTH Mutana Pamynosuha (1948-2017). IIpema Pagymosuhy
(2012: 25), ymeTHOCT je ,,IOKYIIaj 1a ce JbYACKa IMPUpPOIa HE caMo TOKaxe |[...],
HETO U JIa Ce MUCIIH, J]a Ce CIO03Ha, JIa Ce paspell, Ja ce TIOHYJH HEKO BHlCHe U
OJrOBOPH Ha MHTama Koja JbYJICKa NPHUPOJA M Cr3UCTECHLHja II0CTaBbajy CaMe
ceOu”. bynyhm na ce CuopaH, HCKI/bY4MBO, OaBHO JbYACKOM IIPUPOJIOM U
er3UCTEHIMjOM, 1a je OMo mupuyaH nuuryhu o BUMa, Kao U 1a ce, IPUTOM, HUKa]
kopucHomhy oHora mrto je nucao (Sioran, 2010a: 16), »MaMo MperpmT MoBoja
Jla Ta, OBOM IIPHJIMKOM H Y OBUM OKOJHOCTHMA, TPOTJIACUMO KHUINCCGHUKOM, &
ECTOBO JICIIO0 — KrbudiceaHouhy.?

[Momrro cmo, Beh, momeHynu Heke mojeawHOCTH M CHOpPaHOBOM JIENy,
momenyhemo nma hemo mohu u o1 mpeTmocTaBKe ja MOCTOj€ TOBOJH 32 3aKJbYdaK
Ja je (paHIyCKH KIbIKEBHUK DPYMYHCKOT TIOpEKIa, 3alpaBoO, KHHMKEBHOCT
MOUMao y TEPMHHHMA Uepe, TO jecT Ja ce — ciyxehu ce, c1000HO, cerMeHTHMA
U KBWKEBHOCTH U (unozoduje — nouepasao. Y TOM CMUCITY, Wb OBOT paja
ouhe ma ob6jacHumo CHOpaHOB MpOIEC MHCamkha, HEroB Memod, He OW Ju To,
JlaJbe, JIOTIPUHEIIO pa3yMeBamy HEroBOI' CTBapallalliTBa U CKPUBEHHUX Hayelna 0e3
KOjHX TOT CcTBapayamTa He 0u Hu O6mio. Takohe, nokymahemo na mokaxemo na
je KOHIIETIT UTPe — OHAKO Kako Ta je obpasmoxuo Bepuapm Cytc (1925-2007),
amu He u camo CyTtc, y cBoM pany moxa HacioBoM ,,llTa je urpa?”, uz 1967.
TOJIMHE — IPUMCHJBUB Ha TIOMMame KEIDKEBHOCTH U ITPOLieca MMUCakba, YOIIIITe.

2 Jouwr je Ockap Bajmm (1854-1900) HaBeo ma je cBa ,,yMETHOCT CACBHM
HEKOPHUCHA™, IITO je, HU Mame, HU BHILEC, HEHA CYMMUHA: 1a HE MOXKE — U He
Tpeba — OWTH MOMMaHa y yTHIMTapucTHYKuM mojMoBuMa (Vajld, 2013: 5-6).
Munan Pagynosuh je, Takohe, 0 yMeTHOCTH pa3MHIILIBa0 Ko O KaTeropuju Koja
HE TOUICKE YTHWINTAPUCTUYKUM  MPUHIMINMA, mnummyhn [a  jeauHa
ynoTpeOLUBOCT YMETHOCTH MOYKBA Y pa3yMeBamy HeHHX oOnuka (Pamymosul,
2012: 19).
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*

Ja 6ucmo ce cacBuM MOCBETHIN OaBjbermy CHOpPAaHOBHM CTBapajamlITBOM
Yy CMHCITy UTpe, MOPaJl OMCMO, TIOHOBO, Ia C€ MOACETUMO IPOTAINX IOKYyIIaja
CMCIITaka HErOBUX CIUCAa y WIH y chepy KHBIKEBHOCTH — WIH Yy cdepy
¢unozoduje. Hanme, au cam Cuopas, c jeqiHe CTpaHe, He TIpaBy pa3iuky usmely
CBOT sienia 1 uyncre (uiio3oduje, MTO je OUUIIICAHO U3 pasroBopa ca depHangoM
Cagarepom (Sioran, 2010a: 17). C mpyre crpaHe, CTIHO j¢ MOPHUIA0 JHUHY
MPUMAJHOCT U MPBOM U JPYyroM JoMmeHy. Y pasroBopy ca Jlyncom Xopxeom
Xandenom 1982. ronune, Cuopas je, jaCHO, peKao:
,dyjTe, ja Hucam ¢mio3od. Y MiragocTa cam ctynupao ¢puozodujy [...].
Ja mucam mumta apyro mo Privat Denker — mpuBaTHM Mwucidman —
MOKyIIaBaM i@ TOBOPHMM O OHOME INTO caM JOXHBEO, O JIMYHUM
HUCKyCTBHMa, a OJOMO caM Ja HamuiieM jaeio. 3amTo nemo? 3amrTo
Metadpmnka? Kapram je pekao jemHy AyOOKO CMUCIIEHY CTBap:
'Metaduzngapu cy My3udapu 0e3 Mmy3udkor qapa” (Sioran, 201006: 80).

[Tortom, y pasroBopy ca Jleom Bephune 1984. ronune, uzjasuo je:

»Ja HE BEpyjeM Yy KHWKEBHOCT, BEPYjeM CaMO y KIbHIre Koje Tymaue
CTame JIyIle OHOTa KOju MUIlle, AyOOKy moTpedy /a ce Hedera 0CiIo00 IH.
Cpaka Moja kKmHra je modema Haja manomymHomhy. [...] He pamu ce,
JTaKJIe, O KEbIKECBHOCTH, Beh O JCTMMHUYHO] Tepamuju: TO ¢y ocBeTe. Moje
KBUTC Cy PCUYCHUIIC HAIMMCAHC 3a MCHC WM NPOTHUBY HEKOTa, 1a 6I/IX
n3berao na pearyjem. [Ipomamene akuuje (Sioran, 20108: 184).

IMopen mopunama, Cruopas je, Takohe, TeMEJFHO KPUTHKOBAO — HANAOAO T
¢nno30¢ujy U KBIKEBHOCT, MITO je, TIOHOBO, HAjTPAaHCIIAPEHTHH]E Y HEKOINKO
pasroBopa KOju Cy ca UM O00aBJbHM Yy HErOBHM IO3HHUM TOAWHAMA.
IToxazahemo, Hajmpe, Kako je Hanamao GuIo3odujy.

Hajmpe, y pasroBopy ca 'eoprom Kapnarom ®oxeom, CriopaH je pekao:

»Ja Oynmem 3Banm4yHM Quio3zod, na mMam Kapujepy ¢mnozodpa? To

Hukako! Ilenmor >kmBoTa caMm ycTajao, M JaHac ycTajeM IPOTHB Tora‘

(Sioran, 2010r: 185).

VY cBpxy OoJber pa3ymMeBama, y BUAy Tpeda UMaTH Jia je, YUTaBOT )KUBOTA,
(paHIlyCKH KIWKEBHHK YCTaja0 MpPOTHUB KapHjepe — Ma Koje kapujepe! — u
MHCUCTHPAO Ja je YOBEK HAjKOPUCHHUjHU, y carjiacjy ca CBOJOM HPHUPOJOM U ca
TIPUPOJIOM CBETa, Kajia He paau HumTa (B. HIp. Sioran, 2004: 81).
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Hame, y pasroBopy ca bpamkom Borapam JIekoHT, koju je 00aBJbEH y
IMapmsy, a oOjaBieH y peBuju Kruowesna peu, y beorpamy, anmpmma 1992.
TOJIHE, Ka3a0 je:

»---(PHII030(Hja Bac HajMe yoOpakeHoIhy M Jja BaM JIaXkKHY H/ejy O BaMa

u cery. Kama cam umrao Kanra, Illomenxayepa u apyre ¢unosode,

YUHWIO MH ce Ja caM bor, OWIo je y MEeHH Heder OJ 4YyJOBHIITA.

®dunozoduja mopaha nmornyHu npe3up npema CBMMa Koju Cy M3BaH e, U3

TOT pasjiora je omacHa. Tpeba je mo3HaBatu na Ou ce mpepasunnia. OHO

IITO je Ba)KHO, Npe CBEra, TO je JUPEKTHa Be3a ca XUBOTOM™ (Sioran,

20104: 195).

Y pasroBopy ca ®eprangom CaarepoMm, CHopaH je pexao:

,Muciarm 1a je ¢puno3oduja jom moryha jenuHo kao dpparment. Y hopmu
npacka. Opjcan Bume HHje Moryhe 3amodyeTn IHcame jeIHOr Jiena
MoriaBJbe MO Toriasike. [...] Kam Heko 3amodnHe ecej om deTpaeceT
CTpaHuIa 0 OMJI0 YeMy, MOJIa3n Of HEKUX MPETXOTHHUX TBPIAHHU U ITOCTaHe
BUXOB 3apobmenuk. OnpeleHo cxBaTame MOUITEHha I'a IPUMOpaBa 1a uie
0 kpaja momrtyjyhu ux, na He Ou OuMo mpoTUBpedaH; MehyTHM, Kako
Harpeayje, TeKCT My IpyiKa Jpyra UCKyliema, Koja Tpeba aa oxdaiu jep
ra ynajpaBajy on yrBpheHor myta. Tako ce Hal)eMo y 3aTBOpEHOM KpyTry
KOju cMo camu 3anprand. M Tako, >xemehm ma OyaeMo TMOILITEHH,
3allalHEMO y HEHCTUHY, Y HEIOCTaTaK HCTHHUTOCTH. AKO C€ TO JOTOIH Yy
ecejy of 4eTpleceT CTpaHa, ITa ce cBe Hehie IeCUTH y jeIHOM CHcTeMYy!
[...] Hacynpor Tome, ako mumemo ¢parmeHTe, MOKEMO Yy HCTOM JaHy
Ka3aTH HEKy CTBap U KCHY CyNMpOTHOCT. 3amTo? 3aTo WITO je CBaKH
(parMeHT MPOMCTEKA0 U3 PA3IUYUTOT UCKYCINEd, W LITO CY Ta HKYCTBa
WCTHHMTA: OHA CY CyIUTHHCKA. [...] ®parMeHTapHa MHUCA0 OJCIHMKaBa CBE
acIleKTe Baller MCKYCTBa; CHCTEMAaTCKa MHCAao OJICIHMKaBa CaMoO jelaH,
KOHTPOJIMCAaHU acleKT, a CaMUM THUM M OCHUPOMAIIEHH. [...] Y cucremy
TOBOPH caMO KOHTpPOJIOp, uiegh. CucteM je yBek miac meda: 300r Tora je
CBaK{ CHUCTEM TOTaJMTapaH, J0K (hparMeHTapHa MUCA0 OCTaje CI000aHA
(Sioran, 2010a: 17-18).

Hamaxg Ha (cuctemarcky) ¢uiuo3odcky MHCAao je, y OBOM Ciydajy,
OuMIJIeIHA Of0paHa @pacmenmapue muciu u gopme, Koja je, y ¢unozoduju,
MocTana Mo3HaTa W MpUXBaT/bMBa 3axBasbyjyhiu, npe ceera, Opunpuxy Huuey
(1844-1900). OBa onbpana (pparmenara urpahe 3HayajHy yJIory y OBOM pajy, jep
hemo Hactojatm na QopmMy QparMeHTa y KEHKEBHOCTH JOBEAEMO y Be3y ca
NPUCTYNIOM KHMKEBHOCTH M IIPOLECY MHCamba Kao uepu — Kako UX je, Ha CBOj
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HauWH, nokuBJpaBao Cuopan. [Ipumoxkuhemo, cTora, joIl HETOBHX CTaBOBA O
(parMeHTy, a y KOjUMa MOMHEbE ¥ KEbIDKEBHOCT H IIPOLIEC MTHCamba.
VY pasrosopy ca Jleom Xumeom, Bohjerum y Amcrepmamy 1. dpebpyapa
1982. rogune, Cuopad je pekao:
,»Ja caMm poheH y pparmentuma. [Trcao cam u ja ry’e TEKCTOBE, add HEMa
norpede na ux murupam. Canma numem camo adopHu3Me: ja caM KpTBa
COTICTBEHUX Hueja. Jep, CBe MITO caM Paauo, TO je Owino na Oux Hanao
KipudicegHocm, a OMX Harao XUBOT, a Oux Hanao bora. 3amTo 6u y TUM
OKOJIHOCTMMA YOBEK IHCa0 HEMITO KOHTHHyupaHo? [la O6u mokazao —
mra? To je Ouia Ta HEYMOJBHBA JIOTHKA KOja Me je J0Belia JI0 TOT CTaBa, a
TO OJIrOBapa MOM TeMmIepaMeHTy. [...] Jlakie, 3a MeHe mucame 3Ha4M Ja
Mory ma roBopum mra xohy. [..] Humcam mmcao 3060r modactw, HHUTH
ycmexa“ (Sioran, 2010r: 61; kyp3us Bb.T.).

[Totom, mopekao je ma mume adopusMe, y HMHTEPB]Yy KOjH je ca HBHUM
obaBno ®pwur J. Pagarn, a koju je myomukosan 1986. ronuHe:

»Moju adopuszmu HHUCy 3aucta a(opU3MH, CBAKM O] IHHX j€ 3aKJbydak

jemHe 1ene CcTpaHHIE, MCXOAMINTE Majle Kpu3e emmiencuje (Sioran,

2010e: 144).

[Mpempa, y oBUM OKOJHOCTHMA, HHje OZ HajBehe Ba)KHOCTH IMoOJaTak Ja
Cuopan, 3ampaBo, Huje 00J0Ba0 O CMUICICHje, Tpeba ra MOMEHYTH 300T
JIMBJbCHbA TajeHor IMpeMa enwienTuiyapuMa — KOHKpeTHo, mpema @O. M.
HocrojeBckom (1821-1881), xoju je ,[c]Boja maTojoOImKa IymieBHA CTamA...
MIPETBOPHO Y BHU3Hje*; KOjU je ,,eMWICNICH]y Y3OWrao Ha HUBO MeTadu3uKe'
(Sioran, 2010x: 124). Takohe, Cnopas je JlocTojeBcKOr meHHO 300T KBaIHTETa 1
IUTypPAJTHOCTH TEPCIEKTHBA, a CAMUM THM KBAJIUTETa M IUTYPATHOCTH UCKYCMBA
JMKOBa Yy EErOBUM poMaHmMa. [IpuTOM, Taj Iulypanu3aM je IOKHBJbABAO Kao
@opmy @pacmenma, xoja ,,0JcIMKaBa CBE acleKTe Hamer MckycrBa“ (Sioran,
2010a: 18).

Mosxemo, nakne, pehn na ce CuopaH, 0e3 CyMme, MOTao CMaTpaTu
OopIIEM NPOTHUB:

(1) ¢opmannux ompehera, O3BaHUYEHA, OINpPEAE/bEHA, OrpaHHYema (Y
npoQeCHOHATHOM CMHCITY);

(2)  cucremarm3anmje MHCIH U CHCTEMATCKOT MHIIJBCELA, YOIIIITE;

(3)  obnmkoBama TeKcTa y OKBUPY ofpeljeHe MucCIMILTHHe — 6mino Gpumo3odwuje,

OWIIO KEMKEBHOCTH.

CBaka O] OBHX CTaBKH he, y TpOIYKETKy pajaa, OWTH OX OTPOMHOT
3Hauaja, Oyayhu na hemo ux 10BecTH y Be3y ca TEOPHjCKUM IOCTaBKaMa O MIpH;
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ca INOCTaBKaMa ca KOjUMa CBaka OJ CTaBKH, CKOPO CYIITHHCKH M CKJIaJHO,
Kkopecnonoupa. Caga hemo ce ycpeIncpeIWTH Ha KOHICNIHWjy Wrpe, aaum ¥ Ha
CropaHOB TIOBOJ 32 IIHCA-E — HA Nammb) KOjOj Ce CYIPOTCTABIHAO AUPUIMOM.

*

Kax je peu o konumenumju bepnapma Cytca (1925-2007), kojy cmo
NOMEHYJIM Ha MOYETKY pana, HariacuheMo Ja je ce HelieMo qp)KaTh CTPOro, HUTH
je y uenoctu npuxsatutu. CyTc je UTpy OJpEIro Y OAHOCY Ha HEHY CYNPOTHOCT;
y omHocy Ha mocao (work). lok je mocao ,mexuuuxa aktusHoct™ (technical
activity), kojy obaBbaMo e(pHKAaCHO, Wrpa je LUIBHO OPHjEeHTHCAHA AKTHBHOCT
(goal-directed activity) y kojoj cBecHO, HaMepPHO MOCE)eEMO 3a HeeuracHouthy
Kao HauMHOM maptunmmnanyje. [IpennsHuje, urpame Urpe je ,,IapTHLIUIANI]A Y
aKTUBHOCTH YHjU je IIWJb HM3a3uBame onapeleHor crama cTBapu, camo moMmohy
cpeicTaBa Koja J03BOJbAaBajy MpaBWiia, IIPH YeMy Cy CPEICTBa KoOja IpaBHia
JI03BOJhABAjy BHILE OTpAaHWYCHa HEro INTO OM Owila y OJCYCTBY INpaBHJIa, U Y
K0jOj je jeOMHU pa3Jior 3a IPUXBATakEe OBAKBUX OrpaHHYCHa [TOCTapaTh ce Aa ce
cama akTHBHOCT onBuja“ (Suits, 1967: 148; 156; B. Suits, 1978: 22-41). [Ipumepa
panu, UrpaTy MOKep y Ka3uHy 3Ha4YM UTPaTH UIPY ca Kaprama (WTo je oapeheHo
CTame cTBapu), nomryjyhu mpaBuia Te urpe, Aa OMCMO HOKyIIalM Ja y O]
nobeauMo u ocBojuMo ozapeheHy cBoTy HoBla. Mehytum, y nokepy, UuJb HH]je,
HAIPOCTO, OCBOJUTU HOBAIl — Beh OCBOJUTH HOBALl ) CKAAOJY €A NPONUCAHUM
npasunUMa.

KmmkeBHOCT, Kao M Urpa, MpoIucyje MpaBuia, a ¢ 003MpoM Ha TO Ja je
YMETHOCT, OHA je cama ce0OH LHUJb — OJHOCHO, IIFJb jOj je M3a3uBame oapeleHor
CTama CTBapW; OJApeheHOr MOKWBJbaja yMETHHUYKOT. To je, Mame-BHIIE,
HEOCIIOPHO — H3y3Me JIM ce¢ MCKOHCKAa MCKpHYaBa MperupKa JIapIypliapTucTa u
YTUIUTapUCTa. Y KIIKEBHOCTH, Takohe, IIb HUje, HAIPOCTO, HAIIMCATH JeNI0 U
myOnukoBaTH ra — Beh ra HammcaTd y CKJIaQy ca IOjeIWHUM moctojehum
mpaBwinMa. TakBa TBpIEa je, MaK, MPOOIEMaTHIHA, jep KIIDKEBHOCT je, Kako je
jeanoM npuiimkoM kazao Llonaran Kanep (1944-), ,,mapagokcaiHa HHCTUTyLHja™.
[Mornenajmo Kanepos nacyc y nemnocru:

,»KIbH)KEBHOCT je MapaJoKcalHa HHCTUTYIIN], jep CTBapaTH KEHKEBHOCT

3HaYM THCATH y CKiIagy ca mocrojehum obOpacimma [...]. Mcro Tako

CTBapame KIbMKEBHOCTH 3HAYH U KPIICHE H MPEBa3MIaXeme moctojehnx

KOHBeHIMja. KIIKEeBHOCT je HMHCTHTYLMja KOja JKHBH OJf TOTa IITO

OTKpUBa W KpPUTHKYjeé BIIACTHTA OrPAaHHYCHa, TaKO INTO HCIHTYje

JIpyraudje HauMHe NHcama. KHIKEBHOCT je HCTOBPEMEHO Has3WB 3a

HEIITO CACBMM KOHBEHIMOHATHO [...] ald W HEITO MOTIYHO HOBO,

PYIIMIAYKO, Ka/ia Ce YATAOIN MOpPajy M300puTH 3a OapeM HEKO 3HaYeHme ™

(Kaler, 2009: 53).
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KmmxeBHOCT je, nakiie, MHCTUTYIMja KOja, y KOHTHHYHUTETY, IpeBa3uiIa3n
camy cebe (mTo, Hoaymre, yuHH U ¢uno3zoduja). Hemro y oBom MaHHpy Hammcao
je u Ceetosap Ilerposuh (1931-2005), narnamaBajyhu na je orpaHHyYeHBe y BHILY
KIbIDKEBHUX KOHBEHIIH]a ,,49€CTO OMII0 M3BOp HOBMX 00iMKa, a Temkoha [...] nama
je TjecHuIMMa TIO/ICTPEK 3a BHUXO0Be HajcpeTHHje m3paze” (Petrovic, 2009: 81).
Cin4HO je, y CyLITHHH, U Ca UTPOM, jep Cy IpaBHiia UTpe MOAJI0KHA TpOMEHaMa.

*

Opunpux unep (1759-1805), Hemauku necHuk u ¢unozod, Apxkao je na
je urpa, y CyILITHHH, TOPUB KOjU IIOYUBA Y OCHOBH YMETHHYKOT CTBapama, JIOK je
Joxan Xoj3unra (1872-1945), nancku ucropudap, cMaTpao Jia je urpa rnokperad
CTBapajallTBa HE caMO y YMETHOCTH, Hero m y KynrypH, yommre (Riz, 2004:
335). IIpuxBatumo su [lunepoBy 1 X0j3uHTHHY NEpCHEKTHBY, aiau 1 CHOpaHOBY
NEPCIEKTHBY M3 KOjeé Ce YMETHHYKO CTBapame MOCMaTpa Kao H3paKaBambe
HCKYCTBa — €r3UCTEHIIMje, MOIIIM OMCMO Jia IOCTAaBHMO Jia je, CAMUM TUM, uepd
uspasicagarve ezsucmenyuje. Y ToM cmucity, CHOpaH je IIBajuapckoM HOBHUHApPY
U KibIDKeBHUKY, JKan-Opancoa Jusaiy, 1979. roguse, pexao:

»---CBE IIITO CaM HaIlKcao, HalMcao caM 300T Ipeke noTpede, XTeo cam z1a

ce 0ocio0OUM CTama Koje je 3a MeHe OWIo HemomHoNubHBO. Jlakie, ja

caM cMaTpao, a M JJaHac cMaTpaMm, YHH ITUCamba jeTHOM BPCTOM Teparyje.

Eto TO je nyOokum cmmcao cBera mro caM Hammcao. [..] 3awmcra,

WHCUCTHPaM Ha TOME, TO H3rJie/ia IOMaJio CMEIIHO, ajli TO je UCTHHA. 3a

MEHE je YMH M1cama Kpajibe cracoHocan (Sioran, 20103: 39).

»He MHIeMo 3aTo MTO UMaMo Hewimo Ia KaKeMO HEero 3aTo IITO

UMaMo dfcesby a HemTo kaxkemo ™ (Cuopan, 2000: 53).

Beh ce u3 oBe m3jaBe na npumerutH na je CHOpaHY KHHKEBHOCT —
npubesicuwme; Takopehu, IpUIMKa 1a ce N3MECTH U3 CBAKOIHEBUIIE; IPUIIKA 12
ctBopu oxapeheHo crame cTBapu. Y TOME, PEeKJIM OHMCMO, MMOYHMBa TIpBa OJ
CIIMYHOCTH H-ETOBOT MOMMama KiIKeBHOCTH ca CyTCOBOM KOHIIEHIIMjOM HTpE.
W3 oBe m3jaBe ce, Takole, MOKe N3BECTH jOII jeZIHA CIMYHOCT Ca UTPOM, a TO je
KEbHDKEBHOCT, TPOLIEC KEbHXKEBHOT CTBapama akmueHOCH Koja CTBapa NPUWINKY 3a
M3MEIITalkE U3 CBAKOIHEBHLIE — MIIM HEKOT HAPOUUTOT CTakba.

[TpUKIOHHUTH ce IPOLECY KIMKEBHOCT CTBAapama 3HAYM NPHKIOHUTHU Ce
YMETHOCTH; NPHKIOHUTH C€ YMETHOCTH 3Haud 3ahm y cdepy ecTeTHke, a
eCTeTHKa, HEeMHHOBHO, npumnana chepu durozoduje. Crora, 13a CBake eCTETHKE
»CTOJU* (mmo3oduja; m3a CBAKOT METOJa, KEIKEBHOT IMOCTYNKa (Kako Cy ra
Ha3WBaIU PYCKH (OpPMAIHCTH) ,,cToju’ Teopyuja (B. Ulyruh, 2010: 6). Tako, u3a
Cuopanose ¢opme ¢parmenara ,,CToju“ Teopuja — CYINPOTHOCT HHETOBOM
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cxBatamy (riaozoduje W KIHIDKEBHOCTH, KOjé CMO IIOMEHYIH Ha TIOYETKY.
(ITogcetumo, y TOoM nyxy, ma je Jley JKmiey moBepmo: ,,..ja caM XpTBa
COIICTBEHHX Hjeja’.)
,,Moja Mucao ce He cTBapa Kao mporiec, Beh kao pesynrar, ocratak. To je
OHO IIITO OCTaje MoCcIe Bperma, ornanw, Tanor' (Sioran, 2010m: 11).
»Ja HEe THUIIEM C IWbEM Ja 'HANpaBUM KHBHUTY' na OW je Jbyad
guranu. He, numem fa ce ocnodoaum tepera™ (Sioran, 2010a: 16).
,HUKaga He OMX MOrao Ja HAaIWIIeM pOMaH, HUTH HEIITO
JIOKUBJBCHO. [...] Mory ma wu3pasum camo pesyartare” (Sioran,
2010e: 143).

JacuHo je, cBakako, ma ce CHOpaH TPOTHBHO CHCTEMAaTCKO] MECIH U
CHCTEMY, aJIil TO jé YMHOTOME YTHIIaJO0 HAa HA4YWH Ha KOjH je MPUCTYIAo MUCABY.
CaMuM THM, MOIUIM OMCMO J1a TBPAMMO Ja Ta OMJIHMKA HETOBOT IPHCTYINA
MpeICTaBIbha jOII jeHy Koja ce ciaxke ca CyTcoBoM KoHIemrjoM urpe. Hamme,
HECHUCTEeMAaTHYHOCT KYAMKAMO UMILUIMIUpPA HEPOPMAIHOCT, a ¥ jeJIHO U JAPYro y
Crpes3u cy ca Heeghuxkachowliy — Koja je ImoxpasymMeBaHa y NPUCTYIy WIpH, a
HEMoXeJbHA Y MPUCTYITY MOCITY.

Honahemo na je Cwuopan, cBakako, NOINITOBAO IIpaBWJIa Koja My je
KEBMDKEBHOCT HAMETHYJA: TIOIITOBAO j€ IPaMaTUKy U MPABONUC PYMYHCKOT H
(dpaHIlycKOT je3uka, T¢ W MPaBWIA KibWKEeBHE (opme — ompenespyjyhu ce 3a
dhopmy (hparmenTa u eceja. Y cKiaay ¢ THM, HOJIAa3HI0 MY j€ 3a pyKOM H 1a ,,0y1e
JUPHUYAH", a JIMPU3MOM KOJIMKO-TOJIMKO U3 ceOe Ha XapTHjy UCIYCTH MaTky H,
THMeE, Io0enn y ceojoj urpu. Mehytum, moMeHyTa MpaBwiia HUCY jeIUHA Koja je
MOIITOBA0, jep KIIKEBHOCT j€ CaMoO jelaH OJ CerMeHara APYIITBa/KyIType.
Crora, IIpeyciioB 3a IOLITOBAKE KIMKEBHUX INPABHJA je MOIITOBAKE IIUpET
KOHTeKcTa, mto CHOpaH | NpH3Haje.

»---Ja CaM JI€O MHOIITBA, TOT JyAwia. Ja He Mory npyraduje. Ja ce Takole

BO3UM MeTpooM. Pamum cBe mmto page u octanm (Sioran, 2010e: 130).

VY cMmucy IMCTaHIUpama ayTopa MPHINKOM MUcamba (PeKiIn OUCMO, Kao
urpada y urpu) [lonaran Kanep (2009: 36) je nammcao: ,,AKO je KHIKEBHOCT
JICKOHTEKCTYaIN30BaH je3MK, OJICEYCH O] Ipyrux (pyHKIHMja U IMJbEBa, OHA j& U
cama jelaH KOHTEKCT KOjH TOTIOMa)Ke MM H3a3WMBa MOCEOHY BPCTY HaKme'.
Crora, ped ,,cB0joj* y MPETXOJHOM IacyCy HarjaiieHa je U3 MPOCTOr pasiiora:
HapaBHO, HE 3aTO INTO je KIWKEBHO CTBapalalliTBO, Hajuerrhe, caMaydku
moxyxBaT, Beh 30or CruopaHoBe CIOCOOHOCTH Na ce, MHUITyhw, AUCTaHIUpPa OJf
,»CBETa ¥ CBera“; Ja ce M3MECTH U3 CBAKOJHEBHOT CTama CTBAPH, Y OHO CTBOPEHO
3a notpede urpe. Kana je XKan-®pancoa J{usan ynurao Cuopana: ,,00jaBpuBaTu
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3Haun yByhm apyrora y urpy?‘ oBaj je oAroBOpHO: ,,ANH ja HE MHUCIUM Ha
npyrora. Kajga numem, He MECIUM HH Ha kora. [...] Kaga numem, yoBewaHCTBO
3a MeHe He rocToju. YormTe Me He naTepecyje” (Sioran, 20103: 40).°
HapaBno, HacTojao TO ayTop WJIM HE, TUCTAHLIMPAH je O] OKOJHMHE, Ol
OKOJIHOCTH KOjeé HHCYy Y HEIOCpPEeIHOj BE3W Ca HErOBHM IPErajaliTBOM.
MehytumM, m3a CuopaHOBE IMCTAaHIE CTOjM CTaB 3a KOjU CMaTpaMmo Ja je
JMPEKTHO TOBE3aH Ca HErOBUM CTBApameM — a THME M CXBaTameM CTBapamba y
TEPMUHHMA UTPE:
»Ja HEMaM 3aHUMarma, HemMaM o0aBe3a, MOTy Jia TOBOPDUM Yy CBOje HUMe,
He3aBHCaH CaM U HeMaM JIOKTpUHE Kojy Oux mnpenaBao. Kana numem, He
MHUCIMM Ha Kmury koja he mnpousahu. Ilumem 3a cebe. U Ta
HEOJTOBOPHOCT, MOopaM To pehm, mokaszana ce kao moja cpeha. Hucam
3aBHCHO HH O] Kora, 6apeM caMm y ToM moriieay 6mo cmoboman‘ (Sioran,
2010r: 184).

Peu je, jacHO je, MOHOBO O HEO0ABE3aHOCTH, O HE3ABUCHOCTH, O
HEO/IrOBOPHOCTH, KOj€ ce, CKyIla, MOTY CBPCTaTH Y CXBaTambe KHHKEBHOCTH Kao
urpe. [lputoM, cmarpamo nma Ou Harnacak Tpebaio craBuTH Ha CHOpaHOBY
nezasucnocm. Haume, nako bBepuapn CyTc TO HHje MOMHUIbA0, HE3A6UCHOCH, Y
M3BECHOM CMHCIy, TpeOa CBPCTAaTH y NpeaycioBe UIpama WIpe, jep Urpame
Nojipa3yMeBa MCKOpaK M3 CpeluHe, u3 corcTBa. He Ou jm ce urpa peanusosaia,
CpPEeIMHY M COIICTBO, pa3yMe ce, Tpeda CYNCTUTYHUCATH — WM UX KaHAJIHCATH — Y
CTame CTBapH Koje urpaud, urpajyhu urpy, crBapajy. YKOIHKO, Mak, MOCTOjU
3aBHUCHOCT OJl CPEIMHE, O COIICTBA, TO Y MHUTame AOBOMM M CaM CTaTyc HIpE,

MOJpUBa I'a TUTAkHEM UIPa JIH CE, YOIIIITE, UTPa WX HE.
*

3 CropaHOBY TBp/EbY 14, Kaja IPHCTYIH POLECY MICAk»a, YOBEYAHCTRO 33 Hera
,»HE TIOCTOjU*, MOXEeMO IIOCMaTpaTH W Kpo3 Npu3My nepgopmarnca. Haume,
Ponan bapr je npxao na je KiIKEBHHK, Kaja IHIIEe, CKPUNTOP, KOjH ca
nmgHOmNYy KIIKEBHHUKA HUje HA y KaKBOj peJanuju, jep ped je o neppopMancy —
0 W3BENOM WIIH O Uepu, 38 KOjy HUIMAJIO HHje PEIeBaHTHO KO je UTpad — CKPHIITOP,
a caMuUM THM, HH ko je aytop. Kako je mammcao Xommc XjycToH, ,,ja3 uzMehy
nephopmanca U muciu je 3abpumasajyhu’, jep mepdopmanc je ,,IpercTaBHUK
JICIOBarkba MHCJIM, KOjU je y3amke Ha HuBO HoBe mohm™ (Huston, 1986: 99).
ITepdopmanc, nakie, HUje cama MuCcao, Beh BeH MPEICTaBHUK, BEH KaIyIl, KOjUM
je TeMeJbHO OOJIMKOBaHa, MpeoOpa)keHa, a Priori TUCTaHIMpaHa OJf W3BOPHOT
00JIMKa HACTAJIOT y CAaMOM HIpady, WK CKPUITOPY, KOjH je — Kako je Ponaun Bapt
y MHOTMM HaBpaTHMa HMCTHIIA0 — 3a YHTaole, 3a nocMmarpaue nepdopmanca,
Hedoce2bUs.
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3akipydak pajga OMCMO, pasyMeBama KOHLEINTA KEMKEBHOCTH Ka0 HIpe
panu, MOTIIH Ja TIo9HeMo mojacehameM Ha KOHKpeTHO Aemno [lejmca Ilojca (1882-
1941), Ha poman Quuezcarnoso 60erwe (Joyce, 1975), mybmukoBan 1939. ronune.
Hajnpe, ®uneranoBo Oneme Oncmo, Takole, Ha3BalM HACTOjabeM Ja ce
KIbIDKEBHOCT CXBaTH Kao Wrpa, jep — ¢ jenne crpaHe — llojc je mpuxBarno
nojequHa mpaBwiia, HIp. GOpMy poMaHa, OK je — ¢ Opyre CTpaHe — OA0aluo
MHOTa, ykibyuyjyhu u, y To Bpeme, (npehytHo?) npedepupame 1a TekcT Oyxe
OPETEXKHO CXBATJbMB Yy TEPMHHHMA KOHBCHIMOHANHE JIOTHKE U je3HKa,
cTBapajyhu (namsriea?) koHdpy3HO cTame crBapu. To, y cymitunu, [lojcoB pag
paauKagHO pa3iidKyje Oa pana OpOjHHUX IHErOBHX CaBPEMEHHKA, TE W, JaHac,
ETOBO JIENIO PEJIEBAaHTHHM 3a MPOYYaBaolle KEbIKEBHOCTH, jep je MoKa3ao Ja ce
JeJI0 MOXKe Ha3BaTH KIGIDKEBHHM, 4YaK W aKO c€ ONYIHpE KHIDKEBHHM
KOHBEHIIMjaMa M IIPaBUJIMMa — KaKo IUCarba, TAaKo U HHTEpIpeTanyje.

Emun Cuopan je, 3a pa3nuky on [lojca, poboBao kKOHBEeHIIjaMa — Kaf je O
KOHBCHIIMOHAIIHO] JIOTHIM U je3UKy ped. Y MIIAQJIOCTH je MHCa0 Ha PYMYHCKOM
je3WKy, a IereHujy 1o npecesbemy v [lapus, Ha (paniryckoMm jesuky. PoboBao je
noTpeOH Ja ce AMCTAHLHMpa OJ YOBEYAHCTBA M CBEra JbYJCKOT, MPHINYHO je
NOpULIA0 KOHBEHLHWje, anu pobOoBao je W MpOTUBpeYHOCTHMA. IberoBe Kibure
HOMHUHOBAHE Cy 3a OpojHe Harpaje, HeKe W jecy HarpaleHe, mpempaa je ayTop
MOPUIIA0 3HAYCH-E€ W BPETHOCT Harpani. [IpemaBao je ¢uiuozodujy y jemHoj
cpeamoj IWIKomM, y PymyHuju, a mnopunao je mnpodecHoHanHO OaBJbeHe
¢dunozodujom; 6aBro ce KibMKeBHOIINY, CBE BpeMe ce Ha 0] HCKabyjyhu — u
BOMe UCKaJbyjyhH Kyd M maTky HaKyIUbeHy y ceOu. MelhyTum, ciMyHO CBOM
HUPCKOM KOJIETH KHbMKeBHUKY, CHOpaH ce, TOKOM LIeJIOT JKHBOTA, HOUIPABAo
MIPOIIECOM ITHCama — MMOUTPaBaA0 Ce KIIKeBHOIIY, jep:

(1) meroBu ¢parmenTn cy ¢parMeHTH, adhOpuU3MHU, caMO Hauseieod, jep

CYWITHHCKA CY ,,TaNOr" pa3MHUIUbAkA O PasIHYATHM IpodieMHMa Te,

HEpEeTKO, HUCY Y CKJIaay ca KOHBeHH]jaMa 0 ad)Opu3MUMa H CII;

(2) meroBa KMKEBHOCT HHUjE HACTANIa y KOHTEKCTY paja — HIIp. 00aBese

npeMa u3gaBaukoj kyhm koja je oOjaBuina geno — Beh wepada:

HeobaBe3HO, HehopMaITHO, Hee(UKACHO, HECHCTEMATHYHO;

(3) meroB ,Jupu3aM MaTkE* ce, 3alpaBo, A CBECTH Ha H3pa)kaBarmbe

¢bunozodekux (OHTONOIIKHX, MeTapU3HIKHX, ¢unozodcko-

AQHTPOTIOJIOIIKUX W Jp.) HJcja KEIDKEBHIM je3MKOM, paan pacrepehema,

npuBpeMeHor ociobohema ox oapeheHHUX HENPHjaTHUX OVUEBHUX

cmarba, y HajIUPeM CMHCIY, YHME je — y TEPMHUHHMA MIpe — jacHO Jia

NpaBHJIa ¥36aH UTPE MOTY YTUIIATH Ha IpaBHiIa UIpe;

(4) XOHa4HO, FHETOB IPOLEC MHCama je, HYKHO, OJ Hera 3axTeBao

OJCTYName OJf CTBAPHOCTH M CTyName y CTame CTBAPU IMPOMU3BEICHO
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caMHM TIHACameM, 3a INTa j€, 332 Hera, MpeaycioB OHO ONICYCTBO OHIIO

KaKBE 3aBHCHOCTH U OJITOBOPHOCTH.

CuopaHoBO cTBapajamTBo U (uiozoduja, meopuja Koja M3a HETOBE
KEbIDKEBHOCTH CTOjH CY, Y TOM CMHUCIY, IIpaBU MPUMEp Ja je YMETHOCT, KakKo je
cmarpao Mwuian Pangymosuh (2012: 25), ,okymaj na ce Jpynacka mpupona He
caMo TOKaxe, [...], Hero u ja ce MHCIH, Ja Ce CIIO3HA, Jia CE pa3pelly, aa ce
NOHYZM HEKo Buheme M OJroBOpHM Ha MUTamka Koja JbyJCKa Npupoja H
er3UCTEHIIMja MOCTaBJbajy caMe ceOM™, ma M y TepMHHHMa TEOpHje MIpe — U
CaMOM HIPOM.
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EMUII CHOPAH: UT'PA JINPU3MA U ITATIHE

Boban Trifunovié¢
EMIL CIORAN: A GAME OF LYRISM AND SUFFERING

Abstract: By publishing his first book, Pe culmile disperarii (literally On
the Summits of Despair, 1934), Emil Cioran (1911-1995) clearly showed that the
literary definition of his writing will be a problem, as well as the definition of
himself, as an author. Namely, the question arises whether Cioran’s works belong
to philosophy or to literature; whether he, himself, is a philosopher or a writer. In
his interviews, he denied any definitions of his writing and himself. In essence,
the form of his writings (essays and fragments) does not resemble philosophical
treatises, although the content is mostly philosophical. His writing is utterly
poetic, though it is devoted to the topics of philosophy, philosophical
anthropology and theology. In this paper, this will lead us to investigate his
playing with segments taken both from philosophy and literature, where the
ultimate goal is the publication of the work. We will, also, show that Cioran’s
approach towards writing, that is the concept of lyrical suffering, can be identified
with the approach towards the study of game. According to the concept of
Bernard Suits (1925-2007), given in his work titled “What is a Game?”(1967), we
should bear in mind that games, mostly, tend to transfer the players from the
sphere of everyday life to its own sphere; a sphere in which the player steps out of
themselves — out of their Self.

Keywords: Emil Cioran, lyrism of suffering, game theory, literature,
philosophy.
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GAMES WE TEACH BY

Abstract: Educational or didactic games, also sometimes referred to as
ludic activities, have been part of the teaching and learning processes for a long
time now. They have earned their rightful place in foreign language teaching and
learning as well. The advantages of using games with your students are
numerous. They are engaging, entertaining, motivating, funny, and above all
useful as learning tools. However, if not used properly, games can be detrimental
to the teaching and learning process. This paper contains a discussion concerning
the advantages and disadvantages of using educational games in foreign language
teaching, as well as descriptions of the games presented at the 8" International
Conference on Language and Literary Studies entitled Language, Literature, Play
and Games, held at the Faculty of Foreign Languages, Alfa BK University in
Belgrade. Each game description is followed by a comment on how adaptable
each game is to different levels, ages, skills, learning environments, etc. The aim
of the paper is to introduce several specific games to language teachers, but not
only that. More importantly, we wish to provide teachers with a useful tool which
could help them evaluate any other educational games they might decide to use in
their classroom.

Keywords: educational games, advantages, disadvantages, learner types,
discussion.

Introduction

Educational games (sometimes also referred to as didactic games or
ludic activities) have been part of the teaching and learning processes since the
time of Plato. Many authors (philosophers, psychologists, anthropologists,
educators, etc.) have tried to define these games, categorise them and explore
their didactic potential. Games have also been present in foreign language
teaching for a very long time, becoming dominant with the birth of the
communicative approach in the 1970s. Even though they were primarily used
with young learners, in recent years, people’s awareness of their educational
value has increased, and they are being used with all ages, levels and learning
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preferences. In the modern day and age, a teacher needs quick and simple recipes
to make good use of the often short time he/she has with the students. Educational
games fall under that category. The benefits of using games are numerous.
However, there are a couple of drawbacks as well. In this paper we will briefly
talk about the pros and cons of using games in foreign language teaching. Then
we will describe four games which were used for the workshop organized during
the Language, Literature, Play and Games conference at the Alfa BK University.
After the description of each game there will be a discussion concerning how the
game could be changed to suit the different needs of your students.

The benefits of using educational games in foreign language

teaching

When enumerating the benefits of educational games, we could start
with the most obvious one: they are fun. Many authors agree that games are fun
(Lengeling & Malacher, 1997; Case, 2008; Uberman, 1998; Greiner, 2010: 9;
Wang, 2010: 131). When activities are fun they tend to be more memorable, says
Case (2008).

Games help students relax. During a game the atmosphere in the
classroom changes and becomes less formal, which makes the students more
relaxed (Lee, 1986: 1). Students are less anxious, and this makes them acquire a
language more easily (Richard-Amato, 1988: 147; Dalton, 2005: 3; Yu, 2005: 3).
Some authors also consider them to be a welcome break in the learning process
(Susser, 1979: 57; Lee, 1995).

Most, but not all games, are played in such a way that students need to
cooperate and communicate with each other. This is another benefit of their
usage: cooperation (Lee, 1986: 1; Millis, 2005: 5-7; Yu, 2005; Steinberg, 2009:
X; Wang, 2010: 131-132). When working in pairs or groups students tend to feel
more motivated to do well in order not to let down the members of their team
(Case, 2008). Games also bring teachers and students closer together (Carrier,
1985: 6).

One of the main factors in undertaking any task is motivation. It is the
same with language learning. Rieber (2001: 2) considers games to be the main
connection between cognition and motivation. A while back, in 1907, Johnson
observed that playing games is very hard and tiring, and that more energy is spent
on such activities than doing some arduous work, but if we were to substitute that
work with play, then an honest interest in the task would triumph over strain
(Johnson, 1907: ix).

Another advantage of using games with your students is that the roles
both teachers and students have in the classroom change (Greiner, 2010: 23-26,
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28). Teachers become observers, judges, consultants, etc. Similar roles are given
to students as well.

Last but not least, if we are to move beyond language learning, we have
to admit that there are other benefits to using games, such as: helping students
focus (Klippel, 1980: 405), teaching them self-discipline and rule-abiding
(Antonaros & Couri, 2003: 6), strategizing (Pasovic Petrovic, 2014: 11-12) and
teaching them how to learn in general (Greiner, 2010: 29).

The drawbacks of using educational games in foreign language

teaching

Although the benefits outweigh the drawbacks, if we are to be honest,
we have to admit that there are some downsides to using educational games.
Discipline is on top of this list. Greiner (2010: 59-60) says that games can be
noisy, but that there are also those games which require students to be quiet, and
that noise is often a signal to the teacher that students are enjoying the game.
Some other problems are class size, students using their mother tongue, and the
lack of time (Greiner, 2010: 58-62). Simpson (2015) observes that adult students
who are used to a more traditional way of learning might find the games as
useful, especially if they are beginners at language learning. Spalkova (2007)
warns us against games taking over a class. They should not be used excessively
and without a good reason, other authors also agree (Simpson, 2011; Cervantes,
2009: 25). Getting all the necessary materials and preparing everything for a
game can be both time-consuming and costly (Cervantes, 2009: 25).

All in all, it is good to be aware of all the pros and cons when choosing
what to do with your students in class. Even though they are not without their
setbacks, we believe that the benefits of using games in teaching outweigh their
shortcomings.

The games

In this section we describe the four games presented at the Language,
Literature, Play and Games conference held at the Faculty of Foreign Languages,
Alfa BK University, in Belgrade. Each description includes the time needed for
playing the game and the language focus of the game. These games have been
collected over the years at various ELT workshops, seminars and conferences.
The descriptions are followed by a short discussion on the macro skills (reading,
writing, speaking and listening) and micro skills (grammar, vocabulary and
pronunciation) as well as some learner characteristics and external factors (age,
level, learning style and teaching environment).
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My pictures

Time: around 20 minutes

Language focus: speaking and grammar (Past Simple and Continuous)

This game requires a bit of home preparation on the part of the teacher,
but it is highly enjoyable. One downside is that it is best to have a projector and a
computer in the classroom, but nowadays, more and more classrooms are well
equipped so this is not necessarily a problem. The teacher should choose 10
interesting pictures from the Internet. If the activity needs to be longer then
choose more pictures, and the other way around. Your students are going to
pretend that these are their own pictures, and you might want to have this in mind
when choosing. Below are a couple of pictures to serve as an example.

Fig 1. httbs://www.qooqIe.com/searchpeople sneezing
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R, « AR P /
Fig. 2. https://resources.realestate.co.jp/wp-content/uploads/2016/01/Messy-
Room-in-Japan.jpg

When you have the pictures, you need to make a Power Point
presentation which consists just of the chosen pictures, one picture per slide. And,
most importantly, you need to time the presentation so that the slides change
every 20 seconds. Then, make another presentation which is exactly the same as
the first one, the only difference being that the pictures change every 10 seconds.
Give the two presentations names which make it clear how quickly the slides
change. This will make things easier for you during the game.

Students are supposed to work in pairs (this is important because we
wish to maximize student talking time). If there is an odd number of students in
class, the suggestion is for the teacher to work in a pair with one student. This is
possible and acceptable because there is no teacher monitoring needed once the
activity starts. Once put in pairs the students need to decide who will talk first.
You can help them by saying: the student who has longer hair gets to talk first.
Then you explain that they will see some pictures, and that they need to pretend
those are their own pictures and they need to tell their pair about the pictures,
explain to them what is going on in the picture. Tell them that after the first
picture disappears, and the second one shows up, the other person (the one with
shorter hair) does the same thing, and then when another picture appears they
switch again. Finally, you start the presentation and enjoy the enthusiasm and the

ot
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laughter. You might want to dim the lights in the classroom a bit, if possible, as
this makes the pictures more visible and the atmosphere fascinating. When they
finish the first round of talking, tell them you are going to repeat everything, and
that they are required to do the same thing they did before, talk about the same
pictures as they change, but this time the changes are going to be faster. Then you
play the second presentation, the one where pictures swap every 10 seconds.
After they finish, feel free to go slowly through the pictures and ask the student to
tell you what they had said to their pairs. By this time, they will have exercised
their stories twice in an engaging and fun way.

My pictures — discussion

In terms of skills, this game focuses on speaking. However, while one of
the students is speaking, the other one is listening intently, because the content is
usually funny. A quick follow up, like telling your students: “Please, take a
couple of minutes to write down the best and funniest picture description your
pair has given you,” turns this into a writing activity. And posting those notes
they make around the classroom for everyone to read would make it a reading
activity. The picture content is a fruitful playground for grammar and vocabulary.
By choosing different pictures you make choices in terms of vocabulary (e.g.
pictures of food, or different places, activities). The grammar focus of this game
are past tenses, but you can also discuss with your students the use of present
tenses to make past events more vivid, and asking them to do so when they
describe the pictures. After the activity is over you could ask them to report on
what their pairs have said, making reported speech to focus of the game as well.
As for pronunciation, if there are some words you wish them to practice, then
again the choice of objects or notions in the pictures themselves is significant.
When they speak, they always practice sentence intonation.

As for learner characteristics, this exercise is useful and fun for younger
students as well as adults. The choice of pictures is determined by the age of
students. We believe that even very young learners could benefit from this
exercise. They could, for example, just name the object in the pictures, taking
turns, and doing it more and more quickly each time. The same rule applies to the
notion of language knowledge. When it comes to learning styles, this game
favours the auditory and visual types of students. However, it would not take a lot
of effort to make it more kinaesthetic. The students could be asked to switch
places after they finish talking for the first time. The teaching environment, i.e.
the classroom, has to be equipped with a computer and a projector. This is the
best option for the game to work. If this is not the case, then there are some
options the teacher might consider, like making sets of pictures in advance
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(printing them) and then tell the students to flip the next picture after some time
has passed, i.e. 20 seconds for the first round and 10 for the second.

Memory game

Time: around 15 minutes

Language focus: vocabulary and grammar (continuous tenses)

This is a very quick and easy game to play, yet very useful. The teacher
needs to find a picture with a lot of detail in it (an example is below).

https://coopersedgesch2020.files.wordpress.com/2015/06/87fd112b75d3b19a157
a314b4a81ded9.jpg

If a computer and a projector are available, then use them. Instead, you
could print the picture and make several copies (depending on how many groups
of students you have). It is good to put your copies in separate plastic folders so
they can be reused.

Put students into groups. You can use smaller groups of three or four, or
larger groups up to six or seven students. The exercise is really good for large
classes. Tell them they will not be allowed to use a pen and paper, as this is
considered cheating. They will see a picture for 10 seconds (or more, if you want)
and they are supposed to remember as many details as they can. If you want the
exercise to focus more on grammar, ask them to try and remember as many
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actions as they can. Show them the picture (on a screen or give them the handout)
and remove it after the agreed time has passed. Then tell them to work with others
in their group and write down all that they remember. When everyone is done,
check which group has the longest list of remembered actions/details from the
picture. This can be done in the form of an auction (e.g. “You have 10 things on
your list. Anyone with more than 10?”). Those who have the longest list get to
read it, and the others listen to see if they agree. Tell them that once the reading
starts they are not allowed to add things to their lists. If those who read have
made any mistakes (as determined by the rest of the class, or by one student who
can be chosen to be a judge and be the only one who sees the picture), then the
group with the longest list after them reads. The winners are those students who
have the longest list with no mistakes about the picture.

Memory game — discussion

It is obvious that all four macro skills are practiced during this game.
First, writing down the notions from the picture practices writing. Since usually
one person in the group writes those down, the teacher can choose to ask all of
them to write to maximize the writing practice, or maybe ask one of the students
from each group who has some problems with writing or spelling to do this.
Speaking and reading are done when the students check what’s on their lists.
When students negotiate who is right or wrong, more speaking takes place. Also,
students are intently listening to what their opponents are saying because it is in
their interest to notice their mistakes. As for the micro skills, it is mentioned in
the description of the game how we can vary the grammar and vocabulary
content. For example, the picture provided here is suitable for vacation
vocabulary.

This game, similar to the previous one, includes pictures, and the choice
of pictures reflects the age and level of your students. As before, if the equipment
in the classroom is not available, prepare the materials in advance, and reuse
them. Visual and auditory student types are going to enjoy the exercise. Making it
engaging for the kinaesthetic type of student might be a bit of a challenge, but
you could ask some of your students (whom you know to be kinaesthetic
learners) to maybe mime some of the actions they remembered from the picture.

Charades

Time: around 20 minutes
Language focus: vocabulary (mainly revision)
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Unlike the two previous games, this one is tailor-made for kinaesthetic
students. It is also a well-known party game, so the majority of your students will
be familiar with the rules. Here is how it can be used for language learning.

The teacher needs to do very little preparation for this one. Use separate
pieces of paper to write down words and phrases you wish to revise with your
students. Around 10 words or phrases is acceptable. To make the game longer use
more, and vice versa. In class, one person, we usually pick someone who knows
the language well, takes part in the first round of charades. Ask them to take one
piece of paper at a time, and try to explain to the rest of the students the words or
phrases on this piece of paper. They are not allowed to use the words on the
paper. Time them, and then write the time on the board. Next, ask another student
to do the same, with the same set of papers, i.e. the same list of words, only this
time they can say just one word, and the others need to guess what it is. Tell them
that their goal is to be quicker than the first time around. Time them again, and
write the score on the board. Another student is supposed to mime the
words/phrases for the third round of the game. Again, time them and see if they
are getting quicker than before. And finally, the fourth person has to draw the
words/phrases, and others have to guess. Although the rounds are getting more
difficult, using the same words for each round enables students to play well,
revise a lot and gain self-confidence. You could offer a reward if each round of
the game is completed more quickly than the previous one (e.g. no homework).

Charades — discussion

In terms of language skills, this game is best used for vocabulary
revision. It might be changed in a way to practice some tenses (maybe the
continuous ones). Listening and speaking are exercised actively throughout the
game. Maybe, at the end, the teacher could ask the students to write down all the
words/phrases used in the game, and then check their lists with a partner. This
way some reading and writing would be practiced as well. Admittedly, as the
rounds of the game switch, there is less and less speaking, but only on the part of
the one student giving the explanations or miming and drawing. Meanwhile, the
whole class is repeating the words, and practicing their pronunciation as well.

As was mentioned above, this game is especially kinaesthetically
engaging, as well as being auditory and visual. To maximize the student
involvement, make more sets of papers with words and phrases on them, and let
your students play in smaller groups. Compared to the activities described
previously, this one is very easily set up and does not require use of any special
equipment.
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Mad Libs

Time: around 10 minutes

Language focus: reading, writing, grammar (parts of speech) and
vocabulary

This game is a famous family fun activity, usually played while
travelling somewhere. Since it is a language game to begin with, it can be used in
a language classroom without any special modification.

The books with different texts which are used for this game are
numerous (see http://www.madlibs.com/books/). Likewise, the teacher can make
his/her own text to suit the students. Once the format is known, the options are
limitless, and the outcome is always amazing and humorous. Here is how the
game is played. One person (could be one student from a pair, or the teacher
playing with the whole class) asks for specific parts of speech (e.g. noun, -ing
verb, etc.), as required by the text he/she sees but the rest don’t. Below is a
sample text of the game played during the workshop.

MAD&LIBS
VACATIONS

A vacation is when you take a trip to some place
ARJECTIVE

withyour family. Usually you go to some place
ARJECTIVE
that is near a/an - or up on a/fan
NOLIN NOUN
A good vacation place is one where youcanride
PLURAL NOUN
orplay __ orgohuntingfor . [Ilike
GANE PLLURAL NOUN

to spend my time or
VERB ENPING IN "ING" VERB ENPING IN "ING"

Fig. 4.

After filling out all the gaps, the students read their story. There could be
a contest and the whole class could be asked to pick the best story.
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Mad Libs - discussion

All four macro skills are practised during this game, although the focus
is put on reading and writing, and less on speaking. Listening is again present and
since the task is funny and engaging, it is not difficult to get the students to listen
to other people’s stories. When reading the story, students practise pronunciation.
Grammar is practised in terms of revising different parts of speech, and
vocabulary can easily be varied depending on what it is that the students were
doing in their lessons.

Like most other games, this one is not likely to make your students
move, but if you feel like they are getting antsy, ask them to go around the class
and read or listen to other people’s stories. The activity is beneficial to the
auditory-oriented students. And to make it more visual, the teacher could ask the
students to draw one scene from the story at the end of the exercise.

Finally, the game is very easily set up and executed. Once your students
get the hang of it, you can play it with different texts many times. You could even
get them to make their own Mad Lib texts for their classmates.

*kk

We believe that the abovementioned games are useful for several
reasons. First, they are all extremely fun and engaging, both for the teacher and
the students. Motivation can be problematic for everyone in the classroom, so
using games from time to time will most definitely help. Second, these games, as
well as many others, help students engage their senses, move and be creative.
Next, they are not tricky to set up and execute. The ones that require more time
and effort the first time they are played are easily reusable. Then, although they
usually practice one of the language skills, they can quickly be adapted to
different language content. Last but not least, they have proven to be most helpful
in the process of acquitting a foreign language, especially with revising language
units in a stimulating fashion.

Conclusion

In this paper we discussed the pros and cons of using games in foreign
language teaching. On one hand, they are engaging, motivating, fun and funny,
they promote cooperation, communication and help both teachers and students be
creative. Most importantly, they are useful learning tools. On the other hand, they
should be used with caution and care, always having in mind specific learning
goals they carry. Finally, in the descriptions provided here we have tried to prove
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that educational games contain more benefits than flaws, concerning the language
skills practiced, the levels, age, interests and learning styles.

All in all, as is the case with any teaching method, a teacher must reflect
on its benefits and drawbacks and then decide to which extent he/she should use it
in the learning process. Not all games are suitable for the content learned or
entertaining to all students. However, it is the job of the teacher to expose the
students to these kinds of activities, and to analyse the pros and cons of each
game. Some of the means of this analysis have been mentioned in this paper.
Ultimately, and ideally, in the end a teacher will have his/her own set of games
which are both useful and fun for everyone involved in the learning process.

References

Antonaros, S. & Couri, L. (2003). Teaching Young Learners: Action Songs,
Chants & Games. London: Express Publishing.

Carrier, M. & the Centre for British Teachers. (1985). Take 5. Games and
Activities for the Language Learners. Great Briton: Nelson and Sons
Ltd.

Case, A. (2008). Games in adult ESL: Why does my teacher use games in an adult
class? [online] Retrieved September 13th, 2019 from
http://www.usingenglish.com/articles/games-in-adult-esl.html

Cervantes, P. E. (2009). Livening Up College English Classes with Games.
English Teaching Forum, 3. (20-38).

Dalton, E. (2005). Language Learning Games: Why, When, and How. [online]
Retrieved September 13th, 2019 from
http://gaeacoop.org/dalton/publications/L anguageGames.pdf

Greiner, M. U. (2010). The Effective Use of Games in the German as a Foreign
Language (GFL) Classroom. Part of an MA Thesis. Graduate College of
Bowling, Green State University.

Johnson, G. E. (1907). Education by Plays and Games. Boston: Ginn and
Company.

Klippel, F. (1980). Games with Aims: Classification and Adaptation of Foreign
Language Teaching Games. Proceedings of the 11" ISAGA Conference.
Geneva, Switzerland. (400-415).

Lee, S. K. (1995). Creative games for the language class. Forum, 33(1), 35.
[online] Retrieved September 14th, 2019 from
http://dosfan.lib.uic.edu/usia/E-USIA/forum/vols/vol33/no1/P35.htm

329


http://www.usingenglish.com/articles/games-in-adult-esl.html
http://gaeacoop.org/dalton/publications/LanguageGames.pdf
http://dosfan.lib.uic.edu/usia/E-USIA/forum/vols/vol33/no1/P35.htm

Milica M. Vitaz

Lee, W. R. (1986). Language Teaching Games and Contests. Oxford: Oxford
University Press.

Lengeling, M. M. & Malarcher, C. (1997). Index Cards: A Natural Resource for
Teachers. [online] Retrieved September 13th, 2019 from
http://dosfan.lib.uic.edu/usia/E-USIA/forum/vols/vol35/no4/p42.htm

Millis, B. J. (2005). The Educational Value of Cooperative Games. International
Association for the Study of Cooperation in Education Newsletter,
Volume 24, Number 3. (5-7).

Pasovic Petrovic, E. (2014). Games in the Language Classroom — To Play is to
Learn. [online] Retrieved September 14th, 2019 from
https://dspace.mah.se/bitstream/handle/2043/17961/Ema%20EX%20201
4%20PDF.pdf?sequence=2

Richard-Amato, P. A. (1988). Making it Happen: Interaction in the Second
Language Classroom. New York & London: Longman.

Rieber, L. P. (2001). Designing learning environments that excite serious play.
Paper presented at the annual meeting of the Australasian Society for
Computers in Learning in Tertiary Education, Melbourne, Australia.

Simpson, A. (2011). Why Use Games in the Language Classroom? Humanising
Language Teaching. 13/2. [online] Retrieved September 15th, 2019
from http://www.hltmag.co.uk/apr11/mart02.htm

Simpson, A. (2015). Using Games in the Language Classroom. E-book published
by Smashwords. [online] Retrieved September 15th, 2019 from
http://research.sabanciuniv.edu/26774/1/using-games-in-the-language-
classroom.pdf

Spalkova, K. (2007). The Use of Games for Vocabulary Representation and
Revision to Young Learners. [online] Retrieved September 15th, 2019
from http://is.muni.cz/th/135435/pedf b/BP-text.pdf?lang=en

Steinberg, J. (2009). Games Language People Play. Ontario: Pippin Publishing.

Susser, B. (1979). The Noisy Way: Teaching English with Games. JALT Journal,
Volume 1. (57-70).

Uberman, A. (1998). The use of games for vocabulary presentation and revision.
Forum, 36(1). (20-27). [online] Retrieved September 13th, 2019 from
http://dosfan.lib.uic.edu/usia/E-USIA/forum/vols/vol36/no1/p20.htm

Wang, Y. (2010). Using Communicative Language Games in Teaching and
Learning English in Taiwanese Primary Schools. Journal of Engineering
Technology and Education, Vol. 7, No. 1. (126-142).

330


http://dosfan.lib.uic.edu/usia/E-USIA/forum/vols/vol35/no4/p42.htm
https://dspace.mah.se/bitstream/handle/2043/17961/Ema%20EX%202014%20PDF.pdf?sequence=2
https://dspace.mah.se/bitstream/handle/2043/17961/Ema%20EX%202014%20PDF.pdf?sequence=2
http://www.hltmag.co.uk/apr11/mart02.htm
http://research.sabanciuniv.edu/26774/1/using-games-in-the-language-classroom.pdf
http://research.sabanciuniv.edu/26774/1/using-games-in-the-language-classroom.pdf
http://is.muni.cz/th/135435/pedf_b/BP-text.pdf?lang=en
http://dosfan.lib.uic.edu/usia/E-USIA/forum/vols/vol36/no1/p20.htm

GAMES WE TEACH BY

Yu, S. (2005). The Effects of Games on the Acquisition of some Grammatical
Features of L2 German on Students' Motivation and on Classroom
Atmosphere. A thesis submitted in partial fulfilment of the requirement
of the degree of Doctor of Education. School of Trescowthick, Faculty
of Education, Australia.

Milica M. Vitaz
IGRE NASE NASUSNE

Rezime: Edukativne igre ili didakticke igre, koje se nekada nazivaju i
ludickim aktivnostima, ve¢ dugo su deo procesa predavanja i uenja. Imaju svoje
zasluzeno mesto i u oblasti nastave stranog jezika. Prednosti njihovog kori§¢enja
sa ucenicima su brojne. One su zanimljive, zabavne, motivisu dake, sme$ne su, i
povrh svega dobre su za ucenje stranog jezika. Ali, ukoliko se ne koriste pravilno,
mogu imati Stetan uticaj na proces ucenja. U ovom radu nalazi se diskusija vezana
za prednosti i mane koriS¢enja obrazovnih igara u nastavi stranog jezika, kao i
opis igara prezentovanih tokom 8. medunarodne konferencije o izucavanju jezika
i knjiZzevnosti pod nazivom Jezik, knjizevnost i igra, koja je odrZana na Fakultetu
za strane jezike Alfa BK Univerziteta u Beogradu. Svaki opis igre prati komentar
o tome kako se igra moze prilagoditi razli¢itim nivoima znanja, uzrastima,
vestinama, sredini u kojoj se ucenje odvija, itd. Cilj ovog rada je da se nekoliko
odredenih igrada predstavi nastavnicima jezika, ali ne samo to. Jo§ vaZnije od
toga, naSa Zelja je da obezbedimo jednu vrstu korisne alatke nastavnicima, alatke
koja bi mogla da im pomogne da ocene bilo koje druge edukativne igre koje bi
mozda pozeleli da koriste u svom radu.

Kljuéne reci: obrazovne igre, prednosti, mane, tipovi ucenika, diskusija.
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HUI'PA KAO I''IABHA HACTABHA CTPATEI'HJA Y HACTABH
EHTJIECKOTI JE3UKA 3A YYEHUKE MJUIABET ITIKOJICKOT
Y3PACTA

Ancrpakrt: Llue oBor paja je a nmpyxu o0jallmbenha 1 IpHKaxe
pa3IMuuTe HaYMHE yIoTpeOe Urpe M KOHLENTa UIPe y MPOLIECY Y4eHmha CTPaHoT
je3uKa, y OBOM CJIy4ajy SHIJIECKOT je3HKa, Y BeoMa PaHOM y3pacTy Jjelie, O
MPEIIIKOJICKOT y3pacTa J0 IpeaMeTHe HacTaBe. Mrpa u urpame nedunumnry 100a
HEBHHOCTH. JIOK UTrpame UMILIHIUPA CIIOHTAHOCT U OJHOCH Ce Ha crielin(pUIHO
PAacIIoNIOKEH-E CTBOPEHO JIj€UHjUM HHCTHHKTOM, UTpa 3HA4YM KOHBEHIH]Y 1
MOTHYE U3 BOJbE 3HAa O CBUjeTy. To moapasymujeBa KOMyHUKAIH]y ca
CTBapHHUM CBHjETOM KOjH C€ TPAHCIIOHYje y QUKTUBHU CBET KopucTehn mpaBmia
KOja Cy IPUXBATIIN HTpadd. {UAaKTHYKN HUJbEBH OBAKBHX 4acOBa CHITIECKOT
je3uKa jecy Ja ce Kpo3 eKCIIepUMEHT, KPO3 HIPY, Ha IPaKTHYaH, KpeaTuBaH 1
3aHMMJBbMB HAYHMH Y4e€ HOBE CTBapH, yCBaja BOKaOyJap U MPaKTHKYje
KOHBep3auuja. Jljera ce Kpo3 Urpy CTUMYJIMINY J1a KOPHCTE CBa CBOja yyJia y
npolecy yuema. Mrpa y HacTaBu jecTe akTHBHA METO/1a, jep je Maxmba
KOHILIEHTpHCaHa Ha nujere. HactaBHa urpa ce Mo>xe KOPUCTUTH Kao METoa U
HAaYMH OpraHu3alfje aKTUBHOCTH Ca MPEIIKOJICKIM U NIKOJICKUM y3pacToM 3a
CBE IIpeMeTe U3 HACTAaBHOT KypHUKYyJIyMa. 3aBpIleTaK Urpe je TpeHyTaK KaJa
MOCTOjM KOHAYHa OlljeHa HUBOA OCTBaperha HACTABHUX 3a/1aTaKa, MOLITHBAbA
NpaBHIIA U TPYITHOT M MHANBHIYaJIHOT MOHAIIAkA Jjere.

KibyuHe pujeun: urpa, urpame, eHIVIECKH je3UK, EKCIIEPUMEHT,
KOMYHHUKaIHja.

YBon

Ha pa3Boj moTmBamuje 3a yueme je Moryhe m mOTpeOHO YTHIATH, a
Haj3HayYajHUja yJIora y TOMe MPHUIIaa KON, OJHOCHO HACTaBHUIINMA Y TPOLIECY
HactaBe. CTemeH pa3BHjEHOCTH MOTHBAIMje 3a YyUYCHE jecTe jemaH of
HajOUTHUJUX KpHUTEpHjyMa 3a OljjehHBambe ePUKaCHOCTH paja M HacTaBHUKA U
YUCHHKa. YCIOCTaBJbamke M Pa3Boj YHYTpPAIIkEe MOTHBAILM]E 3a LIKOJICKO YUCHe
je OmpaBIaHO CMaTpaTH 3HAYajHUM LWJbEM HACTAaBHOI IIPOIeca, a OCHOBHH
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pas3io3u 3a TO Cy CaipiKaH! Y OXKEJFHUM 00pa30BHO-BaCIUTHIM e(heKTUMa Koje,
Mo ofpeeHNM yCIOBHMa, MOXE JIa FMa pa3BHjeHa MHTPHHCHYHA MOTHBAIHja
Kako 3a caMor' y4YeHHKa, Tako W 3a e(UKacHOCT oOydaBama, Ma W 3a IIUPY
IpymrTBeHy 3ajenuuiyy (Mapentuu-Iloxkapauk, 1978; Ilanmexkumh, 1985;
Tpebjemanun, 1986; Casuli, 1994).

[Tpeamer mcTpaxkuBama OBOT paja je yTHIA] Mrpe, Kao MOTHBAIMOHO
Hajjayer opyha HacTaBHMKa, Ha HACTaBy EHIVIECKOT je3WKa 3a yueHHKe muaher
HIKOJICKOT y3pacta. Urpa je jenaH oJ] MpBUX HayMHA y4ea, Koju oMoryhasa HoBe
CIO3Haje KPO3 BJIACTUTO MCKYCTBO. Y HACTaBHOM IPOLECY y BUIIUM pa3penuma
OCHOBHE IIKOJIE W CPEIhHUM IIKOJaMa HeMa MjecTa Urpu, ajld je Yy HIKHUM
pa3penuMa OCHOBHE IIKOJE WUrpa AOMHHAHTAaH HAuWH CHO3Haje W y4yewa. OBo
IIOTOTOBO JOJIa3M N0 HM3pakaja y HACTaBU CTPAHOT je3HKa Kaja yYEHHLH HHCY
jOII YBHjEK JOBOJGHO CaBIafalil TpaMaTHKy MaTepmer jesumka, a Beh kpehy ca
ydemeM Bokalynapa 1 MpaBHiIa YATaba U TMCakbha Y CTPAHOM je3UKY.

WHTepec 3a HTpy je mpUCyTaH KOJ Jjere O paHor pa3nobiba )KUBOTA U TO
je AaKTUBHOCT y KO0joj JAWjeTe HeMa moTemkoha ca KOHIIGHTpAIHjoM,
camocrayHomhy Te Taje ce pa3BHja KpeaTHBHO. HacTaBHMK Mopa MCKOPHUCTUTH
MHTEpEC YUEHHKA 32 UTPy U YCMjEpPUTH I'a Ka YCBajalby HOBUX caJpkaja. 3Hamba 1
BjEILITHHE Ce MOTY YCBajaTH KpO3 UTpe M pa3He cuMmylnanuje, koje he HacTaBHUK
NPUIPEMUTH W TPUMjEHHTH Ha CBOjUM 4YacoBnMa. KBammTer Bacmutama u
o0pa3oBama MPBEHCTBEHO 3aBHCH O 3HAWKY, CIIOCOOHOCTHMA W BjelITHHAMa Te
CTaBOBMMa HACTaBHHMKa — Jla C€ CBaKH JaH HOCE Ca CIOKEHHM IpolieMuMa
oIpactama M pa3Boja Ijele M MIAAHWX, [a OCMHUIILbaBajy e(uKacHe HauyuHE
ydema, a Bjepyjy y ycIjeX CBaKOoT y4eHHKa, Te [la Cy ITyOOKO CBjeCHH CBOjHX
po(heCHOHATHUX Ty>KHOCTH M OITOBOPHOCTH, jep Cy OOBE3HH CBaKOJHEBHO
JOHOCHTH OJLTyKe.

PeanHo mutaHupame HACTaBHE jeJMHUIIC TTOIPAa3yMHjeBa 3HAKE U CBHjECT
HACTaBHHKA Jla CBE IITO Ce WUCIUIAHWPA Kao HACTABHA jeMHHIA KOJ yYCHHKa HE
uze y 3anamhuBame (Tporecupame M3 KPaTKOPOUYHOT y IyropodyHo namheme),
Hero ocraje Ha HUBOY npucjehama. CBa Jjena MMajy ypolheHy MOTHBalHMjy 3a
yueme. Hay4Ho je 1okazaHo /1a je ydeme Kpo3 Urpy M3y3eTHO eUKacHO jep, Kako
MICHXOJIO3H 00jalllhaBajy, Ha Taj HAYMH J[jera ceOr YUHE JIOTUYHUM CBET KOJH UX
OKpYXyje u nakuie ce npucjehajy uynmeHna Beanux 3a urpy. OBaj KOHIENT je
Ha /JlanmekoM HCTOKY OJaBHO 3@KMBHO T€ YaK I[OCTa0 ¥ AWO 3BAHMYHOT
eIyKaTHBHOI CHUCTEMa TAje Ce Ha NpHMjep IpPBEHE IUIOAKTHYKE Cllarajiuie
KOpUCTE Kako OW aHMMHUpalle, ali M Kako OM TOJACTaKie Jjeny Ja IITo
CaMOCTAITHHj€ PA3MHUIILIBA]Y.

Hamr 00pa3oBHE MOzeN ce YIIaBHOM CacTOjU M3 TPH Jjela: OljelUBambe,
roydyaBame M INoHaBsbame. CIOJUTH CBa TPHU JjeNna y jelHy Urpy INpeicTaBiba
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M3a30B 32 CBAKOT' HACTAaBHHWKA, aJil U ocjehaj 3a70BOJbCTBA Ka/la Ce jaCHO YBHIHN
J1a je 3HAFhE YCBOjEHO U TMOBE3aHO Ca MPETXOIHNM.

Urpa nMa BenmuKky yTHIa] Ha KOTHUTHBAH Pa3BOj JjEeTETa, OTHOCHO yTHUE
Ha pa3Boj mamhema, mepuenuuje u KpeaTuBHOCTH. Kpo3 urpy ca BpmimanuMa
JIjeTe MUjera CBoje MoHallamke. Y CBaja MoHalama APYruX BPIIbhaKka Kako Ou ce
YKJIOTIWJIO Y IPYIITBO. ,,JIMjeTe y HTPH akTUBHO aHTaXyje cBe CBOje MOoryhHOCTH,
Te ca 3anuBibyjyhoM curypHomhy mHpoHalla3d OHE Wrpe Koje aHTHLHIUPAjy
BCrOB ICUXWYKK W (usmuku pas3Boj. Mrpa je 3HavajHa IojaBa y MIUBEY
ompacrama. Kao ciojeBura [jedja TBOPEBHHA, OHA HOCH IMOpPYKE O cebH Kao
NPOJYKTY; Kao eKCTepHalM3alyja Ajedjux MOTyhHOCTH HOCH TOpYKe O Pa3Bojy
NCUXMYKUX (YHKIMja; Kao JAUO Jjedje CyOKyJNType HOCH TMOpPYKE O HauuHy
onpacrama 1 ajeTubcTBy. (dypan, 2003)

Hrpa y HacTaBM M IbeH YTHIA] HA YUeH€

VYcnjemrHocT HacTaBe je y AUPEKTHO] Be3H ca akTuBHOIIhY yueHunka. Kama
HACTAaBHHK YCIIMje Ja aKTUBHPA YUYCHUKE U 3aHHTEPECYje UX 3a HACTABHO IPaHBO
OHJIa je HEroB I0cao ycljemaH. 3aTo HacraBa Tpeba OWTH HMHOBaTHBHA W
KpEaTUBHA, jep aKO yYCHHK aKTHBHO y4eCTBYyje Ha yacy Jakiue hie 3amaMTHTH U
caBlajaTH rpamuBo. Jlocaga je IWaBHU NPoOJIeM MAaHAIIBMX IIKOJNA jep ce
npe/iaBame CBOIU Ha TPAAWIMOHAIHO TPEHOIIekhe nHPOopMalrja ca HacTaBHUKA
Ha YydeHHKe W TO Hajuemhe kopumihemeM ¢GpoHTaMHOr 00NMKa HacTaBe.
VYueHnnuMma je AocaJHO CjeIUTH Yy KIynu M ciymaTd npodecopa Lujenu
IIKOJICKM 4ac KaKo MOHOTOHO W jeTHOJNIMYHO Mpeaaje Jiekiujy. Mrpa y HactaBu
moJIcTHYe KOJ haka BOJBbY 32 yuemeM. YUeHHIMa je moTpedHa TakBa aKTUBHOCT
Ha dJacy koja he MX 3aMHTepecoBaTH, IIOTOTOBO aKO €€ Paad O HPEIMeTy WU
TpaIuBy KOj€ WX HE 3aHMMAa. 3aTO HACTABHUK Tpeba OWTH KpeaTHBAaH M yIYUHHTH
HACTaBY 3aHHMJBHBOM, a TO C€ HajOOJbe MOXKE YYHMHHUTH KpO3 WIpY. ,,YUeHe He
Mopa OUTH CYNPOTHO UTPH, HAKO HEKaJa jecTe, M TO 3aTO IITO CE YICHE Y KON
pa3BHjao Kao HEMPHPOIHA U CTOTa NPUCHIIHA AjelaTHOCT, a He Kao MPUpPOIHA U
TOMe CJI00O0/IHA, MJIAJIOM YOBjeKy HYXKHA aKTHBHOCT. /lujema o ofHOCY WIpe H
y4eHa UMa CMHCIIA Y CaJIallb0j KO, AJM U Y IIKOIHK Y K0joj he JoMUHHpaTH
NpUpPOJHO y4ewe, usMely urpe u yuema Hehe OuTm Heke OuTHE pasiuke.*
(bornap, 1986)

,»Kaza ToBOpUMO O OJIHOCY Wrpe U Yy4dema, MHUCIH Ce IMOHAjIpHuje Ha
e(pMKACHOCT Urpe y YCBajaHjy 3Haba, T HA TPAJHOCT 3Hamha. YUerwe MyTeM Urpe
MOJjeJHAKO je e(pHKACHO Kao M yduewe nomohy HacTaBHUX jucTHha. 3Hamba
CTeueHa UTPOM TpajHHja Cy Off 3Hama CTEYCHUX PaZoM Ha paIHAM JUCTHhmMa.
(boruap,1986)
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Hepujetka je curyanmja Ha 9acy Ja Cy yYEHHWIH IACUBHU W Ja HEMajy
BOJBE 32 YUECTBOBaHmE y 00pPa30BHOM IIPOIIECY,a PA3JIOT TOME Hajdenihe JIexu y
HAaCTaBHHUKOM TIPUCTYITY 4acy. ,,JemaH o1 OCHOBHHX IpoOieMa HacTaBe je ciaba
aKTUBHOCT yd4eHuka. Ogmax mpu J0NacKy y KONy JAHjeTe € HACTOjU
JHMCLMIUTMHOBATH U OCHOBHHM j€ 3aXTjeB Ja Oylne MHpPHO, HaKjie HEaKTHBHO,
YIJIAaBHOM CJIyIIa U TJefa IITO pagd HACTaBHHK, Ja HE MOCTaBJba MUTaba, HEro
Jla 0JiIroBapa Ha NMUTama HAaCTaBHHMKA, OJHOCHO Jia 10 W3HEMOTJIOCTH JMKE PYKY
Kako OM y TOKy daca jeJaHIlyT WM JBamyT JOOWJIO IMPWIMKY Ja CTBapHO
OIIroBOpM Ha muTame. HactaBa y K0joj cy y4eHHIM NacWBHH HUje eduKacHa u
MOCIIMje HEKOJIMKa 4acoBa MPOBEIEHHUX Y HhOj NOTPEOHO je jOolI HEKOJIHKO CaTh
AaKTUBHOTI y4ela Ja OM ce caBjajalu MpeaBuljeHr HACTaBHH CaapiKaju, jep
TI03HATO je J1a 6e3 BIIaCTHTEe aKTHBHOCTH 3allpaBo M Hema ydema.  (boraap, 1986)

Canprxaj HaCTaBHE UTPEe MOXKEMO TIOjSIIUTH Ha YETHUPH Jjeria:

1. HacTaBHM 3amaTak

2. TmpaBuIa UTpe

3. craBKke / IpeAMEeTH Urpe

4. HacTaBHM Martepujal.

CBaka HaCTaBHa MIpa MMa HajMambe JBa IPaBUIIA:

e [IPBO TPaBWJIO NPEBOAM HACTAaBHM 3aJaTaKk Yy KOHKpETaH
aTpaKTUBaH 33J1aTaK IJIje ce Bjex0a MPEHOCH Y UTpY;

e I[pyro MPaBHJIO UMa OPTaHU3AIMOHY YJIOTY Koja onpelyje kama
onpeheHa akiuja urpe Mopa Ja 3alo4yHe WM Ja CE 3ayCTaBH,
penociujen urpava.

Mertoponomku Tae1aHo, HacTaBHa urpa uMa cibenehe gase:
1. yBohewme y wurpy: ‘xBarame’ [jeudje TMaxmbe, MOTU3AME
MOTHBAITH]€;

2. mpe3eHTalWja HACTaBHOT Marepujama: ojJ (poHTamHOT

NpeNCcTaBIbatba [0 MOjalllheha CBAKOM YUCHHKY ITOHA0CO00;

3. TmpelncraBibamke HACIOBAa WIPe W HEHOT Huiba (pedepeHTHH

IIIJb) Ha jeJHOCTABaH HAYMH 32 Jjelly: HAcJIOB MOpa Jia Cyrepuiie

caJzipkaj UTpe jep rmocraje J1ajTMOTUB Y (a3ama Urpe;

4. oOjammaBame ¥ NPUKa3UBabE MPaBUiIa UIPe: CYKIIECUBHO WITU

HCTOBPEMEHO TIpeMa PeloCiItje/ly U CI0XKEHOCTH TIPaBMIIa;

5. mocraBmame mpaBmwia: ga  OW  ce TPOIJEHHO HHUBO

pa3yMujeBama IpaBuia, o1 2-3 yUeHHKa Ce TPaXKH J1a X IOHOBE;

6. HacTaBHMK WUTpa UTPY: jacaH, KOHIIM3aH, YCMjepeH Ha 3aJaTaK 1

IpaBmWIa Wrpe; AOKa3WBame / NMPHKA3UBAKE HIPE 3a IOBPATHY

peaKImjy yIeHnKa;
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7. nmjema wWrpajy wWrpy Kopuctehm TmpemMere urpe Ipema
MPaBUITIMA;

8. mwrpa ce KOMIUIHKyje, CIpoBOIM Yy ¢azamMa OO JaKuX MO0
CIIOXKEHHX [IHjenoBa: cBaka (a3a HIrpe ONHOCH C€ Ha b
MOHAIllakha KOjU ce TMpeTBapa y HAacTaBHM 3agaTak ca
onrosapajyhnm crparerujama;

9. 3aBplIeTaKk Wrpe je TPEHyTaK Kaja IMOCTOjH KOHAYHA OIjeHa
HHBOA OCTBapea HACTABHUX 3a/]aTaka, MOLITOBAWmE MpaBHiIa U
IPYIHOT U HHIUBUAYATHOT TOHANIamka yueHuka. Ha kpajy, mocroje
MoOjeIHUIM, CTUMYJIAHCH / Harpaje, a MOCTOje U CTUMYJATHBHE
noBparHe uH(opMalje 3a OHe KOju HUCY TIOOUjeInITn.

“Urpy moxemo nepHHHCATH Kao aKTUBAaH OJHOC JjeTeTa Ipema
CTBapHOCTH, KOja IOCTENCHO Mpepacta y paj M Ipyre akTHBHOCTH OJPacior
qoBjeka. Urpa ce mMaHupecTyje Kpo3 pasiHYuTe CEH30pHE, (H3MUYKE, MHCAOHE
AKTHBHOCTH ¥ aKTHBHOCTH M3pakaBawba. [[pyriuM prjeunma, KOPHIITSHE Urpe y
HACTAaBU 3HAYHM, 3alPaBO, MOACTHULAKE TUX aKTHBHOCTH Y HACTABHOM MPOLECY.
Opatiie ¥ MPEeTIOCTaBKa Ja je aKTUBHOCT Jjele y urpu Beha Hero y OMIIo KakBOM
Jpyrom o0JuKy yuewma. (boruap, 1986, 101)

Kopumrene urpe y HacTaBH EHIJIECKOT je3MKa M CIIPOBE/ICHO

HCTPA’KUBaH-€

VY HacTaBM EHIVICCKOI je3WKa y HIDKMM pa3peidMa OCHOBHE ILKOJE Ce
KOPHCTE pa3He BPCTE aHMMAaIlHja, IjeCMHUIIa, TIPHUYa U urapa Kako Ou ce moOyIiiio
HWHTEpEeCcOBamk-e¢ M MOIUTIa MOTHBAIM]ja YICHHKA 32 YUeHeM. 3a IPUMjeHy Urpe y
HACTaBU Cy OJITOBOPHU HACTABHHIIM, OHU MOpajy 3HATH KOjy he Hrpy KOPHCTUTH
y HAcTaBH W OJPEOWTH LB KOjH Kele TNOoCTHNM NPUMjEHOM Te HIpe.
HacraBaunu urpy tpebajy npuiaroanTH rnorpedama, xejbama, CliocoOHOCTHMA H
MHTEpeCHMa Jjelle, a MCTOBPEMEHO MCIYHHTH TpPaKCHE LUJbEBE y HACTaBHOM
ia”y u nporpamy. Mrpa Mopa OMTH 3aHMMJBHMBA M HE CMH]j€ NPEIYTro TpajaTu u
Tpebasa Ou TMPEeKTHO yKJbyuuBaTu mrto Behu Opoj haka.

,,OCO0H K0ja MPOBOAM ITUAAKTUYKY TPy MOpa OWTH jacaH IMJb M 3aJ1aTaK
Urpe, Kao U MpaBmia, Koja Cy BaXkHa, Aa O ce IOCTHIIIN JKeJbeHH pe3ynTatu. Kog
CIIOXKEHMJUX Wrapa, WIN IOCBE HOBHUX, Iperopydyje ce, Aa ce ocoba mourpa ¢
HEKMM JIPYTUM IIpHje Hero je mpukaxe ajeud. [lotpeOHO je Oupatu wurpe c
Pa3IMYUTHM 3aJaliMa, MPABHINMa, CalpiKajeM, UrpaykamMa U MaTepujalioM, Ia
OmcMoO W30jeray jeAHOCTPAHOCT y BACIHTHUM pPe3ylTaTUMa, Koje JKEIHMO Ja
nocTuraeMo urpoM. Tako he m MHTepec ydeHHK 3a Ty BPCTy WUIpe CTaaHO OUTH
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WHTCH3WBHUjU M jadd u Oymut he >xespy 3a aktuBHomhy. UrpoMm pykoBomum
HACTaBHHK W 3axTjeBa O]l Jjerle Ja MOCTaBJhCHA IMpaBHIa W3BPIINABajy CBH, 0e3
n3y3eraka. HacTaBHUK He cMUje JOIYIITATH HEYPEIHOCT, MIOBPIIHOCT M Jia ce
Ja)XMMa WM MPEBApOM MOCTUTHE pe3yNTar. AKO ce TO JOrOJH HACTAaBHUK MOpa
YIIO30PHUTH Jjelly Ha HEMPaBIJIHOCTH 1 HABUKABATH MX Ja IPH3HA]y CBOje TPeLIKe
¥ 7Ja WCIpaBe CBOje IIOHAMIamke. 10 je OJ BEIMKOT OJrOjHOT 3Hadaja 3a
¢dopmupame njedjer kapakrepa. HarpahuBame ycmjexa y urpu Tpeba pujeTko
KOPHCTHTHU M3 BACIIUTHUX Pa3jiora, Ja ce KOJ Jjere He Oyie xKesbe 3a JOOUTKOM,
Jla He OMaJIOBaXKaBajy OHe KOjH Cy M3TyOMIIN WK Tpeljemhyjy 100uTHruKa. BaxHo
j€ /1a HaCTaBHMK HAKOH MIPE MPOBjepH NOCTUTHYTE pe3ynrare.” (Dyukap, 1955)

Y HacraBM EHIJIECKOT je3MKa 3a y4eHHKe Miaher MIKOJICKOr y3pacra
KOPHILTEHEe Cy pa3He BpPCTE urapa Koje cy H3BoheHe WM y Tpylama WiId y
napoBuma. [loceOHO cy 1o u3paXkaja HOIUIE WTpe y KOjIMa ce MOTPeOHO OCHM
3HaWba YIOTPUjEeOUTH U KOOPAMHALM]Y TOKpeTa, Kao WITO Cy yrnoTpeda KOIKHUIa
3a CKJIAMambe PHjeud U MPEro3HaBamke TEOMETPH]CKUX OOJIHKA ca IIOBE30M MPEKO
oumjy.

N3Bohemwe urapa ynorpedom riyme je takohe nano ouimiaH pe3yaTar jep
MHTEPECAHTHO HCKYCTBEHO Y4YeHe MO0O0JbIIABA M KOHLEHTPALMjy H JKeJby 3a
yCI[jeXOM KOJ YYeHHKa. 3a oOBakaB OONMK ydema JOBOJbHA je JpaMcKa
CIOCOOHOCT KOjy CBaKHM YOBjE€K TOCjelyje, jep je TO aHTPOIOJIONIKAa OCOOMHA,
JIaKJie, CBOjCTBCHA j¢ CBUM JbyJUMa, KAao OOJMK YOBjCKOBE CHMOOJIMYKE
KOMITETEHIIH]e. lpaMcka aKkTHBHOCT Yy HAcTaBH Jjejyje XOJUCTHYKH,
MHTErpulIyhin WMHTENEKTyallHy CIO3Hajy, MPOXXHUBJBCHE €MOIMje U EeCTETCKU
JIOKUBJBA] Y LjEITOBUTO UCKYCTBO, KOj€ TTOACTUYE U OCHAXY]e CBAKH JaJbl KOPaK
JUYHOT AaKTHBHUTETa YYECHUKA yCMjEepeHOT OWJIO Ha y4eme, Ha JIMYHU Pa3BOj U
pacT 3Hama.

HakoH HEKONHMKO cHpoBeleHHMX Hrapa ypalhjeHa je KpaTka aHKeTa, Kao
MOBpaTHa MH(pOpMaIHja 1a JIM je YICHUIIMMa 3aHHMJbHUBA HACTaBa KpO3 UTPy U
KOje Urpe cy uM ce caujjene. AHkera je paljena y tpehuM 1 4eTBpTUM pazpenuma
JVY TlpBe ocnoBue mkone y bpuko aucrpuxry buX. Ykynan 6poj haka koju cy
YUYECTBOBAJIM Y aHKETH je MPUKa3aH y Tabenu UCTo/.

Pazpenn Bpoj omjerbema YkynaH Opoj ydeHHKa
Tpehu pazpenn 4 78
YeTBpTH pazpenu 4 80

Tabena 1. Bpoj yuenuka Koju cy y4ecmeosanu y ankemu
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Pesynraty aHKeTe Cy MOKasaiH Ja YYCHHIM HAjBHILIE BOJE NOMHUILIBATE
UTpe y HACTaBH SHIJIECKOT je3HKa, a TeK HAKOH TOTra YYeHe Kpo3 IIIyMy U yueme
KpO3 TjecMHuIie.

Kako Hajsuwe sonume 04 y4ume eHz1ecKu je3ux?

m kpo3 njecmuue  ®raymehu  ® kpos urpe

I'paguxon 1.

MHora cnpoBeleHa HCTpaKMBamka O NPUMjEHH WUIPe Yy HAcTaBH CYy
IoKa3zaja Jla Cy y4eme M HacTaBa e(UKACHHMjU aKoO ce HOBO 3HAHm€ IIPEHOCU Ha
njerry myteM urpe. Mrpa MOTHBHIIIEe YUeHHKE Ha paj, moBehaBa HUXOB HHTEpEC,
W3a3MBa NaXKBy W YYCHC YMHH 3aHHUMJBMBHUM 3a Pa3iuKy O JAPYTHX HaunWHa
yuera, OHa MMa BEJIMKW YTHIA] HA KOTHUTHBaH pa3Boj JjeTeTa, OMHOCHO yTHYE
Ha pa3Boj mamhema, mepremniuje U KpeatuBHOCTH. bornap (1986) HaBomu na
IIKOJIa OKPEHYTa JIjeTeTy He MOXke OuTH Oe3 urpe jep je urpa jenHa oji OCHOBHUX
motpeba Jjerera M Ja MIKOJICKH MPOCTOp Mopa Outh Tako ypelhen ma omoryhasa
Jjenu urpy.

JenHo ox mUTama y aHKETH je OMIIO M Jla ce YUEHHIM H3jacHe Koja urpa ox
TPH CIpPOBEAEHE WIPEe Ha 4YacoBMMa KM je Owia HajUHTEpecaHTHHja W
Haj3aHMMJbMBHja. Pe3ynTaTti nokasyjy aa HUjeqHa O TPU CHPOBEACHE UTPe HUje
OCTBapuJla BUIIIE ITaCOBA YYEHHUKA Y OJHOCY Ha OCTale JIBUj€ UTDE.
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Koja uepa Ha vacy eHaneckoe jesuka sam je

HajuHmepecaHmHuja?
70
60
60
50
50
40
30
20
10
0
urpa noraharba WIrpa TONA0-XNagHo urpa ca Koukuuama
TIpaguxon 2.

To HaM roBoOpHU Aa caMm KOHLENT urpe Huje npecyhyjyhu 3a meH ycmjex,
KOJIMKO CamMa YMI-EHHUIA JIa Ce HACTaBHH MpPOIIeC OJ(BUja Kpo3 urpy. baim yue na
rOBOpE TIIACHO U (IIYHJHO, Ca CaMOIOY3[ameM, MOHABJbAE IPAJNBa MOCTAje
3a0aBa a He Jocama, ¥ MOTHBaNWja KOJ YYCHHKA jé KOHCTaHTHO HAa BHCOKOM
HUBOY.

AKTUBHO yuere M000JbIIaBa MaXiky W KOHIIEHTPALHU)y KOJ| YYEHHKA, a
y4Yeme KpO3 UIPy TO CBaKaKO jecTe.

3ak/pyuak

KBanuraTuBHE IpOMjeHe y paly caBpeMeHe IIKOoJIe TeMeJbe ce Ha
UHMBUIyalN3alliji HacTaBHOT npolneca. CaBpeMeHa IICHXO0JIOTHja yrno3opasa aa
j€ ycIjelian caMo OHaj BaCMUTHO-00Pa30BHH MPOIIEC Y KOjeM YYCHHK OCTBapyje
BelinHy cBojux moTpeba: 3a caMooJpiKamkeM, 3a JbybaBsby W mpuxpaheHorhy, 3a
mohw, ciobozom u 3abaBom. CBpcHCXOIHA je OHa HacraBa y Kkojoj Behuna
YUCHHKa JIOKHBJbABA YCIjEX, jep YCIjEXOM 3a]10BOJbaBaMO BehMHy HaBeICHHX
norpeba. Crora ce cBakn 0OpPa30BHM CaAprkaj HACTOjU MTOBE3ATH CA YICHHUKOBUM
ocjehajHIM ¥ HHTENEKTYAITHUM HCKYCTBOM.

VYuewmeM Kpo3 WIPY YYCHHLHM 33J0BOJbABA)y OCHOBHE MCHXOJIOIIKE
rorpebe nonyT Jby0aBH U MpHIaama, 3a0aBa 1 codoxe. AKTUBHU)H Cy Ha dacy,
jep urpa Ha wHX njenyje MotuBupajyhe. Pa3sujajy nobpe melycoOHe oxHoce u
capajiiby U Hayde MOINTOBATH HE CaMoO MPaBHa UrPe HEro W APYre yYeCHHUKE Y
urpu. Jlakiie Haydye MOMITOBATH JAPYro MHILBEHE, yUe Ce JIOrOBapaTd U BHUIIE
MOLITY]y jJeIHH Ipyre, CyUrpaye U MpoTUBHKUKE. Pa3Bujajy KpeaTHBHOCT U CTHYY
KOMYHHKaIMjCKE BjEIITHHE, jadajy CcaMoIloy3Jalbe U TOCTHKY 3alaKeHe
pesynTaTe y caBiagaBarmby HACTABHHUX Calpikaja.
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Kristina Vrcakovic
GAME AS A MAIN TEACHING STRATEGY FOR YOUNG LEARNERS
IN ENGLISH LANGUAGE CLASSROOM

Abstract: The aim of this paper is to provide explanations and to show
various ways of using the game and the concept of the game in the process of
learning a foreign language, in this case, the English language, at a very early age,
from pre-school to primary school teaching. Games and playing define the age of
innocence. While playing implies spontaneity and refers to the specific mood
created by the children’s instinct, the game represents something predictable and
the motivation for knowledge about the world. This involves communicating with
the real world that transcribes itself to the fictional world using the rules accepted
by the players. The didactic aims of these English classes are to learn new things
through a practical experiment, a game, in a practical, creative and interesting
way, adopting new vocabulary and practicing conversation. Children are
encouraged to use all their senses in the learning process through games. The
game in the classroom is an active teaching method because attention is
concentrated on the child. The teaching game can be used as a method and way of
organizing activities with pre-school and primary school children for all subjects
within the curriculum. The end of the game is the moment when there is a final
evaluation for all teaching tasks and their accomplishment levels, respect for rules
as well as group and individual behaviour among the children.

Keywords: game, playing, English language, experiment, communication.

341



MPUJIO3U / SPECIAL CONTRIBUTIONS

342



343



Haoa I1. Tooopos
Hamawa H. Typxuh

Hapa I1. Tonopos
dakynrer 3a ctpase jesuke Anda BK YHuBepsurer

Beorpan

nada_todorov@yahoo.com

Harama H. Typkuh
bubnuotexka ,,Kapno bujenmmku‘

Combop

biblios02018@gmail.com

OYHKIHUJE BPOJAIMIIA U PABBPAJAJIMIIA ¥ JEYNJUM UTPAMA

Antnukn unocod IlmaToH maBHO je Hammcao: ,,YUHTH CBOje JETE
3HaBYy HE Tpeba cuioM, Hero urpom™. Mrpa je eceHImja u ersucTeHNNja Major
JeTeTa; JIylla FEroBUX NpPBUX KOpaka oxpacTama. CIIoKeHH pas3Boj JereTa
npencrasba QyHIAMEHT €r3HCTCHIMje MOpOoAUIe Kao cTyba npymrea. Ha oBy
YHICHUILY CY YKa3UBaJIM OPOjHU HAyYHUIM U IPYTU peJIeBaHTHH (PAKTOPU TOKOM
HH3a JelieHrja. 3aHMMJBHUB IpwiIor o Tome Jao je Mwuian Crojmuh, npodecop
Cprcke yunrtesbeke mmkone y Combopy, y MpearoBopy cBoje Kiure ,,['paauso 3a
pasHa 3aHuMama Cpruagu™: ,,MydaH je mocao OTXpamHBamke JCTeTa, a HIaK
KaKko MaTH OpW>KJPMBO a3 Ha 3€HMIly OKa CBOTa, HA Y€J0 CBOje, HA Taj KHBU
JIOKa3 y3ajaMHe Jby0aBH ca MHJIUM joj BOjHOM... [la mmak xojmko myta Gamr of
camMmx ponauTespa jgomasn  Hecpeha merera ca, wim  0e3  HUXOBE
KpHBHUIIEL,...IOKBApe JETe CBOje, Ja ra Mocjie HU LIKOJa, HU LPKBA, HU JIPYIITBO
MONPaBUTH He Moxe... CBECHO ce IaK BaclHTaBa JeTe o1 3 — 7 TOJHMHE Yy 3a TO
onpeheHnM 3aBoarMa — 3a0aBUINTHMA, T/I€ CE OHU KOjU CBECHO U CHCTEMAaTHIHO
yTHYY Ha JIETEHIIE, IPETXOAHO cripeMe 3a cBoj mo3uB“: (Ctojmmh: 1898, 7-8) OBaj
ayTop Jlajbe yKasyje IITa je HEOMXOIHO Ia3uTH KO JeTeTa y 3a0aBHuIITy: ,,i Ipu
Toj 3a0aBM BaJba Ja My C€ TEJI0O OYyBa M NPAaBWIHO pa3BHja, a Jylla Ja My ce
MOMaJIo NMIPUBUKABA: J]a MUCIIH MTPABUIIHO, Ja YYBCTBYj€ JOOPO U IJIEMEHHUTO U J1a
xohe oHO 1TO je ncruHuTo. CBE ce OBO MaK MOCTH3aBa MOTPEOHUM KpeTamuMa
Tela, BeXKOameM ya 1 CaMOCBECTH, Kao OpraHa 3a pa3BHjarbe JAylIeBHA )KUBOTA,
Kako Ou siere 100pUM OmakarmkeM JIOLUIO JI0 ojpeljeHHuX NpencTaBa, YUCTHX U
jacHHX TI0OjMOBa HWTH.; pa3BHjaleM JbyOaBM IMpeMa pOOUTEJbUMa, POIOMHU,
OKOJIMHH CTapujoj W mialoj, mpema merome doBewaHCTBY... (Crojmmuh, 1898 :
10)

VY IeTHmCTBY CBaKM CETMEHT je BaXkKaH 3a pa3Boj jenuHke. Ha pas3Boj ce
c000THO MOKEe IPUMEHHUTH Mo3HaTa Mucao AHToHa [laBnoBnya YexoBa, nata y
YKaHPOBCKOM ozipelemy KpaTke mpuye: ,,AKO IyIIKa BUCH Ha 3MJYy, OHa MOpa H
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na omanu“. CBaKkM [€0 y oIpacTamy je BaKaH: OJ IOpOAHMIIe, IIecMe, Urpe, 10
[IKOJIe W [JpYINTBAa. Y OKBHPY THUX BacIUTHUX W OOpa30OBHHX YHHMJIAIIA,
Opojammme u pa3Opajamuie mMajy H3y3eTaH 3Hauaj. IbuxoBa QyHKIHja je
BUILECTPYKa: JOIPHHOCE pPa3BOjy TOBOPa, KOMYHUKALM]CKUX, PHTMUYKHUX,
JIMKOBHUX U (PU3HMUYKHX CIIOCOOHOCTH.

Bpojanune u pazOpajanuue cy NpUCyTHE KOJ CBHX Hapoja CBeTa.
Jedununry ce kao ,,KpaTke Jedje MECMHIIC KOje CE PEIUTY]y jeIHUM TOHOM IpPH
YeMy jeJHOJIMYHU TOKPETH PYKOM O3HayaBajy Mepy, a TOBOPHH TEKCT pHTam™
(Enciklopedijski rjecnik pedagogije, 1963:100). 3a Gpojanuiie ce KOpUCTEe H
TEPMUHU: Opojenuye, bpojanuye U pasopajaruye. JIOK MOjeTUHA UCTOPHYAPH U
TEOpEeTHYapH KIHLIKEBHOCTH HMCTHYY HE3HATHY JKaHPOBCKY pas3liUKy H3Mely
Opojammma w pasOpajanuia Koje HacTajy Kao mocienuna (yHKIHMOHATHE
yrnorpebe, Apyrd CMaTpajy Aa cy WACHTHUYHE. Y HapOJHOM CTBapajallTBy ce
KaHPOBH MOHEKaJ NMPOXKUMajy. Mako cy poMaHTHYapH 3aXTEBAIM jEAUHCTBEHO
ymetumuko geno (Gesamtkunstwerk), koje Huje mompasyMeBanio WHBApHjaHTHY
pa3iuKy, BapHjaHTE UIIaK ITOCTOje. 3ajeJHIYKa BPeTHOCT OBUX KPATKUX (POPMH je
YTKaHOCT Yy JXMBOT M Wrpe jaere. ¥ MHOIMM paszOpajanuuama u Opojanumama
MIPUCYTaH je ,,TONOC M30KPEHYTOr cBeTa™ kaKko 6u To pexao Kypunjyc (Kypumjyc,
1996: 163). Y ®BUXOBO]j CTPYKTYpH HApyIIaBajy Ce€ JIOTHYKH OJHOCHU INTO YTHYE
Ha CeMaHTHYKa MmoMepama. ,,JleTe HajcTapujux BpEMEHa, Kao W JaHallmbe, paha
ce W oIpacTa y CBETy p€yH, KOje 3a Hera y Mo4yeTKy HeMajy 3Hadewe, Beh
Npe/ICTaBIbajy MPEBacXOHO 3BYK, TOH, HIPY WM Cy M3BOp cMmexa. Tek KacHwuje,
peun 100Mjajy y HEeroBoj CBECTH CBOjEe M3BOPHO 3HAUCH:-C U IIPYXKajy My oOuIbe
nH(poOpManrja O CBETy KOjU ra OKpyXXyje. Y NpBOj IOAMHH >KHBOTa OHE HHCY
B€3aHe 3a CTBAapH M IpeaMere, Beh 3a OHO HITO je HEMaTEpPHjalHO M JTYyXOBHO.
[ocnenuiia oBe 3aKOHUTOCTH Cy NIPBE YyCMEHE (OpMe HOHCEHCHOT THIIA, Kao IITO
cy pasOpajanuiie U Opojamuiie. Peun ce y oBuM mopennMa ciaxy u pebhajy mo
KJbY4y MEJIOJIHj€ U PUTMa, JJaKJie 110 KPUTEPUjyMy y3pacHOT UICHTUTETa, a He MO
CTBApHOM 3HAuYCHy, KOje MpeBaswiasd MoryhHocT [medje mepuemniuje’
(Mununkosuh,Yyrosuh, 2016: 79).

Haj3nauajuuja ¢yHkigja je Opojanuiia U pasOpajanuua je y pasBojy
roBopa. bpojanmme n pa3dpajanune nmajy yrepheHy metpuky u pumy. Kapaxrep
OBHX (hOpPMHU TIO3UTUBHO JIENTyje Ha MEPIETIIHjy M0jeINHIX TT1acoBa, (POHOIIOMIKY
OCEeTJBHBOCT, pa3Boj mnamhema, mpea  BoKaOynapa.  3aHUMIBHBO
JIOHTUTYAWHATHO HCTpaXKHMBame Cy cnpoBenu MaxieH, bpajant u bpamgmm
(Maclean, Bryant and Bradley (1987). Ouu cy mpoy4aBaiu yTHIld] OBE3aHOCTH
kopuinhema Opojanuiia ¥ pas3Boja ()OHOJOIIKMX BEIITHHA Ha Jely OJ TpH
roguHe. AHamM3y Cy BPLIMIM METHAECT MECEUd U JOOHIM pe3ynTate Koju
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yKa3yjy Ha MMO3WTHBAH yTHIlaj Opojanmiia Ha pa3soj rosopa (Maclean, M., Bryant,
P., Bradley, L. (1987: 256).

O 0aroTBOpHOM yTHIjy Opojanuia u pa3Opajainia Ha ASUHjH y3pacT
roBope M MHoOre cryauje. IIpenmkonckoj u gemu minaljer MIKOJICKOT y3pacTa OBe
KpaTtke (opMe Cy cacTaBHH JI€0 OJpacTama jep HCKa3yjy eJIeMEeHTapHOCT,
kpatkohy m jemHocraBHOCT. OIHKYjy ce JakohoM M3roBopa CIIOroBa, KPaTKUM
CJIOTOBHMMa 4ECTO CacTaBJLEHUM OJI j€JIHOT CaMOIJIaCHUKA U J1Ba cyriacHuka. OHe
MOJICTUYY TOBOPHY aKTHBHOCT, ocjio0ahajy AedMju roBOp, MOTHMBHIIY JAeLy Ja
roBOpe CII000HO, Oorare pevyHUK, MPUA0HOCE PABHIHOM H3rOBOPY IOjEIMHUX
rnacoa (4, h, n, h, y, p, mw), cMawmyjy TOBOpHE CMeTH-e, ui3rpalyjy nukuujy,
MOTHUBHUINY A€y Ha KPEATHUBHE 'OBOPHE UI'PE IMpEMa BJIIACTUTOM UHTEPECY.

Onomatonieja je OWTHa omnuka Opojanmma u paszdpajamua. OnHa
JNOTIPHHOCH ~ youyaBamy apTUKyJaIyje TIjacoBa, Oorahemy pedyHHKa, UTH.
AcoHaHTCKa TIOHaBJbamka y pa3OpajanmuiaMa u OpojaliiiaMa yka3yjy Ha BEJHUKY
KOXE3MOHY MON W 3BYKOBHY XapMOHHjy. Bpio decto ce jaBjpa M MOHOacoHana
(BUIIECTPYKO MOHABJBAHC jETHOT CaMOTIIACHHKA) W TIOJHACOHAHIA (TOHABJHAHE
BUILIC CAMOTJIACHHKA). AJIUTEpallMOHa MMOHABJbAKA jaBJbajy CE KAO BHUILECTPYKA
NOHABJbAKA HCTOI CYIJacHHWKA. [JIacOBHA IOHABJbakha HMAjy BHILECTPYKY
(yHKIM]y: PUTMHUKY, €CTETCKy, XapMOHWuYHY. [loHekax puma yTude Ha
PUTMHYKH M CEMaHTHYKH KBaIHuTeT necMe. CHCTEM puUMe OCTBapyje ce 4ecTo y
OKBHpY 1IeJle IlecMe; OHe cy Hajuemrhe y3acTONHe; Hala3HMMO MYIIKY, JKEHCKY,
JAKTWICKY U XHUIIEPIAKTUIICKY PUMY.

VY Teopuju u mpakcu je mosHara ciiesieha mojena je3sMdYKHx urapa Koje
yTU4YY Ha TOBOPHE CIIOCOOHOCTH:

* Wrpe TIIacoBHMMa, CJIOTOBHMA U peunMa ((poHOIIOIIKe Hrpe);

* urpe rpaMaTHukuM GopMama ¥ mpaBmiuMa (mapagurMaTcke urpe);

* Wrpe 3HauYCHUMa U 3HAKEeM (CeMaHTHYKE UIpe)

* pHIMOBarbe H CTHXOTBOPCTBO.

@doHomomKke Urpe YKIbYUdyjy WIPE IJIacOBHMa, CIOTOBHMA W pEUMMA.
[IpBe QoHomOmKEe Hrpe MOBe3aHe Cy ca MOTOPHUYKHM paJmbaMa jep JeTe
JEHOCTaBHO HECBECHO yCBaja IJIacOBE, yOouaBa HAuYMHE apTHKyJaldje IJIacoBa,
ally Kao Jieo urpe. Y MpeAIIKoJICKOM HMEepHoy Urpa IJIacOBUMa U pedumMa aoduja
U €MOTUBHY U CMHCAOHY OCHOBY. JleTe youaBa CIOXKEHOCT je3MYKOr M3pasa U
MOCTETICHO U3pa)kaBa CBOj IOXKHBJbA] CBETA.

[TapagurMarcke urpe moxpasymeBajy urpe rpaMaTHUKUM IPaBUIAMA H
¢dopmama. Ilo3narto je ma y cprckom je3uky nocroju oko 4.700 mapamurmu. Y
CBECTH JeTeTa JelIaBajy ce Maie Oype jep OHO Mopa Ia oBlaaa OpojHUM
JUHTBUCTHYKUM wHpopMmanmjama. OHO ce wurpa Beh y npyroj romuHm ca
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KOHjyrandjama, cypukcuma, npedukcuma, utg. CBe oBe BexOe OTKPHBajy HOBE
ynoTpe0e je3nka, ol TpaMaTHIKUX 0 CTHIMCTHYKAX OCOOMHA.

VY ¢GoHONOmKAM IeYHjUM HWrpaMa, a KacHHje M Yy MapagurMaTcKoM,
youaBajy ce MOjeJHUHH CHHTAKCHYKH 00paciy, OMHOCHO ceMaHTH4ke urpe. Ciioj
3By4arba je KOJI Ielle yCKO ITOBE3aH ca CJI0jeM 3Hauema.

VY obnacti My3uuKe KyJaType Opojanune U pasOpajanuie uMmajy taxohe
3HavajHy QyHkumjy. HeroBame My3uke y NETHICTBY HPENYCIIOB j€ MPABHIHOT
pasBoja. bpojanuie u paszdpajanuie yTudy ga JIeTe pa3iiuKyje CIop, YMEPEHH U
Op3u TeMIl0, yOUH MHTOHALIW]Y; CYIITHHA HBUXOBE [IPUMEHE je YCBajamhe TakTa U
yCBajame M JOXKHBJbaBalke PUTMA. bpojamuile W pasdpajaiuie cy OCHOBa
MY3HUYKOT OMHACMehaBamkba. KoOMOMHAIIMjOM JeMOHCTpaIKje U UIMUTAIIH]je, JOIHPe
ce O TaHaHMX BPEJHOCTH My3HKe. My3HKOM ce MOACTHYE M HMHTEJICKTyalTHH
pa3Boj merera, 6OraTH HErOB JKUBOT, pa3BHja BUIIW HUBO COIMjaTHE KOXE3Hje U
pa3BHjajy CTBapallauKy ITOTCHIIH]jaIH.

Bpojanumie u pasdpajamune cy Aeo HAaNMOHANHE OAalITHHE W EHHXOBOM
NPUMEHOM y OKBHpPHMa My3HUYKe KYIType pas3BHjajy ce€ M BacllMTaBjy MIIaje
reHepanuje y 1yXy HalMOHAIIHE Tpaauiuje. Y paHOM MEpUOAYy opacTama Aela
yIO3HAjy KyITypy CBOI Hapoja, IUTO je BEOMa BaXHO 3a BAaCIHHTAKkE U
obpazoBame. Mako cy MHore Opojaiuiie TOBOpHE, MMa M OHHX KOjU Cy Oucepu
My3nuke ymeTHocTu. CrajambeM pedd, pUTMa, MeNoJuje, OTKpHUBa Ce JeUH
JeroTa CTBapajalmTBa. BakHO je Ja MMaMoO y Buay ApHCTOTENIOBY MHCAO:
,,My3nka uma Moh 1a 00sIHKyje KapakTep®.

N vy obmactu ¢usmuke Kynrype Opojanmie W pa30Opajaiuile uMmajy
3Ha4YajHO MecTo. To ce MPBEHCTBEHO OJHOCH Ha €JIEMEHTAapHE Jieurje Urpe Koje
KapakTepuile, u3Mel)y ocTamor: *HHIYBHUIyalHO HCIIOJbABAKE YMEIIHOCTH,
BEIITHHE U CTBAPAJIAILTBA;

*jeIHOCTaBHA TIPaBUIIA UTPE;

*BpeMeHCKH HeopeleHo Tpajare; paBHOIPABHOCT SKHUIA KOje YIECTBY]Y Y
UrpH,

* IPUTOJaH U MPOHU3BOJBAH TIPOCTOP 32 UTPY.

EnemenrapHe aeuuje urpe Ouie cy MpUCyTHHjE Y )KUBOTY el
HeKaJla Hero JJaHac jep je TEXHOJIOIIKU U eKOHOMCKH Pa3BOj YTHIA0 Ha CMambeHE
MoMyJalifje Yy PypajHUM CpeIuHaMa, Koje Cy Hekaja Ouie JOMHUHAHTHE Ha
mmpeM reorpadckoM noApydjy. MHoOre urpe cy Hecrtaie.

Mu cMo o0paTuie naxmy Ha OIMCe THX Urapa y KmH3u ,,EnemeHTapHe
urpe mora kpaja“ (lllajkamka u oxomuna) bBpanumcmaBa I1. MwusmHkoBa,
00jaBJbeHO] Y (OTOTHIICKOM HM3mamy. MHore wrpe, Kao mro cy: ,,Apu Oapu,
»Kmmmka®, | Illamma, namma ko je Moj Opyr™ maHac cy MOTIIYHO Hemo3Hate. Y
BelinHN Wrapa, Koje ayTop OIMCYyje, KOpUCTWIE Cy ce Opojayuie Ha IOYeTKY
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urpe, am Owio je u Opojaluia Koje Cy mparwie IIeo TOK JIeurje urpe. AyTop je
Ha Kpajy KBHUTe IUTHPA0 YeTpAeceT M ocaM Opojaiuiia Koje Cy IpaTwie Jevrje
urpe. AKo ce mohe of MpeTmnocTaBKe 1a ce McTa Opojanniia KOPUCTHIIA 32 CBaKy
WUrpy noceGHO, TO 3HAa4YM Ja je OWIO M TOJMKO eleMEHTAapHMX urapa (koje je
ayTop yCIIeo Jia 3a0eTIexH).

Bpenna mnaxme je cnexeha ummennna. IlojennHe HapongHe Kparke
YMOTBOpUHE (MUTAIMIE, 3arOHETKE, MOCIIOBHIE) BEKOBUMAa HE MEHajy CBO]
o0nuk. To Huje ciydaj ca Opojanuuama W pasdpajanuiiamMa Koje Jera MOHEKas
camMa Memajy, a OHa MX YeCTO M CTBapajy. JacHO je Ja ce MPOIUIOCT UCKa3yje y
OHTOJIOIIKOM M EKCIUTMKAaTUBHOM HHBOY. OIHOC MpeMa MpoILIOCTH OCHOBA je
KyInType, jep je y woj yrpaheno cehame, xonektuBHO mnamheme. [luranue,
3aroHETKE W TIIOCIIOBHIIE MMajy 4YBpPCTY (opMy u oTyma Ou cBaka IpoMeHa
HapylmIMia HE caMo CJIoj 3Bydama, Beh m cioj 3Hauema. CBe IMpoMeHE Yy
pa30Opajanumiama u OpojanuraMa cy y QyHKIHjU pa3Boja U UTPE W BEPOBATHO HE
Om merw OMIIa TOJHMKO 3aHUMJBHMBA J1a HUCY Y CTamy Ja UM Memajy U GopMy U
3Hauewme. Jla je KOJIEKTUBHO Mamheme W Tpaaullfja YTHCHYTAa M Y TOjeIHHAM
Opojanmuiiama, JT0Ka3 Cy OBE YETHPH KOje HABOJUMO, a KOje yKa3yjy Ha onpa3
BpeMeHa U caapxkuny. OHe cy u3 kwure bpanucnasa I1. Munmskosa.

4 32

W10 momna mot KpeBer,

Jla 0ficedye MavKH Per.
Mauxka kaxe: ,,Hemoj MmeHu
Hero cBojoj mumm xeHn.

19

[ecer catu ynapa,
IIPKBa ce OTBapa.

Ay UpKBHU HHKOT HEMa,
caMo TI0Ma jefiaH ApeMa.
,»XajJie TIOTO HAIoJbe,
Jla BUTUMO KaKo je.
Kako nama cHama
JbyOH KouHjaia.
Kouwujami ce onuo,

Ta je CHajy IIOoMHo.

Ja My gam mry6apy.

OH je 6aun y 6apy,

mpec, Tpec, Tpac. (ctp.93.95)

Nwma jenHo jaje,

y jajery muie.

[MTune Buue: «Ilujy, nujy
Mute onie y apMujy».

45

EHnwm, MeHIH, M0 KaMeHIH.
[lajuh urpa y ®upenm.
Tanujanu mone Oora

na [lajuhy mykue Hora.
[lajuh myna n3 nenana,
[Tperu rony Tanujana.
Tanujan nura ,,Ilra je To?*
[lajuh kaxe: ,,/lajem ro'!
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Ho [dpyror cBeTckor para 6m OMIIO HE3aMHCIMBO Ja HacTaHe Opojanunia
ca IMOJCMENUBMBAM TOHOM ylyheHa CBEIITCHOM JIHIY. YTHIA] IPYIITBEHHX
TOKOBa BHUIJBMB j€ M y OCTaJUM HaBeleHHUM Opojanmmmama. OBa mmocienma je
HacTaja MHOTO KacHHje mocie 3aBpiueTka [lpyror cBeTCKOr para, Kajaa je
¢ynodanep [paran Llajuh 6no nmomynapan cnoprricra. OUuriIesHO je 1a je Bpeme
HacTaHka Opojanuna u pasOpajanuia HeoMmeleHO roauHaMa W TPOCTOPOM.
®dusnuke aKTUBHOCTH Jelle, y3 Kopumheme Opojanmuia W pas30pajanwia,
HEONXOJHO j€ TOCMaTpaTh y CHHKPETHYKOM OOJIMKY, BHUXOBHM MelycoOHMM
MPOKUMAbEM, Ca KPajibHM IIUJBEM a Pa30HO/IC ICTE U MPABUIIHO I'a Pa3BHjajy.

Konmko je OuTaH roBop, TONMKO je OMTHO M KpeTame, a OHO YHHU
OCHOBY JEYMjUX Hrapa. AKTHBHOCTH Jielle NPEIIIKOJCKOT W PaHOLIKOJICKOT
y3pacrta u3 00macTi GU3WIKOT BACIIUTama Cy OJ BEIHUKOT 3HAYaja 3a LEIOKYyTaH
nedju pas3Boj. To je cTpy4HO-TIEAaromK| Mpolec y KOMe ce MHAMBHIYaTHO U
KOJICKTUBHO pa3BHjajy M IOMMKY HA BHINM HHBO; YCaBpIIaBajy KpeTHE
aKTUBHOCTH Jelle, HAapOYUTO HPUPOAHH OOJHMIM KpeTama, KPETHO-TEXHUYKA
3HaWma, yMmeha, BeIITHHE, NpaBUIIHE TEXHUKE KpeTama, W CTBapajy HaBHKE
3ay3uMama, Jp)Kama W 4YyBarba MPABHJIHOI CTaBa Tella y CEeACHY, CTajamy U
KpeTamy, 00e30ehyje 3a0aBa u pa3oHoga. OBe aKTUBHOCTH CBOJUM ITUJHEBHMA,
3ajJjanMMa u cajpikajuMma JOTPHHOCE CKIaIHOM OHO-TICUXO-COIMjaTHOM Pa3Bojy
nerera. bpojanuiie u paszdpajamuiie cy Jeo TOT Iporieca.

Hajeehu meo m3HETHX KOHCTaTalyja je yriaBHOM mmo3Hat. [lomro je
MOTIYHO W3MEHhEeHa MapaaurmMa o0pa3oBarba, Kao M JPYLITBEHHX 30UBamba,
3aHMMaJia Hac je pelemniuja, Mepleniyja U OJHOC NpeMa OBHUM KPAaTKUM
(dopmama, camammux yueHuka, 138. HET renepanmje. IlpetmocraBipane cmo 1a
hemo mobutm omrosope koje he paszOpajanmile OCBETIIMTH M3 APYTOT acIeKTa.
Ypamuire cMoO HCTpaKuBame O pa3dpajanuiiaMa moMohy aHOHWMHOT YIHTHHKA
OTBOpEHOr THHa Mel)y ydeHWIMa YeTBPTOr pa3pela jep CMO IoNa3uie O
MPETIIOCTaBKE J1a Cy OHH JOBOJAHO 3peNl Jla CTBAPH CAMOCTAJIHO OLIeHEe U
nponeHe. [lopex Tora UMajy U UCKyCcTBO KOj€ je HEOIXOIHO y carlie/laBamby OBE
npobnemaruke. bpoj wcmuranmka je O6mo 51 (mBameceT cemam  eBOjYMIIA,
JBaJIeCeT M YETHPH Je4aka), MECTO OCHOBHa IKoia ,Hukoma Bykuhesuh® y
Combopy, Bpeme ampua 2019. rogune. VYNIHTHHK je UMa0 OcCaM IHUTama O
pasopajanuiiama. Ilpe nmpuMeHe YIHMTHHKA, YYCHHUIMMA CYy MOJE/BCHU TCKCTOBU
pa3Opajanuiia ja Ou ce HMOACETHIN cajapxkaja. YUEHHIN Cy MUCAIH U OLEHY U3
CPIICKOT je3WKa jep cMO O4eKHuBaiu Ja he oBaj mapamerap MOKAa OUTH MOBE3aH
ca ognroopuma. Pesynratre cMo oOpahuBane CHHTETHYKO-aHAIUTHYKOM,
JECKPUIITBHOM M CTATCUTHYKOM METOIIOM.
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PE3VJITATU UCTPAXUBABA
[NPBO I[TNUTAE: lITa je HeoOn4HO y pa3dpajainuama?

W3nBojuiie cMo KapakTepuCTH4HE oJrosope. Mako je To camo neTuHa, oHa
0JlpakaBa MUIIJLEHHE CBUX UCITUTAHUKA.
* TellKe €y 32 U3rOBapame.
* HeoOuuHe cy peun y pa3dpajaiuiiama.
* Behuna ce cactoju o HEOOMYHUX pedd ,,IyKapa“, ,,aHrjie, aurie’ u
MHOT€ ApyTe.
* HeoOMYHO je TO IUTO Cy CBE PA3JIMYMTE U TelKe 32 YHTAHe.
* MIMa myHO 4yJHHUX pe4YH Koje ce pumyjy.
* 3aTO MTO y IbUMa NMajy HEKE H3MHII/beHe CMellIHe PeyH.
* HeoOWYHO je TO MITO cy Op3e M TEIIKO MX je TOBOPUTH.
* Y pazOpajanniaMa je HEOOMYHO TO LITO Cy 3aHUMJbHBE M HEOOMUHeE.
* 11ITo cy uwyaHe u mITo ce Op30 roBope.
* CMeLIHe Cy HeKe PedH, a Ha HEeKH Ha4lH HeOOUdHe.
* 3abaBHe cy.

Camo 5% wucnuTaHuka MMa HETaTHMBaH OJHOC TNpeMa paszdpajaauiama u
cMaTpa WX HEBaXHUM u 3aMopHHM. OBO cy HajhpeK(pCHTHHjH OIrOBOPH.
Crapuju yYeHUIM 3amakajy HOHCCHCHH KapakTep, HCOOMYHE M YyIHE peuH,
puMa je Takohe OWTHA, anM Cy MM OHE M Jajbe 300r CBOJUX OCOOCHOCTH
3aHUMJBMBE W 3a0aBHe. OBM OJTOBOPH IOKa3yjy KOJIHUKO je€ BAKHO MPETXOIHO
MCKYCTBO yU€HHKA KOjU Cy ra Moriu crehn, m3mel)y octanmor, TOKOM HacTaBHOT
nporeca. TOKOM aHaIM3e HUCMO HAIUTM CTATUCTHYKH 3HAYajaH yTHIAj OLCHEe Ha
onrosope. OBH TIOKa3aTeJbH Cy 3HAYajHA U 300T pelenimje.

JAPVYTO ITIUTAIE: [1a au cy oHe Tedu 3anuMsbuBe? O0jacHu.
WznBojuiie cMo 0AroBope Koju Cy ce Hajuenthe moHaBIbaIH.
* Bp3o ce n3roBapajy u pumyjy.
* 3aHMMJBMBE CYy 3aTO ILITO CYy CMEIIHE U Yy/IHe.
* OHe cy Jiene 1 HEOOMYHE.
* Jla, jecy. OHe cy Op3e 1 3a0aBHe.
* OHe cy MEHU 3aHHMJBHBE jep Cy HelnpeABHIbUBE.
* Jecy 3aTo IITO Cy HEOOHYHE jep UMajy UyIHE PEUH.
* 3aHMMIbHBE Cy 300T Gp30r roBopa, a IOHEKaJ 3ByYd Kao a He TOBOpPH
CpPIICKe peyH.
* 3anumubnBe cy MU. CMellIHe Cy U KpeaTHBHe.
* 3aHMMIBPMBE CYy MU jep Cy HeoOWYHEe W 3a0aBHE, Ia YaK U KOPHCHE Y
pa3HuM Mrpama.
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* Jla, 3aHMMJbMBE Cy MH jep HA HEKH HAYUH MOMOTHY y OJJIyIH Koja
0u ce TellKo JoHeNa 0e3 pazdpajanuuna.

On cBux ucrmranuka 7% cmarpa na cy pasOpajanmie gocagHe Hu
He3aHHMJbHBE, LITO C¢ YKJama ca OATOBOpUMAa y MUTamy Mon OpojeM jenaH.
Behwnna ydenwka ouymuHO BpenHyje pasOpajanuue uctuuyhw Haj3HavajHUjC
oco0uHe: 3aHUMJBMBE, HECOOUYHE, Yy/IHE, CMEIIHE, KpeaTHBHE, KOPUCHE Y UTpaMa
u y omiykama. [locnensmu OAroBOp je Haj3aHMMJBMBHUJU jep IOKasyje Ja
Opojamuiie no6ujajy HoBy (yHKIHjy. 11 y OATOBOPY KOjU MPETXOAU YyOUJbHBA je
ynotpeba pa3dpajanuiiaMa y pasHUM urpama. To Hac je MOJACTAKIO A3 U3BPLIMMO
JIONIYHCKO HCTpa)KHMBame KOjeé CMO BOJAWJIE Kao OKpyru cro. Ha ocHoBy
pesyJnrara pa3roBopa JOIUIM CMO JI0 3aKJbydKa Jia ce caia pa30pajajiuiie KOPHCTe
Kajga Tpeba mpeHeTH HeKy MHPOpManujy, Kaja YIuTeJbHIly Tpeba 3aMOJHTH 3a
HEITo, Kaja ce ozpehyje Mecto wurpe, kKaga Tpebda HEKOME CAOIIITUTH
HenpujaTHy MHGOpMAlHjy, JOHOCH HeKa BakHa oJuTyka. I3 oaroeopa ce jacHO
youaBa Jja cy cana Opojanuie y (yHKIHjH KOMyHHKAIHjCKe TIOpyKe, a He Hrpe.
buxoa ymorpeOHa ¢yHKIOMja je MPOIIMPEHAa Ha MPAKTUYHY NpPUMEHY V
CBaKOJHEBHOM XHMBOTY JIELIE.

TPERE I[IUTABE: Mory Jin ce pa3dpajanune wiycrpoBatu?
WnrepecoBania Hac je wmoryha KpeaTHMBHOCT Yy WIyCTpanujama.
YdeHUIM 4YEeTBPTOT paspena IMoBe3yjy HH(OpMaldje, UMajy pa3BUjeHO
BU3YEIIHO MUILBECHE, YyOuyaBajy INPHUPOAHE 3aKOHUTOCTH U JIPYIITBEHE
MojaBe, CaMOCTAJIHO Ce M3pakaBajy KopuIIhemeM NMPUMEPEHHX TEeXHUKAa U
cpencraBa. PasOpajanuiia Moxke aa Oyae cTBapajauykd HMITYJIC; MOXKE 1a
noOuje KpeaTWBaH W3pas. ,,Jledje cTBapajamTBO MPOUCTHYE W3 MOCEOHMX
crocoOHOCTH U pedepeHIInja, akTyaIn30BaHNX y TMOACTUIAJHOj aTMOCchepr
HETIOCpelHe CpeIuHe KpOo3 CIIO0OIHE WIPOJIMKE aKTUBHOCTH M MOXE 3a
TTOCTICNITY Ja UMa 3aHUMJBUBE W HEOOMIHE MPOAYKTE (Sefer,J, 2000:18).
3aHMMJBMBO je Ja CYy MHOTM YYEHHIH WIyCTPOBAIM Opojaiuie Ha
ymutHHKY. OBO cy Hajuemrhu oaroBopH:
* Heke pa30Opajanuiie ce MOTY MJIyCTPOBATH.
* Jla, MOXe ce WITyCTpoBaTH Ha pumep ,,Enn, menm, mem”.
* T1a, napaBHO. Pa30Opajanuiia ce MOKe HITyCTPOBATH.
* HapaBHO, Kako pa3Opajanuiie MOTy OWTH HEOOWYHE, TaKo0 MX
HWIYCTPALjOM MOKEMO 10YAPATH.
* Mose, aKo Cy pe4H jacHe.
* Jla MOKe aKo €y pe4yH caBpeMeHe U JIaKe 32 HIYCTPOBame.
* HapaBHO a MOXe jep je cBe Jelile y3 HapeHHu HpPTe:K.
* la, MOXe | TO JIeNo M MALUTOBUTO.
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Camo 4% yueHnka cmarpa aa ce pasbpajanuie He MOTy mirycTposat. Ha
OCHOBY OJITOBOpA jaCHO CE youaBa MOBE3aHOCT 3HAUCHA Ca WIIYCTPALIMjOM: MOXKE
ce IPTEKOM CBe MPEICTABUTH aKoO je pa3dpajanuiia jacHa.

YETBPTO IIMTABE: Pa30pajamuue yduute W y HacTaBu MY3HWUKe
kynrype. Kako Tu To Tymaunm?

* TymauuM Tako ITO cy pa3dpajajune Kao mecMuIle Koje Ha My3UIKOM
MOXEMO IIEBATH.

* TymaunM Tako INTO KaJ penuTyjemo pasOpajanuie, 00/be HAyIHMMO
pHMTaM HeKe MecMe.

* Tlocroje mecMe W penMTaldje Koje Crnajajy y My3W4Ky KyITypy, Ha
CaMUM TUM Cy ¥ pa30pajayiiiie Ha HeKU Ha4KH MecMe.

* MHCINM J1a ce OHE y4Y€ jep ce CBAKOJAHEBHO KOpHUCTe U y cebu nmajy
HEKH pUTaM Kao mnecma.

* Jla ce MOKeMO HTPATH.

* TymauuM [1a je TO TaKo jep je TO 3aHUMJbHBA BPCTAa MY3HUKE..

* JloOpe cy 3a meBame, Kao U 32 MPaBWJIAH H3r0BOP peym.

* Pa30Opajayiuiie IoMaxy y y4ermhy pUTMHYKOT MOHAB/bAHA.

* JIMBHO MX je paJuTH HA TOM 4acy.

* TymayuM To Kao Jene u 3a0aBHe JeKnHje Koje Hehy 3a0opaBuTH.

Bpojanuie u pazOpajanuiie Hajla3e ce M Y HACTABH MY3HYKE KYIType
miahux paspenma. Kopenamwmja Ooratu neudja casHama, nepreniyjy. Jema
MOCTETEHO Yyia3e y chepy YMETHHUKUX Jieja, youaBajy HWHTETPaTHBHU (HaKTop
nojeanHux npeamera. OHM OJUIMYHO BpPE/IHYjy OBY YMETHHUKY (OpMY, youaBajy
3HAa4Yaj W3rOoBOpa, Wrpe. YOUBMBO je 3amaxkame Aa moMohy roBopa, JaKkiie
youaBajy puram. OUHUTJIETHO je Ia YYEeHHIM CTHYy TpajHa 3Hama, yOodaBajy
pedurekcuje ApyrIX HACTABHUX calpikaja. 3axBajbyjyhn Kopelanuju, yaeHHIuMa
je omoryheH KOMIUIEKCAaH yMETHWYKH JIOXHBJbaj. Cmajame JIMKOBHOT,
KEIDKEBHOT M MY3HYKOT M3pa3a JIONPHHOCH yIyOJbHBabe Y CBET CTBapasalliTBa.

IIETO IIMTAIE: 3amrTo ¢y Te0Mm M TBOjUM JAPYrOBMMa H
apyrapunamMa notrpedHe pa3opajanune?

*Ba)kHe Cy HaM 3aTo IITO Ha pUMep urpamo xmypke. Ca pa30Opajanumom
onpeanMo ko he xa :xkmypu.

* Jla ne om om0 cBalje ko he OMTHM HEKO y HEKO] MIpU KOPUCTHUMO
pa30pajanmure.

* Y urpama Kao ITO Cy )XMypKe, BUje, IAHTOMHMe U Jpyre, NOTpeGHU Cy
onpehenn unmaHoBu aa Ou obaBibanu paawy urpe. Onpehyjemo ux nakiie
Opojamumom.

* Ila Om Ha mpuMep onpemwin Ko Hehe ma Oyne Buja mwim ko he na Oyze
OHAj KOjH BHja.
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* Jla ce MOKeMO pa30pojUTH.

* TlorpeOHE cy HaM Jja O ce MOAeTUIH y TpyIe, UTA.

* TlotpeOHe cy Ha Ou ce 3Hajie KO IITa PaJH Y HEKOj HTPH.

* Jla ce TakMu4e ko he npBu 1a mpoyuTa.

* ITorpeOHe cy HaM Ha (PM3MYKOM HaCy U HA YACY MY3HMYKOT.
* Kag nrpamMo Heky MIpy /1a 3HaMo KO je NpBH.

* [loTpe0He cy HAM pajau A0roBOpPa y HIPamMa M CJAMYHO.

Pesynratu ankere moka3yjy na Hajpehu Opoj HCIUTaHWKA BpEAHYjE
pas30pajainiie Kao CpeacTBO pa3dpojaBama U urpu. J[o06po je mTo cMo ca3Halld U
BPCTY JICUMjUX HMrapa; TO je Hajuemhe >KMypkKa, ajlu MMa M BHUje /CTapu H3pa3
Urpe, JIOKalIu3aM, 3HaYHl Tp4ame/. 3aHUMJBUBO je Jla ce pa3dpajaiuie KOPUCTE U
y manTomumu. Ha Taj HaunH QyHKIHja Kopuimhema ce Mpomupyje Ha HOBU BH]T
urpe. Y HaKHAaZHOM YCMEHOM pas3roBOpy YYEHHIM Cy HCTaKid CBOje
3aJI0BOJECTBO KaJI MMajy MPUIINKY Jla TAHTOMUMOM Jodapajy onpelene morahaje
" pacrnonoxema. PazOpajanmuiiom onpelyjy ko he moByhu mpBm mote3 y maxy,
OJJHETH MOPYKY, UTH.

HIECTO ITUTABE: Pa3bpajanuie ce roquHama 1 AelieHnjaMa KOpucTe
mebhy nerom. Kako To tymaumnm?

* Jleuu cy moTpeOHa 3a HaIlpeJaK BUXOBHX YCTa.

* TymauuMm Tako Ja cy ce pa3dpajajuine mMpeHOCHJie ¢ KoJeHa Ha

KOJIEHO.

* TymMauMM TO Tako Aa Cy JbyJuMa OWJie KOPHCHE U OHJIA Cy ce

NPEHOCHIIE C KOJICHA Ha KOJICHO.

*Jbynu cy ¢acumHaHTHA U MamToBuTa O0uha. Tako cy ox JaBHMHA

CMHUIIUbAJIU NeCMUlle U Opojanauie.

* To TyMa4uM Kao 3aHUMJbUBY YHHbEHHLY.

* TymayuM TaKo Jla HAaM OHE MOTY IOMOhH y pa3HHM Hrpama.

* TymMauuM Kao TakBe Aa MOMOTHY A€l 1a oJJyde CTBapH, a Aa ce

HUKO He HAJbYTH.

* To TymMaunM Kao TPATHIH]y.

* TlotpeOHe Cy 3a y4eH-€ HOBUX PedYH M joII MHOT'O TOra.

OxaroBopu  moOKazyjy oOuM  pa3Mullbarba  HCIUTAHUKA:  OHU
pazOpajanuie IOXHBJbAaBajy Kao €CTETCKY TBOPEBUHY. BakHa je M eTHdka
KOMIIOHEHTa jep OBa KIbM)KEBHA TBOPEBHMHA cIpeyaBa CykoO Mehy urpadmma.
VY4eHNIM cy CXBaTHJIN HEONXOIHOCT CTBapama, a CTBOPEHE TBOPEBHHE IIOCTajy
Tpamunmja. OHE  youaBajy (yHKOHjy Opojanuia y IOMEHY pa3Boja je3uka.
OunrienHo je na WHTEIEKTyalHa 3pelocT HCIUTAHMKa YTHYe Ha KOMIUICKCHE
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onrosope. OyHKIMja pazdpajannia ce MUPH MPeMa eTUIM W €CTETHIH, IITO je

BeoMa BaljHa YMHCHHUIIA 32 KACHUJH Pa3Boj.

CEIMO IIMTABE: Iloxkymaj cam/a [ga Hanumem jefHy

paszopajaauny.

3aHUMJBUBO j€ JIa Cy CBU YYEHHIM MOKYIIATH 1a CMUCIE HOBY
pas0Opajanuiyy, 0c3 o003upa Ha OIcHEe. Y OJrOBOPHMMAa HMa OPUTHHAITHUX
TBOpPEBUHA, aJIK U Monu(uKoBaHUX. M3/1BajaMO Haj3aHUMIBHBH]C.

1. JIexxn mana marna,
Kpaj 6enux Bpatania
[uua peue : ,, Ao

W noGexxe Muii.

3. Ja cam, ja cam
Mauxkurna.

Ko he 6utn urpaunia?
ITac nehe

butu Huko,

3aTo cu

Mara

Tu.

5.W1ao, uiiao, merao
Ky, KY,Ky, KypuKy!

Ha upseH kpoB ce normneo
U cTaHape npoOyauo!

CyHue 3JIaTHO C€ CMCIIKa

Xu, xu, Xu, xu!
ITetao ce ornaiaBa.
»Ycrajre cu!“

7. Euum, meuw, et
Twu cu manu 3e11,

A ja mana mpernenuma
Emu, nmenu, netr,.

Ay mymu 3et,

Ay mrymu 3eduia,
€BO TeOH TIETHUIIA.

2. TUK-TOK-TUKU-TUKH-TOK
JlBa miyc aBa jeIHAKoO je ja
Ja myc Tx,

Huxko ce nehe naspyTuTH.

4. CoBa xyue, Xyde
Mauxka Mjayue, Mjayde,
IITuma nerw, erw,

Xohe Ha npo3op xa ciery.

6. I'ne? llra? Ko?
Twu cu manm Bo.
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Mebhy oarosopuma Omio je mo3HaTWx pazOpajanmia. AKO ce cariena
onHOC M3Mely Opoja NCTIMTaHWKA W HATIFICAHUX HOBUX TBOPEBHHA yUCHHKA, jaCHA
j€ KpeaTHBHOCT.

Ha ocHoBy nobujeHnx pesyaTara MOXeMO J1a KOHCTaTyjeMo Ja I0CToje
1 HOBe (yHKIMje Opojanuna u pasdpajanuia. My3udkoj, je3n4Koj, JTUKOBHO] 1
(GYHKIMjH y CHOPTY Jd0NajeMO TJIyMy, CTHYKY, €CTETCKy M CTBapajadky
¢ynkuyjy. OumrnenHo na (yHKUOMje 3aBUCE O JPYLITBEHHX YCIIOBA, ILITO
MOKa3zyjy W eleMEeHTapHe WIrpe Jele W OJroBOpy HalMX ucrnuTaHuka. OBu
pesyaTtatu mokasyjy ucrnpasHoct IlluinepoBe mucau ,Jrpa je jeana on crasa
JIETHE-CTBA KOj€ OJIBOJIC Y JKUBOT.
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»EJIEMEHTAPHE UT'PE MOT'A KPAJA“ BPAHUCJIABA
MHWJIMHKOBA

»EJEeMEHTapHe Urpe Mora Kpaja“, HaclloB je KiHre ayropa bpaHucnasa
II. MunueKOBa, KOja je mpencraBjbeHa Ha Ocmoj MeljyHapoIHO] HAyYHO]
KoH(epeHIHju ,,Je3uk, KibkeBHOCT W urpa“ Ha Asnda BK Yuusepsurery y
Bbeorpany, u To ca paznorom.

Aunu, xpenyhy oj nouerka. bpanucinas MUIMHKOB OHO je MPBO YUHTEIb,
3aTUM HACTaBHHUK (U3MUKE KYIType, a Ha Kpajy mpodecop (HU3NUKe KyAType.
Pagmo je gyro y mxomu, a kacauje y CO®K-u Bojsoaune. JJoOuTHHK je OpojHIX
NpU3Hamba, MOXBaNa, a HajBa)KHU]a je, Harpaja 3a BpXyHCKH copT ,,JoBan Mukuh
Cmaprak®™. YMmpo je y 47. ronuan, 1983. rogure. OBy KBUTY 3aBpIIHO je TIpe
oJja Beka.

Kmura je ayTeHTHYHA IO HHU3Y KapaKTEPUCTHKA W CaMHM THM
MPEeICTaBIba U3Y3eTHO 3HAYAJHO [1eJI0, KaKo y obyacTi 00pa3oBama y Hac, TaKO U
y 00JacTH KiIDKeBHOCTH. [Ipe cBera, youaBa ce OpUTHMHAIHU H3IJIEN KEHHTE.
AyTOp je OCHM 3aBHIHOT 3HaWa M3 O0JIACTH O KOjo] je IHCao, KOPUCTHO
HmITaMana cjioBa hupuimile, Koja je, Kako je caMo yYUTeJb BEroBor n100a Morao,
UCIIMCHBAO PYKOM, TOJIMKO MPETJICHO, YjeHAUYeHO U YUTIJHHBO, Jla OM My U CBU
,»(POHTOBH" CaBpEeMEHOI, KOMIIJYTEepCKOI HauWMHa Mucama nozaBujaenu. CBako
CIIOBO je m3nuBeHO Oe3 rpemke. IIncao je Ha kKapTOHHMMa, KOje je caM ceKao, a
CBakd JHCT je Oorato wmirycrtpoBaH. Ckymbao je  MWIMHKOB M ONHMCHBAO
eleMeHTapHe Neurje urpe y csom kpajy (Uypyr, Hlajkamka, y 6mxmsman Hosor
Cana).

Urpe koje je oBaj NWBHU, TIpe CBEra Y4HUTEJb, OMICA0 y CBOjOj KIHHU3H,
Ourie cy, a U JaHac Cy, BeoMa 3Ha4yajHe 3a IeUHju pa3Boj. MUIIMHKOB y OMHUCAHUM
urpama kopucti BehuHoM Opojanuie u paszOpajanuie. OHe, Kao crenupuyan
00JIMK HapOJHMX YMOTBOPHHA, MMajy 3HauajaH yTHUIAj Ha pa3Boj A€4Hjer roBopa,
Ha ocehaj 3a putam Kkao U colMjanm3anujy, OJHOCHO ocehaj 3a THUMCKO
JejctBoBambe. OHE Cy OrJielalio MHTEJEKTYalTHOT U eMOLMOHAIHOT pa3Boja JAele.
buxoB cnoj 3Byuama, U3pakeH Kpo3 acoHaHIe, anuTepanuje, Mmetadope, puTam u
Jpyre CTWICKE OCOOCHOCTH, YMHU MX M YMETHHYKU BpefHHM. OBH YMETHHYKU
JparyJbu JOTIpHHOCE 0OJbEM U3TOBOPY, MUKLHUjH, Pa3BHjajy CIYIIHY HEPLEHIH])y,
mamheme, amm U ocehaj MpUMagHOCTH W AONPUHOCA TPYIH, IITO Y KPajioj
JIMHHjU UMa 32 Pe3yJITaT 1 U3rpaliby caMoIoy3aama KoJ JeLe.
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Bpojanume u pa3zOpajanuie MOACTHIAJHO IeNyjy W Ha JHUKOBHO M Ha
MY3WYKO CTBapajamiTBO, Ka0 M Ha CIICHCKO H3pakaBame ( MmoceOHO y obmacth
manTomume). Kama cBe 0BO y3Memo y 003up, BHONMO Jia je ayTop, omucyjyhu
eJIEMEHTapHEe WIpe CBOra Kpaja, yNpaBO aKIEHTOBA0 MHOroOpojHe obnactu
(YHKIIMOHAJIHOT M €MOTHBHOT OJlpacTama Jele, a Koja HHCYy Y BE3H caMo U
MCKJBYUHMBO Ca JELOM M3 ,,lbeTOBOT Kpaja“, Beh nMajy reHepainy u cBeoOyxBaTHY
NPUMEHY y A€4YHjeM OJIpacTamy U ca3peBaimby.

Kako kmury He OM YMHIUTH CaMo ,,CYBH"* OIUCH Urapa, MUINHKOB je Y,
Kako c€ TO JaHac Kake, IpOjeKaT YyKJbYYHO W WIYCTpaTropa, Tajalliber
HACTaBHHUKaA JIMKOBHE KyiType Cnobomana booy Crojanosuha, Takohe uz Uypyra,
KOjU je wiIycTpaundje paguo momolly Makera, a u3Mel)ly BHX je KOPHUCTHO
TaKO3BaHM IIOSHTHIM3aM, OJHOCHO IIpaBall y KOMe ce KOpHCTEe Tauyke Koje
CTBapajy mocebaH BU3yeNmHH yTHcak. Kako Iema eMOoTWBHO pearyjy Ha 00je,
CrojanoBuh je xopuctno 00je HEKHHX TOHOBA, OCIMKABAO HX je TEMIIEPOM M
cBaka crpaHmma je npyre 6oje. Ce To moOyhyje 3amHTEpEecCOBaHOCT W JIEITy
€MOLIMjy KOJI OHOTa KO CE JINCTaka U YHTaka OBE KELUTE JIATH.

[Mopen wimyctpauuja ¢U3MYKMX HWrapa, Ha CBaKOj CTPaHUIM KHbUTE
OXMBJbEH je U 1o Heku Jlu3HujeB jyHak. Mako mpumazajy camMoM IOYETKY
JIYroMeTpaXHUX LpraHux ¢uiamoa (1928. rogune), Muku Mayc, Ilatak [lava u
ocranu JIM3HMjEeBH jyHalW W3 Te TpBE, 3JIaTHE €roXe, jOIl YBEK Cranajy y
HajOMHJbEHH]jE IPTaHe Xepoje Koje BOJM CBaka IeHepaluja Ila Tako M JlaHac
Npe/ICTaBIbajy UHCIHPAIN]y MHOTUM YMETHHIIMMA. Y TOME Ce OrJie/ia YaK U Heka
BU3UOHAPCKa yJIora ayTopa U HIIycTparopa.

BorarctBo kmure bpaHncimaBa MuimHKOBa YWHE W MHOTOOpOjHE
tdotorpaduje, Koje je cam ayTop, Kao JbyOuTess GoTtorpaduje, Ha yacy GUINIKOT
BaCIHTama, CBOjUM (POTO amapaToM, OBEKOBEUHO W MPWIOKNO y Kiu3n. Ha Taj
Ha4YMH Y MOTITYHOCTH j€ 0)KMUBEO MPOLUIOCT JSYHjUX Urapa.

[lopex HeBepoBaTHOr BHU3YENHOr YTHCKA, OBa KIbHIa HMa BEJIUKH
KyJITYpOJIOIIKA 3Ha4yaj Kao neo OamTwHe Hamer Hapoja. M He camo To. Y
BpEMEHY CaBPEMEHHX TEXHOJIOTHja, Kaja Cy JELH TOCTYITHH OpOjHU caapikaju Ha
MHTEPHET CTpPaHWIaMa, jeIHa OBaKBa KIbUTA, KOja je JIOCTYIHA y eJIEKTPOHCKOM
w3gamy Ha azapecu: Www.biblioso.org.rs/knjiga/elementarne-igre-moga-kraja,
MOKe Ja 000ju IETHICTBO CACBUM HEyoOHMuajeHMM Oojama, J1a MOJICTAaKHE Ha
pasMHIUbamke, Ha pa3Boj 3a00paB/bEHUX BPEOHOCTH, a y4YHTebHMMa U
HACTaBHHIMMA Jia IIOCTYy)KM Kao NOMONHM MNPUPYYHHK 32 OCMUILIbABAH:E
3aHMMJBHBHX 4acoBa, KAKO HacTaBe (pU3UUKE KyJIType TaKo H 3a IMpeaMeTe IOIyT
My3HUKe KyIType, IHKOBHE KyJIType, CPIICKOT je3UKa U KEIKEBHOCTH. ..

Ocum enexTpoHckor, ['pancka O6ubmmoreka ,.Kapmo bujermmmku® he
W3aTH W IITaMIaHo, (JOTOTHIICKO M3Aame, a mnpupehuBau 06a m3nama je Hana
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TonopoB Koja je Hamucanxa yBOJI, PEYHUK Mame MMO3HATHX PEYH U I10jMOBa, Kao 1
omorpaduje ayropa, wirycrparopa u npupehusaua.

VYuecHumy MelhyHapogHor ckyma Owid Ccy y NpWIMLOM Ja BHIC
opuruHanHO m3name. HoBo, ¢ororuncko m3nmame, he curypHo mpencraBibatu
HEOOMYHY CTpaHWIy pa3Boja ACYMjUX Hrapa, OTKPUTH Ja KIbHra 4yBa Of
3abopaBa HajTaHaHW]je HUTH Halle MPOIUIOCTH, Ia MHOTO TOTa MOXE IPOIACTH,
aJI TIICAaHU IOKYMEHTH CY JICO HCTOpHje U He3abopasa.
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Bpanuciaap MuWwInHKoOB

oqyioMnu U3 KIbUT'E ,,EJIEMEHTAPHE HI'PE MOI'A KPAJA“

7 Coronn chn ugs,...  [rovirax ures/ !

”mmu&f KAIHE — TET BPYRNL
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W0y CTYATA GHOMRLANA. &mw 5P07 DELE KOPHETHO JE XEMLEPH
KRO CTYAT Y TO JE BHIO YHHBRBE 3R 08y LELY V SYMUKOH TEPHO-
2v. Downe 7o 2eun veTv0 TPRBE. JEsnk o1 vEP0KR WTV oF #E
TPABY KEHDEPYY JE W HEJOCTRTAK CQHEPR SAQBHY FOQHHA
080N kPAY. :
Ch 1209rar yParn 4p CHERY OHUBENO JE EWAD TPABAEKE CHER.
KB 4 FPVABBRE 49 CHEPY. ' '
Y symexon TEPUOLY BEGHA PRI oE WrPAAR UoR
CHPOMH LRNM VHI{H ~ UFDR HEQTPAHYYEHOr TPOCTOPA. ;//’PMH ﬂf y
©eTsoskamn. IhE TETER WPDE WoEVE oE ETYPY METR IRPTH-
JE KERRPATHO! 06MKA T 1 3 hty 974 an/noWe u WERE 2PITE
 DUMENIIE/F oMY CTHR CE WeTHWE 4008, ¢ vauy cwoom
CAM KD ¥ Jlawmﬁagg Kann ez n JueTuBIKD HoTIYY HRBE -
DEBE PEYH, MCTHEH CE IECHOTAZY. TAKG, DA CE PEVH HE 8k~
2. JELON 00 4roRYD CTABAA JHCTURE Y WVEARY GEPETKY, LE-
—up s 5agn wn semsy. Coany rony orsamm averys Jo mask
DA KV LPVIY HE BHIH YA0rY ¥ 4ren ) HeRY KonE THWE WA e
THRY:, Caposn ca synn " TosusE wrey. caeecrum pevins :, Curo-
B CRN YUIKA, y.{’%fé’ MU BHKR, 39 DA 38 TPY POIA, 6EAAM,
 BELIH o o80rn " U TRIA TOKRSVIE IPATOM HA EIKOr O TOU HI-
— eawg.Hho Torary HoMsy TAIR WY WSPHSE KRS 31438, b TOMLA-
0w 3srwsen. Y arviniy 28 4FPRY 4E Toroty Ko JE ST HEND
TokRME TPETON WD CYLATY WA TOINUATLR, TORA CIMTY BEMY &5~
-, Kosun e& cacrosean o1 monssosuor arsyyysens evauie M-
 TPED: S OPITI ANIIRE, & KAsE 34 0PTE 42, ToAuuainy, osy kA5
W ;swfsy.rf SIIPLEN To BALH,T2VT0n Wi KBHWEN /5 8ot A4
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O/VIOMIJU U3 KIbUTE ,, EJIEMEHTAPHE HI'PE MOI'A KPAJA“

S0 Tako AR IR HHCAH #Y OFHCHERO, gram HRCTRHAK UIPE 8E HE 314,
_fns LAHAC  TOSHAIY ©BY HIPY Ady CF BrPI0 HRIO HIFPH.
Yrpe ca saaron
Oraro Je recicrarsnao rersyeyr sa YIPY, TREOSE § WYTEPHIRY A
TPRBSEBE [0IERUNYY TPELNETR S5 HIPY Jnaszioeans) Cupasen irens-
EA JE ENAR NOIEN FRPRE NAUINE Jﬂ.l;}'#ffﬁu& TUE 908 E /mﬁ.&gﬂ/ ey
EH EPOI BEVHRA FPABHO JE 0&»:#45_ o‘x s.:fv# W R YCTHA <E YreRai
MOGELYIRYHC Y TPYTHO, Os85 #oaEa :"é:'- iwru.ﬂ ¥ HECEYY Fsas, JEP ¥ TON
REPKORY CE MJA’ nrl‘ﬂ'&# f CPER &DAEM xfms?.w.g.e AFEH ¥ 39 --l"f“v‘r
Trasieq W .Jm'.c MJM €80 MTO 0 MorEy: | 8OLR, TOAOTAHEPELNY mﬂ-’af
NTd, jm JFM #i .EGPJM?'I EARTC SR mmoam M‘##Mr ”ﬂ:u?'o
B THHE 4 o arey,
g?ﬁ-.aﬂ;e [EITRA 4 APRHBULIAING Jeese/uren ca s1570% S40n ex—' 7o
:.r;aag jg?‘ﬁ c.mv Qﬂ BEH o 4, HIME SN jo;po EARTO 4 04 WEIR JPAEY M'EEF.J'::' ;
| ﬁ-&fx Iﬂ?’yﬁﬁ C#.P# iﬂ” fﬁn& !ﬁ#ﬂ# -V.l."d"-fbi ¥ CPELHHN HObEAR, i- i
AE TOrR ’09?#6-&-? PYEON Wﬂ‘#?fu}#ﬁ# MJ&'V.&W’.V OT doprR W&)’Nﬂﬂd&#f
s avsuny wosrsn, Knpn 36 38, TON " roros, 4ETE MosstAvH waky ok
,rw"gmwm 1A HSHL THBBE K GOUA; YEAPA O SEmLY OTS0POM ¥

sznuh, Togom L Tona”

HA SEHEY CAGHIENN BASRYY Y3 TXULAK HIARSH K5
BEr, Jeosuko wekon wrPRYILETETY | TOTY HE DYEHE OF THEA OTANGH BF-
IBEAR URSE Asd REC op coOT L7078 " ras . vervP. “’@w THErH VERE T
EHio ATPAXTHEND oA 2ELY. 4—454-; L4l ¥ HIPY FE CHO HATFPREYTH TAKHE
o 77 -tm b‘.& HHATH GATTPONOTAFCHHTH W&#b.y Hrey oy PESE YYECTED:
sAsE .azao.r‘mz,k. Osp aE 'ﬂuw VePAayTo aETIR YR Tosus exwn s
#ho DEBA WE TPABE TR U o8 IE 4reA FrOWAOCTA.

jf’!’m m.'mxa ToswaTa IE 1EMN LEAOTH csf‘m -“'ﬁe QE 4 AhgRC. Jow-

TO JE HIPH [OLHRTR WEEY IE OUHHEATH.

363



bpanucrnas Mununxos

364



OIJIOMIJU U3 KEbUTE |, EJIEMEHTAPHE UT'PE MOI'A KPAJA*“

365



Pacmxo B. Jesmosuh

Pacrko B. JesroBuh
[Tera Georpaacka ruMHa3Mja
Beorpan
rastkovbg@gmail.com

MPOPECOPKE IIPBE ) KEHCKE T'HMMHA3UJE/CBOJOCT

IIpBa cuena

Tpu skeHe CpelmuX TOJMHA CEIe Y INKOJICKO] 300pPHHIIM M Pa3roBapajy.
Jenmna je ceetimocMmelja, koca joj je Be3aHa y myHly, CBET/IC OYH IJIe1ajy 030UIBHO
u crporo. pyra je TamHocMeDha u mume joj je 6rmeno, mma O6iar ocMex Ha HheMy.
Tpeha je npHOKOCa U TII€a ¥ TTOA.

Ceetnocmebha: Ilemap Kouuh je cag y nampuoomusmy, HAYUOHAIU3MY,
CUNUHU U NACJAKY, Y HCaAPKOj bYybasu npema 3asuuajy- npema ,, Kpajunu wymoj ™ u
., bocru, 3emmu nremenumoj u yecmumoj. “ Maxo kascy oa Huje cagpemen, oa cy
meme we2o8ux dena sacmapeine u npegasulene, ja ce ¢ mum ne ciaxcem. Fhecosa
cmapuna je mpajruja 00 caspemerocmu. Taj uoeex je y ceom deny ancopbosao
oywy bocne u Hapas renux cmaosHusHuxa. Hhezos [lasuo IImpbay ca
HecpelinuM jazasyem, na mo je céaxu ce/bak u3z moz Kpaja Koju me 2neoa ceojum
oucmpum ouuma, Koju je peuum, HEHAOMAWAH Y CE0juM U3pA3UMA U
Kanamobypuma, xoea ne modxcews npesapumu. Cee mo, mefiage y niaHuHu, Ka3aHu
ca paxujom, 6opbe burkosa, nojedunauna jynawimea, epy nanahenoe npome, cge
je mo Hapoouu ocueom xoju je Kouwuh npuxasao y ceojoj pearucmuynocmu u
NAACTMUYHOCU.

Tamuaocmeha: Huko He Om, kao TH, TOo Kazao, Mcumopa. A MeHH je Xao
Kounha kxao qoBexa.

Kao mu je uoseka,

Anu axo crob60oa

U na occueom moje bpahie uexa,

Ann mpeba ucmuny Hexy,

Cnokojuu 6youme:

Hehy um pehu

a ca 6ojuoe nowa ymexy.

Ucunopa: Jlemo ce m3paxkamam, JlecaHka, ad TO cajxa HHje y Be3W ca
TEMOM, O K0jOj IIpuIamMo, 3ap He?

prokoca(Hariio moawrHe Tmorien ka muMma aBema): Omer here ce
pacnpaBibatu?
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JHecanka: Hehemo. Mcunopa je oaceuHa u omrpa, a ja momycT/buBa U MeKa.

Ucnnopa(rnenajyhm lecanky crporo): Tu cMo Moja mecHHYKa Iymia, a ja
caMm TBOj JIOTOC.

Hecanka( y3BpaTu joj Omaru mornen): Jecu. Tu cu MU OCBETIIHIIA M HAIIIE
MaraHcTBO, M cBeTIOCT [lajmekor ucToka. JoBaHKa, MOXENI JIH TH yMECTO MeHe?
(obpaha ce pHOKOCO))

JoBanka: Jla, npara, yBek cam 3a Tede cripeMHa.

Ja 3uam da mu Hac cee yjeono epcma

a oywa moja ymewna je eapka,

Hcmo cmo nped mobom ja u nayk kpcmaut

U na kamenoj niouu wapka,

Ipeo nuyem meojum jeono cy cmena 2pyna...

Jecanka: XBana TH, Apara, HEMOj BUIIIE, MOJIAM T€.

Ucunopa: 3amro?

[Hecanka: [1a, He Ou Mu OHIIO TIPHjaTHO.

Ucunopa(seyturo moxurae oopse): Kako cu camoxusa!

JoBanka: Mcunopa !

Wcunopa(uerpemunie rnenajyhn y Jlecanky): YBek mMu je To kon Ttede
CMeTallo, caMo Ha ce0e MUCIIHII!

Jecanka: U kana cam i momoria na nohemn y [IpBy KeHCKY THMHA3H]Y ...

Jlecanka: 3ap Te HHje cpaMOTa J1a TO caja MOMHUELEI! ?

JoBanka: Pekia cam ja na here ce Bac JiBe OmeT JOXBAaTUTH, K0 POTOBH Y
Bpehn!

JHecanka: He xemum na ce cahlamo. CamMo caM HCKOPHCTHIIA CBOj€ TPaBO
ayTopa...

Ucumopa: Ma, o uwemy TH mpuyam, >keHo boxja!? HopmamHo cmo
pasroBapajie u TH CH HaHOBO KpEHyJia Ja pa3roBop, koHkpeTHo o Ilerpy Kouuhy
3a4MbaBall CBOJUM CTHXOBMMA. A M3a CBera TOora MOCTOjU TBOja, CBECHA WU
HECBECHa jKeJba Jla CTalHO cebe mpomosuinen. Pasymena Oux sna TO YMHUII Y
HEKOM JpyroM JApYIITBY, KOje T€ He ITo3Haje, anu He W mpex Hac ase. Lllra
MUCJIAII Kako OW WM3Tjefaio kKajga OuMX ja CTAHO HUTHpana cede, Kao MTO TH
paaui?

Jecanka: CyBuiie cu JU4Ha.

Ucunopa: [Ipe 6ux pekia- NpUHIMITH]EITHA.

JoBanka: Xajae, kao geua cre! Cmupure ce. 3alITO yBeK CBaKd Balll
pas3roBop MMajy TEH3Hjy | )Kaoke?

JHecanka: Camo ¢ meHe cTpae. Ty cam ja 9ncra.

Wcunnopa(Jopankn): Buaumr, mMaMo mocia ca CBeTHIOM. be3rpenrHom.

JHecanka: O, ganeko cam ja ox Tora...

367



Pacmxo B. Jesmosuh

Ucunopa: Omer-ja, ma-ja.

Hecanka: He moxe t1 ce nockountu, Mcunopa.

JoBanka: Huje Ham [lecanka takBa(riiena cHykeieHO y my). Kommko cu
caMO MEHHM TIOMOTJIa Ka/1a MU je OMJIo HajTexe!

Wcunopa: HapaBro, Hajiakmie je modehu y ceHTUMEHTe.

Joanka: Ma, ko 6exwu, Ucumopa! Ja ce camo ceera ceham. HempaBuaso je
pehu 3a my(mokaxke KiauMoriaBoM ka JlecaHku) &a je camoxuBa. YBEK je
CIIpEMHa Jia Ce 3a IPYTor XPTBYje.

Hcunopa: Anu u yBek na cebe npomoBuiie. Kax unHumi, Hemoj 300r Tora
TpaxxuTH XxBajocnese. Yurane cre bubnujy.

Jecanka: Mcumopa je y HeKy pyKy y mpaBy. Koa MeHe nMa MHOTO erou3mMa
1 €rOLICHTpPH3A.

Josanka: Kox cBakor ox Hac ra mma. Ja cam cBecHa cebe. Op cBakor
LIKOJICKOT Yaca MPaBUM MpeACTaBy( TeaTpaHO IPaBU MPEACTABH).

Hecanka: To je MeTonoiomKkH onpasaaHo. Hamie ydeHuIie THM pajocHuje
Ha TBOj€ 4acoBe JIoJ1a3e.

Hcunopa: E, a xakBe je crekrakie Tek npaswia Mara MarasuHosuh! Ila
jOj ce TO yMayo HHje OCBETHIIO 'YOHTKOM ITOCIA.

Jecanka: Mara je mokymaBana u ycrena aa y CpOujy yBeae MoJepHH
Oaner. OBa cpenuHa je Owia mpoOiieM, aOpoBH KOjU Cy By W HEHE Yy4eHHIE
npatwid. HaBogHo, TO ce KOCHIIO ca MOpalioM U KyhHUM BacluTame, Hapo4nuTO
Kaja cy rmouese aa urpajy ooce.

XTenma caM Ja KaXeM Ja HHje HamMa TEIIKO Ja OJ CBOjHUX NpeaBama
MIPaBUMO HayKy M YMETHOCT, Beh kako To mpoxiasu y cpenuan.OBa je jomr 3a To
HenpuMmIubeHa. CyBHIIe je OB/e MPUMHTHBM3MA M IpuzeMHOCcTH. Llapyje camo
HUCKHU HHTEpecC.

Joanka: Ty cu y mpaBy. Anu, MU, HHTEIEKTyaJIIM ©IMaMoO 00aBe3y Jia TO
CTarbe CTBApH MEHaMo, 3ap He?

Ucunopa: besmano. Hapounto Mmu, >xeHcku npodecopu Ha(HariameHo
Kapuknpa) xxenckoM Oxcdopaa y 3aoctanoj 6ajaKkaHCKoj MPOBUHIIH]H.

Jecanka: A mTo cu oner UpoHU4Ha?

Ucumopa: Kako na ©He Oymem! Jecy nu ManreHe JAEMOHCTpaluje
OpraHM30BaHE Kaja je JOHeCeHa OJJIyKa O OCHHUBambY JKCHCKE TUMHaszmje? A
KOJIMKH Cy OTHOpU OWJIM Jia ce urpaau opa 3rpajaa?(kapukupa) ‘Huje xeHckumby
MECTO Yy HayIH, Beh y KyXHUIbH U 32 TIPeCcIuom?

Jecanka: OBa mikoja je cpamra mopHocuia u ucrprehe. TakBa Ham je
cynoOuHa.

Ucupopa: E, ja ¢ Tum mehy u He Mory nma ce momupuM. Beh ce aktuBHO
OoopuM.
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Hecanka: Tu 3Ham na ja TBOjy OopOy moapkaBam. Hemamo cBu Ty
Xapu3My.

Ucnnopa: Huje To camo moja 60pda, xonernaume. Hero 6opba cBux Hac u
3a IIeJI0 OBO APYIITBO. [la ce eMaHIuITyje U TPOCBETH.

JoBanka: Kako cm MohHO roBopmima oHOMajx Ha cacTaHKy JKeHcke
TTOJIPY>KHHIIE...

Ucunopa: Hemoj ma me xBamumi. O] moxBaia HeMa HUKAKBE KOPUCTH.

JoBanka: Pekna cu sa je emMaHIMIIanMja ¥ IPaBO XKEHA Ha IIKOJIOBAWkE U
HAYYHH paj MPBOPA3pPEIHH 3aJaTaKk OBOr ApyiiTBa. [Ipobujasa cu U mpoodujarmr
3u/1I, Kao uMara.

Hcunopa: Hemamo npaBo Ha mojeauHauHe ciabocTH M CTpaxoBe. YBek he
MYyIIKapIy OUTH OPOJHUJH U CHITHHJH OJT HaC.

[ecanka: Ja He BHOMM Ta J1Ba CYNpOTCTaBJbeHA Tabopa. 3a cBakora mMma
MecTa MO/ CyHIIEM.

Ucunopa: Tu uve Bunum!? Ila, npornenaj. Bpebajy ca cBux cTpaHa cBaky
Hally TpelIKy, CBaKy Hallly IOMKCAo Ja CTBapd KpeHy Hampe] Ka TeKOBHHAMa
eBporicke nuBmwn3anyje. I1a, sxene cy y antuukoj I'pukoj nmaie Beha npasa Hero
Hallle )KCHE OBJIE JIaHac.

JoBaHka: 3aBucH KaKo ce rieaa...

Hcunopa: EBo jour jenHor coducre.

JoBanka: UumeHHIa je Aa PEeTKO M MYKOTPIIHO 100HMjaMO TPHIMKY Ha
jaBHOjC IICHH. AJIM, Y OBOM XpaMy 3Hama MOKEMIIO CBaIlTa Ja cejemMo. Te Haiie
yueHuIe cy npaBu 0ojHU onpean koje he ce Ha pazHUM GpoHTOBHMMa OOpHUTH 3a
JKEHCKa IIpaBa.

Ucunopa: U nma je To TadHO, TO HHUje AOBOJHHO. [0 TOX OHOM OOMYHOM
YOBEKY W3 Hapoza, OHOM Koju npebuBa y KounheBum ninn bopuanM nenvmma, He
Oyne jacHO Ia jkeHa MOXe OWTH MOAjeqHaKo A00ap wmwmcimial, (Guio3od,
HAyYHHK, [TOJMTHYAp, AJBOKAT, HOBHHAP, Na W IOJUTHYAp, KA0 M MYIIKapail,
notmiie hemo cBe MopaTH J1a M3J1a3UMO BaH OBE ITyKeBe Kyhulle, Ha OOjuIITE jaBHE
peuu W jenoBama, W Ja Ty OWTKy HempectaHo Owjemo. IllIto Om pekao Moj
OMHJbCHHU TiecHUK: Hexa 6yde 6opba Henpecmawna, Heka 0yOde uimo Oumu He
Mmodxce!

Jecanka( ¢ morienoM y Bucuny):- 1lITo 6u pexao nam Hherorr.

Jpyra cuena

(Haparop: Mapuja Mara Marasunouh je tauno 40 roamHa paamna y
[IpBoj xeHCKOj peaHoj TMMHA3HjH, Ol FheHOT OCHUBAaha JI0 CBOT MIEH3NOHUCAMbA.
[IpenaBana je, Hajupe, TIIEC, 3aTUM HEMAUYKH j€3HK, CPIICKH je3UK U (QUI030(H]y.
YTunana je Ha reHepamyje y4eHHIa,ycMepaBajla MX je IUIECHO] YMETHOCTH M
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pasHuUM oOimnmMa 3Hama. Ca HMCKYCTBOM AaCHCTEHTKHEse cliaBHe Hcumope
Hankan y bepmuHy nocraBibana je cTaHZaple MOJISPHOT JXHBOTA Yy HAIIO]
CpeouHH, HE caMO CBOjUM oOpa3oBameM H memaromkuM ymehem, Beh u
KOMYHHKAIIIjOM Ca CTpaHHUM YMETHHYKHM Ilefarosnma. Ypama ce 3a ['epxapzaa
I'e3emana, mo3HaTor ciaBHCTY M y Opaky ca muM nobmna je xhepky Pajmy.
Joxusena je my0oky crapocT, sxuBehu y Herocpe1HOj OIM3UHM CBOje TMMHa3Hje)

ITpodecopka Mara MarasunoBuh apxu y jenHoj ox yuumonuna Ilpse
JKEHCKE peallHe 4Yac Kiacu4Hor Oajnera cBojuM ydeHunama.OHa je y INIHI
naTuKkama M JIyrauykoj XaJbMHHU, ca HEMHUPOM M HEPBO30OM Y XO/y,a YYCHHIIE je
Harero npare norjaeaom. OHa npUiIasy JeAHOj O yUCHHIIA.

Mara: Karapuna, kako TO Ap>KHIl pyke?

Yuennna Karapuna(ucmpasipa pyKy, CBaky MHUIIHUN joj je 3aTeTHYT, TPYI j€
OYHIJIeZIaH, Ka0 U YMOp Ha HeHOM JHLYy): M3BuHHMTE.

Mara: TummHa y ToKy BexxOe! (HexHO mcmpaBiba KatapuHuHY pyKy, ca
Oomarum ocmexom Ha nuily) Tako. Cap je kako Tpeoa.

Yyenure Bex0ajy HEKOJIMKO MUHYTa Y3 HHCTPYKIHje CBOje mpodecopke. Y
JEHOM TPEHYTKY OHa IUbECHE M OHE cTaHy ykpyheHnx Tena.l'ienma mx cBe kako
CTOj€ CIIPEeMHE U 0JIaro ce HaCMETIIH.

Mara: Bparure ce y IO4eTHH M0JI0XKa].

JleBojke ce Bpare y yCIIpaBHH MOJIOXKaj, ca MOJ0KEHUM pyKama M riiaBama
OKpEHYTHUM Ka CBOjoj Mpo()ecOpKH Koja ce IIeTKa, a OHJa Ce 3ayCTaBH Ipel
BHMa.

Mara: Jla 1 OucTe BoJIeNe Aa HAYIUTE MOACpHH OaneT?

VYuennna Emunuja: [la, rocnoho mpodecopxa.

Mara: Moxere im mu pehu: 3amTo?

VYyennna Marpanena: ['ocnoho mpodecopka, 3aTo mMTO HAM c€ TO jako
Jonaza.

Mara: A ma i 3HaTe KakBH Cy CBE OTIIOPH Y OBOj CPEIMHHU TOj YMETHHYKO]
BeIITHHU? MeEHH je HaJloKeHO Ja CMEM Ja BaM IIpellajeM caMo eJeMEeHTe
KJIaCUYHOT, HO HE W MOJEpHOr Oajnera, 6e3 003upa mTO cam ja 3a TO 00ydeHH)a
oJ1 OMJI0 Kora y OBOM JIeJTy CBE€Ta y OBOM MOMEHTY.

Yuennna /lanuna: 3Hamo u 4yine cMo, rocrolo npodecopka. A, 3ap Ham
HUCTC W BU TOBOPWIM Ja je 3aJaTak yMCETHHKa Ja TpociaBu cebe, Tprehu
Heolpasaane ocynae?

Mara: Jecre u TO TauHO. AJHM, OBJIE€ CE€ HE pajl O TOME MOTY JIM ja Jia
MOJIHECEM OCyAe, Beh /1a He OyneTe KaKibeHe BU, YHjU Pa3Boj U NpaBUIIAH OATO]
Mopa J1a Oyze mpBOpa3peIHu 3a1aTak Ieie 3ajequuie. Xohy pehu- He cMmejy ce
Ha BaMma JIOMHUTH KOIUUba OKO HepazyMeBama jellHe, 3a Hallly CPEeAMHY HOBE, alln
CUT'YpHO y LeJoM cBeTy y OyayhHOCTH nIpu3HaTe yMETHOCTH. JIMpeKTop Me
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KPUTHKYje IITO YHOCHM T€ MHOBAIMje ca MOICPHUM OaJeToM, jep dyje Oa JbyIau
CBaIlTa MpHUYajy. A Kako MpHYajy OHU KOjH He yina3e y oBy mkoiy? Ila ayjy ox
Hekux opne. Hajeumre o crapmjux. 3aBugHHX W Hepa3yMHUX. Koju Hamr rurec
n3jeaHadaBajy ca npoctoM 3abaBoM. [la ce mmmpe riracuHe Kako AeBoOjKe, 3a Oora
MMWJIOTa, CIIpEeMaMo 3a IUIecCaydlle y CyMIbHBUM pecTOopaHuMa. Jom Majo na
KypTH3aHe. A ja, ja 3HaM Jla TPITUM U HOCHM CBOj KpcT. Have, Tpeba na 3HaTe na
je mpaBu pasior 3amTo caMm uma y bepnun y mxomy Hcupope Jdankan- na
KpageMm 3Hame. [la Ou Hame paeBojke, mupoM CpOuje Morie ja IUienry
HajMojepHuje./la Ou BUXOB AUBHHU CTAaC U KapakTep IOLUIM 10 u3paxaja. Jla ou
Hallla CJIOBEHCKa OaJIkaHCKa JISTIOTa [ocTala II03HaTa Ha 1IelnoM cBety. Jla 6u ce
JI0Ka3ajJo Jla CMO, IIpe CBera, HapoJ CTBOPEH 3a yMeTHOCT! Xajnemo, IeBOjKY Y
OBy wIoBHIOY 1 JeT. [lomasumo y ceetiry Oymyhaoct!

Mara rpampo3HO 3aIuielie, a ydYeHHIe, mojapaxarajyhum je, moiere mo
YYHOHHIIH. )

Tpeha cuena

Jecanka ynasu y IIKOJCKY OMOJIMOTEKY M y4YEHHIE je MO03/ApaBibajy ca
MOIITOBAHEM.

Jecanka: Jlpare Moje, Kako cTe Mu?

Vuenutie (y riac): J1o6po.

Jenna yuennma: A Bu, Toctiohjo mpocgecopka?

Jecanka: XBana Ha mutamy, Beoma n00po. Hamam ce ma cre ce jerno
MpoBeJie Ha pacmycTy W Takole Ja CTe HEIITO YuTale, MHcalie WIK paauic Ha

CBOjI/IM AocajalliIlbuM paloBUMa.

Jpyra yuennna: EBo, ja cam, Ha npumep, npounTaia Mensuiosor ,,Moou
Huka®.

JHecanka: Ommrano. Kaksu cy T yrucm, Tamapa?
Tamapa: Beoma Mu ce gomana, rocmof)o mpodecopka.

JHecanka: bam mu je aparo. CmaTtpaM fa je BP0 BaXKHO Ja MPOYUTATE TY
KIbUTY y BalllUM TOINHaMa.
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Tpeha yuennna: Ja cam unrana [lojcoB ,,IlopTper ymeTHuKa y MiagocTu.

[Hecanka: Cjajao! MopaM IpH3HATH [1a TO JEJI0 OBOT BEJHKOT IHCIA jOII
HHCaM IIPOYHTaNa, AJIM BeoMa IIEHUM HEroB paJjl, IIOr0TOBO MHOBALIMjE HA IIJIAHY
MIPUNOBENAUYKUX NocTynaka. To ject yBoheme Toka cectd. [la, mMoxemnr ym ¢
HaMa IT0/IeJINTH, VIBaHa, CBOje JOXKMBIbAj€ Y YUTAE TOT IITHBA?

WBana: Mory, HapaBHO. Y NOYETKY caM c€ My4Hia JJOK HHUCaM YCBOjWIIa
HAuMH d pa3yMeM Ty TEXHUKY TOKa CBECTH, IOIITO TO jouI HUCMO oOpaljuBaiu y
IIKOJIH.

[ecanka. U 3aT0 je 0BO 0JUIMYHA IPUIIHKA A O TOME II0pasroBapamo.

WBana: Jecre. [lakne, Tpebalo MM je BpeMeHa Jia CXBAaTHM Jia CE CBE
npedailyje Ha yHYTpaIlbH IUIaH, Jja Ce O CBEMY IpHYa Kpo3 MPU3MYy Xaoca KOju
MOCTOjH y TPHIIOBEJAYCBOj HIIM CBECTH jyHaka. Xaoc MpPEAMHCIH, eMOLHja,
acolyjanyja, caB Taj 4yecTap y JbYACKOM MO3TY IIpe HEro IITO je pa3syMCKH
yOOJIMYeH M CIIpEMaH 3a U3paxaj.

Jecanka: IIpuindHo cu To npenusHo dopMmyiucana. Y TOM Bajamy je CBa
JenoTa TOI IPUNOBeAadkor mocrynka. IIpen Hama ce, makie, paha ycMmepeHa

uzeja i ocehame.

WBana: 1 xan caM TO CXBaTHIIa, JIAKIIE caM MPOJHpaa y TEKCT U ycBajana
ra.

Jlecanka: Mory nu Te 3aMOJIMTH /a HaNMIIEHI IPUKa3 TOT Jiena, a ja hy ra
YBPCTHTH y ciieiehn Opoj Hamer mKoJICKOT Jaconuca?

HBana:- CBakako, rocrmolo npodecopka.
Jecanka: M3BpcHO. A Kako je TBoja necMa, Muuiie?
Munuua (y3 cmeiak): CripemHe cMo, rocroljo npodecopka u niecma, u ja.

Jecanka: Jleno. Moxemo 1 11a je ayjemo?

372



ITIPO®ECOPKE IIPBE JKEHCKE 'MMHA3UJE/CBOJOCT

Mmimna noTBpAHO KIMMHE IIaBoM, u3ale y IpBH IUIaH, MaJo Ce UCIIPCH,
TJIACHO W Pa3rOBETHO YHTA CBOjy MECMY, Ha FheHOM Kpajy ce€ MOKIJIOHH, Te T0o0uje
aIUIay3 WIaHOBA JINTEPapHEe CEKIHje.

Jecanka: EBo, Buamre, npare mMoje mra je noera. Joan [lyunh je Hanmcao
na je, mocne bora, mecHuk Hajaocrojuuje 6whe Ha cBery. A AHTYH bpaHko
[Iumuhje wamucao ma cy ,mjecHur yyheme y cBujery”. Jako je BakHO na
CXBaTHTE Jla je CBAaKO CTBapame, NECHHMYKO WM KOje JpYro, 3ampaBo IOe3uja,
CTBapame HOBOT JKMBOTA, Omha cMucia. A mperBapame rpoxlha CTBapHOCTH y
BUHO YMETHOCTH, WM Kako je Puike #CKazao, NpeTakame BHUIJBUBOI Y
HEBUIJBUBO 33J1aTaK je CBAKOT OJ HAC KOju ce OaBH TBOPCBHHAMA JyXa.

YerBpTa cuena

Ucunopa mpemaje yueHmmama Ha dacy ¢minocodpuje. thena ymrupkana
XaJbMHA U KOITYJha ca KParHoM, U3 Koje u30Hja KpaBaTta, JAeyjy caCBUM CBEYaHO,
a HCHO O30MJBPHO JIMIE Ca MOHOKJIOM-TIOMAJi0 €KCTPaBaraHTHO. YUCHHIE Yy
ypenHuM OenuM KollyjbaMa M ILPHUM CyKBama, Ca KJIACHYHUM IKEHCKHUM
LUIenama, MaxkJbUBO je CIyllajy. YUHMOHHIA je ypenHa , Ha 31y je HCIHCcaHa
napoyia: COGITO ERGO SUM.

Ucunopa: [losopumu o cmuny, Oaxne, 3HA4YU 2060pUMO O NCUXU,
@unozoghuju, axpaxmepy, u ucmopuju yeioea Hapooda. Amu Kako cy Koo Hac
uncuxa u Quirozouja u Kapakmep u UCMoOpuja jow yéex y jeky gopmuparea u
paseujarea, mo, 2080pumu O HaAuieM CMUIY, 3HA4U 2080pUMU O UHMUMHOM
AHCUBOMY U O UHMUMHUM MyKama Hawum. O mome Oa cy eeuume muzpayuje u
emucpayuje Haule pazoayusane u mewiane syoe no 80U CLyYAjd U 3aN08ecu
Kamacmpogbe: jyxcrbaxke Ha ceepe, npumopye y NIaHuHy, ophane Ha Mmope;
oposusye mamo 20e ce hiymu, iymmwusye mamo 2de ce oposma. O mome da je
eeyumo Hexka sanpenauiheHocm ynadaia ynpupooe Haule, y mMajieHme Hauie, y
Hasuke Hawe. Omyda y cmuiy Hawem, C jeOHe cmpaue, 4Y8OPHOBUIMOCH,
onopocmu, cyxocmu u jeowonuxocm. Cmun nawi, 00 ckopa jows je 0o noaa
BOJHUYKA 3aN06eCM UNU BOJHUYKU panopm, a 00 noaa cenaljusarse cebe 0a ce He
Kaoice KaKo je y Oyuiu He2o KaKo je y Cmeapu...

VYia3e y yuuoHHIly, CHEOMBIFMBO, IKOJIICKH JIOKTOP, YOBEK OJ1 TIEJeCeTaK
rofiuHa, ca OeJMM MaHTHIOM M Hao4apama, Mallo MOBHjeH, Ca POKOBHUKOM Y
pyLH, y IpaTHu HEMTO Milal)e eMINIUHCKE cecTpe. Y UeHHUIIE YCTaHy 3a MO3/IPaB.

Wcunopa(nepBo3Hu Tp3aj riiaBe Ka npuaonuinMa): M3sosure.

Jloktop(C CHHCXOIUBMBHM H3pa3oM Juma): Ja ce W3BHUKaBaM IITO
MPEeKUIaMO Jac.

Ucunopa: Toopo. Kaksa Bac je HeBoJba Ka Hama mociana?
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Joktop(mommke y CTpaHy W JIaTaHO CITymTa o0€ CBOje pyKe, IOK
m3roBapa):Ta, HEMOjTe cMaTpaTH HaC BecHUIIMMa Hecpehe.

Ucunopa: He cmarpaM Bac TakBUM, HO MPETIIOCTaBJbaM Jia HHjE HUKAKBa
PYTHHCKA WJIM PEIOBHA CTBAp y MHUTamE KaJla HaM MPEKuIaTe 4ac My IpOCIOBIba.

Hexonuko ydyenuna ce Tuxo HacMmem, rnpodecopka Mcunopa nx crporo
noryiesia ¥ oHe 3ahyre, CIIycTe CBOj€ IJIaBe OHU3HO.

Joxkrop: Ex, cTBap je menukaTHa. MoxeMo JIM pa3roBapaTtu Ha KpaTKo y
XOJHUKY, MOJIUM Bac?

Ucunopa(c ysuemupenum suiem): Ox, cBakako(OKpeHe ce Ka yueHHUIlama).
MoJiM Bac, OTBOPHTE CBOjE KEbUTE M IIKOJICKE CBECKE M M3a0EpHTe jeaH macyc
U3 BHUX 0 KoMe hieMo IMCKOTOBaTH Kaja HacTaBuM dvac. BexxOahemo moctymak
apryMeHTOBambA.

Ucunopa uzalje y npatmu JOKTOpa U MEIMIUHCKE CECTPE Y XOTHHUK. Unm
Cy 3aTBOPWJIM BpaTa, OHA CE€ €a CKOPO JbYTHUTHUM H3Pa30M JIKIa 00paTH OBHM
JIBOMA.

Ucunopa: OBo 30miba HHje HE yMaH, HU NpHCTOjaH recT. [Ipekumajyhu
MOj 4ac, YHOCUTE Y3HEMUPEHE y TPEHYTKY 030MJbHE, CTpYYHE aHAJIH3E. ..

Jokrop: IlomToBana mpodecopko, pamuM 10 HaJIOry TOCIIOAMHA
JMPEKTOpA...

Ucunopa(nanpacuo): Ma, na mu je moryhe Ja je TOCHOJUH TUPEKTOP
JI03BOJIHO J1a ce omeTa HactaBa? Ila, To je amcypzaHo!

Hoxrop: Ilonako, Hemojre Op3aru, monuMm Bac. Jlomyctute Mu na Bam
H3JI0KKMM O YeMy, TAYHHjC O KOME CE PajIu.

Ucunopa: O xome? Jla Huje Hexn Moxnaa m3bernum pobujam? [la, ma y
HAIIIO] TITKOJIM TaKBUX je MHOIITBO. CBe OJIEIITH 01 BFUXOBHX IPYTacTHUX OJIea.

Joktop: 3amcra Hema pas3jiora 3a TakBUM NOWHU3MOM. Hucmo TO
3aCITYKHITH. ..

Ucunopa: VY peny, nehy ciymaTu HuKakBa HartakuBama. O KoMme ce
paau?

Joxkrop: la 6ucMo BaM TO pEKIIM, MOpaTe MU JO3BOJIUTU J1a HalpaBUM
jemaH yBOJI.

Hcunopa: O, kao 1a cTe BH KHWKEBHUK a He ja. I[la, umare morpedy 3a
Ie1a0ajEOM.

Jloxtop: To yak HM He 3HaM IINTa 3HAYW, alld HE MapH. 3HATE Kako, OBa
IIKOJIA j& Ha IIOHOC OBOM Tpajy U Hapomy. Je i Tako(OKpeHe ce Ka MeIUIMHCKO)]
cectpu)?

MenunuHcka cectpe: Jecte.

Joxrop: OHa je y30pHA yCTaHOBA W MHOTE HAIIle J€BOjKE U3 CBUX KpajeBa
3eMJbe XTelie OM Jja MOCTaHy Hallle YYeHHIIE.
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Ucunopa: Moryhe.

MenumHacKa cectpa: Ja 6ux pekia- m3BecHo (Mcumopa mpesphe ounma).

Ucnnopa: Permmo 1a je Taxo.

Joxrop: E, BunuTe, 6am 300r Tora Mu He MOXKEMO ceOM 1a TO3BOJIUMO Ja
HaM HeuHja HEMapHOCT WJIM CaMOBOJbA PYIIN YIJe.

Hcunopa: a?

Menuuuncka cectpa: [labome 1a He MOXKEMO.

Hoxrop: Jlabome.

Ucunopa: Je mu oBo Heka mpencTaBa Win cked?

Hoxtop: Ctpnute ce, MOJIUM Bac.

Hcunopa: Ja, npusHajeM, jeaBa dyBaM KHMBIIC HA OKYILY, a YUCHHIIEC CY MU
TaMo caMe H...

Menumacka cectpa: Mory i ja 1a uaeM J1a ux npuayBam?

Ucunopa: Mucnum na mema morpebe. Tommko cy camocecHe. He mpase
OHe Tpobieme.

Joxrop(menumnmackoj cectpu): [Ipodecopka Ucumopa je y mpasy. Te
neBojke cy Beh 3peme keHe Takopehw. Anm..Ty cMo...jeqHa mehy muma je
MCYBHILE 3peJia.

Ucunopa: He pazymem.

MenumHcka cectpa(nokropy): He okomumiajte, pemure joj.

Joxrop: He, He, He , To he OutH rpemka. M rocnoauH AupekTop # ja cMo
MUIIUBbEHA J]a TO BaMa Tpeda Ma)KJbUBO CAOIIITHTH.

Hcunopa n mequimHcka cectpa( y Taac): Ay 3amro?

Hoxrop: E, na...

Ucunopa: Ila wucam ja OamaBuia. MonuMm Bac, HE MHTPUTApHUTE BHIIIE,
HETo W3HECHUTE CTBap Ha BUAEIIO.

JoxTop: Y pely, ajdu HeMOjTe MOCNE J1a KakeTe Ja caM OO mpema Bam
HETIAXJBHB.

Ucunopa: HeBepoBatHa ckpymnyno3Hoct! HoBeue, cMecTa FOBOPUTE WK Ce
BpahaM Ha 4ac.

Joxrop: Ila, eBo. IIpoHena ce rpagom TIjacMHa Jla y OBaj paspen Hie
YUEHHMIa KOja je ocTajla OpeMEeHHTa ca HEKUM IHjauHHM TProBIeM(3aKalube ce
o y30yhema).

Ucunopa(npenepaxeno): 3ap? Crpamno! Onakne Bam Ta uHbopmaruja?
Ja nuje obuuHa knesera? U kako 3Hamo ja je 6am y oBom pazpeny? U 3ua s ce
Koja je ox mbux?

Joxrtop: He, TauHmje \eHO ce MMe He CIIOMHILE.

Ucunopa: U cama cTe BU pemmiz Ja UX CBE IperienaTe Ha dacy!?

ITa To je ckannan! Ja mpoTtecTByjeM npoTuB Tor Oemryarrhal
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JoxTop: Anm, pazyMme ce Ja X He MOXKEMO MH Y LIKOJIM NperJieiaTy.

Ucunopa: Ila, mTo cTe OHIa MPEKUHYIH HACTABY, M TO OamI Moj gac?

Joktop: 3aro ITO je TOCHOAWH JAWPEKTOp MUILBEHa Ja CTe BH
HajcBeCTpaHrja 0coda y KOJEKTHUBY , Ca HajIIMPUM BHIULINMA.

Hcunopa(uponnyno): Xsana My Ha Tome. IIpermocraBibam na Tpeba na
MoOpaJIIIeM 0 6e3rpenrHom 3auchy.

Joxkrop: TauHuje, 1a CBOjOM MOPTUCTUYKOM ITPUYOM HAIPABHUTE TOUIOTY
Jla HAllle YYCHWIIC CXBATe 3allTO je Taj INperjell y IIKOJCKO] aMOyJIaHTH
HEOINXO/IaH...

Hcunopa: N3BpcHO. A Koja je oHaa yiora Bac nsoje? Jla Oynere Kymuce y
T0j hapcu?

Menummacka cectpa: Ilperepyjere ca THM qpcKOCTAMA...

Joxrop(noMupsenBo): Mu GHCMO 3alpaBo CBOJHUM IPUCYTBOM ITOJPKAIH
BaIlly IPUYY O TOj TEMH , TO jecT Bac.

Ucunopa: Taxo!? Bparure ce rocmoanHy ITUPEKTOpY M PEIUTE MYy Ja TO
aTICOyTHO of0ujaMm.

Jokrtop: Anu, Bu here umartu npoodirema?

Hcunopa: Heka ux nmam. Mcnoa Hekor mpara ce He Moke uhu.

Hoxrop: IIpodecopko, yo3Ouspute ce.

Hcunopa: Ja cam MpTBa 030mibHa. [loTnncana 6ux cBaky CBOjy ped.

Menununacka cectpa: Hwummra. TlpujaBUMO je TOCIONUHY AMPEKTOPY 3a
Hecapaimby.

Hcumopa: CnoboaHo Me MpHjaBHTE, ajlid Harjacure u pazior. OMeTame U
MPEKUJake HACTaBHOT IIpolieca 300T HeNCTPAXKSHUX CyMIbH.

Joxrop: Mu HucMO y cynHuIH, apara Vicunopa, mra Bam je, 3ab6ora?

Ucunopa: Kao na jecmo. Anu ja hy, oBie wiu Herae ApyrAe, HOCUTH CBO)
KPCT ¥ TOPKY KOpy XJie0a 1 HuKaaa Helly ceOe MTeAeTr U CKPUBATH OJl HCTHHE U
npaszae. Ko Hema mopanuo 6uhe y cedbu, kao na je jpyacko Ouhe Hyker peaa. Jor
je Kanr roBopmo:“3Be3nano Heb6o Hax Hama. MopaiHu 3aKOH y HaM.

MemunuHcka ceTpa: Ma, HEMOjTe Hama Jp)KaTH TO IpelaBame, Beh
yuennnama. Minemo, nokrope, Hema Bajzie, oHa ce Hehe pelOMUCIUTH.

MenuuucHKa cectpa KpeHe jKyCTpO HU3 XOJHHK, a JOKTOp HECHT'YPHO 3a
oM, kpiehu pyke. cunopa ce, ca cacBuM 030MIJbHUM, HATMYPEHUM JIMLEM,
Bpaha y yunonuiy. 3atude ydeHune kako pane 3amgaro. Oxpehe ce Tabmm u 1mo
H0j THIIIE:

Ja cmojum na cmamosnuwmy 0a y jeOHomM KOIUKO MOAUKO PA3EUJeHOM U
dopaheHom cmuny, cmuiy enoxe Uau CMULY NojeduHyd, Xyju yeia pancoouja
jeonoe napooa.OKpeHe ce, TOTOBO MUPYETOM, Ka CBOjUM YUCHHUIIAMA U IATA UX:
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Ja nmm cte, xako je Tpebamo, omabpaiie HEKH CBOj CY[A 3a H3JIATalke H
oOpaznarame?

Ilera cuena

JoBanka XpmahanuH ynasw y ydYMOHHMIy, HET YydeHHUa je, crojehn,
nouekyje. CiioxHo 3arneBajy:- ,,)KuBenu, )KuBesi, Ha MHOTaja Jbetal®

JoBanka ( ca o3apenuM muieM): Ox, apare moje. Kako cre 3Haie na Mu je
pohennman?

Jenna ox yuenuna: Ila, pacnurane cmo ce, rocrioljo npodecopka.

Jomanka: Jlymurie jenne( cemue 3a katempy). Ceaure kax cre Beh Ty(
YUSHHIIE OCIYIIHO CE/IHY, 110 YIIIEAY Ha BY).

Jpyra y4enuna: ['ocioho nmpodecopka, a MOKEMO JH J1a PUIaMO MaJo O
BaIlleM JKABOTY JaHac?

Joanka: I'me! A mTo?

Tpeha yuennna: Ila, polernan Bam je.

JoBanka: Ho, To Huje npumMepeHo. buio 6u cxBahemo kao nmpuBaTH30Bambe
HacTase...

YerBpra ydenuna: He Om Owmino Tako cxBaheno, obechaBamo Bam.
VYocranom, © BH Hama mpenajeTe na Tpeba moHekan w3 Ouorpaduje ayropa
LPIICTU MaTepHjal 3a HCTPAKUBAbE IBUXOBHX JIeNa.

JoBanka: Kana roBopuMo o nuciuMa, To IMa CMHUCIIA.

Ileta yuenuna: I1a u Bu cTe, rocmoljo npodecopka, MeCHUKHbA, HIH KaKo
JIlaHAC MOJIEPHO KaXKy-ToeTeca.

JoBanka( ca ocMexoMm Ha ycHama): [{oOpo, BuAMM 11a ce YyIOpHE y CBOjOj
espr 1 n3ahu hy Bam y cycper. oz jenaum ycmoBom. Jla je cBe oBO, 0 yemy hy
BaM IPUYATH, HAIlla TajHa.

YdeHuIe TMCTOM CTaBe CBOje KOKHIIPCTE Ha ycTa, TeCTUKynupajyhu na he
hyraTm.

JoBanka: 11 Huxome Hu peun?

Y4eHune c10)XKHO HOTBPAHO KIMMHY IJIaBOM.

JoBanka: Y peny. Tpaxwune cte. [IpBo mopehajre cronmue y kpyr, a ja hy
cectu usmel)y Bac.

YueHuIe ynpaBo Tako ypaje u CelHY, OCTaBibajyhu CTONMIY y CPEeIHHU
MIPa3HOM 3a CBOjYy HPO(ECopKy.

JoBanka(HacnomeHa pykama Ha HacioH ctoimne): Illta Oucte xTeme nma
3HaTe 0 MeHU?

[IpBa yuennma: Cge.

Joanka: E, ma Huje cBe 3a mpudy.

Jpyra yuenuna: OHo 1mTo BH oabepere 1a HaM IprJaTe.
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JoBauka: Omakie ma moynem?

Tpeha yuennma: Op Bamer pohema.

JoBanka: Ma, Hema motpebe, a HEeMaMO HU TOJIMKO BpEMEHa.

YerBpra yuennna: Kpenure Bu o1 moderka Bamler )HBOTa, a MH hemo Bac
CBOjUM IUTamkMMa YCMEPaBaTH, Ka0 BU HAC KaJa aHAIN3UPaMO HEKO KIGH)KEBHO
JIeIo.

[ete yuenuna: Jla BuanTe Majo Kako je Hama.

JoBanka( ca Omarum ocemxom): Ila, no6po. EBo kako. I'mmuazujy cam
yumna y bjemoBapy u beorpamy, a aurmuiomupana cam Ha Duiosomkom
¢daxynrery 1923.romuHe M TpU TOAMHE KacHHUje IMOJIOKHIa caM mnpodecopcku
ucnuT. Pamuna cam Hajipe kao npodecopka y Buoj skeHckoj mkonu ox 1923.10
1931.romune, 3atum y Yuuressckoj mkonun y HoBom Cany, a y IlIpBoj skeHCKO]
peanHOj TUMHa3Uju caM of 1933.roxune.

[lpBa yweHuna: Moxkere JM Ja HaM NpUYaTe O CBOM IECHUYKOM H
JPYIITBEHOM arHa)XMaHy?

JoBanka: Mory, HapaBHOo. Peuumo, y HoBom camy cam ocHoBaia
YIPY)KEHhE YHUBEP3UTETCKH O0pa3oBaHMX »J>KEHAa 4YHjU caM Owia IpBH
npexacennuk. KacHuje je Ha uweno tor Yiapyxema nonuia konernHuna Meumopa
Cekynuh, Koja BaM, Takolje, mpenaje.

Jlpyra y4yeHuna: A Balll KibH)KEBHU ITyT?

JoBanka: [IpBe nmecme cam o0jaBJbMBaia jOII y OCHOBHO] IIKOJH. 30UpKe
necama ,lljecme HeBuhenom™ u ,,OTkunyto nuimhe” o00ajBjbyjeM Yy IPBOj
JeueHuju nocie Benukor para. Ca cBOjUM TEKCTOBUMA CaM MPHCYTHA y TOTOBO
CBHM JaHALIBUM KIbHKEBHAM YaCOIIMCHMa Kao LITO CY...

Tpeha yuenmma: 3namo: ,KmwmwkeBHu jyr*, ,KmmwkeBHa peBmja“,
,»KIbHYKEBHU CEBEP...

UYerBpra yuenuna: ,,Kena“, ,,Csernoct®, ,HoBa cBernoct®, ,Benan’,
SMucmm.

Ilera y4yenuma: A mnummere u 3a aedju Juct ,,Mupospy0“, 3a ,/Jledje
HOBUHE", ,,.3acTaBy* u nucT ,,[IpaBma“.

JoBaHka (meroj yueHniy): VI3BUHU IITO Te MCTpaBJbaM, AJIM HE MHUIIEM ja
3a BUX, TO pajie HUXOBH 3allOCIICHH HOBHHAPH, ja 00jaBJbyjeM CBOjE ayTOpPCKE
TEKCTOBE y THM TJIaCHIIUMA.

Ilera yuenuna: W3BunHute.

JoBanka(omner ca ocmexom): Huira, camo na Oyne jacHo.

Tpeha yuennna: Ko je cBe 10 cama mucao TeKCToBe 0 Bama?

Joanka(ycrane): He mano mux. Habpojahy camo Heke: Hajmpe [ecanka,
MoOja Japara KOJETWHHIIA, KOja ME je M TOJACTaKjia Ja IHIIEM KIKEBHOCT 3a
Jieny, HheHa IMO3WTHBHA KPUTHKA jETHOT MOT TAaKBOT PYKOIHMCAa MU jé MHOTO
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3HaumiIa. HapaBHo, BUIlle TEKCTOBA O MEHH je Hamlmcaia u koierununa Meumopa.
Oma je 6ua Maino...Ja KaXeM-OIITpHja.

Hpyra yuennna: bam HemunocpaHo.

JoBaHka: Ma, HEKaKko. 3ampaBo, MMaa je MyHO IpaBa y CBOM pacyhuBaby.
Yrtunana je Ha Mene. U npyrm cy mumcamum o Mmenu. Ha mpumep, Kcenwja
Atanacujesuh. 3HaTe 11 Ko je oHa?

Jnyra yuennna: Kako na He!OHa je Oniia npBa *eHa Koja je JOKTOTpHpaia
Ha Beorpajickom yHuBep3uTety. JumioMupana je mpe Tora 4ucty Gpuiocodujy ca
KJIacuuHUM jesunuma. [IpeBonuna je Apucrorena, [lnaroHa...

JoBanka: U CrimHo3zy.

Tpeha yuenuna: [pyxuna ce ca Pactkom IlerpoBulieM, koju je 6o Haml
aBaHTapAHH KILMKEBHHK M CIIHKAp.

Ilera yuyenmma: A meroBa cectpa, Hamexxnma IlerpoBuh, Hama uyBeHa
CITMKapKa OWlia je y Hallloj IIKOJIM NPBH Ipodecop upTama 10 1914. roguHe kaxa
je kao nobpoBoJspall kpeHysa y [IpBu cBeTCKH par.

[IpBa yuennma: W npemunyna je kao OomHm4Yapka y BarseBckoj OomHHIN
3a BpeMe pata, nomaxyhn Gonecauma on tudyca. A Kcennja Aranacujeuh je
Takohe Owia ydeHMIa Halle mkoie. MaTypupana je ca MAaKCUMAJIHHM YCIIEXOM
1912.ronune.

Tpeha yuennna: O moktopckoM paay Kcenuje AtanacujeBuh o ‘Boprany
Bpyny ce jom yBek mpuya. UnmaHOBM HeHe KoMucHje, npeaBolenn Bbpanom
[etponujeBuliem, HEUCY yMenu Jia joj Mapupajy Ha JOKTOPCKOM HCIIHTY.

YerBpra yuenuna: Taunwje, mocie Tor mgorahaja je moOmia MecTo
MIPUIIPaBHHUKA HA QaKynTeTy.

[leta yuennma: A oHZa je KpeHyJa JaBHHA KJIeBeTa MPOTHB me. Hucy ce
CMHUPWIA JIOK je ca YHHBEp3UTeTa HUCY UCKIbYurin. Hucy mornm na joj ompocre
LITO je CaMOCTalTHa M CAMOCBECHA JKCHA.

IpBa yuennia: tbeH mporoH ce HACTaBHO M y NIPUBAaTHOM KHBOTY. Hajnpe
CY je ONTYXKHMBAJIU 3a je/IHY, KaKo JIa KaXeM...

JoBanka: Ila, kaxu c1000aHO.

Yuenunmun o0pasu ce mpenumie pyMeHWIOM. Jlpyre ydeHuie ce
CMEIIIKa]y.

Jpyra yyenuna: Xtena je 1a Kaxe: 3a jenHy je301jcKy Be3y.

VYueHue ce MoYHy CMejaTH.

JoBanka(monurHe pyky y 3uak: cromn) Cranute! Yommre Huje 3abaBHo. Te
rilacuHe Ccy joj ymponactuie xuBot. Ckopo na joj je 6mwio Hemoryhe na ce tux
TOJMHA TI0jaBM HAa HEKOM jaBHOM CKYITy W NMoOHje ped. A MOXKeTe JH caMmo 1a
3aMHCIIUTE Ca YUM Ce CBE CyOYaBaja y IPUBAaTHOM, CBAKOAHEBHOM JKHBOTY?
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Tpeha yuenmma: KacHuje ce ymama um ca MykeM ce IIOjaBJbHBajia y
jaBHOCTH. Ho, cTamHo cy je mpatuie HeraTUBHE TTIACHHE.

UYerBpTa yuenuna: Hucy mMornmm ma ce mommpe ca THM Ja je OHa jeIHa
o0pazoBaHa eHa CII000THOT JyXa U jake BOJbE.

[Tera yuennna: A oHa je Ouiia caMo jenHa O THX HallWX jKeHa-MydeHHIa
OKO KOjUX Cy OHMIIH 3UJOBH...

3BOHHU 3a Kpaj yaca.

JoBanka: Mu hieMo OBy AMCKYyCHjy HACTaBTH HEKOM JPYrOM HMPUIMKOM. A
calla KpEHMTE Ha 4ac Koj KoJjieruHuie Jlecanke, MOJIMM Bac.

Yuenune >xuBaxHo wu3zally M3 yuumoHuile, a JoBaHKa oOcCTaHe y 0]
3aMUIIJbEHA.

Illecta cuena

[lecT yyeHUna cey y YIUOHUIM HA BETMKOM OJIMOpPY. Y jeZITHOM MOMEHTY jeIHa
YYEeHHIA yCTaHe U MOYHe Ja UM ce oOpaha momyT Jimnepa.

IlpBa yuenmma: Jlpare Moje, HEMOjTe Ja Bac JKaJOCTH TO LITO HAc HaIle
KOJITUHHIIE UTHOPUINY. YBEK je€ TJIaBHUHY HJEjHUX IPOMEHa HOCHIIA
MamH1Ha, TO jJecT eJINTa, a Mace Cy MX, IIpe WM KacHuje, npaTtuie. 1 Hac
IIECT j& IOBOJBHO J1a Ce T€ HeKe IIPOMEHE ITIOKPEeHY.

Yuennna(cmeha, oBanHor nuna, koce BesaHe y mynby): I[laynuna je xTenma na
Kake J1a je U 00Jbe /1a ce Hac MIECT OKO CBEra JIOrOBOPHMO, a IOTOM Jia
HallMM JpyrapviiamMa camo caommiTuMo mmrta hemo aa mpemy3smemo y
UMe 0/IeJbeba.

[Taymuna: Taxo je, Hagexna.

Yuennna( pHOKOCa, KoBpriaBa) [laynuHa, ja HUCaAM CHUTypHA J1a MH TO MOXEMO
na m3rypamo. Cysurie je pu3naao. Mox/1a joun Hije TPEeHyTaK 3a TO.

[Maymunaa: Hukana sehe Outh mpaBu TpeHyTaK, TO jecT yBeK he OWTH mpeBuIe
mpenpeka, Jenexa.

Hanexxna: Hac nBe cmo aHanmmsupale ja jau je To Tpebano paHuje nmoxkpenytu.l
caJia HaM Ce YMHHM Jia HUKaJaa HUje OMIIO 3pelidje Hero IITo je cal.

YueHuna(emnor, OJHEroBaHOr JHIA): A 3alIToO MHUCIHTE Ja je caiga Oam
Haj3peruje 3a aKiujy?

[Maynuna: Jep je cBe oTBOpeHO, JbyOuiie.

Hanexna: Hamme, myHO je mikoiickux o0OaBe3a, Kao0 M yBEK, alud 300T APYTHX
MpeBHpama OKO 3alolljbaBama Npodecopa, HUKO MoceOHO He obOpaha
HNaXBby Ja 1 heMo MU TO ypaauTH, Ja JIU CMO CIIPEMHE J1a TO H3BEIEMO.

YyeHnna(upHOKOCa W Majlo TaMHHje TyTH): To je y pemy. Pemmmo, ma to
M3BENEMO JIaKIe Hero mHade. Anm, mra onga ciaeau? Kakse he Ourm
canknuje?/la mu cMo 3amMcTa CIpeMHE J1a IIIATHMO ITPEBUCOKY IeHY?
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[Maymuaa: Ko He pmsmkyje, He nobmja. Ocum Tora, Haramuja, yBek , y cBakoM
BEIMKOM TIOJIyXBaTy MOpa C€ padyHaTH Ha HEKy XpTBY. Ako Oyaem
Omnma y mpminny, ja OMX ce IpBa JKPTBOBANA, jep caM ja M HICjHH
MTOKpETay OBE aKIyje.

Hanexna: 3ajenqno cmo nokperaun, Ilaynuna. O6e cMo y HCTOM KOpaKy.

[Maynuna(nexxHo je nornena): Tako je, Muia Moja.

Yuenuna( cBeTiIe MyTH, OBAJTHOT JIMIA, Ca MUH)ylIaMa y ymmMa): Ja Bac nmpatum
y cromy!

[Taynuna: XBana, Jansura.

Haranuja: U ja!

Hanexna: HapasHo, Hatanuja.

Jby6uma: U ja.

Hanexna: Taxo je, JbyOmume!

Jenena: Ja jorr yBek HHCaM CacBUM CHUTypHA.

[Maymuna(Jenernn): JIpara, Hehemo BpmmTH Ha TeOe TMpUTHCAK. AJH, pa3MHUCIH:
aKo TO HE ypaJuMO caja, BEpOBaTHO heMo ce KoyiebaTH CBE BHIIE U
Buie.lloHaBbaM, 0 caga ce HHCMO YCYIOWJIE jep CMO OIIPE3HO
npouemHBaie cBaky TpenyTtak. Cajq HaMm ce yuHH Aa je npaBu. Ocehamo
to! ITomucnu konmuko he reneparyja aeBojaka v )keHa OMTH TTOHOCHO Ha
Hac. lIto cMo ce murie aa Tpaxumo KeHcka rpasa Ha bankany! Ono
IITO HUKO MPE HAC HUJjE YPaIHO.

Hanexna: 1 ako mu to, yuenure IIpBe sxeHcke, He TOKpeHeMo, Hehe HUKO. OHe
Hallle BpIIhakuibe n3 JKeHCKe MIKoJie HeMajy Ty CBECT, aKO Ce HE BapaM.
buma je HajOuTHHje Ma MTO Mpe 3aBpIIe T€ CBOje OOYKe y 3aHATHMa 1
nma ce ckyhe. tbuma Huje moTpebHa GopOa 3a mpaBa XeHa. A IPYyrux
JKEHCKHUX MHCTUTYIIMja y OBOj HAIIO] 3€MJBH jOII YBEK W HEMa.

[Maynnaa: Ho, ako Mu TO MOKpeHeMo, Hall Jamak he mpepacty y Tajac, a MOXKAa
JEIHOM Tajacy y JIaBHHY.

Jenena: Ce je To neno, [laynmna. Ho, mMu Tpeba ma MuCIMMO Ha CBOjY
OynyhHoct, Ha To mTa hemo paguTh Kaja 3aBpHIIMMO OBY IKoiry. CBaka
0J1 HaC HaMepaBa Ha Jajbe IIKOJIO0Bambe, a II0CIIe Tora U Jia ce 3armociu. 1
TO je 6op0Oa 3a KEeHCKa IpaBa.

[Maynmuna: YV mnpaBy cu, To je Ouran cactojak Te OopOe. be3 mikosnoBama u
3aM0lJbaBaba JKEHa HE MOXKE CE€ TOBOPUTU HU O KAKBHM HUXOBHM
npasuma. OIeT uCMafa OHAA Ja je XeHa caMo MallnHa 3a pahame nere
u Boheme Kkyhe.

Jenmena: 3amro ped —,mamuHa, [laynraa. OHa je morpaHa.

Hanexna: Jenena, nmpumehyjem na camo ocroBspasami [laynuny, a 1oOpo 3Ham na
CMO Hac JIB€ CBO OBO 3aj€IHO CMHUIIIJBAJIE, jE€p CE U HE pa3/iBajaMo.
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Jenena: Bunm, jomr cu u JbyboMOpHa.

Hanexna(pasjapeno): besobpazuurie jexna!l

[Maymuaa(mogurae ayTopuTaTuBHO pyKy): Cranute 06e cmecta! He cmemo na ce
carmimheMo Ha CHTHOCOIICTBEHHMYKHM HaroHnma. To je HCIIoA CBakor
HHUBOA.

JbyOuma: CutHocorcTBeHHnUKH HaroHu? [1a 0Bo je cjajHO pedeHo.

Janmsura: Ilaymuna je cacBuMm y npaBy. Bac nse, Hagexna u Jenena, pemure Ty
CBOjy HETPIIEJBMBOCT AaleKO oj Hac. U pemuTte je Tako aa Hac oHa He
oMeTa y Haiioj 60pou.

Haranuja: Ja mucium nma je mperepano pehu ma ce Bac mse He Tprute. Camo
CBaka MMa CBOj pa3nuuuTh cTuil. CBOj HAYMH pa3MHILbAbA.

Jby6uma: U cBoj ogroc ca IlaynmuaoMm, pekia 6mux!-ona u Harammja ce HacMejy.

[Taymuna: J{ocra! CTBapHO HEMOjTE Ja MemIaMO OBJE NPHBATHE OJHOCE y HAI
IaH. Ja Bac cBe MOJIjeTHAKO MOIITY]eM.

JanBura: Ja Bac cBe momITyjeM M BOJMM, ¥ BU TO J00OpO 3HATE, a 3HATE U KAKO-
CBe JIeBOjKe ce HacMejy.- HeMojte ma cama kpeHeM ca OaTiuHamal
Jbybuna: Kako je JajBura omamapuia OHOT Tep3HMjcKOr Kaiudy Kama jy je
JOJMPHBA0 3a BpeMe Npode KollyJke, OHO je Tpebajio cBe Ja BUIUTE.
Cge je 3Be3ne Buneo! OTpuao je y mIymy, BEpOBaTHO Ja C€ HCIUIaye-

OTIET Ce CBE HACMEJy.

Jansura: I1a Huje Oamr 1a cam ra omaMapuiia, camo cam ra hymsyua.

Jby6wuma: IlITa 61 Tex 01 Bera 0CTajo Ja CH I'a yaapuia U3 CBe cHare!

Haranuja: ®ineka, mta qpyro-omer ce ICBOjKE HACMeEjy.

[Maynmuna: E, 3HaTe mu mTa je mpuMep 3a mapaaoxc?

JeBojke y riac: He.

[Maymuna: Kaga ce cuinHo 00paxyjy Ha yiWIM jeqHa APYToj IBE OEBOjKE Koje ce
HEe TOHOCE.

Hanexna: Je i To amy3uja Ha Hac nBe?

[Maynuna( Hacmemreno):I1a, nrra mucum?

Hapexma: JloOpo, xajme- mpube u 3arpau JeneHy, Koja joj HEBOJBHO
y3BpaTH.
Hatanuja: Bam cre ce mpeTpriie y HeXKHOCTH.

Cenma cuena

[lecaHka BoxW IpyIly CBOjUM YUYCHHIA IO MECTa y HNPU3EMJbY LIKOJICKE
3rpajie TJe je UCTaKHyT MAHO ca MOPTPeTUMa NpBUX Npodecopa U IUPEeKTopa
IIpBe xeHcke pamHe. Jomasmm 10 Tor Mecrta, Jlecanka ce, 6maror u3pasa Jmma
okpehe nehuma xa TOM maHOY, a JIHUIEM CBOJUM Ka YYEeHHUIIaMa, KOje Cy CIIOHTaHO
(hopmupae MOIyKpPyT OKO Hhe.
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Hecanka: Jlo3BonuTe MM Ja Ha TOYETKy OBOI 4Yaca BaH YYHOHHMIIC
M3MIEKIIaMyjeM HEKOJMKO CBOJHX CTHXOBA!

YV cny camo mwezo6 nux yeneoam yeo, kao u npe

Lok cmo sicusenu 3ajedHo y 06om Kpajy,

U 6uoum ea xao 0a onem Hez0e JicypHO epe,

H xao da ouu rwezose Hewmo, wimo ja He 3HaM, 3HA]Y.

IITpedepka: bpapo, rocmoho npodecopka.

Jlpyre ydeHwuIe je norienajy nompeko, a Jlecanky 100poHaMepHO, OHa UM
y3BpaTH OJIarMM HOTJIe0M.

Jecanka: OBae nohocMmo, He NPBH IMyTa, Ja CE jOII jeIHOM IOKJIOHHMO
OBHM BeNMYMHAMa(TIOKaXKe PyKOM Ka MaHOy) Koje Cy Haj3aclly)KHHUje 33 CBETHUbY
Halller IIKOJICTBA U HAIET KCHCTBA, JIK U JIa ¢ TOJCETHMO CBOT 3Hamba O HhHMa.
Moskga O0BO MeCTO HHje TEXHHYKH Haj3roAHHje 300r Oyke ca ynmie, a u
IIKOJICKAX XOJHUKA, aJld CBAKAKO jeCTe CHMIOJIMYKH BakHO. HaBUKHHUTE ce Ha Ty
cumbomKky mecta. 3a cBe Hac je pax y IIpBoj keHckoj ruMHa3dju Hajpeha
TIPUBHJICTH]A.

Y TOM TpeHyTKy Cy AMCKPETHO OBOM CKYIy IpuOikaBa nupextop. [Ipsa
ra onasu /lecaHka.

[Hecanka: Jlobap maH, TUPEKTOPE.

Yuennne: J{obap naH, rocnoanHe JUPEKTOPE.

Hupekrop: Jlobap nman. Jlemo je TO MITO ApKUTE IO TPamUIMje HaIIe
mkoje. Ho, ja Oux cBakako Boyieo ma ce Buie okpenemo Oymyhuoctu. Ilpen
HaMa cy CBeTJie TO/InHe pa300ja y CBUM CErMEHTHMA JIPYIITBA, 11a U 00pa3oBama.

Jecanka: JlupekTope, CBakkO He okpehemo neha HM mpomurocTd, HH
OynyhrocTH, Kopadajyhu y caganrmbOoCTH.

Hupetkop: To je mecHuuku pedeHo, koneruaune. Ho, ja 6ux 6no cpehumju
Kaga OMcMO Mame BpeMeHa IiaBy okpetain y3asan.[lpen Hama je HOBo 1o0a.

Jecanka: Ca BenHMKUM yBakaBambeM Bamre THYHOCTH U QyHKLHje, MOpam
Ja TpUMETHM Jla Me HcHTe pasymenu. Hukako HHUje yHa3aJq TO IITO Hac
ycIipaBJba ¥ Te€pa Jia BUILE U Jajbe INIeaMo yHamnpea, nmajyhu y3ope y oBakBUM
JUYHOCTUMA...

Jupexrop: Pazymeo cam Bac ja utekako, konerunuie Jlecanka, Ho YUHHU ce
Jla IpoMalllyjeTe Mojy MOeHTY.

Jecanka: Moryhe.

Hupexrop(noauruyre 6pane): He moryhe, Beh curypHo. Yocranom, Hema
notpebe 3a pacrpaBoM Mpea yueHunama. Morim 6ucMo ux calbiIa3HUTH.

[Hecanka: O, He OpuHHTE, HUCY OHE BHIIIC MaJa Jela Ja He CXBaTajy IITa je
KOHCTPYKTHBHA pacIpasa.
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Hupekrop(aacmeje ce kuceno): Crakako. Ho, mohure mocie yacoBa y Mojy
KaHIIeNapHjy, MOJIUM Bac.

JHecanka(cHyxmeHo): Xohy.

Jupexrop(okpeHyT Ka ydeHunama): [lemo, Hemojte oOpahatn maxmy Ha
OBy Hallly Mally nucKycHjy. Konerunuia ce maio, Tako aa KakeM, 3aHena. Ain
B CBaKakO HAacTaBUTH Ja H3ydyaBaTe CBE, A W HCTOPHMjaT Halle MIKOJIE.
Yocranom, Ty cre 1a OucTe HemTO HelpecTaHo n3ydyasaie. He naje Ham nprxaBa
y3aIya oBaj o0jekaT W JIO3BOJNYy 3a paja Kaja He OMCMO IMOydYaBalld YKCHCKY
OMJIaJIMHY CBUM HayKaMa M YMETHHUYKUM BemtnHama. Ouekyjyhu na here Bwm,
MOX/Ia He Oalll CBe, jeHOT JlaHa OUTH MPEJBOJHHUIIC HAILET JPYLITBEHOT XKHUBOTA
U rpaauTesbke OyayhHOCTH. A calia BaM JKelIMM IpHjaTaH paj.

[Tommie3Ho ce OKpeHe U Iohje y CBOM IpaBILy..

VYuenune: [loBul)ema, rocrogiuHe AUPEKTOPE.

Jecanka(zamMunseHo):- JloBuhema, AupexTope.

Jenna on yuennna(/ecankn): Jecte mu modopo, rocnoha mpodecopka?

JHecanka: Jecam, jecam, xBama Ha murtamy. OBaj ac hemo HacTaBUTH Y
YYUOHHIIH.

Ocma cuena

Hlecr yuennna y kaOuHeTy IpTama Ceu OKO cBoje mpodecopke-Hanexe
[erpoBuh. OHa je Mano norypeHa u riiesia npena ce.OHe cTpbuBo hyre.

IIpod. Hanmexma: Cakako je moOpO IITO CTE MH CBE OTBOPEHO PEKIIC.
HewnsocraBHO mojpikaBam Baimly akuujy. MokeTe pauyHaTd Ha MEHE Yy CBaKOM
CMHCITY, Y3 jeZlaH yCJIOB.

VYuennna Hagexna: Koju, rocioho nmpodecopka?

IIpod.Hanexnga: [la, ako Oyme Omio kKakBuxX mpoOiemMa, ja caMm Ta Koja
Mopa OWTH Ha ynapy.

[Maynmnaa: He, 3amro, rocnioljo mpodecopka?

IMpod.Hanexna: 3aro, mro cte B jom miane. Bam myr He cme Outh
caceyeH.

JagBura: Amu, HU BH, rocnioho npodecopka, He cMeTe OMTH KaxKmbeHH.Bu
CTe MBa JiereHia oBor Hapoza! Ha mpcre pyke mory paHammu Cpou Habpojatu
TOJIMKO JYHAaKHHba Kao IITO CTe BU. By HHUCTE caMo yMeTHHMIA, HETo riiac Hapo/a!

Jby6uma: Kan cre momemn Ha Tepacy Hapommor mozopmmra, rocmolo
npodecopka, na OUCTe OAp)KalK TOBOpP, MAMETHUJU W TMOTPECHUJU O] TOBOpa
CBaKOT MOJUTHYAPA, ja MUCIIMM Jia caM OHJia HajTIOHOCHHU]a Ha CBETY.

Haramuja: Kaxg rosopum ca Ommo kUM O Bama, rocmoho mpodecopka,
MOJMIIA3K M€ ApXTaj.Bu HE MOKeTe 1a 3aMHUCTIUTE [ITa HaM 3HAYHTE.
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IMpod.Hanexna: XBana Bam, apare Moje. AJH, CBECHO caM TO pekia. Jep,
BU C€ TEK y3AIKeTe Aa Omcre mpociaBmie cBe Hac. Beha he menu ciaBa ctuhu
MIPEKO Bac, MOJHX YYEHHIIa, HErO IPEKO Moje YMETHOCTH. M 3aro kaxkeM, ako
HEeKo Tpeda j1a maty nex, Heka To Oynem ja. CoOomHO peuure Ja caM ja Ball
HWHCTIUPATOP.

Jenena: IIpodecopka Mara je y3npskaHuja of Bac- CBE je yUCHHUIIE JbyTUTO
MoTJIe/ajy.

IIpod.Hanexna: Pasymure je, momum Bac. Beh je moBospHO, Heku Ou
PEKIIU-H MPEBUILe, HCKOPaYMiIa ca THM CBOjUM MHOBAllUjaMa.

IMaynuna: Momum Bac, rocmoho npodecopka, Ja HaM Jajbe TO HE
o0jammaBaTe, CBE CMO CXBaTHIIe. JEJMHO LITO Ce HE CJIAKEMO Jia BU OyleTe Halll
rpoMoOpaH. MuciuM 2 ¢cMO JOBOJBHO cTacaje Ja Te yAaple HNPHUMHMO caMe.
OBo je Hamia caMOBOJBHA aKmyja W Tpeda Ja MMaMoO 3a TO OJTOBOPHOCT H
CHOCHMO TOCIIEIUIIE, aKo Tpeba.

[Tpod.Hanexxna(ycrane u ayTOpUTATUBHO MOJHUTHE PYyKY): IIpemycTuTe Mu
Ty yiaory. To je murame yacTu. MokIa HHCTE caja CIpeMHe aa Oam cBe
pasymere. Jlupektop M Komucuja he CHTypHO HCIIMTHBAaTH KO Bac je Of
npodecopa Ha To HaroBopro. Heko mopa O6utH ocyMmuueH. 3aTo Ja ce Koja
CJIOME Ha HEKOM HEIyKHOM?

VYuennna Hagexna: Anui MM HHCMO y CBE OBO KpeHyJe Ja Oum HEKo
crpanao. Ilucame mapona y KojuMa TPaKMMO NPaBO KE€Ha Ha IIKOJIOBAaKmE je
HENITO TAaKO HOPMAJTHO!

IIpod.Hanexna: JIpara moja, pasymem Te, ajld Tako TO 00u4yHO OuBa. U
miana ['ojkoBuria je Mopana ga Oyne ysumana ma 6u Ckanmap Ha bojaHu uBpcTO
CTajao.

Haranuja: 3amro He 6ucMo y ToMe Omite ca Bama 3ajetHO?

[Tpod.Hanexxna: 3ato mro ce 0JArOBOPHOCT MOpa CBAJMTH Ha CTapuje, y
OBOM CITy4ajy Ha Barie mpodgecope.

Jbybunia: A 3amro He Ha Hallle poAnuTeIbe?

[Mpod.Hanexna: Jlanexo Omito ja HEKO OJ] BAIIMX OY€Ba U MajKH Mopa Jia
ucnamra.OHna GUCMO UMAITH jOLI MHOTO JPYTUX HEBOJbA.

JanBura: Ja u Jgajbe MHCIUM J]a MM CaM€ MOXXEMO ITIOHETH Taj Teper.
VYriaenajyhu ce Ha Bac, cXBaTHiie CMO Jla Cy XEPOjCTBO U JKPTBa CKOITYaHU ca
XKHBOTOM Ha bankany ako xohemo na ctBapu uay Harpes.

[Mpod.Hanexna: ¥ pemy je To TBOje pacyhuBame.Ho, Heka mopa on
CTapujux Ja cTaHe ucnpen Bac. Kao mro y Bojciu BojckoBoha Mopa uhin Ha ey
BOjCKe.

[Taymuna: Ja Bac pazymem. To Bam je morpe6HO.Mako Mu mMuciauMo n1a ce
TIPEBUILIE XPTBYjeTE 3a HAC.
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Ipod.Hanexna: [Ipesume je cyBuiaa ped. Mnu ce xpTByjenI uin He.

Jenena: Illta je oHma >xpTBa Tpodecopke MarasmHoBuh?-omer je cBe
YUCHHIIE TPEKOPHO MOTIIENA]y.

IMpod.Hanexna: para, npBo HUCMO HU MH, TPOQECOpPH, HU BU YUECHUIN
cBu uctu. Jlpyro, pexia cam Beh 1a je konernauna Mara Beh 10BoJbHO H3JI0KEHA
300T THX CBOjHX PEBOJIyIMOHApHHX ITPOMEHa KOje YHOCH y HacTaBy. CxBarare Jn
KOJIMKHM je TO NOMak?-y4deHHIe KiuMajy riaBoM.-W apyro, ona he mam Outn
MohaH CaBe3HUK M3 CEHKE. A TO je IparoleHo.

Yuenuria Hagexna: V peny, rocmnoljo nmpodecopka. Mu yekamo Baril 3HaK!

JeBera cuena

Mara MarasunoBuh u Hanexna [lerpoBuh cToje jenHa Hacmpam Ipyre u
CBaKa IJieJia MakJbHBO Ha JIPYTy CTPaHy XOJHHKA, a yCIYT U pa3roBapajy.

Mara: Ako Hauhy oByxa, nakme hemo ux crpednTtH ma npoly, a ako mohy
OJlaHJIe, MOXKEMO caMo J1a UM MaIlleMo J1a He yJia3e KO AUPEKTOopa.

Hanexna I1.: 3amro cy Tako ymopue? CBe caM WM JIETIO W Pa3JOKHO
oOjacHmIA.

Mara: He Bpenu, Hazno, Bpena mitana kpB je to. Hehe na crpamam ymecto
BUX.

Hapexna I1.: Ko 1u ux je m3mao? He Mory ma BepyjeM na je To JeneHa
ypaauia.

Mara: Hema ko apyru. Camo je oHa 3HajIa CBE HbUXOBE HaMepe U IIaHOBeE.

Hapnexna I1.: Kao na je To je 3mM04YMH OKaYUTH IO LIKOJIM HEKOJIMKO I1apoja
KOje TOBOpe O mpaBuWMa >keHa Ha mKkojoBame ?! [la, Huje ym oBo JKeHcka
TUMHa37ja’?

Mara: Caxg u Ti nprmdam aetumapuje. Lllkoma je y cucreMy MIKOJICTBA.
Hewma Ty MecTa mosmuTHIm.

Hanexna I1.: OBo Huje monuThKa, 0BO je 6opba 3a mpasa. Kao mTo cam ja
peKiia y TOM TOBOpY JAa CPIICKM HapoJ MMa IpaBo Ha CBOjy ciobomy, CBOjy
JpXKaBy, CBOj€ YjeIUIbEHE, TAKO MOJIjeTHAKO CE CIIAKEM Ca CBUM OBHUM IITO Halle
yueHuIe 3actymnajy. JKena je jomr yBek mopodsseHo 6uhe koJ Hac, a CBET, y TOM
CMHCITy, TpabH BEJIMKUM KOpaliMa Harpe].

Mara: Cse ce cnaxem. [la, 3Ham Moja yBepemwa. AJM, y IIKOJH je U TO
nosimtuka. 11ITo 3Haun-3a0pameHo.

Hanexna I1.: A BUAMII KOJIHMKO je TO HempaBexHo. Cacenamo UM Kpuwia y
IpaBeIHUM HacTojalbUMa Ja ce H30ope 3a TeHepalyje JKeHa Ha OBHM
TIPOCTOPHUMA, a TPAKMMO OJ CBUX Ja CE CTaBe Y PPOHT 3a ofg0paHy OTajiOnHe.

Mara: Jecte, anu He MOXKEII TH HamleM YOBEKy O0jacHHUTH [a Cy T€ JIBe
nojase y Be3u. Kao mTo u Hac JBe HUCMO ycrene 110 Kpaja ja yoequMo Hamier
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IMPEKTOpa Jia je TO, LITO PaAuMO ca HallUM y4YeHHIaMa Ha IUIaHy YMETHOCTH, 3a
I0OpoOUT OBOT HApOA.

Hapexmna I1.: Hehemo oxycratn. Hemamo mpaBa Ha To.

Mara: HapasHo ma aHehemo, nmpara. O6e e 6opOe cy Hama 6opoa!

Hanexxna I1.: A mita MUCTIHII J]a UITaK MU BHX MPEAyXUTPUMO, yheMo Kox
JMPEKTOpa U ja UCTIPHYaM J1a je CBE MOja 3aMucao?

Mara: He Bpenu. OH je Beh uyo ox te JeneHe ce kako je 6uno. U npyro,
yueHune xohe jga Te momrene. 3HaM Jia Xohell MajuMHCKH J1a MX 3allTHUTHIIL
Anu, MyCTH MX Jia Ce OBOT IyTa Cyoue ca KUBOTOM.Jake cy W ojydHe, Hehe
IOTOHYTH.

Hanexna I1.: Anm, mita ako X Ka3HU W30alMBamkeM U3 IIKOJIe?

Mara: Kaxem Tt na ce to mehe mecutu. Bbemy y oBOM MOMEHTy HUje
notpebaH ckaHmai, Beh TOBOJPHO MIMa CHOJFHUX IPOoOIeMa y BE3H ca IIKOJIOM.

Hapexna I1.: KakBy T BeTOBY peakinjy OHIA OYEKY]jeIr?

Mara: Mucnmum na he ce cBe 3aBpIIMTH Ha TOMe jAa he nX OH YKOpUTH H
NPHUIIPETHTH UM JIa TO HE CMe JIa ce IOHOBH. A oHJa heMo UX Hac JBe YCMEpUTH
Ka TOME Jla , YMM 3aBpIIe CBOje UIKOJIOBAmE, IMPUCTYIE JBaMa >KEHCKHM
yIpy)XemhHMa M Ja Ty HacTaBe CBOjy OopOy.A J1OTie &a cBOje CTaBOBE
UCII0JbaBajy KPO3 YMETHOCT.

Hanexna I1.: Jlakmre je TO y KEbHKEBHOCTH, HETO Y JIMKOBHO] YMETHOCTH.

Mara: Moxe u y TB0joj ymetHOcTH,Ha0, TH TO 100po 3HAII- HAMHUTHE jOj.

Jlecera cuena

[ecr, Hama MO3HATHX, YYCHMIA U JEHA HOBA CTOj€ y MONYKPYTY HCIpEN
TUPEKTOpa , KOjH Ce/H, 3aBaJbeH y (DOTeIby y CBOjOj KaHIIeTIapHju.

[Maynmra: EBo, ja mpey3umam oxroBopHocT Ha cebe. To je cBe Omia moja
umeja.

Hapexnma: Huje TagHo, MOja je, TauHUje HaIlIa 3ajeTHUYKA.

Jagsura: 'ocrioguHe nupeKTope, BUMa JBEMaA je YBEK CTajlo aAa Oymy IpBe.
Ho, Oynure cacBMM CHT'YpHH Ja CMO 3aj€HO TO CMHUILbajJe M JOroBOpaje ce
HEKOJINKO HeJlesba.

Haramnuja: Ja To motsphyjem.

JbyGura: U ja.

Hupexrop(Jenenn): A tu, mro hyrum?

[Ilecra yuenuna: He 3Ham mra na kaxem.

Hupexrop: I1a, HumrTa joir on Tede Hucam 4yo, JeneHa.

Jenena ciiexxe paMeHNMa, OCTalle IEBOjKE ce 3HAYAjHO MOTIIEAa]Y.

Hupexrop: Hobpo, ma 7mu je Bama jacHO KaKaB je CKaHIal OBO Barle
MHCaHMje TIPoriaca MOTJIO MPOU3BECTH?
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[Maynmaa: [ocogmHe nupekTope, MH ce OOpHMMO 3a IpaBa >KeHa Ha
mKonoBame. OBo je mpBa xeHcka TuMHas3uja Cpouje...

Hupekrop: Hemoj Ty ma mm mameryjem. Bu cre Ty nma Omcre yumie u
caBllaJiaBajie OBE HayKe W BEUITHHE, a HE Ja BOJWTE MOJIUTHUKY.

Hanexma: Anu, To HHje TIONHUTHKA, TO je APYIITBeHA Oopoa.

Jupexrop: Huje nonmntuka? o mu ra Bypa. [Ipornacu u mapose-mra je
TO Hero nonutuka? Bu Oucte TUME cabiasHUIIC Apyre yYeHHMIEe, Koje, Kaj Ou To
IpeHesie CBOjUM POJIMTEJbMMa, BEPOBATHO BHIIE HM He OM cMene Jia jonase y
mkonay.Ila, 3HaTe jg¥ BH KOJUKO ja TIpHjaBa POAMTE/HCKHX Beh m00ujaM 1o
pa3uuM nutamrma? Camo 61 MU (ajuia jour NoJUTHKA y HIKOJIH!

JagBura: Je nu BH, rocnofivHe AMPEKTOpE, cMaTpare Ja )keHe He cMejy Jia
ce 6aBe MOMUTUKOM?

OcrTane eBOjKe je TMperuIaeHo Iorieaajy.

Hupexrop: E, na eBo,cama cu mpu3Haia Ja CTe CBECHE JIa je OBO , IITO CTE
BU IUTaHMpane, nonuTtuka. U 3aro tpeba na Oymere cpehHe mTO CMO BaM Ty
aKIIWjy caceKn y KOpeHy.

Ja HucMo, ko 3Ha 1mTa Ou OWIIo, MOXKAA ...

Jbybuna: Xohere na kaxkere 1a OMCMO M3ryOMIIe IpaBo Ha IIKOJIOBambe?

Jupexrop(tprae ce): Hucam To pekao, anu 6o 6u pazHux mpobiema, a ja
OMX UMao HEMPECTaHO WHCIIEKIIH]Y 33 BPATOM.

Haranuja: 3amro cmarpate 1a cMO Mana Jelia ¥ He 3HaMO Jia Cy JKCHE
MOTJIaueHe U J1a 3aciyKyjy Beha npasa y apyirBy? Kako To na BH, Kao JTUpEKTOp
jeIHe KEeHCKe TMMHa3uje Takolje To He 3acTymnare?

Jupextop: MHore cTBapm BaMa y TOM Y3pacTy HUCY M HE MOTY OHTH
jacHe.ll HucaMm ja Ty ma Bam monaxeM padyHe.Moje je ma Bam o6e30eauM mTo
0oJee ycroBe 3a paja U mrTo OoJke mpenaBade.l na ce moOpuHeM fa cBe Oynae mo
3aKOHy. A Bamle je Ja y4uTe MapJbHBO, ClyniaTe cBoje mpodecope, kao u
poauTesbe, MpUIpeMare ce 3a JKHBOT.

Jenena: Ila, cmymamo cBoje npodecope. Pagumo, yriaBHOM, OHO HITO HaM
Kaxy.

Jlpyre neBojke je cTpesbajy ounMa.

Jupekrop: 3aro cam Bac HajBumie W 3Bao. MOXeMO OBako jaa ce
HaroJuMo.Bu MeHu penure koju BaM je npodecop 1ao uuaejy 3a oBy akiujy, H ja
Bac Iymram 0e3 OMI0 KakBe JUCLMILUIMHCKE Ka3He.

[Maynuna:-To Huje yacHo!

Jupexrop: Mooonum? Je i cam ja 4yo KPUTHKY Ha CBOj padyH.

[Naynmra(zakanube ce): [lapmoH, pekia cam Aa TO HHje TaYyHO J1a HaM je
OmII0 KOju mpodecop nao uaejy aa To PagiumMo.

Hupekrop: Axa. Je i u Bu octaie oBo moTBphyjere?
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Cge, ocuM JeneHe, KIMMHY MOTBPIHO IJIABOM, JIOK OHa hyTH W mienma y
3eMJby. JleBOjke MPEKOPHO TIIe1ajy V ’beHOM TIPaBITy.

Hupekrop: Humra, orma here ymasutu y Mojy KaHIETapHjy, jeqHa IO
jeHa, Ha caciyllaBambe, Y IPUCYCTBY KOMHCHje KOjy OyeM HauMHHO.

[Maymuna: T'ocionuHe mupexTope, HEMOjTe Aajke Aa Hac Myuute. Humira
JPYyTO O]l HaC HU HE MOXKETE YyTH, Beh 0BO IITO CMO BaM pekiie. Jep To je jennHa
uctuHa! Mu cMO caMe 0BO CMHUCIMIIE, @ Ha Hac Cy IOCPEIHO yTUIale CBE Hallle
npodecopke, jep cMO ce yrienale Ha HUX y MOLIe[y 3Hamba U OKEHCKE
camocBectu.Ila, moriienajte Hac: MM CMO IIBETOBM Balle IIKoje. TpeHyTHO
MOX/Ia CaMO TUICHUMO JIETIOTOM, alii OyuTe curypHu Aa here cBu OUTH IOHOCHU
Ha Hac 1 Ja heMo MPOCIaBUTH CBOjUM MHTEICKTYATHAM PAJoM OBY IITKOJY.

Hanexna: Mu Beoma IEHMMO KOJHMKO C€ BH 32 OBY IIKOJIY JKPTBYjeTe.
Yumenuna je ga cre HaMm o0e30enmnn 60Jbe YCIIOBE OJf CBHX APYTHX IIKona./la
HE TOBOPHM CaJa O TOME KOJHMKO CMO MHPHUBHJIErOBaHE LITO CMO, 3a Caja,
YYCHUIIE jeNHE )KeHCKe TUMHa3uje y Cpouju.

Hatamuja: Hamm npodecopu cy mpaBo Omaro. O xoMme roj on BUX Ja
npudamo, Hehemo Hahm Gosber cTpydymaka y 0BOj cpequHH TpeHyTHo. OBo je
cpricku xeHckn Okcdopa!

JagBura: - Mu cMo copeMHe 3a pasHe H3a30Be. 3HaTe, 4YMTale CMO
AHTHTOHY" ¥ 3HAMO J1a je TJIaBHA jYHAKUIba MPYXKUIA JTOCTOjaH OTIOP Biamapy
KpeoHTy Koju jy je Ka3HHO 3aTBapameM, a OHa ce KacHHUje yOuia.(IUpeKTop ce
oret Tprue y ¢oresbn) Hemojte rckymaBaTi Halry CIIpeMHOCT JIa €€ JKPTBYjeMO
3a Hallle ujeare.

JbyOuma: A mta je gpyro morao na OyJe Haml TJIaBHH Hpaean Hero OopOa
3a xeHcka mpaBa? [la, BU cTe HaM camu TOBOPHIHM 1a je pahame OBe IITKOIe
pe3yaTaT jeaHe My4yHe BHIIeIeIleHrjcKe OopOe 1a ce IeBojKaMa YOIIITe J03BOIIN
Jia ce [IKOJIyjy Ha OBOM HHBOY. 3HAUM Jia U BH BepyjeTe J1a )KeHe UMajy MpaBo Jaa
ce IIKOITYjy, T€ 1a KaCHHje CTYANPajy U yCaBpIIaBajy ce.

Hanexna: - Huje Hu cBaka »xeHa y moryhHoctu na Oyzne majka. Illta hemo
ca TOJMKUM JMBHUM >XEHama KojuMa je MpHpoja ycKparwia Ty KpyHy? Je nm
Tpeba /1a uX 0JICTPaHuMO?

[Maynuna: - 3aTtum, KO Kaxke J1a )xeHa He MoxXe Aa Oyne u 100ap Hay4HHK, U
NpaBHUK, A ¥ MOJUTHYAp, Kao Mymikapau? He kinacudukyjeMo JbyACKH MO3aK
Ha EHCKH U MYIIKH. 3ap je pa3iuka y jeiHoM xpomo3omy ozapelyjyha 3a cee?

Hupexrop(narmo ycrane): JloOpo, cranure, geBojke. MHoro cre
apryMmeHatra opjae wusHene. Mopahy ma pasMuciuM o cBeMy. Ako Oynem
(dhopmupao kommcHjy, pasroapahy ca cBakoMm oI Bac oHaoco0. A cama, MOITUM
Bac, HAaITyCTUTE MO]y KaHIIETapH]y.

Herojke: Jlo Bul)ema, rocrmoiuHe JUPEKTOPE-TMTOKIIOHE My CE U U3J1a3e.
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Jenanaecra cuena

Llect neBojaka, mpW YeMy MNpBa YYeHUIA APXKH JeleHy 3a pyKy, CTOjH
ropex cBojux npodecopku-Mare Maraznnosuh n Hanexne I[Terposuh.

Mara: U tako cu tu, [Taynuna, pemmna cTBap.

VYuennna Hanexna: Bepyjre, To je 3a aupekropa 6no max-mar.

JagBura: Anm, MUCIIHM J1a Ta je JeKiacupaija OMOJIOIIKHM apryMEHTOM O
JEITHOM XPOMO30MY.

JbyOuma: Ja, wmak, muciuM ga je JageuruHa ,, AHTHTOHA® OwWiia
pecyIHHja.

Hanexna I1(tpehoj yuenunn): ['ne ce me cetu, 6ora tu?

Jappura: I1a, To MU je Ouila pBa acouyjaiyja Ha OTIIOpP TUPAHH]H.

Hapmexmna I1.: Jak je Ham mupekTop THPaHUH, €X.

JbyOuma: A nma cte caMo 4yJe Kako ra je XBalwja IITO € TOJIHKO TPYAHU 32
Haly OIKOJY...

Mara: Hapasno, JbyOune, cBakoM mnpodecopy, a HApOYHTO AUPEKTOPY,
cyjera je pa3BHjcHa.

Harannja: [1a, o6ehame na hemo cBe mpocnaBUTH Hally IIKOJY.

Mara: Haranuja, BUIUM ja Ja cTe BH TO CjajHO M3BeEJEe W Oall Kao IITO caM
muciania, Hehe OMTH HUKaKBOT JAMCIMIUIMHCKOT moctynka. Hero, Jenena, nere,
3amro T cBe BpeMe hytum? U Tu cu eo oBe peBoslyliMOHapHe TpyIe, 3ap He?

Hacrane HenpujaTHa THuHA. Jenena OpusHe y miad. [laynuna je 3arpiu,
a TIOTOM j& U3BE/IC HAIOJbE.

Hanexna I1.: Je mu u nasbe cymmare Ha wby?

Hanexna yuenuna: Ja, na.

Hanexna I1.: 3amro, Hagexna, ume moje?

Harammja: M1 ja mucimm n1a je oHa Hac ofaja, a cajia ce Kaje, HIoroTOBO Kajl
je BHeNa Kako ce OBO 3aBpLIMI0. Ha Hekn HauWH, HAIIUM TPUjyMQOM.

JbyOwua: CnaxkeM ce ¢ THM.

Jansura: Ja muciium na Buine He Tpeba a je AP)KUMO Y CBOM APYIITBY.

Hapexna, yaenunna: U ja.

Mara: Ako cTe u Hac, CBoje Impogecopke, 3BaJic y CBOj KyJioap, OHJa 4yjTe
MOj€ MHIIUBCH-E. JeJieHa je TO BEpOBAaTHO ypajuia jep je 3aBHIHA Y OJHOCY Ha
[Maynuny mwro je nunep. ['onemoBuheBa je, Mo HeueMy, OYeKHBaia Ja To Oyxe
oHa. Ta 3aBHCT je mpelnuia y HEMoAHOUICHke. A OHZA je U3ryOuiia KOHTPOILy Hal
THM.

Hanexpa I1.: Cpa Ta upallMOHAIHOCT je MPUPOJIHA 32 Ballle TOANHE.

Hanexna, yaennmna: Mucnute aa 300t Tora Tpeda a joj ompocTHMO?

Mara u Hanexna I1.: Jla.
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JagBura: Anm MM BUIIE HE MOXEMO 1a je 3aJp>KUMO Y CBOM IPYIUTBY H
JIEIIMMO Ca FbOM HEeKe TajHe, aKo CYMbaMo [1a j€ U3IajHHUK.

Hapexna, yuenuna: Hutu Tpeba na ce mpex \-0M IpeTBapamo.

Jbyb6una: U ja cam 3a To ma Oymy 4ncra mocia.

Harammja: 1 ja.

Mara: J1o6po, Bu here came oapennTn cBoj myT. Mu cMo Ty 1a BaM J1aMO
CaBeT, aJli He MOpaTe CBAaKH Jia IOCIyIIaTe.

Hanexpa I1.: llIto 3Hauu na mpey3MeTe MyHY OATOBOPHOCT 3a CBE CBOjE
MOCTYIIKE.

[Maynuna u Jenena ce Bpahajy 3arpjbeHe OPOLICHUX OYH]Y.

Mara: I1a, neBojke, je JIu UMaTe HEMITO Ja HaM CaOIIITHTE?

[Maynmaa: [la, ynpaBo CMO TpeBa3WIIUIE jefjaH BEIUKH Ipobiem wmely
co0OM U 3aKIieNe ce jeqHa Jpyroj Ha BEYUTO IPHjaTeSbCTBO.

Hapexna I1.(tpspa pyke): [1a, To je Oamr quBHO.

Jenena(mornyte riaBe): Ja cam [laynuHu npusHana cBe IUTO caM ypaguia
¥ oHa MU je ompoctmia. Tume Me je capnagana. Bama cam. On cama 4ucrto u
HCKPEHO. 3aKJIMbEM ce y ce0e U Y CBOjy IopoauiLy!

Hanexna, yuennna: OBO je cBe CyBHIIIE HAIJO, ja MUCIHUM J]a MH O CBEMY
Tpeba 1a MPOMHCIUMO.

Japsura: [lonpxaBam y31pKaHOCT.

JbyOuma: Ilpesuiie mpoMeHa OIjeIHOM.

Haranuja: OcraBrMO HEIITO U 32 CyTpa.

Mara: JIo6po, anu reoxhe ce kyje 10k je Bpyhe.

Hapexna I1.: 1 y bubnuju numie ga ce OMTHH TOCIIOBH HE OJUIAKY.

[Maynuua: Jenum na BaM CBHMa IOPYYMM JIa je OBO 3a HAC CBE BEJIUKH
ma"H. 1 He xenmM nma KBapuMO jeIHY cjajHy aTMocdepy KOjy CMO IIOCTHIIIE
3ajeqHIYKOM Xpabpomihy. A Bama , mpodecopke HaIe apare, Heka OyJe jacHo 1a
0e3 Bac JBe OBO He OM MMallo0 HUKAaKBY MOCHTY. Mama Me je BHUILe IyTa MUTalia
3alITO MecenruMa He CKUAaM OCMEX ca ycaHa W Ja HHje HEKO MOMYe MOXJa Y
MUTa’kY. A ja caM joj CTaJHO OJroBapaia Jia je Taj JaH, kaja hy cpecTu jeaHy oj
Bac mim ode, MeHH Tako cpehaH /1a ce HUIITa ¢ TUM HE MOXKe IopeuTh. Bepyjem
Iia ce ucto tako ocehajy u Moje mpyrapuiie. XBajia BaM IITO MOCTOjUTE!

Jenena: XBana no neba!

Hanexna, yuenuna: XBaja BaM MHOT'O, CTBapHO.

Jansura: XBama obema.

JbybOuna: Ja u 3anieBam kaJ| Bac BUIUM, podecopke Haiie apare. Bepyjre.

Hatamuja: Menu cy Beh kperye cyse.

Mara Banu mapamuiy u Opume cBoje oun, 1ok Hanexna Ilerpouh Tuxo
3aruraue, a 3a lOM M heHe yuenuie. Taj miad cpehe HapacTa.
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JBaHaecTa cueHa

Mara MarasunoBuh, Hagmexna Ilerposuh, Ilaymuna Jlebn, Wcummopa
Cekymnuh, JoBanka Xpsahaaun u Jlecanka MakcumoBuh cene y moiykpyry. Cse
cy cene. Hanexxna u Jopanka Hoce Haouape. braro ce cmelne.

Mara: Hucam Morma fa ce 01BOjUM O CBOj€ IIKOJIE IO Kpaja CBOT JKMUBOTA.
V3ena cam jexan hymes y npusemiby HEke 3rpaze Oiu3y HBe M CBAaKOT JaHa ce
mieTaia OKO ®e, mienajyhm je kao cBoje Hajapaxe Ouhe.Kamg Oumx je ce
Hay)XuBaJia, ojueraia oux no Tammajaana na ce Mano oxmopum. Crarko je cana
oIMapard ce KaJa 3HaM KOJIMKO CaM IIOCTHIVIa M IITa caM CBE 3a CBOj Hapo.
y4uHUIA. AJH, a BaM OTKPHjEeM jeIHy TajHy: Y CBEMy TOME HIIaK caM ja camoj
cebu Owia HajBakHuja. He 3HaM, MOXIa je TO ceOMYHO, ajld OIyBEK cam cebe
BUZENIAa Ka0 HEKy YyIHY, €r30THYHY BONKY KOja HEIpecTaHO pacTe M CBOj COK
roMmia fa OM ce HUME CIaaWiIa W ja cama, and u Apyru. M Ta Bohka je OGmia
3alcTa ciaTka M ocBexaBajyha.He, HHje ce HUMano cMexypala HH Kag cam
nocraina crapa. Hanporus!

Hapmexma: V [IpBoj keHCKO] pamnia caM THX JeBeT ronuHa. Taj mocao je 3a
MeHe Owmna cBeruma. Paguna cam oHo mro HajOosbe 3Ham. Crnukana caMm U
YBOAMJIA CBOje yUYEHHIIE Y TajHE W Marujy Moje JHMKOBHE yMeTHOCTH.OHO mITO
HHCaM pajauiia pykama, Kao Bajame, IpelaBaja caM MM, a OHO LITO caM yMeda,
nokazuBasia cam, He mTenehu cebe.llpenaBana cam m Moje Myke Ha NyTy
CTBapajallTBa, jep UMa MHOTO JIOIIUX JaHa, MHOTO JWIeMa W Tpayma, MHOTO
HEpBO3€ U HECTPILbEHa KOjU Cy HemnpHjaTesbu OaBjbely OBHM HOCIOM. Bonena
caM TO IITO caM MJIaAuM, HCHUCKBAPCHHUM 6HhI/IMa Morja TO Ja MPCHOCHM.
Opranm3oBana caM H3JI0KOE YYEHHYKHX DPajioBa KOj€ Cy MOTJIEC N1a BHIHN CBH
3amHTepecoBany, y xonmy Komapma. IlpBa je Omma jomr jyna 1906.rogmne. Beh
Taga Cy HeKe O MOjUX y4YeHHIa Te NpBe reHepauuje IIpBe xeHcke cBHUMa
JOKa3aje CBOj BENMKH Jap 3a YMETHOCT M IPOCIaBWIIe Cy CBOjy mmkomy. U
KacHHje reHepanuje haka he KpeHyTH HUXOBHM IIyTEM.

Ja 3Ham konmko cam ypaawna. HapaBHo na OMX Moruia W XTena joll, TO ce
YOIILITE He MOCTaBJba Kao murame. Ho, He cMeM OUTH He3axBajHa M 300T OBOT
IITO je OCTajJo M3a MeHe. Y MOjy ClaBy YTKaHU Cy M IPYrH Jbyau. Yecto um
msroBapam umeHa. Kao kanm, apkehm Opojanmiry, miroBapam MonuTBe. bes
npecradka. Caja IMaM JOBOJBHO BpEMEHa 3a CBE M HUT/E He XypuM. bam Hurme
Y HUKAaJa He XXYPUM, jep HeMa IoTpede BHILE.

U name Opunem. Mako Beh myro Hema HHUKOT MOT Ha 3eMJbH, OMM Han
CBOjUM HapoJioM, Haj cBojuM beorpamom u Hax cBojom ruMHazujoM. O, Kako je
nena ozae, whyhypena non TammajaanoM. Ja, Ha jKanocT, HUCaM JIOKUBEJIA TO
KaJ ce OHa OBJIe Tpeceinia, ajli OBO je MpaBo MeCTo 3a mwy. [IpaBa nenorunal
CmKaM je HeMpPeCTaHO CBOjUM OYHMMaA.
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[Maynuna: Cap, Kag U3 oBe JaJbHHE IVIEJaM HA TO BpeMe, BEpOBAaTHO Hehy
OWTH OpUTMHAITHA aKO KakeM Ja OMX CBe Jajia Ja Ce BPaTHM Y LIKOJICKY KIIYILy
Kao ydyeHuIa. He OMX HHMINTa Memana OKO HayWHA y4ema U IOHallamba Ha
YacOBUMa, I/ie je MUCLMIUIMHA Ouna GecnpekopHa. AjM, OMX Jana Kpuia CBOM
JKHBJbCHY BaH YacOBa, MHOTO BUILE OH ce ApYXuia ca cBuMa. He mocroju y Mom
xuBoTy Beha cBetuma ox e Moje [IpBe sxencke. Hu cBerna [lapusa u MenxerHna
HHCYy MOIJIa Jla MU 3aceHe TMMHa3Wjy. Y K0joj caM OCTBapwja WM IpPBY CBOjY
Jpy0aB. bexana cam on e 0e3ritaBo, 3Hajyhu na hie MU TO jako HCKOMILTUKOBATH
xuBoT. M1 He camo menu. CacBuM Jpyraddje OM TO HM3MJIEaNo Ja MH CE OHA
Jlecuiia Ha 3arnajy, anud Ha OpaoButoM bankany To ce He npamra. Kao miro ce He
MpAIITa HU yCreX. AKO MOCTUTHEII HEIITO BEIHUKO y )KUBOTY, HH CIy4ajHO Ce He
3ampkaBaj y 3aBu4ajy rae he tu 3a0ujatu HOX y sieha Ko cTurHe. AJH, 3aTO KaJ
Halll YOBEK IIOCTHTHE yCIeX y CBETY, OHJA CMO CBH Ha Hera IIOHOCHH, CBH CMO
My HEKM pOJ WM MajTally, CBH CMO IOMAJIO 3aciy’KHHU 3a meroB ycrnex.Ho, ja
BomM cBoj beorpam m Cp6ujy. OHE Cy MOjU M TO caM CTajlHO WCTHUIANa y
BEJIMKOM CBETY. MHOTH HUCY MOTJIH J]a pa3yMejy Kako je jenHa Tako npocBehena
U MojepHa ocoba Joluia W3 jefHEe TaKBe NPOBUHIMjE, Y oaHOCY Ha I[lapus,
Bepnun, Jlonnon, byjopk. Mucnunm cy ia ce maimM KaJl caM roBOpHJIa J1a CBOj
beorpan He Oux HHMKajga HamycTHia Ja je mocrojana MoryhHocT jaa cBojy
CTPYYHOCT aJeKBaTHO NPHMEHHM Ha THM MPOCTOpUMa, da Me beorpaacku
VHHBEp3UTCT HUje OJoKupao. Y jeIHOj NaTpHjapXalHOj CpPEAWHU Koja ce
cripeMaia 3a TelllKe paToBe U CTpajiarmba Ja HeKe MilaJie JKeHe J00Hjy cBa mpaBa
Kao ¥ MYIIKapuu, Aa Oyay paBHONPABHO, KAO OHHM, LIKOJIOBAHE W IOCIOBHO
ycmemiHe, ma Ta OW jepec W3a3Baja TakaB THEB HapoJa Kao Jla ra je cam
HelpujaTesb TpyHYo y cpue. Mopaie ¢MO Jla ce YTHIIAaMO W IIOTHEMO IJIaBy.
CxBaTmiie CMO MeCcTO W Bpeme y kKome xuBHMo.M obehane jemne apyrmma, u
cebu, na hemo Ty Hamy uzaejy pa3BHjaTH IMMOTajHO TOK He OyIeMO y MPILTUIIN, aKO
He KOJ Hac, OHIIa Y CBETY, Jia pe3yiTaTe CBOjUX HCTpaxkuBama o0jaBuMo. O Bac
CMO, mpodecopke Hallle apare, CTajaHO JoOHjajie MOAPIIKY. JEAMHO CTe BHU, Kao
YMETHHIE, UMalle pa3yMeBama 3a Hallla CTPEeMJbCHA, BH CTE€ HAC MOJpKaBaje
CpLIEM CBOjUM BEIMKAM M HHTCIICKTOM CBOjUM rojieMuM. bune cre, Ha Heku
HAYWH, WIAHHUIIC HAIlle TajHE OpraHu3alyje.

Hcunopa: Mana 3nam jga je pax y IIpBoj »KEHCKOj peajHOj Moja Iycrta
KeJba, ja caM ra M3MamraBaia, a JlecaHka nomamnTaBana. Ty YBpCTe rpaHuie
usmel)y 30usbe u PukiHje oJjaBHO HeMa.

Jecanka: Menu je IlpBa sxeHcka 3iaTtHuX 26 ronuna sxuBorta. Ho, Hucam
ce O We pacraja y MHCIHMa HHjEJHOM Y CBOjOjOj YETHPH NEIeHHje IyToj
TICH3H] .
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JoBanka: 3Ham ga cam naHac 3a00paBJbeHA U CKpajHYTa Ka0 KEHIDKCBHHK.
Hanam ce nma he, ako Huko apyru, 6apem yuennnu Ilere Georpaacke rumMHa3mje,
3HATH Ja caM MOCTOjaja W HeIlITO pajawia. 3alITo je TO TaKo, He 3HaM, ajH ja caM
CTBapHO Jlana cBe o cede. VcBe cam paanna ca ysepemsnuma. Kasa yoBek HauMHU
CIIpery CBOT BPEJHOCHOT CHCTEMa M IIpaKce, MOXKE Jla IMOCTUTHE MHOTO BHIIIE
HETO IITO Ha TIPBH MOTJIe]] U3TJIe/1a.

Jecanka: Hucu 3a0opaBibeHa, JoBaHka. Mokaa HHCH Yy IIKOJICKO] H
(haKkyTETCKOj JIEKTUPH, alu CTpyKa Te HHUje 3abopaBuia.A Hu ydeHuuu [lere.
Buauiin kako Te MOMHEY TOj IPEICTABH.

Joanka: Bunum. 3naTtHa mena.

Ucunopa: Kao Buzantuja.

Hanexna: Kao cynue.

[Maynmaa: Kao yuenntia m npodecopka IIpBe jxeHCKe MOTY 11a 3aKJbyduM
Ia je To Hajseha mpuBMIIEruja Koja ce y OBOj CpEeIMHU MOTIJIa UMaTh. buth meo te
IIKOJIE.
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Jasminka Brala-Mudrov¢ié¢, PhD, Assistant Professor, was born on July
10, 1971 in Gospic. She studied at the Faculty of Philosophy in Zadar, where she
graduated in Croatian language and literature in 1995, while in 1996 she
graduated in Organization of cultural activities. In the same year, she enrolled in a
postgraduate study program of literature at the Faculty of philosophy in Zagreb,
where she received her master’s degree in 2003 followed by her doctoral degree
in 2008. She worked for 12 years as a Croatian language teacher at the Gospi¢
Grammar school with general program. She was the head of the Expert council
for Croatian language teachers for secondary schools in the County. She has been
promoted to professor mentor, and has participated in numerous projects initiated
by the Education and teacher training agency. As of 2010, she has been working
at the Department of teacher studies in Gospi¢, University of Zadar. She teaches
the following courses: Phonology of the Croatian standard language,
Morphology of the Croatian standard language, Syntax of the Croatian standard
language, Lexicology of the Croatian standard language, Language
communication, Stage culture, and Stylogenetics of linguistic devices.

Stefania Consonni is a researcher in English Language and Linguistics at
the University of Bergamo, Department of Foreign Languages, Literatures and
Cultures (ltaly). She has published extensively on textual paradigms, narratology,
the semiotics of visual and verbal language, specialized communication in a
discourse-analytical perspective, and the semiotic and pragmatic features of
traditional and new genres within academic and professional discourse. She is an
active member of the Research Centre on Languages for Specific Purposes
(CERLIS), based at the University of Bergamo, and has been involved in national
inter-academic Research Projects, funded by the Italian Ministry of Education, on
social and cultural studies and on academic and specialized language and
discourse.
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Andelka M. Gemovié¢ je rodena 1993. godine u Sremskoj Mitrovici.
Nakon zavrSene Karlovacke gimnazije, 2011. godine upisuje osnovne studije
anglistike na Filozofskom fakultetu u Novom Sadu koje zavrSava u junu 2015.
godine sa izvanrednim prosekom. Iste godine upisuje master studije na
Filozofskom fakultetu i zavrSava ih u junu 2017. godine. Njen master rad pod
nazivom ,,Humor i intertekstualnost kao sredstva podrivanja realnosti u romanima
Disksvet Terija Pradeta” opisan je kao inovativan, originalan, pregledan i teorijski
izuzetno dobro potkovan, te je jednoglasno ocenjen najvisom ocenom. Odmah po
zavrSetku master studija, upisuje doktorske studije na Filozofskom fakultetu u
Novom Sadu. Trenutno je na drugoj godini studija i kao doktorand je imala
prilike da prezentuje svoje radove na ELALT konferenciji odrZanoj na
Filozofskom fakultetu u Novom Sadu kao i na konferenciji Alfa BK Univerziteta
u Beogradu pod nazivom Jezik, knjizevnost i igra 2019. godine. Njeno blize
podrugje istrazivanja i doktorska teza bave se druStvenim pitanjima i drustvenom
kritikom u Disksvet romanima Terija Pradeta. Taénije, cilj istrazivanja obuhvata
detaljno poredenje i analiziranje dva pojma — druStva u romanima i druStva
dvadeset prvog veka kroz razli¢ite aspekte kao Sto su nejednakost polova,
drugost, tolerancija, rasizam, nacionalizam, obrazovni sistem, politicka scena, itd.

Igor T. Grbié¢ was born in Pula, Croatia, in 1970. Graduated from English
Language and Literature, and Indology, in Zagreb, Croatia, later to receive there
his Ph.D. in literary theory and history. Worked first as Croatian visiting lecturer
in New Delhi, then as freelance translator and writer, presently as assistant
professor at the Faculty of Humanities in Pula. His main interest goes to ground
problems of thinking and doing literary theory and practical criticism, to
traditional literary theories and practices at the global level (particularly Indian),
to the relationship between literary and extraliterary realities, and to problems of
literary translation. Author of The Occidentocentric Fallacy: Turning Literature
into a Province (Cambridge, 2018). Awarded translator of twenty-odd books and
other formats, from English, Italian, German, French, and Hindi. As poet, fiction
writer, essayist and critic he has been published in various magazines, both at
home and abroad, as well as on the national radio. To his credit are eight books of
literature. Translated into Italian, English, Slovenian, German, Hungarian,
Latvian and Irish. Has also written in English and Italian. Present in several
poetic anthologies, including Whispering Muse, the anthology of younger poets
writing in English worldwide. Winner of several literary awards, both national
and international.
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Dubravka M. Puri¢ is a professor at the Faculty for Media and
Communication, poet, theoretician, translator and performer. She has published
seven books of poetry and five books on American and Serbian poetry. She has
edited Cat Painters: An Anthology of Serbian Poetry with Biljana D. Obradovi¢
(New Orleans 2016), edited Impossible Histories — Avant-Garde, Neo-Avant-
Garde and Post-Avant-Garde in Yugoslavia 1918-1991 (MIT Press, 2003, 2006)
with Misko Suvakovié, co-edited and translated an anthology of American poetry
titled New Poetry Order (Podgorica, 2001) with Vladimir Kopicl, and co-edited
the anthology Discursive Body of Poetry: Poetry and Poetics of New Generation
of Women Poets (Belgrade 2004) with a group of younger poets.

Muayrun B. Bypuuxosuh (1967, Jleuanu) aumioMupao je Ha
OunonomkoM dakyirery y IIpHImiTHHE, MaruCTpUpao U JOKTOPUPAo U3 001acTu
kKeBHOCTH 3a geny W wimage (Mcrouno Capajeo, 2009). KmmkeBHH
UCTpakuBay, IIECHUK, IPO3auCTa, AaHTOJOTMYap, HOBHHAD W IyOJHIHCTA.
OGjaBuo 55 >aHPOBCKH pPa3IMYUTHX KHBHUra 3a Jeuy u ozapacie. [Ipupenuo
HEKOJIMKO yIIOGHHMKa M XpecToMaTHja u3 pasHux obsactu. CapajHUK MHOTHX
mucToBa u yacomnuca. [IpeBoleH Ha Buie cTpaHux je3uka. YuecHuK 50 HaydHHX
CKyIloBa U KoH(pepeHIHja y 3eMJbU U CBeTy. Paau Ha AkajemMuju BacIHUTayKo-
MEIUIMHCKUX CTPYKOBHHX CTyauja y Anekcunny. JKusu y beorpany.

Jane Ekstam. | am a professor of English literature. My areas of expertise
are nineteenth- and twentieth-century British literature, modern Canadian
literature, detective fiction, and academic writing in English. My major interest in
the last three years has become climate literature. | am currently writing a new
adult trilogy that focuses on climate change in the present and future.

Igor D. Ivanovi¢. | was born in Zenica, Bosnia and Herzegovina. |
graduated from the Faculty of Arts, Niksi¢, in 2006. I earned my Master's degree
in Translation in 2009 at the Institute of Foreign Languages in Podgorica. In my
Master Thesis, | dealt with loanwords and their influence on our language. In
2014, 1 finished my PhD studies at the Faculty of Philology in Belgrade and the
topic of my dissertation was "Contrastive Analysis of the EU Terminology
through the Perspective of Corpus Linguistics”. | am interested in Corpus
Linguistics, Discourse Analysis and CAT Tools. Apart from my teaching
obligations at the University of Montenegro, | am very active in written
translation pertaining to the following fields: Medicine, Law, Engineering and
Economics. In October 2011, | became a Certified Court Interpreter. Apart from
my home institution, the Faculty of Philosophy, | am currently engaged at the
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following faculties: Medicine, Biotechnical, Material Science and Mechanical
Engineering where | teach General English and English for Special Purposes.

Pactko B. JeBtoBmh je morekao u3 ymerHwuke mopoaune. OTail,
Bnamumup je 6uo uyBenu npogecop riayme Ha L1V u tearpanor, majka Tatjana,
npodecop JIMKOBHOT M JIMKOBHM YMETHHK, Opaha VBan n JakoB mpodecruoHamHn
ryMiy. Jomr kao nere omiaydno je Aa OyJe KIMKEBHHK M TO j€ OCTBapHO.
Iramnao je nBe 30MpKe recama, TpH poMaHa, 30MPKY JPaMCKHUX M MyTOMHCHUX
npuya. OO0jaBHO je Ha JeceTMHE HAayYHHX TEKCTOBA, KIMW)KEBHHX KPHTHKA, T
HEKOJMKO CTOTMHAa HOBHMHCKMX TekcToBa. Opx 2002. roxmHe mpeaBoau
KIbIDKEBHUYKY Tpyny ,,Opacu™, koja crmaja pok My3WKY M BPXYHCKY CPICKY
mupuky 20. Beka. PacTko je TrHMHa3mjckd Tpodecop CPICKOT je3nKa u
KIIDKEBHOCTH, MAarvucTap JIMHTBHCTHKE,9IaH YIpykema KibibkeBHHKA CpoOuje,
jeIaH on JeceTak CPeA-OUIKOICKHX Mpogecopa KOju Cy MUCAIH CTaHIapAe 3a
CPIICKH j€3UK M KIM)KEBHOCT 32 Cpe/liby IIKONy,Te HeKaJammy wian Komucuje
3a 3aIITHTY KyInTypHHX noOapa I'pajgckor cekperapujara 3a Kyntypy. Ckopo
4eTBPT Beka 0aBM ce IIKOJCKUM TeaTpoM, Hajupe y IIpBoj, a motom y Ileroj
Ocorpaackoj rumHaszuju. Ca gpamckoMm cekunujom Ilere, Kpo3 Kojy je y
NPETXOJHUM JielieHHjamMa nponwio 6nu3y 200 mpu3HATHX APaMCKUX YMETHHKA,
MMao je ycriexa Ha TaKMHUYeHhHMa y 3eMJbH U peruoHy. baBu ce amarepckum u
antepHatuBHUM TeaTpoM. Capahuao je ca I[lozopumtem ,Kpasm JlaBua™
JeBpejcke onmtrHe Beorpa, ocHEBaY je cioBeHCKO-maranckor ,,Ad hoc teatra“ y
Hentpy 3a xyntypy Crapm rpan, CreHe mpaBociaBHe omiiaanHe Bepckor
IOOPOTBOpHOT cTaparesbeTBa M Yemkor mo3opmmTa Yemke Gecene beorpan.
Bpaha JerroBuh HauwmHWIN Cy Opamy ,,XpHCTOC y PYCKHM TaMHHIIaMa‘“ Koja ce
urpajia Ha pasHuUM cueHama beorpama on jyma 2009. mo jamyapa 2011. Ilo
PactkoBoj npamarmsanmju, Kouwmhes ,JasaBar mpexm cymom™ wmrpa ce Ha
penoBHOM peneproapy [losopuiura ,,CraBuja“.

HNBana P. JopanoBuh — Polena je 1978. romune y Kpymesy. OcHOBHE
ctyauje CpIICKH je3UK U KEbMXKEBHOCT Ca OMILITOM JIMHIBUCTHKOM 3aBpIIIJIa je Ha
OduononikoM Qakynarery YuuBep3utera y beorpamy. Ha wumcrom dakynrery
ynucana je 2016. roquHe JOKTOPCKE CTyIHje Ha MOAYJIY KyinTypa (M OKoHYaia
2018. r. ca mpoceunom ouenom 10,00). O6jaBbyje pamoBe y nomahum u
Mel)yHapoIHHM YacomucuMa M 300pHUIMMA — U3 00JacTH CaBpEeMEHOI CPIICKOT
jesuka (Mopdororuja, NepuBaToIOruja, CEMaHTHKA), METOIUKE U CTHIMCTHKE, TE
W MEOWOJIOTHje M TeopHje HOBHHAPCTBA Ca JIMHTBHUCTHYKOT, BEpOATOIIOIIKOT,
COILIMOJIOIIKOT M KYJITYPOJIOIIKOT aCIeKTa. Y4ecTBoBajla je Ha MelyHaponHuM U
HallMOHAJTHUM CKYyNOBMMa W KoH(QepeHIMjaMa, HMa pagoBe 00jaBJbeHE Yy
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300pHUIIMA, YacONICHMa OJ BoJeher HaIlMOHANHOT 3Ha4aja W MehyHapomgHUM
gaconmcuMa. OnOpanmna je 31. jamyapa 2019. rognHe DOKTOPCKY IHCEPTALH]jy
ca temom JIMHIBUCTUYKA W CTUINCTUYKA MHNCTPAXNBABA
MEAVOJIOLIKNX POOJOBA M BPCTA. On 2014. r. paau Kao HAacTaBHUK
CPIICKOT je3UKa U KEbHKEBHOCTH y 0cHOBHO]j mkonu Ceetn Casa y Kpymesiy.

Jesena P. JoanoBuh Cumuh — Pohena 25. nenem6Gpa 1973. rogune y
Kpymerny. Ha ®unonomkom dakynrery y beorpany Ha rpymu Cpricku je3uk u
KEMKEBHOCT quruioMupana 28. jyna 1996, maructpupana 1999, a mokropupainia
2003. Y 3Bame moreHTa uzadbpana 2004, y 3Bame Banpeanor npodecopa 2010, a
y 3Bame pemoBHor 2017. baBu ce TeMaTHMKOM CaBPEMEHOI CPIICKOT je3HKa:
cuHTakcoM u crwiuctukoM. OOjaBibeHe kmure: [loemcka epamamuka Backa
Ione, HACJ, Beorpaxn, 2001; — u P. Cumuh, Ocrosu meopuje ¢ynkyuonannux
cmunosa, HACJ, beorpan 2002.; — u P. Cumuh, Cpncka cunmaxca 1-11, HACJ,
Beorpan 2002; — u P. Cumuh, Cpncka cunmaxca 11-1V, HACJ, beorpax 2002 ;
Cunmaxca u cmunucmuxa cpnckux Hapoouux nocrosuya |, Jacen, beorpan 2004;
Cunmaxca u cmunucmuxa cpnckux Hapoonux nocrosuya 1, Jacen, Beorpan
2004; Krmuea cpnckux napoonux nocrosuya |, 11, Beorpan 2006; — u P. Cumuh,
Mana cpncka epamamuxa, Jacen, beorpam 2007; [Tucyu u cmun, *Ywuroja
mramna’, beorpan 2009; Jluneeucmuxa u cmuaucmuxa HoguHckoz ymeha
(Jesmuke u crtwicke ocobuHe HOBUHApCTBa), JaceH, Beorpam 2010.; Jesuuxe
cmyouje, JACEH, beorpan 2013; Jluneeucmuuku u Cmuaucmuyku acnexmu
npoyuasara peuenuye, JACEH, beorpan 2013; — u P. Cumuh, Bepbamonoeuja,
Jacen, beorpax 2015; — u P. Cumuh, Cpncka cunmaxca, 1 — 7, Jacen, beorpan
2017.

Mapuna M. Kouaecap, mumomupana (2006), mactepupana (2009, obnacr:
KIIDKEBHOCT) M TPEHYTHO Ha JOKTOPCKHM CTyaAWjamMa (MOIyJ KyJiTypa) Ha
@unononkom dakynrery y beorpanmy, rne je m 3amocnena (ox 2006. xao
XOHOpapHU capaaHuk, o1 2010. y pagHoMm oJHOCY) Ha MecTy jJekropa Ha ['pynu
3a PyMYHCKH j€3UK, KIMDKEBHOCT M KynTypy. Ilopen HacTaBe m HaydHOT paja
6aBu ce u npeBohemeM. OONACTH HEHOI MHTEPECOBama 00yXBaTajy PyMYyHCKH
JE3UK, KIbIKEBHOCT W KYJITYpY, METOJUKY HAcTaBe, KYJTYpOJIOIIKE CTyAuje,
NIeJaroTujy U ICUXOJIOTH]Y.

Josip I. Mileti¢, PhD, Assistant Professor, was born on May 7, 1970 in
Zadar. He graduated from the Department of Croatian language and literature at
the Faculty of philosophy in Zadar. He holds a master’s degree in the Croatian
studies — specialization in the Croatian language at the Faculty of philosophy of
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the University of Zagreb. He also holds a master’s degree in the business
economics postgraduate studies with a specialization in Theory and politics of
marketing at the Faculty of economics of the University of Zagreb. He holds a
PhD from the Faculty of philosophy of the University of Zagreb. He works at the
Department of Croatian and Slavic studies of the University of Zadar, where he
teaches the following courses: Introduction to the methods of teaching the
Croatian language, Methodical basics of contemporary Croatian language
teaching, Contemporary methodical basics of linguistic expression, and Speech
quality. Additionally, at the Department of economics of the University of Zadar,
he taught classes in Marketing, Marketing management and Brand management.
He was engaged in several scientific projects, including Croatian legal
terminology, Croatian language dialectology, Oral and literary heritage of the
Zadar area.

Vera S. Obradovi¢ (1966), redovna profesorka Fakulteta umetnosti
Univerziteta u Kosovskoj Mitrovici. Diplomirala na Filozofskom fakultetu u
Beogradu, magistrirala na Univerzitetu umetnosti u Beogradu (interdisciplinarne
studije), doktorirala na Univerzitetu u Novom Sadu — ACIMSI. Predaje Scenske
igre i Koreodramu. Bila je solistkinja u grupi ,,Beogradski savremeni balet
Smiljane Manduki¢“. Koreografsko i pedagosko iskustvo dopunila je
dvogodi$njim $kolovanjem na Fakultetu fizicke kulture u Novom Sadu, odsek
Moderna-dzez igra, u klasi prof. Ljiljane Misi¢. Nagrade za koreografiju osvaja
na IV Jugoslovenskom baletskom takmicenju u Novom Sadu i II Festivalu
koreografskih minijatura. U kontinuitetu saraduje sa najznacajnijim domaéim
pozoriStima rade¢i scenski pokret, reZiju i koreografiju za brojne predstave; stvara
i autorske koreodrame. Ucestvuje na domadim i internacionalnim strué¢nim i
naucnim skupovima. Objavljuje stru¢ne tekstove. Bavi se pozorisSnom i baletskom
kritikom. Objavljene knjige: Koreodrama u Srbiji u 20. i 21. veku: rodna
perspektiva i Maga Magazinovi¢: moderna igra umesto doktorata iz filozofije.
Clanica je UdruZenja baletskih umetnika Srbije i Svetskog saveta za igru — CID
UNESCO.

Baamgumup B. Ilepuh (1976, [labarr). 3aBpiimo je OCHOBHE CTyaHje
Cpricke KibMKEBHOCTH U je3nka Ha Punozodcekom dakynrery y HoBom Cany, rue
j€ TI0JIOKHO MCIIMTE U Ha MarkucTapckuM crynujama. Jlokropupao je 2013. ronute
Ha  Owunonomko-ymerHuukoM  dakynrery |y Kparyjesmy ca  TemMom
Aymobuoepaghcka, coyujarma u noemuuxa mapeuna Odadausma Jpaeana
Anexcuhia. buo je rocT-ypemHuk wacommca ,Hacmehe, roe je y Opojy 14/2
(2009). ca Karapunom Memuh, ypenuo temar: ,,KikBHOCT 1 srynuno®. Jlo cana
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j€ YUecTBOBaO Ha NMPEKO YETPAECET HAyYHNUX CKYIOBa y 3€MJbH M HHOCTPAHCTBY.
VYpemuuk je ,,Kopaka®, gacomuca 3a KIDKEBHOCT, YMETHOCT U Kyntypy (MS53).
Ypehusao je ,,Ctame cTBapu*, YacomWMC 3a pPa3IUYUTEC BUIOBE YMETHHIKOT
n3paxkaBama. AyTop je kmure necama Enunce (2015) u xmwure kpurnka Eesezesze
I (2018). Ocum y 300pHHIMMA, 00jaBJbUBA0O je HAy4HE CTyIHje M KIM)KEBHE
KpUTHKEe y dacomucuma ,Hacnehe™, ,JIumeym*, ,JIumap*, ,.Cecke®, ,,Mons
Aureus®. JlIoMUHAaHTHA KEIXKEBHA 00J1aCT KOjoM ce 0aBH je nana. Umad je xupuja
3a KIbIDKeBHY Harpany ,,Memnra Cenumosuh®. XKusu u paau y Kparyjesiy.

Ceeriiana M. Pajuuuh Ilepuh, pohena 1974. romune y Kparyjesiry.
Hokropupana je 2016. roguHe Ha OHIONOMIKO-YMETHHYKOM (aKylITeTy Y
KparyjeBny ma Temy [lloemuxa uepe y cpnckoj xroudwceenocmu 20. eexa (Jb.
Muyuh, M. Toooposuh, C. boeoanosuh, M. Ilasuh). YdaecTBOBaJa je HA BEITUKOM
Opojy MehyHapoaaux 1 qoMahux HayYHHX KOH(EpeHIHja U IMyOIMKOBaja MpeKo
TpUIECeT HAyYHHX pajoBa, CTyAHWja, Ka0 M MHOLITBO KPHUTHYKHX MpHUKa3a
aKTyelHe TpoayKunuje. baBu ce caBpeMEHHM KIBIDKEBHHM —TeOpHjama,
KIbMDKEBHOM KPUTHKOM M IpHpehuBadKuM pasioM, a ¢ TUM y CKJIQJy NMpUpeania
je moHorpadujy Cnaska bornanosuha, Mugenmap oucyeprayuje (2018).

David G. Schwartz is a university instructor and Director of the Center for
Gaming Research. His research interests include gambling, video games and
history. He is the author and editor of numerous books and research papers, a
noted public speaker and a long-standing contributor to many journals and
magazines, including Forbes. He has published Grandissimo: The First Emperor
of Las Vegas (2013), Roll the Bones: The History of Gambling (2006), Cutting
the Wire: Gambling Prohibition and the Internet (2005) and Suburban Xanadu:
The Casino Resort on the Las Vegas Strip and Beyond (2003). Dr Schwartz has
received numerous awards for his scholarly and literary work, including the
National Council on Responsible Gambling Book of the Year (2006), Editor’s
Choice Trippie Award for Best Vegas Book (2006) and Vegas Person of the Year
(2014).

Natasa D. Sofranac teaches English Literature (Special Course on
Shakespeare) at the Department of English Language and Literature, Belgrade
University. The conferences where she presented include: ESRA (then SHINE)
“Shakespeare and Europe” in Utrecht, 2003; the Ninth World Shakespeare
Congress in Prague, 2011; ANZSA “Shakespeare and Emotions” in Perth,
University of Western Australia, 2012; “Shakespeare and Scandinavia” Kingston,
UK, 2015; the 10" World Shakespeare Congress in Stratford-Upon-Avon and
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London in 2016; the BSA Conference in Hull, September 2016, the Conference
on Llull, Cervantes and Shakespeare (“The Images of Madness”) at the
University of Valencia, 2016; ESRA Conference in Gdansk, Poland 2017, BSA
Conference in Belfast, 2018 and ESRA 2019 in Rome. Areas of interest: mental
health, psychoanalysis, performativity, cultural and social studies.

Hana II. TomopoB (pohena MwmmnkoB, UYypyr, 1946), 3aBpummia
®unoszodckn  ¢paxynrer y Hosom Camy, mnoctamiuioMmcke CTyauje Ha
OwuononikoM  ¢akyarery y beorpamy, moktopupana Ha Duiozodckom
¢daxynrery y HoBom Cany u3 obnactd Meronuke HacraBe. Pajguna y jemHoj
OCHOBHO] W HEKONHMKO cpeamux mkosa y Hoom Cany, na Ilemaromikoj
axkagemuju U Ounozodpckom dakynrery y HoBom Cany, Ilenaromkom daxynrery
y Combopy, ®@akynrery 3a crpane jesuke Anda BK Vuuepsurera. O6jaBmia
MIPEKO CTO CTPYYHMX U HAYYHHX PAZOBa, KOAYTOp je YUOCHUKA U3 CPIICKOT je3hKa
32 OCHOBHY IIKOJNy, IpUpehuBad MHOTHX H3Jama (JeKTHpa, 300pHHIM, UTI).
AyTOD je HEeKOJIMKO MOHOTpadHja.

Svetlana E. Tomié, vanredna profesorka na Fakultetu za strane jezike,
Alfa BK Univerziteta u Beogradu.Clanica je urednidtva ameri¢kog naugnog
Casopisa Serbian Studies, dugogodiSnja saradnica World Literature Today
(Oklahoma University). Bavi se istraZivanjem pouzdanosti i relevantnosti javnog
institucionalizovanog znanja o srpskoj knjizevnosti, kulturi i druStvu druge
polovine 19.veka. Objavila je pet nau¢nih monografija (Maga Magazinovi¢:
Secanja, cinjenice, interpetacije, 2019; Slavne i ignorisane: Ka kritickoj kulturi
pamcenja, 2018; Doprinosi nepoznate elite: Moguénosti sasvim drugacije
buduénosti, 2016; Realizam i stvarnost: nova tumacenja proze srpskog realizma
iz rodne perspektive, 2014; A New Understanding of Laza K. Lazarevié’s Story
To Matins with Father for the First Time and One Hundred Years of the
Interpretative Norm, 2013), dva nacionalna zbornika, o Maji Herman Sekuli¢,
2018. (kourednistvo sa prof. dr Majom Cuk) i o Dragi Gavrilovié (2013).
Priredila je specijalni temat (kourednistvo sa prof. dr Annom Novakov) Serbian
Women and the Public Sphere: 1850-1950 (Serbian Studies, 2013), Cetiri knjige
sa predgovorima i hronologijama (Milutin A.Popovié¢: Zatvorenice, 2017; zajedno
sa Ljubinkom Trgovcevi¢ i Ivanom Hadzi Popovi¢: Kraljica Natalija Obrenovié¢
Ruza i trnje: uspomene, aforizmi i price, pisma, 2015; dparyrun WUmuh Poman
kpamuye Hamanuje, 2015; Munka Anekcuh I'prypoBa Amewmamopxa Hnxa u
opyee npuue, 2014). Objavila preko 30 nau¢nih radova. Aktivno se bavi
knjizevnom 1 nau¢nom kritikom.  Veéina njenih radova dostupna na:
https://ftb.academia.edu/SvetlanaTomic
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Bo6an H. TpudynoBuh (beorpan, 1993), ocHOBHY W cpenmy MIKOIY
3appmmo je y beorpamy. Ha ®umoszodckom akynrery VYHuHBep3uTera y
Beorpanmy 3aBpmmo je OCHOBHE W MacTep CTyIHje €THOJOTHje M aHTPOIOJIOTH]E.
JlokTopcke akamemMcke crynuje ymucao je Ha PuiuonomkoM QakyaTery
Yuusepsurera y beorpany. buo je roct OpojHux emmcuja, MoxepaTop Hay4dHE
KoH(epeHIMje W jaBHe TpuOuue. I[IpoydyaBa caBpeMeHy HUXWINCTHUKY U
AQHTUHATATMCTUUKY MHCao. AyTOp je HaydyHHX pajJoBa, CTPYyYHHMX IIpHKa3a,
MOIYJIapHO-HAYYHHUX TEKCTOBA U MPO3€.

Harama H. Typxwmh pohena je 1968. romuue y JlyaBurcOypry
(Ludwigsburg), y Hemaukoj. OCHOBHY W Cpelmy IIKOJNy 3aBpliMia je y
Combopy. [Jummommpana je Ha Ilemaromkoj akamemuju y Combopy 1990.
TOOMHE, a Ha YYHTeJhCKOM dakynrery, Takohe y Combopy, 2000. rogmue, u
CTeKNa 3Bame Ipodecop paspenHe HactaBe.HakoH neBeTorogulImer paia y
MIPOCBETH, 3allONbaBa €€ KA0 HOBHHAP, a MOTOM W Kao TJIaBHH U OJTOBOPHH
ypenauk u mupekrop y Pammo ComOopy. Za paaujcKy peropTaxy ,.Jom jemHa
npuya o ¢ujakepy” nodbuja Harpamy ,HHrepdepa* (MHTEepHAIMOHATHOT
(ectuBana peropraxe). Ilocne mpuBaTH3alyje TOMEHYTOT MEAMja, pesia3u Ha
mecto aupekropa TOI'C-a. Toxom pama y cdepu Typusma, IHOKpeHyIa je
manugecranujy ,,Ravangrad Wine Fest, a Beh mocrojehe moauriaa Ha BuIIN
HHBo. On ¢edpyapa 2018. roamHe Hanasu ce Ha ueny ['pancke Ombiamorexe
,Kapimo bujenuiku® y Combopy. [lo cana je mpupennina u opraHu3oBajia BHIIEC
on 80 mpencraBjbama KHUTa W KIBLHKEBHUX BeYepH TO3HATUX CPIICKUX,
CIIOBEHAYKUX, XPBATCKHX, MahapCKuX, alOaHCKUX ayTopa, Kao M JIOKATHHX
mucana. Ca capagHUIIMA je OpTraHU30BaNa KibIkeBHE MaHuGectanuje: /Jan Jlase
Kocmuha, Combopcku kruocesnu gecmusan, [an Janowa Xepyeza, Bewxosu
Oanu.Ypenuuk je Hexkonuko m3nama [’ BKb: Murtposuh Karapuna — JJox uexam
da npohe, Kocanosuh Bbopucnas — Ilechuyu ymupy maaou, mpod. np Hama
TonopoB u MA Jlanka MBomesuh — Kazugarwa o Combopy y Cpbckom OHesHUKY
u ap. Ca mpod. mp Hamom Tomopos, Ha Temy : @ymxyuje oOpojaruya u
paszbpajanuya y deyjum uepama, ydectsoana Ha Ocmoj Mel)yHapoHO] Hay4HO]
KoH(pepeHuMju: Jezux, krudcesnocm u uepa, Ha Anda BK VYHusepsutery.
Unanwuna je bubnuorekapckor apymrsa Cpouje.

Ljubi$a D. Zlatanovi¢, redovni profesor na Departmanu za psihologiju
Filozofskog fakulteta Univerziteta u NiSu. Autor je veceg broja radova
objavljenih u domad¢im i medunarodnim casopisima i tematskim zbornicima ,
radova prezentovanih na medunarodnim nau¢nim skupovima , kao i monografija
“ Jung , jastvo i individuacija” (2001), “Tajne duSe, izazovi tumacenja” (2002),
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“Razumevanje kognicije “ (2011) i “Teorija kao metafora samopoimanja “(2017).
Bio je glavni urednik Casopisa “Godisnjak za psihologiju” i ¢lan redakcije
Casopisa “Teme” , recenzent nekoliko zbornika radova sa nauc¢nih skupova ,
recenzent naucnih rukopisa, kao i ¢lan medunarodnih naucnih odbora,
konferencija i ¢asopisa.

Kpucruna K. Bapuakosuh, pohena 1981. ronune y Bpukom (bocha n
XepueroBuHa), Tje je 3aBpliMja OCHOBHY MIKONy M TumHaszujy. Om 1997.
rojnHe BojoHTUpa y OmianuHackoj opranuzanuju Ceuran y bpukom y capanmu
ca mehyHaponHuM BosioHTepuMa. Dunozodcku dakynrter y Bamanyuu, oacjex
EHrnecku je3uk M KiWKeBHOCT, 3aBpurria 2008. ronuHe U TUME CTeKIia 3Bambe
JTUILTOMHPAaHU Tpodecop eHITIECKOT je3rKa U KibKeBHOCTH. HakoH Tora, mobuja
3Bamke CYIACKM TyMmad 3a eHriecku M mmaHckd jesuk 2009. m 2010. rogmme.
Macrep crynuje na @unonomkom ¢akynrery y beorpany, oacjek AHIIHCTHKa,
cMjep Jesmk m meronmmka HactaBe 3aBpmmta 2009. rogmae. On 2010. romuHe
CTY/IEHT JOKTOPCKMX aKaJeMCKHX cTyauja Ha @uromomkoMm dakyiarery y
Beorpany. Panu kao HacTaBHUK y OCHOBHO] IKOJIM Y bp4koMm, y CTaaHOM pagHOM
onHocy. OGjaBmia pajgoBe O IOINYJapHOj KyIATYpH M TPUMjEHH TUTHTAIHUX
TEXHOJIOTHja Y HACTaBH EHIVIECKOT je3MKa W KIbMKeBHOCTH. O61acT HayyHor
MHTepecoBakba Cy KOHTAKTHA JIMHTBICTHKA, METOIMKAa HACTaBE EHITIECKOT j€3MKa,
NpUM]jeH-eHa JITHIBUCTHKA, ()OHETHUKA U (POHOJIOTHja SHIJIECKOT je3UKa.

Milica M. Vitaz, PhD, is a language instructor at the Faculty of Philology,
Belgrade University. She has done research mainly in the field of using
educational games in teaching English as a foreign language. Her other interests
include data-driven learning, teaching grammar and testing.
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