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Summary

Ever sincel976, when it was published for the first time, the collection of short
stories entitled 4 Tomb for Boris Davidovich has often been a subject of critique and
controversy. The aforementioned collection of Danilo Ki§ is undoubtedly topical
even nowadays, which offers a possibility for fresh insights and research. This paper
will not deal with the entire collection, but merely with the short story 4 Tomb for
Boris Davidovich and its aspects of time, history and fiction. Bearing in mind the
psychological dimensions of time, the character of Boris Davidovich is analysed
through one’s understanding of one’s own past and resistance to the present moment,
as well as through one’s persistence in that moment for the sake of future, which is a
dearly paid biography surrogate. The story is a sort of a testimony to a deconstruction of
a historical subject in narrative prose, and it presents the “stolen time” which was given
to the victim to make a confession, but which was removed from historical discourse.
The framework of Ki$’s narrative method is visible in the synergy of a document and
an act of defamiliarisation, in a conjunction of individual and collective time, in a play
of history and fiction. Through such structure and ideological conception, the short
story A Tomb for Boris Davidovich problematises various important issues, such as the
issue of truth, which is to be ubiquitous in our reflection.
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ONIRICKO VREME U ROMANIMA HAZARSKI RECNIK
M. PAVICA I OPSADA CRKVE SV.SPASA G. PETROVICA

Sazetak: U ovom radu preispitace se i definisati sdm pojam vremena na osnovu Sar-
trovih, Bergsonovih i Levinasovih teorijskih postavki, a zatim ¢e se analizirati odnos
vremena i sna. Status oniri¢kog vremena, kao i njegove odlike, zatim odnos hronolos-
kog i onirickog vremena bice analiziran na primeru dva srpska romana druge polovine
XX veka Hazarskog recnika Milorada Pavic¢a i Opsade crkve Sv. Spasa Gorana Petro-
vica. Preispitace se i da li je potreba za onirickim vremenom u knjizevnosti potreba za
,usporavanjem‘ vremena modernog sveta i da li oniricki svet moze biti shvacen kao
jedan utopijski svet s obzirom na to da vreme oniri¢kog sveta i utopijskog imaju slicne
karakteristike.

Kljuéne rec¢i: oniricko vreme, Bergson, Sartr, Levinas

1. Uvodni deo — Postmodernisti¢ko i oniricko

Postmodernisticka knjizevnost postize svoje estetske efekte i ostaje zani-
mljiva, po misljenju Brajena Mekhejla, upravo time Sto istice, istura u prvi plan
skelet slojeva, Hruskovskovu dvospratnu referentnu strukturu, Ekovu trans-sve-
tovnu identi¢nost ,,u procesu u kojem se modeluje sloZeni ontoloski krajlik naseg
iskustva® (Mekhejl, 1996: 111). I u romanu Hazarski recnik i u romanu Opsada
crkve Sv. Spasa moze se zapaziti nekoliko slojeva u strukturi romana, kao i konsti-
tuisanje dvostrukog romanesknog sveta: sveta jave i onirickog sveta. U ovom radu
definisace se pojam i odlike onirickog vremena na osnovu Bergsonovih, Sartrovih
i Levinasovih teorija o vremenu, kao i odnos onirickog vremena prema vremenu
jave.

2.1.Bergsonov pojam vremena

Bergson u svom delu ,,Stvaralacka evolucija“ govori o razli¢itom odnosu ,,sta-
re* i ,,moderne* nauke prema vremenu. Stara nauka vreme shvata kao ,kretanje
izvesnog pokretnog tela po njegovoj putanji“ (Bergson, 1991: 191) i to vreme je
jednoliko. Medutim, o samom toku vremena, njegovom dejstvu na svest, onome
S$to je osobeno za uzastopnost, onome §to je tekuée u vremenu— stara nauka nema
odgovor. Moderna nauka se mora definisati teznjom da vreme uzme za nezavisnu
promenljivu i da se posmatra nezavisno od prostora. Vreme treba posmatrati kao tok,

425



Jezik, knjizevnost, vreme Knjizevna istrazivanja

kao ,,samo kretanje bi¢a™ (Bergson, 1991: 190). Na osnovu ova dva razli¢ita odnosa
nauke prema vremenu, Bergson uvodi distinkciju izmedu matematickog (nau¢nog)
vremena koje je rasparc¢ano u trenutke, i shvaceno kao prostorno, i ,,stvarnog® vre-
mena, koje je ¢isto trajanje, neprekinutost. Po njegovom misljenju vreme nije ato-
micko, ve¢ je ono Sto traje, pa vreme izjednacava sa trajanjem. Ono je kontinuirano
i protezno, sastavljeno od dimenzija proslosti, sadasnjosti i budu¢nosti. Protivi se
uprostorivanju vremena jer prostor razdvaja, a vreme spaja. Smatra da je ,,moguce
uzastopne vremenske trenutke zamisljati neovisno o prostoru* (Bergson, 1991: 55).
Vreme uglavnom projektujemo u prostor i samim tim trajanje izrazavamo terminima
prostornosti, pa ,.slijed na taj nacin poprima oblik neprekinute crte ili lanca* (Berg-
son, 1991: 67). Trajanje unutar nas samih je kvalitativno mnostvo, trenuci unutar-
njeg trajanja nisu medusobno odeljeni (Bergson, 1991: 136) dok je trajanje izvan nas
samo sadasnjost, istodobnost. ,,Mi istodobnostima koje tvare vanjski svet pripisu-
jemo svojstvo sledenja samih sebe. Otuda ideja da stvari traju kao $to mi trajemo i
prenosenja vremena u prostor Sustina bica se ogleda u heraklitovskom nacelu panta
rei, a promena se vezuje za pojam kretanja odnosno za trajanje kroz promene. Vreme
se definiSe kao trajanje. Proslost nam nikada nije odvojena, ve¢ je imamo u nesve-
snom. Sama memorija nije celina sastavljena od atomistickih entiteta, sustinski se
razlikuje od ,,jedan-pored-drugog* prostornosti, te je skok u memoriji moguc upravo
jer se radi o virtuelnom totalitetu. Za Bergsona je aktuuelizacija virtuelnog rezultat
disocijacije mnostva. San, ludilo i umetnost su primeri za neoc¢ekivanu aktualizaciju
gistih uspomena. Cista uspomena je od po&etka upisana u globalnu memoriju, ona je
odmah ono $to ¢e 1 uvek biti. U €istoj memoriji postoje samo sadrzaji koji se medu-
sobno penetriraju, nema izolovanih predstava. Svest se izjednacava sa horizontom
sadasnjosti, a virtuelno sa sferom nesvesnog. Nesvesna sfera nikada ne moze da se
prikaze u svojoj potpunosti, ve¢ samo parcijalno. Zreli Bergson ¢e nesvesno shvatiti
kao izvor slobode i li¢nosti. Sfera memorije je poput rezervoara uspomena, secanja,
koji se stalno obogacuje, a izac¢i¢e na povrSinu secanje koje je odredila selekcija
vezana za svakida$nje potrebe.

2.2. Sartrov pojam vremena i egzistencijalna psihoanaliza

Sartr se sa Frojdovom psihoanalizom ne slaze po pitanju pojma nesvesnog i
pravi jedno pomeranje pojma — psihic¢ko je u celosti svesno, ali nije isto svest i sa-
znanje. Sustina psihoalanize, po Sartru, nije transformacija nesvesnog u svesno, ve¢
prosirivanje saznanja. Cilj egzistencijalne psihoanalize je da se bavi promenama na
subjektu. Govori i 0 ¢ovekovoj potrebi za bivstvovanjem tj. za ne¢im §to je potreba
bic¢a-za-sebe da sebe izgraduje, da tezi nekom ispunjenju. Sartr Frojdu zamera i je-
dan model tumacenja ljudskog ponasanja kao kauzalnosti gde proslost odreduje nasu
sadasnjost. Za Sartra bitna je kategorija buduc¢nosti.

Proslost ne moze progoniti sadasnjost, naprotiv sadasnjost je svoja proslost
(v. Sartr, 1983: 132). ,,Proslost postoji samo za sadasnjost koja ne moze da postoji,a
da ne bude tamo, iza sebe, svoja proslost™ (Sartr, 1983: 132). Ona dolazi u svet pre-
ko bic¢a-za-sebe.
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Sadas$njost —ukoliko bismo nastojali ocistiti sadasnjost od svega $to nije, dosli
bismo do jednog beskrajno malog trenutka,ni do ¢ega drugog nego do idealne grani-
ce deljenja pomaknute u beskona¢nost odnosno —do jednog nistavila. Sadasnjost je
prisutnost bi¢a-za-sebe bi¢u-po-sebi. Nju je nemoguce shvatiti u formi trenutka jer bi
taj trenutak tada bio momenat u kojem sadasnjost jeste. Sadasnjost, dakle, nije; ona
postaje sadasnjost u formi bijega* (Sartr, 1983: 142).

Budu¢nost kao i proslost ,,ne postoji kao fenomen izvorne vremenitosti bica-
po-sebi® (Sartr, 1983: 142).  Buduc¢nost ¢ini smisao mog sadasnjeg bic¢a-za-sebe
kao projekat njegove moguénosti, ali ne predodreduje buduce bice-za-za sebe jer je
ono uvek ostavljeno u nistuju¢oj obavezi da bude temelj svog nistavila. Budu¢nost
je ono Sto bih bio kad ne bih bio slobodan, ali i ono $to mogu biti samo zato §to sam
slobodan (Sartr, 1983: 147). On razlikuje izvornu od psihi¢ke vremenitosti. Psihic-
ko vreme nije niSta drugo do povezan skup vremenskih predmeta, ali za razliku od
izvorne vremenitosti razlikuje se po tome $to psihicko vreme jeste, dok se izvorna
vremenitost ovremenjuje. Ono moze biti konstituisano samo proslosc¢u, a buduénost
moze da bude samo jedna proslost koja ¢e do¢i nakon sadaSnje proslosti, $to znaci da
je forma pre-posle hipostazirana. Psihicko vreme je dosta slicno magi¢nom trajanju
bergsonizma jer je ,,sastavljeno od ’sada‘ koja su bila, koja ostaju na svom mestu
koje im je odredeno, ali koja sa distance uticu jedno na drugo u svom totalitetu®
(Sartr, 1983: 186).

2.3. Levinasov pojam vremena - vreme i drugi

Levinas pojam vremena vidi ne kao delo izolovanog i usamljenog subjekta,
nego kao relaciju subjekta prema drugom. Sadasnjost polazi od sebe, ona jeste samo
pocetak. ,,U beskona¢nom tkanju egzistiranja koje je bez pocetka i kraja sadasnjost
je pukotina“ (Levinas, 1997: 27). Ona razdvaja i spaja, ona je sam pocetak. Sadas-
njost ima proslost, ali u obliku se¢anja, ona ima istoriju, ali nije istorija. Sadasnjost
je uvek iS¢ezavanje. Usamljenost nije tragi¢na zato $to je liSenost drugoga, nego zato
$to je zatvorena u ropstvo svog identiteta, zato Sto je odsutnost vremena. Anticipacija
buduénosti, projektovanje buduénosti, kroz sve teorije od Bergsona do Sartra potvr-
divale su se kao sustinski momenat vremena, one su samo sadasnjost buducnosti,
ali ne i autenticna buducnost. Po Levinasu, budu¢nost je ono §to nije pojmljeno,
S$to pada na nas. ,,Buducnost je drugo. Relacija prema buduénosti je relacija prema
drugom® (Levinas, 1997: 57), susret jednog lica koji drugoga istovremeno otkriva
i skriva. U ovom susretu se, izgleda, izvrSava relacija prema buduénosti, prisustvo
buduénosti u sadasnjosti. ,,Uslov vremena je u odnosu ljudskih bi¢a ili u istoriji*
(Levinas, 1997: 61). Cin vremena ima najdublji smisao jer je anticipacija buduénosti
delo jednog subjekta koji je u relaciji prema tajni koja je sama dimenzija koja se
otvara jednom subjektu koji je zatvoren u sama sebe. ,,Vreme je sustinski jedno novo
radanje* (Levinas, 1997: 63).
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3.1. Oniri¢ko : hronolosko vreme

Zajednicko za sva tri shvatanja vremena jeste shvatanje vremena kao trajanja
bilo da je Bergsonovo stvarno vreme, Sartrovo psihicko ili Levinasova sadasnjost
videna kao iS¢ezavanje. I kao §to je Bergson napravio distinkciju izmedu matema-
tickog i stvarnog vremena, u romanima Hazarski recnik M. Pavi¢a i Opsada crkve
Sv. Spasa G. Petrovica moze se zapaziti postojanje dve narativne ravni, jedne koja je
vezana za svet jave 1 druge koja je vezana za oniricki svet §to ¢e dovesti do razlika u
poimanju vremena u ova dva sveta. Svet jave karakteriSe hronolosko vreme, Bergso-
novo matematicko, dok oniri¢ki svet dekonstruiSe pojmove hronologije i moze se
uporediti sa Bergsonovim stvarnim vremenom.

3.2. Oniri¢ko vreme

U romanu Hazarski recnik pod odrednicama vezanim za podatke o Hazarima
pominje se specifican odnos koji Hazari kao narod imaju prema vremenu. Naime, u
pocetku, prema hazarskim predanjima, proslost i buduénost ,,plivali su istopljeni u
plamenoj reci vremena“! (Pavi¢, 2004: 166). Hazarski bog soli razdvojio je proslost
od buducnosti, postavio svoj presto u sadasnjicu, on Seta po sutra$njosti i nadlece
proslost nadgledajuéi je. ,,On sam iz sebe stvara vaskoliki svet, ali ga i prozdire i
preziva sve §to je staro da bi svet opet natrag izbljuvao podmladen® (Pavic, 2004:
167). Prvobitno hazarsko shvatanje vremena ne poznaje odrednice proslosti i buduc-
nosti, ono se poredi sa rekom, sa konstantom promenom, sa Bergsonovim vremenom
videnim kao trajanje. Uvodenje distinkcije proslosti i budué¢nosti nec¢e dovesti do
linearnog, hronoloskog poimanja vremena jer ¢e sadasnjost dobiti povlas¢eni polo-
7aj, a hazarski bog istovremeno nadgleda i proslost i sadasnjost, odnosno vreme vidi
kao jednu mnostvenost. Njihovo nepriznavanje istorije moze se shvatiti i kao nepri-
znavanje hronoloskog vremena. I hazarsko ra¢unanje vremena nije linearno, vec¢ je
dvosmerno, vreme u kome je forma pre : posle hipostazirana. Naime, Hazari smatra-
ju da se ,,tokom cetiri godisnja doba smenjuju dve godine, jedna teCe u suprotnom
smeru od druge... Obe pri tom mesaju dane i godi$nja doba kao karte... Jedna od dve
hazarske godine teCe iz buducnosti ka proslosti, a druga iz proslosti u budu¢nost®
(Pavi¢, 2004: 167), ¢ime se postize neprekinuto trajanje vremena, sadasnjosti koja
ne prestaje da prolazi i ,,proslosti, koja ne prestaje da bude, ali kroz koju sve sadas-
njosti prolaze* (Delez, 2001: 52). I ogledala princeze Ateh, brzo i sporo, ukazuju
na ovu dvosmernost vremena. ,,Sto je god ono brzo uzimalo odslikavajuéi svet kao
predujam buduénosti, drugo, ono sporo, vracalo je i namirivalo dug prvog, jer je u
odnosu na sada$njost kasnilo ta¢no onoliko koliko je prvo zurilo“ (Pavi¢, 2004: 37).
Princeza Ateh umire videvsi slova na svojim kapcima u trenutku izmedu dva trepta-
ja, ,,usmréena istodobno slovima iz proslosti i buduénosti (Pavi¢, 2004: 37).

U romanu Opsada crkve Sv. Spasa Gorana Petrovica, takode, dolazi do pre-
plitanja sveta jave i onirickog sveta. Oniricko vreme ne poznaje odlike hronologije,
sukcesivnosti, pa ¢e se odredivanje onirickog vremena vrsiti na osnovu hronoloskog

! Reka vremena moze se shvatitii kao aluzija na Heraklitovo nacelo ,,pantarei koje se nalazii u
temeljima u Bergsonovog pojma vremena.
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istiCuci na taj nacin jo$ vise distinkciju ova dva vremena. ,,Nekoliko godina ranije,
a gledano kroz snove samo nesto pre stradanja tri majstora“ (Petrovi¢, 2004: 42).
,Nosila je Filipa svoju trudnocu vise od dve godine... Kako je snevala tre¢inu dana,
tako se period bremenitosti mnozio brojem tri* (Petrovi¢, 2004: 43). ,,Sedam vekova
dalje od zu¢ne vidarske rarprave, tri majstora nadoSe zenu koja je u svom snu vec
cekala kraj raspremljene kolevke* (Petrovi¢, 2004: 45). Oniricko vreme ne poznaje
odrednice proslosti, sadasnjosti i buducnosti, ono postoji kao vremenski kontinuum,
kao neka vrsta neprekinute sadasnjosti, kao Bergsonovo ,,stvarno“ vreme.

Vreme sveta jave u ovom romanu ima cetiri dimenzije metafori¢no predstav-
ljenje vidicima ugradenim u kupolu crkve Sv. Spasa, odnosno proslost, sadasnjost,
blisku i daleku buduénost. Iguman mora svakoga dana da otvori po jedan prozor,
tako da u Cetiri dana i on moze sagledati vremenski kontinuum realnog sveta kao
celinu. Ucelovljenost vremena realnog sveta koje moze sagledati iguman sli¢na je
ucelovljenosti onirickog sveta, s tim $to oniri¢ko vreme ne poznaje kategoriju pros-
losti i buduénosti.

4. Oniri¢ko vreme kao trajanje

U romanu Hazrski recnik postoje parovi ljudi koji se medusobno sanjaju. Tako,
Avram Brankovi¢ sanja javu Samuela Koena, te je njegovo oniricko vreme Koenova
java. Onog trenutka kada se Avram probudi, Koen pada u san i nastavlja oniricki
kontinuum sanjajuci pritom Avramovu javu. Na taj nacin, oniricko vreme biva shva-
¢eno kao trajanje, kao neprekinutost koja ne poznaje kategorije proslosti, sadasnjosti
i buduénosti. Vlastito trajanje, po Bergosovom misljenju, ,,otkriva druga trajanja
koja proti¢u u drugim ritmovima, koji se razlikuju u vrsti od mog trajanja“ (Delez,
2001: 25), te Brankovi¢evo/ Koenovo oniricko vreme otkriva trajanje vremena jave
Koena / Brankovi¢a koje proti¢e u drugacijem ritmu, u ritmu hronoloskog vremena.
Vreme kao trajanje se deli 1 to neprestano menjajuci se u toku te deobe, pa ¢e tako
Brankovi¢ u svom onirickom trajanju govoriti ,,¢as vlaski, ¢as madarski ili turski... u
snu govori $panski,ali mu se to znanje na javi topi* (Pavi¢, 2004: 42), slusa stihove
pesme jevrejskog pesnika Jude Halevija.

U trenutku kada Brankovi¢ umire u svetu jave, Koen pada u letargiju i sanja
tri Brankovi¢eve smrti. ,,Sadasnjica se gasila ugusena izmedu dve vecnosti — prosle i
buduce, i Brankovi¢ je umro po treéi put, u casu kad se proslost i buduc¢nost sudarise
unjemu i zdrobise ga bas u ¢asu kad je stigao da zdrobi ono jaje* (Pavi¢, 2004: 305).
Trenutak Brankovic¢eve smrti je trenutak ne samo napustanja vremena jave, vec i ne-
mogucénost sanjanja, odnosno trajanja u onirickom vremenu. Trenutak njegove smrti
odnosno sadasnjica koja se ,,gasila ugusena izmedu dve vecnosti“ (Pavi¢, 2004: 305)
jeste upravo onaj Sartrov beskrajno mali trenutak sadasnjosti odnosno jedno nistavi-
lo. Smrt je ,.konacno zaustavljanje Vremenitosti... ponovnim zahvatanjem ljudskog
totaliteta bicem-po-sebi (Sartr, 1983: 164).

Nakon trec¢e Brankovi¢eve smrti, ,,tada je odjednom Koenov san ostao prazan
kao isuseno korito reke. Bilo je vreme budenju, ali nije bilo vise nikoga da sanja Koe-
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novu javu kako je to ¢inio za zivota Brankovi¢* (Pavi¢, 2004: 305). Koenov san se pre-
tvorio u ropac jer ovo oniricko vreme jeste relacija subjekta prema drugome. Relacija
prema budu¢nosti je, po Levinasovom misljenju, ,,relacija prema drugom* (Levinas,
57), susret jednog lica koji drugoga istovremeno otkriva i skriva. Onog trenutka kada
ne postoji relacija prema drugome, ne postoji ni buduénost tog subjekta. ,,U tom ¢asu
Koen se probudi u svoju smrt i pred Masudijem nestade staze...” (Pavi¢, 2004: 305).
U romanu Opsada crkve Sv. Spasa trojica putnika (zograf, mramornik i di-
jak) Cije je snove poharao vlastelin Pribil dok su putovali ka Zi¢i ostaju da lutaju
oniri¢kim prostranstvima. Posle Filipine smrti, nastanjuju se u snovima njenog sina
Bogdana, pazeci ga dok mu je pomajka bila u svetu grade¢i bojama, nacrtima i gla-
sovima njegov oniricki svet detinjstva. Zatim ¢e se iz Bogdanovih snova nastaniti u
Divninim snovima tokom njene trudnoc¢e nastavljaju¢i u njima svoju oniri¢ku grad-
nju nameravajuéi da podizu Bogdanovo i Divnino novorodence. Oniricko vreme u
kome egzistiraju ova trojica putnika je Bergsonovo vreme shaéeno kao trajanje.

5. Vreme — memorija - secanje

U svom delu ,,Materija i pamcenje Bergson govori o se¢anju memorije koja
povezuje trenutke jedne sa drugima i interpolira proslost u sadasnjost, ali sa druge
strane govori i 0 secanju u drugom obliku, obliku kontrakcije materije. ,,Memorija
¢ini da se telo razlikuje od trenutnosti, ona mu daje trajanje u vremenu* (Delez,
2001: 19). Trajanje je u svojoj biti pamcenje, te ¢e Bergson istovetnost pamcenja i
trajanja predstaviti dvojako — kao ,,konzervaciju i o€uvanje proslosti u sadasnjosti‘
i kao sazimanje ili kondenzovanje dva trenutka jedan u drugi, buduc¢i da prvi nije
nestao dok se drugi pojavio. Postoje dva se¢anja — pamcenje-secanje i pamcenje-
stezanje. U osnovi ovog dvojstva u trajanju je kretanje, odnosno ,,sadasnjost §to traje
se deli u svakom trenutku u dva pravca, prvom usmerenom i rasirenom ka proslosti,
drugom kontraktiranom, ali prema buduc¢nosti* (Delez, 2001: 45).

Lovci snova u Hazarskom recniku su sekta hazarskih svestenika cija je za-
Stitnica bila princeza Ateh. Oni ulaze u tude snove, stanuju u njima, love po tudim
snovima, samo ponekad na kratko izlazeé¢i u svet jave. Oni uglavnom egzistiraju u
onirickom vremenu koje je jedno, koje je kontinuum, ali u kome ,,postoji beskonac-
no mnogo aktuelnih tokova, koji nuzno ucestvuju u istoj virtuelnoj celini* (Delez,
2001: 77), §to ¢e omoguciti da likove lovaca snova sre¢emo u razlic¢itim vremenskim
ravnima ovog romana. Princezu Ateh, kao zastitnicu ove sekte, srecemo u hazarskoj
ravni 1 u dvadesetovekovnoj ravni romana kao Virdziniju Ateh, Hazarku, konoba-
ricu u hotelu. Svaki put kada su se sastali proucavaoci hazarskog pitanja, tu su bili
prisutni i lovci snova, ali i demonske licnosti. Za njih, takode, ne postoje hronolos-
ka ogranic¢enja jer demonsko vreme sli¢no onirickom nije sukcesivno, ve¢ postoji
kao trajanje. Nikon Sevast porucuje Avramu Brankovi¢u pri njihovom susretu na
Dunavu da ¢e se ponovo sresti za 293 godine u Carigradu. Nikon Sevast ¢e se tada
pojaviti u obli¢ju gospode Van der Spak. Oboje ih karakteriSe nedostatak pregrade u
nosu i interes za freskoslikarstvo.
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U romanu Opsada crkve Sv. Spasa sres¢emo se sa demonskom licnoscu An-
drijom Skadraninom c¢ije je zanimanje trgovina vremenom. Andrija Skadranin krade
vidike sa crkve Sv. Spasa, ,,zapravo su bili ukradeni ¢asovi, meseci, Citava doba
i godine, vreme koje je sledovalo hramu Sv. Vaznesenja...“ (Petrovi¢, 2004: 258).
Sli¢no kao i sa demonskim vremenom i demonskim li¢nostima u Hazarskom recniku
i Andriju ¢emo sresti na palubi broda pri opsadi Carigrada, ali i u dvadesetovekov-
noj ravni romana kao Andreasa fon Nahta koji prodaje budué¢nost Kraljevini Srbiji,
odnosno vreme od 1914. do 1918.godine. Bogdan i Divna ¢e trgovca vremenom
krajem XX veka sve ¢esce vidati kako se pojavljuje na televiziji, zatim u prepuklom
ogledalu, u svemu $to ga umnozava.

Takode, trojica putnika koji ostaju zarobljeni u onirickom svetu i zive u tudim
snovima povezivace razliite vremenske ravni romana.

Princeza Ateh i Mokadasa al Safer kao prvi sastavljaci ,,Hazarskog re¢nika®, a
potom i ¢lanovi njihove sekte lovaca snova koji imaju zadatak da re¢nik prenose sa
kolena na koleno i da ga dopunjuju. Lovci na snove postaju nosioci hazarske kulture,
oni Cije se secanje definiSe kao pamcenje-secanje, jer oni kroz svoje trajanje odnosno
kroz pamcenje koje je predstavljeno kao oCuvanje proslosti u sadasnjosti. Lovci na
snove egzistiraju u oniriCkom vremenu te se ono moze kroz svoje trajanje shvatati i
kao pamcenje-secanje.

I Pavi¢ev roman Hazarski recnik, ,,rekonstrukcisani Daubmanusov re¢nik, u
kome oniri¢ko vreme potiskuje, dekonstruiSe hronolosko, pokusaj je rekonstrukcije
Adamovog tela i kao takav predstavlja memoriju hazarske kulture, memoriju koja
Adamovom telu daje trajanje u vremenu. Pisanje ovog romana-leksikona je pokusaj
da se kroz oniricko vreme, jer ,,ogromno Adamovo telo ne leZi u prostoru nego u
vremenu‘ (Pavié, 2004: 368), konzervira i o¢uva proslost u sadasnjosti.

6. Vreme : pamcdenje : pripovedanje

Preplitanje onirickog i hronoloskog vremena, kao i preimuéstvo onirickog vre-
mena shvaéenog kao neprekinuto trajanje, kao mnostvenost u kome postoji besko-
nacnost aktuelnih tokova odrazilo se i na pripovedanje u ovom romanu.Napusta se
tradicionalni logocentrizam, mimeti¢nost,a stvara se polifona prozna struktura, pa je
i pripovedanje nelinaerno, fragmentaristicko, sadrzi nekoliko narativnih tokova, tj.
vremenskih ravni romana — hazarske, barokne 1 dvadesetovekovne ravni. Medutim,
takvo pripovedanje povlaci za sobom i nov(e) nacin(e) ¢itanja Hazarskog recnika.
Naime, roman se ne mora ¢itati linearno, od poc¢etka do kraja, jer oniricko vreme ne
poznaje linearnost, pa se tako roman moze ¢itati po istim odrednicama, moze se Citati
od sredine, ili od kraja, po Zelji &itaoca. Citanje tako postaje jedna ludicka igra, ARS
COMBINATORIA, ,jezickoumetnicka delatnost zasnovana na beskrajnim mogu¢-
nostima novih i neobi¢nih varijacija najaraznovrsnijih elemenata* (Damjanov, 2012:
126) jer oniricko vreme implicira postojanje beskonacno mnogo aktuelnih tokova.

Prilikom jedne od obnova manastira Zi¢e od strane igumana Jevstatija Drugog
»pronasli su ulomke vidika zi¢kih prozora koji su se polagano, prema vremenu stali
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sabirati u izlomljeno pripovedanje” (Petrovi¢, 2004: 260). Izlomljeni vidici zickih
prozora onemogucice srpskom narodu sagledavanje proslosti, sadasnjosti i dvaju bu-
duénosti. Zamagljivanje odrednica hronoloskog vremena, doves¢e do preimucstva
onirickog vremena koje ¢e omoguditi fragmentarnost romana, nelinearnu strukturu,
postojanje nekoliko vremenskih ravni romana, prelazak likova iz jednog u drugi
svet, ali 1 zamagljivanje granice realno : fantasti¢no, te ¢e realni istorijski dogadaji
biti predstavljeni u fantasticnom kljucu, tvore¢i jednu apokrifnu (oniri¢ku) istoriju
Srbije.

7.1. Oniri¢ko — utopijsko

Oniricki svetovi ovih dvaju romana imaju neke od odlika utopije. Metafora
putovanja u oniricki svet tipicna je za utopiju kao putovanje u neki idealni svet. 1z
tog razloga ¢e kraljica Filipa bezati u snove, trojica dijaka, Bogdan, ali i princeza
Ateh koja se sa svojim ljubavnikom mogla videti samo u snu. Utopija je smeStena
u paralelnu ,,stvarnost™ odnosno u oniricku ,,stvarnost™. Za Hazare je ta paralelna
»stvarnost svet snova, ali je to i sam roman-drzava Hazarski recnik; te oniricki svet
Petrovi¢evog romana. Utopija je pomerena u neodredenu buduc¢nost, a oniricki svet
se konstituiSe kroz oniricko vreme koje je kontinuum, te je samim tim izmeSteno u
jedan drugacije vremensko poimljen okvir. Utopija podrazumeva isklju¢ivanje iz sa-
dasnjih tokova istorije i suprotstavljanje istorijskoj kauzalnosti $to se u ovim roma-
nima postize preplitanjem vremenskih ravni, prisustvom istoriografske metafikcije.

7.2. Oniricko vreme — ,,usporavanje vremena savremog druStva

Oniricko vreme stavi¢e ogledalo pred hronoloSko vreme sveta jave. U dvade-
setovoekovnoj ravni romana Opsada crkve Sv. Spasa Bogdan, mladi¢ roden i odra-
stao u onirickom svetu, pokusavace da “popravi” vreme sveta jave, te ¢e upravljati
kuéne prozore prema visku jer su prozori ukrivljeno srasli. ,,Uz ukrivljena videla i
sami postajemo krivi,” (Petrovi¢, 2004: 265) kaze Bogdan. Potreba za ispravljanjem
prozora odnosno vidika potreba je savremenog ¢oveka za usporavanjem vremena sa-
vremenog sveta. ,,Odista, zazidar Vidosav nije preterivao, pravih prozora gotovo da
nije bilo. Okvir i sadrzaj svakog od njih - odstupao je od prislonjenog viska makar
malo (Petrovi¢, 2004: 188).

8. Zakljucak

Oniri¢ki svetovi ovih dvaju romana mere se posebnim Kriterijumima jer je
oniricko vreme dato kao kontinuum, kao neprekinuto trajanje. Bergson ¢e vreme
kao trajanje povezati sa paméenjem, sa memorijom, pa ¢e oniricko vreme ovih dvaju
romana postati oniricka memorija hazarskog naroda, a zapisi malenih dijaka Petro-
vicevog romana, rodenih u onirickom svetu, predstavljace memoriju ljudske istorije
liSenu uticaja institucija mo¢i. Oniricko vreme istie nepouzdanost istorije dekon-
struisuéi na taj nacin hronolosko vreme sveta jave, ali istovremeno kreirajuéi apo-
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krifnu istoriju. Na planu strukture romana oniricko vreme, nepoznajuc¢i hronoloske
odrednice proslosti i buduénosti, omogucéice reinkarnaciju pojedinih likova i njihovo
pojavljivanje u razli¢itim vremenskim ravnima ovih romana. Granica oniri¢kog i
sveta jave je polupropustljiva Sto ¢e omoguditi prelazak likova iz jednog u drugi
svet, te ¢e oniricki svet dobiti nijanse utopijskog.
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ONEIRIC TIME IN NOVELS DICTIONARY
OF THE KHAZARS BY MILORAD PAVIC AND SIEGE
OF THE SANT SALVATION CHURCH BY GORAN PETROVIC

In this study, a concept of time will be reassessed and defined, based on Sartre’s,
Bergson’s and Levinas’s theoretical postulates, and then, the relation between time
and dream will be analyzed. The status of oneiric time, as well as its qualities and
relation between chronological and oniric time will be analyzed through theexamples
of two Serbian novels from the second half of the 20" century, “Dictionary of the Kha-
zars” by MiloradPavi¢ and “Siege of The Saint Salvation Church” by GoranPetrovic.
It will also be examined whether the need for oneiric time in literature is the need
for “slowing down” time of the modern world and whether this oneiric world can be
understood as utopian, considering that times of both oneiric and utopian worldssha-
resimilar characteristics.
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Cama Manypa
VYuuepsutet y bawoj Jlyu, @umnonomku gakynrer

CTATUYHOCT IMHAMWYHOCTHU NWJIN JTUHAMHUYHOCT
CTATUYHOCTHU Y KIbU’)KEBHOTEOPUJCKOM KOHTEKCTY

Caxerak: Y pany ce, Ha npumjepy pomana Cinobonana Cenennha, y kojuma cy Ha-
patuBHH Cy0jeKTH CBEACHH Y OrpaHUYCHE CIIAllUjalHe OKBUPE BPHjeMe mocMaTpa Kao
muHaMu4aH (akrop momohy kojer ce morahaju ypelyjy u OMBajy IPETOYCHH y CHXKE.
IToceOHa nmakma mocBeheHa je BpeMeHy 0a3upaHOM Ha PETPOCIIEKTUBHOM O0pAaCILy
KOjH W3Jla3d W3BaH OKBHPA 3aMHUILUbEHE, NPOjEKTOBAaHE JIMHEAPHOCTH Koja je, MOJ
yTHULIAjeM TICEYA0TEMIOPAITHOCTH BpeMeHa (aldylie U BpeMeHa Crxea, IIPOUCTEKIa 13
TOTa J]a TEMIIOPATHOCT HAPATUBHOT TEKCTa M3BUPE U3 Ipolieca YNTama, 6a3upaHor Ha
NPUMOP/MjAITHOj JIMHEAPHOCTH JIMHIBUCTUYKAX KOHCTHTYEHATa HAPAaTHBHOI TEKCTA.
VY nocMmaTpaHUM pOMaHHMa YOUCHE Cy TIOCTHYKE KOHCTAHTE y BE3H C KOHLICTYal13a-
II1jOM MICKa3nBamba BpeMeHa Koje je Moryhe csectu y carmenuse kareropuje. C. Cene-
Huh y CBOJUM POMaHMMa YCIIOCTaBJba BUCOK CTEIICH HAPATHBHOCTH YHMjH TOTCHLM]ja
JIOIATHOT €MIIaTU30Baka OMBA YCIIjEIIHO Pealn30BaH MPOMOPLUOHAIHO YUTA0YCBO]
CIIOCOOHOCTH JETEKTOBaMa M allCTpaxOBamka HapaTHBa, Ha INTa yTHYe yrnoTpeba o-
JIOXKEHOT HapaTHBa.

Kibyune pujeun: Haparus, Bpujeme, Cnodonan Cenennh, HapaTHBHOCT, IMHEAPHOCT

1. YBonHa pa3marpama

BpeMeHCKH acrekTH KEbMKEBHHX TEKCTOBA' MpEIMET Cy HMHTEpEeCOBama O
BpEMEHa aHTHKE, TJ]je jOII KoJ ApUCTOTelNA HAlIa3UMO YCIIOCTaBIbahe JUCTUHKIIN]E
nu3Mely 1Ba OCHOBHaA THIIAa KpeHpama OHOTa IITO AaHac Ha3MBaMo JorahajHUM HU-
30M — [IPBH €€ OJJHOCH Ha XPOHOJIOIIKH, a IPYTH Ha Kay3aJHH HAuUH yJlaHuaBamba J0-
rahaja y HapaTuB, Ipu 4eMy Cy 00a HEOIBOjUBU KOHCTUTYCHTH Pahe. Y MPOTEKINM
JIeTieHrjaMa HapaToJIoTHja je NcKa3ajga HHTEPECOBAbE 3a TEMITOPATHY KOMITOHEHTY
HapaTUBHOT TeKcTa. To mHTepecoBame Moryhe je CyKIleCHBHO MPAaTUTH O CTaBOBa
P. bapra (1971: 56-84), koju Harnamasa 3a1aTak Wwin 0ap >keJby 3a IMOCTH3AbEM ,,Ja
Ce€ OCTBapH CTPYKTYpaJlHa JICCKPUIIIUja XPOHOJIOIIKEe Wiy3uje™, a Jia je ,,Ha Hapa-
TUBHO] JIOTHIIH ... 12 BOIW padyyHa O HapaTHBHOM BpeMeHy*, mpeko XK. XKeHera xoju
YCIOCTaBJba CapKajaH TEPMUHOCUCTEM OTIHCY]jyhu opraHu3aIiijy BpeMeHa y Hapa-

! TeopujckuM IOCTyJaTHMa TUIIOBA W HAYMHA OPraHM3alMje BPEeMEHa y HAPATHBHOM TEKCTY, Te
aHAJIM30M OIHOCA M3Mel)y HapaTuBa M BpeMeHa OaBWJIM CMO ce JerajbHuje y: Mamypa 2011, 2011a,
2012, 2013.
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tuBHOM Tekcty (1980, 1985), M. ban (2000) koja BpujemMe mocmarpa Kao KOHCTUTY-
eHT (hadyJie, Tj. MaTepHjall 3a leHY H3TPaJilby U cMaTpa aa gorahaju yayrap daoysie
Mory outu (hadyse kpuse u (hadyse pa3Boja, 3atuM X. [1. AGOTa KOjH, 3a pa3IUKy O
MPETXOJJHNKA, HApaTHB HE IIOCMATpa Ka0 MMAHEHTAaH CaMO KILIKEBHOM JIjelry, HEro
Y YOBjeKOBOM OHMTHCAmy yONINTe, cMarpajyhu 1a je ,,HapaTHB OCHOBHU HAauWH Ha
KOjH JbYJICKa BPCTa OpraHu3yje CBOje cxBaTame BpeMeHa (2009: 27) u moBoachu
y AMPEKTHY Be3y HapaTHB, BpHjeMe U HapaTopa KOju HapaTHB MperovyaBa YUTAOLLY,
CBE JI0 JIPYTUX CaBPEMEHHX TEOpEeTHYapa YMju ce KOHIICTIT BUPTYEIHOT HapaThBa,
y3 TIOMHjepame [IEHTPa HHTEPECOBaba Ha YATAOIA M FETOBY PEICIIIN]y HapaTuBa,
Te MHTCH3UBHpAmkE 3Ha4aja HApaTHBA 3a EMHCTEMOJIONIKE CJI0jeBe JbYICKE er3Hc-
TEHIIHje, JOCIOBHO MOUTpaBa BehnHOM MOCTyaTa KiiacuyHe Haparoioruje. Llenrap
HCTPXMBAYKOT HHTEPECOBamka MPEMjEILTEH je Ha YNTaola U IleroBY peleriyjy Ha-
partuBa U eMmIlatujy, Ipu 4emy je HapaTUBHOCT MOTEHIMjal Koju OuBa peann3oBaH
MPOTIOPIIMOHAIHO YHTA0YEBOM IOTCHIIUjaIly 3a JIETCKTOBALE M allCTPaXxOBambe Ha-
patuBHOCTH. [TocMaTpame BpeMeHa 6a3upaHo je Ha 00pacily KOju u3ja3u U3 OKBHPA
3aMHIIBEHE, TPOjeKTOBaHe JMHEAPHOCTH KOja je, IMOJl YTHUIIajeM TCeyI0TeMIIopal-
HOCTH BpeMeHa (alyine 1 BpeMeHa crkea, IPOUCTEKIIA U3 Tora Jia HApaTHBHU TEKCT
nocjeyje TeMIOPaTHOCT KOja U3BUPE U3 Mpolieca YUTama, 0a3upaHor Ha MPUMOP-
JIMjaJiHOj IMHEAPHOCTH JIMHTBUCTHUKNX KOHCTHTYEHATa HAPATHBHOT TEKCTA.

Wmajyhu Ha yMy J1a Cy HApaTop M JIMKOBH MOXK/IA M HaJBOKHHU]U SJICMCHTH HAPATHB-
HE CTPYKTYpE, Y OBOM pay Kpo3 PeHOMEH OpraHu3aIyje BpeMeHa 1 FeTOBE TIOTEHITH] -
HE peleniyje Ko YUTaola, TOCMaTpaMo KOMILUIEKCHOCT TEMITOPATHOCTH, TE CaryielaBaMo
LIMPHHY BbeHe (yHKLMje y HapaTUBHOM TeKCTy. Y BehuHu ciyyajeBa, y Xujepapxuju Hapa-
THBHE CTPYKTYpe HapaTop M JIMKOBH Cy Haapel)eHn BpeMeHy, Te YHyTap HapaTHBHE CTPYK-
Type OpraHu3alyja v perLerniyja BpeMeHa 3aBUCH Off TIOCTaBJbeHE HapaTHBHE CUTYallHje
Koja y ceOH HOCH CKJIOIT IIPOCTOPHO-BPEMEHCKHIX TavdaKa ITISAUIITA Y YMjeTHIHIKOM TIOCpe-
JI0BaFby CTBApPHOCTU. HaumH oprann3oBama BpeMeHa y HAPAaTHBHOM TEKCTY 3aBHUCH U Of
npupozIe U BpeTe Haparopa’. ExrepHa Hapartopcka mosuimja omoryhasa ciiodomHuje Kpe-
Tarbe KPO3 BpHjeMe, He M3HCKY]e aKTUBUPHAILE F MCIIOKALIIN]Y JIMKOBA 3apa/] H3MjeITamka
13BaH ofpeeHOr CTaTMYHOT CHIALMjaJIHOI OKBUPA, JIOK HApaTop JIMK U HapaTop CBjeIOK
OrpaHNYaBajy BPEMEHCKY TMHAMM3ALHjy U AUCTPUOYLIH]y CBOjOM CIIALIMjATHOM CTaTHY-
Hotrhy Koja OrBa KOMIIEH30BaHa TEMITOPATHOM JIMHAMHYHOIIHY.

2. TemnopaJinu o6pacuu

Y oBOM pajly aHaJIM3UpPaHU Cy TEMIIOpajdHH oOpaciy y mect pomana Cio-
6omana Cenennha’: Memoapu Ilepe Bozawma (1968), Ipujamensu ca Kocanuuhesoe

2 TIpu yeMy ce IPUMapHO CIIYKUMO TepMuHOIorujoM Muke Bai (2000).

* Cnobonan Cenenuh (1933-1995), mucar, KpUTHYap M YHHUBEP3UTETCKU IPOdecop, JOMHCHH UlaH
CAHY u 10OWTHHK MPECTH)XKHUX Harpaja 3a KIbMKEBHOCT, HAIMCAao je ceaam pomana: Memoapu
Ilepe Bozcama (1968), IIpujamenu ca Kocanuuhesoe senya (1980), ITucmo-enasa (1982), Ouesu u oyu
(1985), Timor mortis (1989), Youcmeo ¢ npedymuwivajem (1993) u Manajcro ayouno (2003), npu uemy
j€ I’eroB CeIMH, HEeIOBPIIEHH poMaH (Manajcko 1youno) mraMnas HOCTXyMHO.
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senya (1980), ITucmo/enasa (1982), Ouesu u oyu (1985), Timor mortis (1989) u
Youcmeo ¢ npedymuwivajem (1993). Y mwuma je BUIJBUBO Ja ayTOP TEKHU Ka TOME Jia
KpO3 MpUMapHy B yMETHYyTe (adysie CIoju MPOIUIOCT U CaIaIlIhOCT, TC AHTHITHITH-
pa OymyhHoct nukoBa. XpoHosomku (GaldynapHu HU3 caTkaH u3 gorahaja Koju oj-
pebyjy u ycmjepaBajy crke je jemHocTaBaH. JeqHa okBupHa (alyina Kpo3 aHayernce
JOCeXe 10 KOpHjeHa IMTepapru30BaHoOr MpobieMa, Te ce IpaHa y BHIIE MapaeIHuX
i MeljycoOHO yKpIuTeHnX yMeTHYTHX (haOynapHux TokoBa. bpoj HapaTopa Bapupa
O] pOMaHa JI0 poMaHa, aJld UM je CBUMa 3ajeTHIYKa MpUpoJia — HApaTop je yBHjeK
HeKo on JimkoBa. OHO IITO je 3ajeHUYKO 32 OBE POMaHE jeCTe Ja CBH HapaTopH
TIPUIIOBHUje/Iajy post factum, a jelaH oIl BHUX 4YaK u post mortem (Maku U3 poMaHa
Iucmo/znasa). Camo y ipom pomany, Memoapu Ilepe Bozama, HapaTtop HEMa CBO]
KOHTpPAIyHKT KOjH ,,IpOBjepaBa’ M MOJ 3HaK MHUTamba CTaB/ba UCTHHUTOCT MCIPU-
MOBHjEAaHOT. Y CBUM OCTaJIMM pOMaHMMa MpucyTaH je Behu Opoj Haparopa Koju
NPUIIOBUjeNajy WM O MCTHM JiorahajuMa W3 pas3iinyuTUX MO3UIHja, WK TaKo Ja
PEMUHUCIICHITH] € TNKA OMBAjy YKPIITEHE ca MHICAHUM CBjeI0YaHCTBOM HEKOT OJT JIH-
KOBa. Y CBAaKOM OJI OBHX CIIy4ajeBa, YHTAOUEeBa PELETIIja HapaTHBa YCIOBJbEHA je
MaXKJBUBOM CIHCATEJHCKOM OPKECTPALjoM HHU3a MO KOjeM Cy MpHKa3aHu gorahaju,
[IPU Y€MY CE MaHUMYJIMIIIE YUTAOUEBUM EMITaTHjCKUM HabojeM. Bpujeme je opranu-
30BaHO TAKO Jla je MaxoM 0a3MpaHO Ha PETPOCIIEKTUBHOM 00pAacCIly KOjU M3JIa3H U3
OKBHpa 3aMUIIIJbEHE, POjEKTOBAHE JINHEAPHOCTH HAPATUBHOT TEKCTa. 3aMUIILJbEHA,
MIPOjEeKTOBAaHA JIMHEAPHOCT YTHYE Ha MPOIeC YUTANAYKOT cariefaBamba i KOMOWHO-
Bamba JIOCTYITHUX MYHKTYaJIHUX M JypaTUBHHX PETPOBEp3Hja, KOjUMa OBU POMaHU
oouiyjy.

Moryhe je carnenaru odpaciie o kojuma Cenenuh oj norahaja u hadysna TBO-
PH CIDKe, TIPH Y€MY je HaBeACHUX IIeCT pOMaHa pa3BpCTaBaHo y JABHjE IpyIie, MO J[Ba
MIPUHIMIA IPUCYTHA y OpraHn3oBamy (padyia y npuuy. [IpBu IpUHINT ce 3aCHUBA
Ha Opojy Haparopa W MO3UIMj! U3 KOje TIPUTIOBHjeajy, a IPyTHd Ha HApaTUBHO] CH-
Tyalliju, TIpy YeMy je OpraHu3alirja BpeMeHa HEeO/[BOjHBa M OJ1 jeTHOT ¥ O IPYTOT.
Jlok je y jeqHUM poMaHUMa jacHO pa3rpaHUuEH OICET HapaTUBHUX 3aXBaTa JIMKOBA
Haparopa, y JIpyruMa ce TH 3aXBaTd U 10Jba Hapalyje nperinhy u npekianajy, ¢
[JbEM HCIHTUBAka UCTHHUTOCTH MPUKA3aHOT U HUBOA IMOYy3JaHOCTH Hapatopa. C
003UpOM Ha OpTraHMW3aIijy BpeMeHa y OBUM POMaHHMMAa, KOja je yIIIaBHOM TaKBa 1a
TOTOBO JIa HEMa CHHXPOHE HapaTHBHE PaBHH, YNTA0UECBA OYCKHMBaba HA OCHOBY HHH-
LIjaTHOT Jhjena cuxkea OuBajy ,,iu3HeBjepeHa‘. [IpBoj rpymu TekcToBa y Kojuma cy
oJba Hapanuje oMeheHa, orce3n HapaTUBHUX 3aXBaTa pa3rpaHUueHH, a HapaTUBHA
CaJallIkOCT 0CTaje 3aTBopeHa 3a OyayhHoct, npunanajy: Memoapu [lepe Boeaswa,
Tucmo/enasa, Ipujamenu n Ouesu u oyu. JIpyroj rpynu TEKCTOBa, Y KOjOj J0JIa3u
JI0 IPETIINTamkha 110Jba Hapalyje U y KojuMa ce HapaTHBHA CaJalliOCT OTBApA IpeMa
oynyhaoctu npunanajy Timor mortis u Youcmeo ¢ npedymuuivajem. llputom, cBU
HapaToOpy UMajy YBPCTO 3aTBOPEHE CHAalMjalHe KPYroBe YHYTap KOjUX MPUIIOBH]e-
J1ajy ¥ BpEMEHCKE OKBHPE 10 KOjUX HHX0Ba Hapaluja JOmupe.
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2.1. IlnHaMu4Ha CTAaTUYHOCT

Y pomany Memoapu [lepe boeawa cvuxe HacTaje ,,cinaramem Galyia koje cy
HCKa3aHe yHyTpalllkbuM MOHOIOTroM Haparopa, [lepe IIpokuha, kojer Ha moverky
poMaHa JuTajal 3aTade y cjenehem mosoxkajy, 3a KOju y TOM TPEHYTKY He 3Ha Ja je
y3pokoBaH oborasbeHorhy. Y meros cpujet CeneHull uuTaora mymira MUIMMeTap
[0 MIJIUMETAp, Tako MTO Cy (adyie y TEeMIIOpaHOM CMHCITy OPraHW30BaHE CTHU-
XHMjCKH, OHAKO KaKo MpoJia3e Kpo3 HapaTopoBe MUCIH. JenaH HapaTrop je mpo3op y
cBe Jorahaje, Te Hema napajesIHOT HApaTUBHOT HKU3a KOjU O MOCITY>KHO 32 TIPOBjepy
MIOY3IaHOCTH HapaTopa U HICTUHUTOCTH UcTpurioBujeaanor. Ito ce cmke Buie Omm-
’KH CBOM Kpajy, yIaJbeHOCT n3Mely BpeMeHa mpuIioBrjeama U MPUIIOBjSIHOT Bpe-
MEHa CBE je Mama, Jia Ou ce Ha Kpajy CTONMWIA y jeJHO. Y MpUMapHy, HCTOBPEMEHO
1 OKBUpHY (alyiy, cMjemrTeHe cy ymeTHyTe (adyie Koje ce He Ha/loBe3yjy jeqHa Ha
JIpYyTY TI0 XPOHOJIOILIKOM ciijefy norahaja, Beh cBaku goralaj Ha kojeM ce HapaTop y
CBOjUM MUCITMA 3ayCTaBH, ,,JIOMH TOK Yy JPYTOM TIpaBILy, T€ je puya MperyHa u3y-
kpmTanuxX GadyTapHUX CHITHAIIA. Y OBOM pOMaHy, BpHjeMe IPUITOBHjeIaka j& BEO-
Ma KpaTKo W 00yXBaTa caMo jeJlaH MajCcKH JaH, a TIPUIIOBHjETHO BpHUjeMe jeé MHOTO
IyXke ¥ Tpaje nerienrjama. OBa Ba BpeMeHa ce MUMOWIIA3e U JOTUPY]Y, TPOKHMA]Y
u cnajajy (B. banauh, 1969). 3a naparopa Ilepy, Bpujeme uma cieuuyHO 3HAUCHE
mro ce peduiekTyje Ha HeroBy Hapaiujy. HanMe, oH BpujeMe padyHa Of TpeHyTKa
KaJia je Kao JaujeTe, y 30jery, MpUIMKOM HallMCTHIKOT OomMOapioBama Cpouje, usry-
O6mo Hore, Te cBe morahaje mocMarpa y oOqHOCY Ha Ty MHHUIHjaIHY Taduky. Jlorahaju
CYy y OBOM pOMaHy BPEMCHCKH HCIIPEMETaHU Kao M3MHjCIIaH I Kapara, IITO
nocraje CenennheBa noernyka koHcTaHTa. C 003UpOM Ha TO J1a Hapaluja MOYHHE
OIMCOM BpEMEHa IPHUIIOBHjeaba, OHa Mopa Outh ynyheHa y nponnioct. OKkBupHa
(habya je BUCOKOKpH3HE POopMe, JOK je YMETHYTH U0 JIaT y pa3BojHoj Gopmu. Ce-
nennh je y HEKOJIMKO HaBpaTa IMOCETHYO 3a eJUIICOM — Npu oarahamy neduHucama
Hparune yrnore y [lepunom 1 Muoja y is6HOM XHUBOTY U TIpu 003HamHBamky 1 opa-
HOBOT TopHjekia. CBaka o1 THX MHpOpMalyja 1yro OMBa TajHa 3a YATAOIA, alld U
3a Haparopa. Maxko je Haparop (Ilepo) n3zpasuto cratiyaH u CHalyjagIHO OrPaHUYCH
300r CBOT' (pM3UYKOT XCHAMKEIa, TEMIIO Hapalije ¥ U3MjeHhUBabE BPEMEHCKHX OJI-
cjedaka Cy BeoMa JMHAMUYHH U CBOj KPEIIeH 10 JI001jajy Ha Kpajy poMaHa, Kaja ce
BPEMEHCKH cycpehy crKejHH TIOYeTaK U Kpaj, CTOTJBEHN Y CHHXPOHOM HapaTHBHOM
TPEHYTKY, Y KOjeM BHIIIe HUIIITa HUje HEMO3HATO, Y KojeM Jak U [lepo carenasa cBoj
HajoOOTaJbeHUjH TUO — eMOIIH]jy TIpeMa MajIld, 3aTOMJbEHY JIeIIeHHjaMa.

Jpyru poMaH y KojeM je JOMUHAaHTHA AWHAMHU3aluja CTaTHYHOCTH, 110Jba Ha-
panuje jacHo omelheHa, orce3u HapaTHBHUX 3axBara pasrpaHUYCHU, a HapaTHBHA
CaJallIkOCT 3aTBOpeHa 3a OymyhHocT je [Tucmo/enasa. Y weMy ayTop KOMOUHY]E
1 TpeKiana yHyTpaIlmhbid MOHOJOT Kao JEeMapKaIlMOHO OOWMIBEXKje CHEITUGUIHIX
cexyHIapHux (adyna, Tako Ja ce Ka3uBama pPa3InIuTUX Hapatopa melycoOHo Ha-
JIOTMYHY]y U MOMYyHaBajy CIUKY YHYTap 3aJaTor CTaTHYHOT OKBHpa. UeTupu Hapa-
topa (Maku, 3nara, Paguma u [1laMnuoH) unak He MpUIIOBHjEAA]y O UCTOM 00jeKTy
Hapalilyje, jep OCHOBHa ,,ipuYa” y poMaHy MMa J[Ba Kpaka. JelaH je mpumapaH u
OH y cebu noBesyje Makuja, 3nary u Paaunry, npu uemy je TOK HHXOBHX MHUCIH Yy
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(GyHKIMjH Hapanyje U cBe Tpoje MPUIIOBUjeNajy post factum, ¢ Tum ga Maku npu-
MOBHjella YaK U post mortem, CBENPUCYTaH Kao JyX Koju Jieoau Haja beorpamom.
HbuxoBe Hapanyje TBOpe cucTeM YHYTap Kojer je cBaku jgoralaj mpukazan 6ap u3
7IBa yIvla, T€ je €BUICHTAH M3PAa3HUTH CTEICH HapaTOpCKe HENOY3l1aHOCTH (TIpHCY-
THOCTH ,,JJTWYHE UCTHHE HapaTopa), Ka0 ¥ HEMOT'YHHOCT Ja ce yCTaHOBH Jia JIH je
HCTHHA Y HEKOj Of MpeAoueHNX Hapauuja. To mTo cy porahaju o kojuma ce npuImo-
BUjesa Beh 3aBpIeHH | IITO je jeJMHN CHHXPOHM MOMEHAT 37aTHHO caMOyOUCTBO,
JIO/IaTHO yCIIOKbaBa MOI'YHHOCT BjepoBama y JMYHOCHE HapaTropcke uctuHe. CBaKo
oIl HaBeZleHa TP Haparopa (Makw, 31ara u Pajuimna) HCTOBPEMEHO je U Cy0jekaT u
o0jekat Hapamyje, Oynyhu na mpumnoBujenajy jeqHu o IpyruMa, J0K je YeTBPTH Ha-
parop (LllammuoH), nako M cam o0jeKar IpyruM HapaTopuma, M3/IBOjeH U3 CUCTeMa
MelycoOHe 00jekaTcko-cy0jekaTcke HapaTopcke moBe3anocT. Ojekar lerose Hapa-
yje je Apyraymju (TU4e ce oipacTama, pata u roiooTouke npuye). CBaku Haparop
ce TnojaBJbyje 10 JBa 1myTa, a Maku TpHu nyta. MakujeBe yBOJHA U 3aBpIllHA PHjed
YUHE TIPUMapHy WIH OKBUPHY (alylly ¥ UCTOBPEMEHO CY y (PYHKIHMjH CHHXPOHOT
YBHJIa YUTA0NA y TIOCIHEANIIE OHOTA IITO jOII HUje uenpurosujenano. Ocrana Hapa-
TOPCKa I10jaBJbUBaba y GYHKLUHU]H Cy U3TPadbe yMETHYTHX (alyna, mpHu uyemy je y
OpraHHu3alyju BpeMeHa MPUMH]jCHEH MOCTYNAaK H3MHUjeIaHoT MIMUIIa KapaTa — Hema
JINHEAPHOCTH y Hapalldju, HEr0 Cy Pa3JIMYMTH BPEMEHCKHU OJICjeUIld MCIIPEIH]jera-
HU TIPEBACXOIHO MYHKTYaJTHUM U IO KOJOM JYPaTUBHOM PETPOBEP3HjOM U HMajy
(hyHKITH]Y KOJTHKO TOTMyHhaBarma Beh HacTamuxX Mpa3HUHA, TOJHUKO | ,,3aBapaBarba‘
YUTA0YEBOT OYEKHBaba y CKPUBamy/OTKPHBAbY MCTHHE. Y HHHXOBOM YBE3HBAambY
MIPUCYTaH je Iexepe3aJnjaHcKu HapaTUBHHU NPUHIMI — HUjeaHa (adynapHa u go-
rahajua ujennHa He OMBa JOBpIICHA, HETO CBOJUM KpajeM OTBapa HOBH IOYETAK.
Horahaju HUCY ylaHUYaHU XPOHOJIOIIKH, HETO cy yMeTHyTe (hadyre ucrperuieTeHe y
MpEXy YHMjH TOYeTaK ¥ Kpaj UMajy MCTy TONAa3UIIHy ¥ UCXOAMIIHY Tauky. Kao u'y
MIPETXOTHOM POMaHy, IITO C€ CHXKe BHUIIE OMIMKHU Kpajy, yaabeHocT n3mel)y oHora
0 YeMy ce MPHUIOBHjea U BpeMeHa U3 KOjer ce MPUIOBHjea CBE je Mama, /1a Ou ce
Ha Kpajy CTOIWIE Yy UCTOj Tauku. AJm, 3a pa3nuky on Memoapa Ilepe bocawa, Ta
Tayka HUje Kpaj. [maBHu Haparop (Maku) ocTaBiba MPOJIENTUYHU IPOCTOP Y KOjeM
AHTHUIUITAPA OHO IITO CIIMjeI HAKOH JioraljajHe mpa3HUHE KOjOM Cce CBaK/ HapaTHB-
HHU KpyT 3aBpiiaBa. Y poMmany /lucmo/enaséa Iperos3Hajy ce KapaKTEPUCTHKE KOje CY
koHcTaHTHe 3a 1ujenu Cenenuhes omyc. [locroju kpu3Ha popma, anm oHa y OBOM
Clly4ajy He UCITyHaBa IPUMapHY, HETO jeIHy O/ YMEeTHYTHX (alyna U 0OJJHOCH ce Ha
3nary, Yuju je KHUBOT JOIIA0 10 KyIMUHAIKje Y KOjoj 'a CBOjOM BOJHOM OKOHYaBa Ha
Kpajy JlaHa y KOjU je CMjeIlITeHa jeJiHa o1 yMeTHyTHX (alyiia — oHa Koja ce ojBHja
Ha rojuimbuily MakujeBe cMpPTH. Y CHXKEy je MHOTO MPUCYTHHja pa3BojHa (opMma,
KOja KBAaHTUTETOM Jorahaja omoryhaBa 4uTaoiy yBHI y JIHKOBE U BbHX0BE Mel)yco0-
He ogHOce. BpemeHcka opranuzanyja npumapae ¢adyie atunuyHa je 3a Cenenuha.
VYMjecTo jemHOr MM camMO HEKOJIHMKO AaHa, Of HEHOT MOoYeTKa A0 Kpaja MpoTHYe
4yuTaBa rognHa. Anu, BpujemMe nuaMely nBuje romummsuine MakujeBe CMpTH KOHTpa-
XOBaHO je, T¢ Cy BUJBMBH CaMO HETOB MOYETaK U Kpaj. JMjesoBu Koju HeJocTajy
HHCY OWTHHU 3a ,,IpUIy*, I1a IbUXOBO OJICYCTBO HE ocjeTuMo. Haparopcke 1jjenmHe ce
MIpeIujeBajy jeHa y IpyTy, IITO je YTUIAI0 U Ha BpHjeMe KOje 0/1aje CIIUKY CII0jeHUX
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nocyza — MITo je TyOJbH PeTPOCIIEKTUBHU 3aXBaT jeAHOT HAapaTopa, TO je pa3BHjeHuja
(dhopma BpeMeHa TipumioBHjeama y Hapaiuju cibeacher. Kopumiremewm enurncu Ce-
nennh je TOOMO HA WHTEH3UTETY U JUHAMUIIM IpHUe, IPU YyeMy Cy H3HeHalema u
MPEOKPETH CaCTaBHHU JIMO BPEMEHCKE M HapaTOPCKe UIpe, KOja YNTaola KOHCTAHTHO
Ip>ku y MUHYC o3unuju. [IpucycTtBo Haparopa ,,c OHOTra cBHjeTa™, oaudeHor y Ma-
KHjEBOM AyXy (aBeTH WU calllacTu), pyLId U3BjeCHE JIOTHUKE BPEMEHCKE Orpajie y
Hapaluju, Te JOJaTHO YCIOXKIbaBa OpraHn3alijy BpeMeHa y OBOM poMany. Y mbeMy
je TIOHOBO JOMHMHAHTHA CTalldjaJiHa CTaTHYHOCT Haparopa, ajy je ¥ KOMIICH30BaHa
JTUHAMU3AIIH]OM Haparluje.

Tpehn poman kxoju mpumnana oBoj rpymnw, /lpujamesmnu, HaCTaO je KOMOWHO-
BarbEM J[Ba HapaTopcKa raca, Tako 1a jenas (Biaganos) monmasu 1o ynTaona y cCBOM
Beh 3aBpIICHOM, MPO3HOM, OTMOPYYHOM 00mHKKy, a Apyru (MctpedoB) je mpuBuaHO
ayTopcku, npu yemy je Mcrped ncroBpemeHo nmpumapHu objekar Briaganose Ha-
panuje. CTpyKTypa crkea je 3HaTHO yrpolnhieHa y OJHOCY Ha MPETXOIHH poMaH®.
VYBoheme y crke MHUCAHOT JIOKyMEHTa KOjU je TP CaMOM T10jaBJbHBamy y MOTITY-
HOCTH 3aBpIIICH, CTaTHYaH, C jeHE CTPaHe je ayTopy oMoryhmia aa y ,, )KHBOT™ yHE-
ce ,,KBa3u-peaHo KUBOTHO cBenouaHcTBO (PubnmKap, 2004: 93), anu ra je ¢ apyre
CTpaHe OrpaHUYMJIa TUME IITO Taj JOKYMEHT MM J[Ba YUTAOLA — jeAHOT (PMKTHUBHOT,
y npuuu (Mctpeda) u npyror, crBapHor untaoua. Mcrpedose peakuuje Ha mpodynTa-
HU BriagaHoB pykonuc NpeHOCH eKCTepHa HapaTopcKa MHCTaHNa. TakBa cHTyaluja
YCJIOBHJIA j€ HAYHMH YJIaHdaBama (padyrna y mpudy ¥ BPEMEHCKOT OpraHu30Bamba J0-
rahaja. Hakon cBakor mpounTaHoT adjena pykonwuca, ciujenu Mcrpedosa peakiuja
Ha npounTaHo. Cxema je cTa0WwiHa y poMaHy, IITO JOBOIM O MOHOTOHH3ALHUje U
OHAKO CTaTHMYHE CUTYalldje y K0joj ce Biajgan Hanma3u Kao 3aTBOPEHUK CBOT BJIACTH-
Tor cBujera. [Ipuya y cBakoM CBOM CerMeHTy OMBa 3aCHOBaHa Ha aKIMjHU YUTAOIA
PYKOIIHCA U HBErOBOj MOTOWO] peakiuju. Vctped jemHoCTaBHO Urpa yinory peru-
MMMjeHTa KOjH TIPOYMUTAHO IMOPEIN ca BIACHTHM cjehamuMa, IIpoHaja3yd Hecariac-
HOCTH M KOMEHTapHIIe UX KPO3 eKCTepHy HHCTaHIy. OCBjexkKeme ce Hala3h TeK Ha
caMOM Kpajy CiKea, Kajia y mpudy OWBa yMETHYT cJI0j (PaHTACTUYKOT, jep MOpes
Bnanana nectajy u agpeca u xkyha y ko0joj cy ce oxurpanu gorahaju o kojuma oH
y CBOM pyKonwucy mnuine. Y pomany /lpujamesmu TeMIiopaliHa cxema je 3aCHOBaHa
Ha KOPHUIITCHY PETPOCHEKIHje, 03 yrnoTpede MyHKTyaIHUX PETPOBEP3Uja Koje Cy
y TPETXOAHUM POMaHHMMa JONPHUHOCHIIE TEMITOPATHOj ANHAMHU3ALIUJH HApaTOPCKE
cnanujanHe cratnaHocTH. KpusHa ¢opma npumapHe (alyne camo je MHHIMjaTHa
Kamuciaa HeolXo[Ha 3a MOKPEeTamke MUCAOHOT mpoueca koju nHuuupa Merpedoso
npucjehame Ha Beh 3abopaBsbene norahaje. Opranuszanyja BpeMeHa Mo NPUHIUITY
M3MUjeIIaHoT IIiIa KapaTta MPHCYTHA je Uy poMany [lpujamesnu, camo cy npa-
BuJia urpe apyraduja. JJok y pomany [Tucmo/enasa anrtanan Hajyenhe He MOXXE HU
Jla TIPETIIOCTABH INTa CIIHMjeIH, Y OBOM POMaHy je Beh Ha caMOM TOYETKY TO3HAT

* Cenennhes tpehn o6jasbenn, a Apyru HamcaHu pomas, ITucmo/enasa (1982), mpBoOUTHOT HasMBa
[euja nocna, KypkeBHa MyOnuKa je MMana NPUINKY [ja 4NTa TeK HAKOH 06jaB/buBama pOMaHa
IIpujamernu, jep je 0Baj poMaH ,4aMuo” y GHOLM YPEFHUYKOT CTONIA, 300T ,,IIKAK/bUBe" TOTO0TOUKE
TeMe KOjoM ce Tucal] y iemy mnosabasno. C 0631poM Ha TO Jia je HallicaH Ipuje poMmana Ilpujamenu,
y 0BOM pafiy pomaH ITucmo/zna6a cMaTpaMo CTapyjuM IO HaCTAHKY.
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ermyor. Crora je pa3BojHa ¢opma norahaja Beoma morogHa 3a ymeTHyTe Qaodyse,
aJy OHa UCTOBPEMEHO MOHOTOHM3Yje crke. [locToje 1Ba BpemMeHa U3 Kojux ce mpH-
noeujena — jeaHo je Bmamanoso, a apyro Mcrpedopo. Y BraganoBoM pykomucy
TIPEICTaBJBEH j€ UCTOPH)CKH TIperie]] HacTaHka, Oorahema m M3ymMHupama HEroBe
nopoauue, a y Mcrpedosum cjehamimMa je reHe3a U3yMHupama HBEeroBe MOpOIHIE,
koja maha maHak KpBHOj ocBeTd. Packopak je y Tome wmto je Brmaman pykomuc
MMcao MpHje Hero Mo je oH nocnuo a0 Vcrpeda n n3a3pao merose peaknmje, a Mc-
TpedoBe peMUHHCIEHIIMjE CYy TOTOBO aHTHUIIOIHE Peakilije OHOME LITO YnuTa. Ay,
kana jenHom moune McrpedoBo mpucjehame Ha cyxuBOT ca Biaganom, Ha murma-
JMOHCKY WUTPY C EbUM, JJ0JIA3H JI0 MOTIIYHOT IPEeKIIamama IPHUIIOBjeTHOT BpeMEHa U
BpeMeHa IPUIIOBHje/Iaba, YUMe ce TEMIIOpaIHU KpyT 3arBapa. C 003upom Ha mpu-
poxy OBa JiBa HapaTtopa, T MHUIHjaIHY KOMIUIEKCHOCT BMXOBOT Mel)yoJHOCa, YHHU
ce z1a je Ouno moryhe momarHo pa3BUTH MOjeAMHE, TEK HATOBUjEIITCHE CEKYHAApHE
(habyie, Koje O TOTpUHHjelie pa3iucTaBamy joralajHe jerne3e U U3paKeHujoj -
HaMM3aIHju TIPeTjepaHo YKaTyIJFeHUX TEMITOPATHUX o0pa3aria.

Mane pomana /Ipujamesu OTKIOICHE CY Y YETBPTOM POMaHy U3 OBE IpyIIe,
Ouesu u oyu. V1 oH je BeoMa ycmjesno 0a3upaH Ha KOMOMHAIMjX 1Ba HApaToOpcKa Ivia-
ca (cynpyxuuuu Crean u Ennzabera) koja ce npernhy u mel)ycoOHO Hagomyma-
Bajy, OCBjeTJ/haBajyhu, CBaku ca CBOje CTpaHe, 00jeKar MpHUIIOBUje/iaka (FBbHUXOB CHH
Muxajino). Jenan on ta ,,u3Bopa’ Hapanuje (Enuzaderuna nucma Pamenn) aar je y
MMICaHOM OOJIMKY, TIOITYT BiamaHoBOT pyKomuca, ajld je HEroBO MOCTOjarhe MHOTO
00Jbe MOTHBHCAHO, je3MYKH 00oraheHo 1 MOTIyHO y (YHKINjH Ca)KMarmha BpeMeHa
n oOnmuKoBama JmKoBa. [lpyru n3zBop Hapauuje je CTeBaHOB YHYTpAIIbH MOHOJIOT
KOjH je UCTO TaKo MPUBHUIHO HAJIMK Ha BiagaHoB crmc, jep Teye Mame-BHUIIIe JINHE-
apHO, XPOHOJIOUIKH, aji Y3 MHTCH3U(HUKAIM]y UCKOPHUILITCHa YATA0YCBOT MMOTEH-
LMjaja ¥ CMjeJIOM, BEOMa YCIIjeJIOM MaHHUITYIallljoM 9nTodeBoM emnarrjoM. Croke
j€ CKIIOTUBEH W3 00a oBa ,,Imaca‘, ajJu OHM HUCY PaBHOMjEpHO 3aCTYIJbEHH, jep je
noMuHaHTHU Hapatop CreBaH. 300r ofHOCa U3Mel)y HapaTtopa oiMjesbeHHX y Hapa-
THUBHE PaBHH KOj€ HE yCIIOCTaBJbajy Mel)yCOOHY KOMyHUKAILH]y, THCall y TPUYy HUje
MOTa0 YBECTH PeaKIlHje jeIHOT HapaTropa Ha Hapaiujy apyror. CBaku jorahaj carie-
JlaBaMo Kao Jia ce JielaBa Mo MpBH MyT ¥ HE BUANMO YHYTpAIbY PEaKInjy Jpyror
Haparopa. To maje moceOHy Ipak MPUYH, jep je Y OCHOBH poMaHa MHUTALE aJIvje-
HaIije Koja ce pediekTyje Ha CBe, Tla ¥ Ha Je3UK Haparopa KOoju urpa BeoMa OUTHY
yJory, KakBa je HaroBujemrena y Mewoapuma [lepe Bozama (pa3nika usmely Jpa-
ruHor, [lepuHor u TaHkOCaBUHOT AUCKypCa), IOTAaKHyTa y oqHocy u3Mel)y Panuie
u 3nare y pomany /lucmo/2naéa v HelOBOJbHO UCKOPHUIIITEHA Y poMaHy [Ipujamesvi.
[IpukasuBame Heke KynType (eHniecke kpo3 CreBaHa W cpricke kpo3 Enmszabety)
KpO3 BU3ypy Haparopa-cTpaHIia uMa BayKHO MjecTo y CeneHnheBoj TOSTHIIH, a BPXY-
Harl je nobuia y pomany Ouesu u oyu. Y \eMy je BpHjeMe IpUIoBHjeama Hajkpahe
n oOyxBara cBera nerHaecT CTEBaHOBHX JyTaplmUX MHUHYTA, alld j€ MPHUIIOBjESIHO
BpHjeMe MHOTO Ayske U 00yxBaTa HEeKOJIHMKO aenenrja. C 003upoM Ha TO Aa y poMaHy
[0CTOj€ JIBa HapaTopa, BpUjeMe NpHUIOoBHUjeama Koje ce ogHoch Ha CreBaHa HHje
HCTO Kao M OHO Koje ce onHocu Ha Enm3abery. EnmuzabeTrHo npuIosjeiHO BpujemMe
1 BpHjeMe MIPUTIOBHjeIaha HUCY TOIHMKO yIaJbeHH jeIHO of Apyror kKao CTeBaHOBO.
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Hbena napanmja uae pyky noxn pyky ca cBojuM o0jexktuma, CteBaHoM U Muxajiaom.
Bpujeme koje ko Enuzabere nporudue usmel)y npumoBjeHOT BpeMEeHa U BpeMeHa
[IPUITOBHjE/Iaba JOCTATHO j€ TEK 3a MPOLIeCHpame eMolfja y Be3u ¢ jorahajuma
W CTHIIaBa ce chujeBajyhm ce y mucma Pamenm. IloceOGHY BpHjemHOCT OBOM po-
MaHy Jaje XeTeporiocHja, Koja akTHBHO MAapTUIUIHNPA M y U3TPaJbi BPEMEHCKOT
obpacua. Hanme, Ennzabetun cprcku je3uk M3 NpBOr MHCMa M OHA] KOjUM IHIIE
y MOCJbEAbEM, U3Mel)y OCTalor Mmokasyje M HBbHXOBY BPEMEHCKY TUCTAHIIMPAHOCT.
W y oBoM pomaHy je mpucyTaH oOpasall OpraHu30Bama BPEMEHCKUX Oficjedaka I1o
MIPUHITUITY U3MH]EIIAaHOT IIHUJIa KapaTa, ¢ TuM mTo ¢y y CTeBaHOBO] HApallnju IPBO
MIPUCYTHE Mame jake Kapre, a ajayTe je MHcall cadyBao 3a Kpaj, Mok je kon Emm-
3a0eTe cUTyalMja TakBa Ja Cy y Urpu camo aaytu. dopma Kpus3e HHje IpUCyTHA
camo y mpuMapHoj, Hero u y CTeBaHOBOj yMETHYTO] (alynau, 1 TO Y OHOM HECHOM
JMjely KaJa ce IMPUIIOBjeHO BpHrjeMe ONMKn cHHOBJbeBOj cMpTu. Kox Ennszabere je
3aCTyIUbCHA caMo pa3BojHa (¢opMma Tpajama. Enurica je Beoma 100po ymnorpedibe-
Ha ¥ J03UpaHa, TaKo Ja aHaJIeICca CMAkCHEM CBOjE aMITIUTY/E ITOCTETIEHO JOBOIH
JI0 OTKPHBama CBUX MpENIyheHnX WM NMPUKPUBEHUX WH(POpMaIHja KOje YUTAOILY
HEO0CTajy 3a MOTIYHO pasyMHjeBame y3poka jorahaja, mTo ce moceOHO OTHOCH
Ha MuxajioBe nocibelbe Mjecele )kuBota U Ha Ennzaberun u CteBaHOB npomnajiu
Opax. Mako ox camor moyeTka cukea 3HaMO 3a HETOB HCXOJ U Tpajambe, TeK MpH
caMoM Kpajy cazHajeMo IpaBu pa3ior. MOHOJIOIIKK KapakTep Hapaluje JIOIyCTHO
je mucmy ma y CTeBaHOBOj PETPOCIICKITH|H, Kpo3 pa3BojHy (hopMy, u3Hece aorahaje
Y PeNaTUBHO AO0CIHEIHOM, JIOTHYKH Ypel)eHOM XpOHOJIOIIKOM HU3Y, KOjH je 000raTio
YHUTaJIauKy NEPUELHjy JIMKOBa U BUXOBUX Mel)ycoOHUX crioHa, oMoryhuBim peuu-
[IUjeHTy OBPEMEHe aHTHLUMALMje U ocjehaj yXBaTJbUBOCTH M CATJIEANBOCTH XHUIIO-
TeTHIKuX Oyayhux norahaja. Unrtanauku NOKWBIbAj je MHTEH3UBHHUjU TUME IITO CE
Taj ocjehaj mokasyje kao Bapka Koja 0TBapa HOBO aHTHIIUIIATHBHO TOAPYY]e.

Yetupu pomana Crmobonana Cenenuha koja nmpumazaajy oBoj MpBOj TPYITH TI0-
Be3yje CTaTHYHOCT HapaTopa, yCIOBJbEHA IIPOCTOPOM y KojeM obuTaBajy. To ce mo-
Hajoosbe BuaM kof 3a Kyhy BesaHor Ilepe borassa, [llamnurona 3apoGsseHor y cebu
camoM, jyBeHWIHOT nujabeTnyapa Makuja KOjH je TeK HAKOH CMPTH CII0OOAaH Of
TepeTa 000JbeINor THjena, Bragana unju ®UBOT je u3jeqHaqeH ¢ KyhoM y k0joj )KuBH,
te CteBana u Enm3zabere, mera 3aTBOPEHOT Y JIBHj€ TPOCTOPHje U PUTYaJl HCITHjarba
Yaja v e Koja ce ydaxypuia y cebu OuBmioj. Kox cBuxX HaBeeHMX HapaTopa mojba
Hapanuje cy jacHo omel)eHa, a Orce3u HHXOBUX HApaTHBHHX 3aXBaTa pasrpaHuye-
Hu. Yak ¥ kaja npunoBujenajy o UCTUM Joral)ajuma, YUHE TO CBAKO U3 CBOT, jaCHO
MOTHBHCAHOT YIJIa M CBaKO OJ BbHX 3aJipyKaBa CBOjy UCTUHY. UnTasnal carienasa He-
MOTYNHOCT HapaTopcKe MOy31aHOCTH Y IPUKA3UBabY JTMYHOCHUX UCTHHA, Y TOME U
JIEXKH jeTHA O TOETHYKNX KOHCTAHTH OBUX poMaHa. JInHeapHOCT YnTama HCKOPHIII-
TEHA je 3a JUHAMM3aIMjy HapaTOpCKe CIAIMjaiHe MM TEeMIIOPAJTHE CTaTHYHOCTH
TaKo IITO Cy BPEMEHCKHU OZICjedllM U joral)aju opraHn3oBaHH IO MPUHIUITY I
Kapara Koje ayTopcKa pyKa U3BJIadu U ,,[I0TEXe" 10 JaCHO MOCTaBJbEHUM NPaBHIINMa
,ATpe™, TP YeMy HapaTHBHA CaJalllbOCT OCTaje 3aTBopeHa 3a OymyhHOCT.
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2.2. CtarnuyHa TUHAMUYHOCT

Hpyry rpymy pomana (7imor mortis u Youcmeo ¢ npedymuuibajem) Kapakrepu-
Iy criaiyjaiHa JUHAMAYHOCT HapaTtopa, NPEeIuMTamke 10Jba Hapallije U OTBaparhe Ha-
paTUBHE CaNalTmkOCTH TMPeMa HapaTuBHO] OymyhHOCTH. Y BUMa je KapaKTePUCTHIHO
TO IITO je Yy CHKe YBEIIeH ,,HapaTop-ayTop  KOji CBOje IMUCaHU]je MPeTBapa y jemHy Of
TeMa poMana. ¥ oba pomana ,,.yutaMo Jijesia Koju y lbHMa HacTajy U KOjU HCTOBpEMe-
HO CITy’Ke 1 Kao HapaTHBHHU OKBUPH U Kao TeMarcke moziore. Jljena koja yHyTap OBHX
pOMaHa TuIiry/Ka3yjy JTMKOBU HapaTopy HUCY Jlata Kao (DUKIIMja, HEro Kao 3aliCaHe Ku-
BOTHE MCTHHE KOj€ Ha CBOje MJIajIe YMTAOIIC/CITYIIIAa0le PEHOCE CTapH MPHITOBjEIadH.
CaMuM THM je M3MHjCEheH U TIPUHITATI OpTaHn30Bamka (padyiia KojH je MPEeoBIaaaBao y
MPETXOAHUM poMaHuMa. Haparopcka cafanimocT ce Ha OBaj HAYMH yCMjepuiia rmpeMa
OynyhHoctu. Ilprya y pomaHeckoM CBHjeTy MMa CBOT ,,CTBApPHOT CIyIIaola 4uja ce
yJora He 3aBpIliaBa MyKOM PELEHINjoM, HEro ce MpoIyKaBa y Jajbe MPEHOLICHE, Ofl-
HOCHO OMJBSIKEH-E TIOPYKE KOja je mociara. Pa3nuka nzmel)y oBa JjBa poMaHa je y ToMe
mrTo y ipBoM (7imor mortis) moctoje camo jenan u3op uHpopmanuja (Craparr) 1 jeqan
peumnmjert ([paran). Y apyrom pomany u3 oge rpyrte (Youcmeo ¢ npedymuuivajem),
nga pernujenta (byanka n bornaH) mMajy Buie pasHONMKKX U3BOpa TMoAaTaka u 3a-
ouwbexxennx gorabhaja (Kojouh, CarBpuH Komnera u3 3arBopa, JoBaHOBU M JejeHHHH
PYKOITHCH, TOKYMEHTH M3 apXWBa, HOBUHCKH WIAHIIH...), T€ Cy Y TO3ULHjU Aa CBOjY
(UKIMOHAIHY NIPUYY CKIIAIajy yHyTap ,,cTBapHe™ puue y crkey. OBo je u jenunu Ce-
nearnheB poMaH y KOjeM HeMa YHyTpalImber MoHomora. [Ipumapaa n ymerHyTe hadyrie
Cy CJIOXKEHE TaKo JIa je/THa CMjebyje APYTY, TOK Tede TPHUITOBHjeIarbe WITH MPUKYTIIhAhe
uHpopMarja 0 MUHYJIUM jgorahajuma U3 pa3IMuuTiX n3Bopa. 1 y oBoM pomany je3uk
urpa Beoma BakHy yinory. [IpucyTHa je xereporocuja kao u'y pomany Ouesu u oyu. To
je MelycoOHO jacHO O/IMjeITIIIO PA3IMYUTE CETMEHTE MPUYE U JIAJIO JIOJIATHY Yap YUTaby
MOCIBE/IHET 3aBPIICHOT poMaHa OBOT rmuciia. OcOOEHOCTH TEMITOpPAIHE CXeMe poMaHa
Timor mortis oraenajy ce y TOME IITO y lbeMy TI0CTOje ,,CTBAPHH * HApaToOp W HAPATOP Y
(uxrmonaHoM cujety. [IpBu je Mimaauh J{paran u oH pUIIOBHUje/Ia ITyTEM KEHHTE KOjy
IHUILIIE O CBOM IPEMHHYJIOM CyCTaHapy, CTOIOUILIE:EM cTapily CTojany, a Ipyry je ynpa-
Bo CrojaH, unja Hapalyja je ocHoBa [IparaHoBor micanuja. JparanoBo BprjeMe IpHIIo-
BUje/Iarba TPaje HEKOJIMKO CEIIMUIIA, a TIPUIIOB]EHO BPUjeMe JIyXKe je O jeIHOT BUjeKa.
CrapueBo BpHjeMe PHUITOBHjeIarba TPaje TPY OKYTIAIH]CKe TOTNHE, aJIH j€ TIPUTIOB]€IHO
BpHjeMe TTy>Ke 01 jeTHOT BHjeka. [IparanoBa Hapanyja mountse Tamo rije CrapueBy npe-
kuna cMpt. [lormyHo ce npeknana gyparuja CrapyeBor n J{paraHoOBOT IPHIIOB]EIHOT
BpeMeHa. Paznuka je y o0jexty Hapammje. {paraHoB o0jekar je MHOTO IUPH, T€ je U Opoj
(hopmu kpuse y mwemy Behin. CBu jiorahaju y Bes3u ca CrapueBoM HapaiyjoM oOUIbexe-
HU Cy pa3BojHOM (hopMOM, JIOK ce oHa kox Jlparana cMmjemyje ca kpusHom. Enurca je
JIyTO TIPUKPUBEHA, )T KaJ1a ce 003HaHU cTBapHA HaMmjepa CTapueBOr MpUIIOBHjeIarba,
IEeHa yJIora je MHTeH3MBUpaHa JI0 MakcuMyMa. 1 y oBOM pomaHy je y opraHu3aryju
BpEeMeHa HCTIOIITOBAaHA KapTallka N3MjelIaHOCT BPEMEHCKHX OJicjedaka, ¢ TUM IITO Ce
OIHOCH Ha CMjeHUBAIE JyOJbUX M IUTMNHX BPEMEHCKHX PETPOCIEKTHBHHX 3aXBaTa
yHyTap HapatuBHe npountoctd. ClyaH MPUHLIHUN Y KOMOWHOBAbY TPUCYTAH je U Y
pomany Youcmeo ¢ npedymuuimbajem. HapatnBHa NPONUIOCT U CAIAIIBOCT Y HEMY Ce
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CMjerbYjy He caMo KoJl HapaTtopa bynuke, Hero 1 yKymHo y puyH Koja U3J1a3u U3 OKBHPa
KibHre kojy Bymuka nmire. [ToHOBO je BpHjeMe TpHIIOBHjelaba PeIaTHBHO KPAaTKo M
Tpaje CBera HEKOJIMKO CEIMHUIIA, a TIPUITOB]jSTHO BPHjeMe JIyro U 00yxBaTa BHIIIE JICIie-
HHWja. A, TO HUje cydaj 1 Kox JoBaHa U JeneHe kazaa ymmase y yaory Haparopa. O6oje
CBOje THCaHe Hapallije CTBapajy HeIyro HAKOH OIUTpaBama Jorahaja o KojuMa THIIY.
3a paziuKy of Tora, aMIuIMTy/la byMKiHe aHaernce je BelnuKa 1 M3HOCH BHILIE O T10J1a
Bujeka. C 003upom Ha To Ja Bynuka Huje kinacudyad Haparop, Beh 1a CBOjy IPHITOBHjeCT
,,CTBapa“ u3 nabupaxa Tyhux Hapaija, ¥ TeMIIOpalHa cxema je HeoOuuHa. Kpaj npuue
j€ MCKOpaK W3 3aBpIlleTKa KIbUTE UHje HACTajamhe Ce OIBHja MPE]] YNTA0UCBUM OUMMA.
Bymuka npuroBujena u3 BpeMeHa y KojeM je o0jeKkaT mbeHe Hapallrje OIaBHO 3acTapho
Y HHje BUIIIE aKTyellaH, T je JAaT y pa3BojHOj (OpMH, a KpH3a je CBelleHa Ha MHHUMYM.
(mpucyTHa je camo y IpHjaresbeBoM oaatky bymuknHoj kiu3u. Kapre cy noaujessene,
0BOTa ITyTa JI0 OCIHE/bE Y IIMIITY, UTPa j& 3aBpIlieHa, a Oy yhiHOCT U POIUIOCT MpHU-
Tajajy caMo MpTBUMA, JyXOM HJIH THjeJIOM, CBejetHO. Y 00a 0Ba poMaHa HaparopH cy
JTMHAMU30BaHH, a IUXOBE Hapaltfje OnBajy orpaHndeHe crarnaHonihy (Gopme y kojoj
cy ce obpene — ukipionanHor pomaHa. Tume je Cemennh 0OpHYO TIOCTYIIaK KojH je
KOPUCTHO y PaHHjUM POMAHHMA, IITO je, HOCEOHO Y Youcmesy ¢ npedymuuibajem, nano
n3yseras eexar. CeneHnheBe moeTHUYKE KOHCTAHTE M HAYMHH OPraHW30Baba BPEMEHa,
HapaTyBa ¥ JINKOBA IAJTM CY HajOOJbU pe3yaTar y oBoM U poMany Ouesu u oyu. Y mHuMa
je BeoMa YCITjeNio UICKOPHIITEH OJIJIOKEHH HAPATUB CACTaBJbEH OJ1 MPOILINX U XHUIIOTe-
THIKHX Oyayhux morahaja.

3. YmjecTo 3ak/byuKa

VY pany cmo, Ha ipumjepy pomana Crobonana Cenenuha (Mewoapu I[lepe bo-
eama, Iucmo/enasa, Ipujamemu n Ouesu u oyu), y KOjuMa Cy HApaTHBHU CYOjEKTH
CBEJICHU Y OTPaHUYCHE CTIAllHjTHE OKBUPE U3 KOJUX U3JIa3€ PUJETKO MITH HUKAKO, BPHje-
Me TIoCMaTpalii Kao AMHAMHU4aH (akTop nomohy kojer ce norahaju ypehyjy u Ousajy
MpeToueHn y cuke. MicToBpeMeHo cMO Ha MpuMjepy HEeroBUX pomaHa Timor mortis u
Youcmeo ¢ npedymunivbajem ananm3upain MocTyrke KojuMa JTMHAMU30BAHN HApPaTHB-
HU cyOjekar 6uBa crarm3oBaH. [loceOHa makma ocBeheHa je BpeMeHy Oa3upaHoM Ha
PETPOCTIEKTHBHOM 00pacIly KOjy M3JIa3u N3BaH OKBHPA 3aMHUIIIJBEHE, ITPOjEKTOBAHE JIH-
HEapHOCTH. Y MOCMATPaHHM POMaHMMa YOUMITH CMO MOETHYKE KOHCTAHTE Y BE3W Ca
KOHIICTITYaTM3al[1jOM UCKa3MBamka BpEMEHa KOje CMO CBEIIH Y JIBUjE TPyIie (KaTeropuje).

[Nokazano ce 1a HU y jeJTHOM O] LIECT MOCMaTpaHUX HAPATUBHUX TEKCTOBA OBOT
mclia Hyuje Moryhie TOBOPUTH O YHCTO] PAa3BOJHO] WIIM KPU3HOj GOPMHU, jep Cy OHe
MCKOMOMHOBAHE Tako Ja y CBakoj mpuMapHoj (alymu moctoju mpenMyhcTBO KpH-
3He (opme, a 1ia je pa3BojHa (hopmMa KOPHUIIITEHA TIPU TIOHUPAKY Y TPOIILTIOCT JIMKOBA.
Enurica je (ppexkBeHTHA U UMa CBPXY HHTEH3MBUpArha HAMETOCTH, MPH ueMy jaorahaj
KOjU je y TPOLIIOCTH OMO cXBaTaH Ha jelaH HAaYMH, Ha TeMeJby HOBHX OKOJHOCTH
JI00Mja TOTIYHO JIpyrauuje 3Haueme. Pa3spjerieme ,,3aroHeTke’ yuTaoa J0BOAH 10
M3MH]jEHEHOT, HOBOT' caryie/iaBama curyanyje. Mcro Tako, jemiasa ce Jia Haparop H
TTope] peTPOCIIEKITHje HacTaBJba Hapalrjy 0e3 Bpahama Ha Taduky mpuje aHaiernce. C
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003MpOM Ha MpeHaIy4eHoCT cjeharma, TMHAMUYHOCT JACIIaBakha U CMjCHhHBaba J0-
rahaja y 7iBuje BpeMeHCKe paBHU OMBa yCIIOpaBaHa YECTHM PeTapAaTHBHAM OMUCHMA
Y MEIMTATHBHUM M3JIeTHMa U3 ocHOBHe (haOynapHe HUTH. Packopake nzmel)y npumno-
BjeTHOT BpeMeHa W BpeMeHa mpunoBrjenama C. Cemennh amoptusyje mocexyhm 3a
3rymimaBamkeM BpeMeHa (B. [emuh, 2004: 113). Ocum Tora, ,,3a CenennheBe pomane
HUje OUTHO caMo Ko MIPUIIOBE/A, HETO j€ UCTO TOJIMKO OMTHO, MOJKAA U OUTHHjE — Kaod
npunosena” (Ilanguh, 1987: 299), jep Bpujeme npuroBujeama ycioBibasa, AehUHU-
1re u oxpelyyje kommo3uirjy pomana. [Tokasyje ce na je joru naBae 1969. ronune Ban
B. Jlanuh ykazao Ha oHO mTO he mocTaTw jeaHa of KapaKTepUCTHKA YUTABOT POMa-
HECKHOT' OITyca OBOT mucIa: ,,CeneHnheBa KOMITO3WIIMOHA BEUITHHA WCKa3yje ce y
MapajeHOM MaHHITYJIHCaky Pa3IMYUTHX BPEMEHCKUX PUTMOBA — j€THOT YCIIOPEHOT,
Be3aHOT 3a Jorahaje jeqHOr jeIMHOT JaHa y KOjeM je MOCTaBJbEeH OKBUP Hapaluje, v
JPYTOT, Pa3IMINATOT U Pa3IMuUTO W3BAPUPAHOT pUTMA OfBHjamka Jorahaja y cehamy*
(311). Hcruna, BpeMEHCKM PUTMOBH HHCY yBHjeK OazupaHd Ha CMjCHHBAmY J0-
rahaja 3 camo jemHOT MaHa (ITPOTEKY CE M HA BUIIIEC CEIMHUIIA) Ca BUIICIACIICHN]CKAM
TpajameM forahaja ckirymmianux y cjehamy Hapatopa, aiu je puTaM TOT CMjeHhHBamba,
Kao M OpraHu3alija BpEeMEHCKUX OJIcjedaka o MPHHIIMITY IIHJIa Kapara OJ IPBOT 10
nocseenmer CeneHnheBor poMaHa ocralia ucTa.
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THE STATIC OF THE DYNAMICS OR THE DYNAMICS
OF THE STATIC IN THE CONTEXT OF LITERARY CRITICISM

Summary

This paper deals with novels of Slobodan Selenic in which the narrative subjects are
placed in limited spatial frames, analyzing time as a dynamic factor which organizes
events and transforms them in the story. Special attention is given to the time based
on retrospection that goes beyond the frames of the imagined, projected reality. The
temporality of the narrative text emerges from the reading process which is based on
the primordial linearity of linguistic constituents in the narrative. The analyzed novels
have poetics constants that could be classified in certain categories. In his novels, S.
Selenic achieves a high level of narration, whose potential of additional empathy is
successfully realized in proportion to the readers’ ability for detection and abstraction
of the narrative, as influenced by the use of the postponed narrative.
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ANAHRONIJA U ROMANIMA DZOZEFA KONRADA

Sazetak: Pod pojmom anahronija podrazumeva se svaki nesklad izmedu temporalnog
redosleda dogadaja u prici i pseudotemporalnog redosleda kojim su ti dogadaji prika-
zani u narativu. Potencijal za manipulisanje vremenom predstavlja samu srz pripoved-
ne forme, tako da anahronija nije retkost u knjizevnosti, ve¢ je u izvesnoj meri uvek
bila zastupljena u delima zapadne knjizevne tradicije. Uprkos tome, moze se primetiti
da se ovaj potencijal mnogo vise istrazuje u modernizmu nego u prethodnom knjizev-
noistorijskom periodu.

Dzozef Konrad deli sa drugim modernistima teznju da odstupi od realistickih kon-
vencija o hronoloskom pripovedanju. Sklonost ka retrospektivnoj naraciji javlja se
ve¢ u njegovim prvim romanima, Almajerova ludost i Izgnanik sa ostrva, a i u poto-
njim delima ostaje jedno od trajnih obelezja Konradovog stila. Kompleksniju primenu
anahronije nalazimo u ¢uvenom romanu Srce tame, dok je Lord DzZim delo u kome je
Konradov pristup narativnom vremenu najizrazitije povezan sa karakterizacijom. Rad
analizira nekoliko primera Konradovog tretmana vremena u ovim romanima, istovre-
meno ih stavljajuci u Siri kontekst modernistickih preokupacija.

Kljuéne reci: Dzozef Konrad, Zerar Zenet, narativno vreme, anahronija, viSestruki
pripovedaci, karakterizacija, modernisticki roman

1. Uvod: Anahronija i modernisti¢ki subjektivizam

U poznatoj naratoloskoj studiji Figure (Figures I-III, 1967-70), Zerar Zenet
(Gerard Genette) govori o anahroniji kao jednom od znacajnih obelezja romaneskne
forme. Da bi objasnio ovaj pojam, on najpre istice razliku izmedu price (stvarnih ili
fiktivnih dogadaja koji Cine sadrzaj pripovedanja) i narativa (diskursa o dogadajima
sa kojim se susrecemo u romanu); ona bi se mogla izraziti i lingvistickim termini-
ma oznaceno/oznacitelj (Genette, 1980: 27). Anahronija se otud moze definisati kao
svaki nesklad izmedu temporalnog redosleda dogadaja u prici i pseudotemporalnog
redosleda kojim su ti dogadaji prikazani u narativu.

Potencijal za manipulisanje vremenom, po Zenetovom misljenju, predstavlja
samu srz pripovedne forme. On smatra da jedna od glavnih drazi ove vrste umetnosti
lezi upravo u mogucénosti da se tok zZivota, u kome sled dogadaja ima malo ili nimalo
smisla, preoblikuje u drugaciji, smisleni ili Zeljeni redosled. Stoga anahronija, pise
Zenet, nije retkost u knjizevnosti, ve¢ je u izvesnoj meri uvek bila zastupljena u de-
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lima zapadne knjizevne tradicije — jos§ od Ilijade, koja po€inje Ahilejevim gnevom
(Ibid., 36).

Uprkos tome, moZe se primetiti da se ovaj potencijal mnogo vise istrazuje
u modernizmu nego u prethodnom knjizevnoistorijskom periodu. U realistickom
romanu linearno pripovedanje ustalilo se kao jedna od prepoznatljivih konvencija,
uz minimalna vremenska odstupanja koja nikada bitno ne remete glavni tok zbiva-
nja. Karakteristi¢an primer ovakvog postupka jeste Bildungsroman, koji prati Zivot
knjizevnog lika korak po korak, od rodenja do zrelosti — tako da narativna struktu-
ra, prema opasci Virdzinije Vulf, podseca na ,,niz simetricno poredanih svetiljki*
(Wolf, 1984: 160). Razlike izmedu realistiCkog Bildungsroman-a i modernistickog
narativa mogu se lako uociti ako se, na primer, Dikensov David Koperfild (Char-
les Dickens, David Copperfield, 1850) uporedi sa Uliksom Dzejmsa Dzojsa (James
Joyce, Ulysses, 1939) ili Gospodom Dalovej Virdzinije Vulf (Virginia Woolf, Mrs
Dalloway, 1925), gde autori prate svoje likove kroz dogadaje koji se odvijaju u samo
jednom danu (Stevenson, 1992: 87). Pri tom u ovim modernistickim delima u prvi
plan dolazi subjektivni ose¢aj vremena: vreme je predstavljeno onako kako se odvi-
ja u svesti protagoniste, prozetoj se¢anjima, trenutnim impresijama i asocijacijama
koje one bude, kao i fantazijama i Zeljama vezanim za buduénost. Zenet takode
isti¢e primer Marsela Prusta (Marcel Proust), u ¢ijem romanu U potrazi za izgu-
bljenim vremenom (A la recherche du temps perdu, 1913-27) otkriva ¢itav inventar
narativnih tehnika vezanih za temporalne odnose. lako anahronija nije izum moder-
ne, Zenet smatra Prustovo delo za prekretnicu zbog opsega njegovih istrazivanja na
ovom polju. Prust je, po Zenetovom misljenju, u svom romanu postigao potpuno
oslobodenje od objektivnog toka vremena i ukazao, ,,mnogo jasnije i u mnogo vecoj
meri nego iko pre njega, na moguénost narativa da ostvari temporalnu autonomiju‘
(Genette, 1980: 85).

Razlozi zbog kojih modernisti eksperimentiSu sa narativhim vremenom, po
misljenju Rendala Stivensona (Randall Stevenson), ne leZe samo u njihovoj potrebi
da raskinu sa konvencijama realizma, ve¢ i u specificnom odnosu modernistickih
tekstova prema drustvenom podtekstu. Naime, moze se tvrditi da modernisticki su-
bjektivizam u celini (a samim tim i reprezentacija subjektivnog dozivljaja vremena
kao jedan od njegovih aspekata) proizilazi iz reakcije ovih umetnika na odredene
drustvene fenomene poznog kapitalizma kao §to su reifikacija i dehumanizacija ljud-
ske jedinke (Stevenson, 1992: 76). Pojam reifikacije na razli¢ite nacine su sa moder-
nizmom povezivali kriti¢ari kao $to su Luka¢ (Georg Lukacs) i Fredrik DZzejmson
(Fredrick Jameson). On se u sustini odnosi na proces putem koga se, u periodu po-
znog kapitalizma, razgraduju neki tradicionalni oblici ljudskog organizovanja, dok
na unutrasnjem planu istovremeno dolazi do psihicke fragmentacije. Sveukupna
ljudska delatnost, kao i ¢ovekovo unutrasnje bice, rasparcavaju se i potom rekon-
struiSu u efikasne menahizme koji treba da sluze utilitarnim ciljevima kapitalizma
(Dzejmson, 1984: 279). Zabrinutost modernista ovim pojavama — sveopstom reifi-
kacijom i menahizacijom savremenog industrijskog sveta — manifestuje se, izmedu
ostalog, i kao odbojnost prema mehanickom merenju vremena. U modernistickoj
prozi Cesto nailazimo na knjizevne likove koji odbacuju ili unistavaju ¢asovnike,
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gledaju na njih sa sumnjom i nepoverenjem, ili prolaze kroz neko iskustvo psiho-
loske krize koje je sugestivno proprac¢eno mehanickim otkucajima sata. Ovaj motiv,
po Stivensonovom misljenju, treba videti kao figuraciju jednog izmenjenog odnosa
prema vremenu koji zapravo prozima c¢itav umetnicki tekst, a pogotovo njegovu
narativnu strukturu. Neprijateljstvu modernistickog junaka prema satnom mehaniz-
mu odgovara, na drugom nivou, nesklonost romanopisca da se osloni na hronoloski
redosled kao osnovu svojih konstrukcija (Stevenson, 1992: 86).

Dzozef Konrad (Joseph Conrad) deli sa drugim modernistima teznju da od-
stupi od romanesknih konvencija o hronoloSkom pripovedanju. Pritom se ve¢ od
njegovih prvih romana, Almajerova ludost (Almayer's Folly, 1895) i Izgnanik sa
ostrva (An Outcast of the Islands, 1896), naroCito uocava sklonost ka retrospektivnoj
naraciji. Kompleksnija upotreba anahronije javlja se u romanima Srce tame (He-
art of Darkness, 1899) i Nostromo (Nostromo, 1904), dok je Lord Dzim (Lord Jim,
1900) delo u kome je Konradov pristup narativnom vremenu najizrazitije povezan
sa karakterizacijom. U nastavku rada bi¢e analizirano nekoliko primera anahronije
u Konradovom stvaralastvu, pri ¢emu ¢e najvise paznje biti posve¢eno romanu Lord
Dzim i nacinu na koji autor u ovom cuvenom delu koristi temporalne odnose da bi
uoblicio lik protagoniste.

2. Konradova primena anahronije

Dok su prvi romani Dzozefa Konrada — Almajerova ludost i Izgnanik sa ostrva
— manje poznata dela u kojima autor tek pocinje da otkriva svoje znacajne umetnicke
preokupacije, Albert DZerard (Albert Guerard) u analizi pokazuje kako su stilski najus-
peliji upravo oni segmenti ovih romana gde se autor sluzi retrospektivnim pripoveda-
njem. DZerard smatra da je Konrad kroz ova dva dela postepeno otkrio narativni glas
koji najvise odgovara njegovom umetnickom senzibilitetu — a taj glas je, po njegovom
misljenju, tesno povezan sa potrebom da se o dogadajima pripoveda iz pozicije koja
je meditativna i vremenski distancirana: ,,On ne moze da dramatizuje znacajnu fizicku
akciju koja se odigrava u sada$njem vremenu... a njegovo stilsko umecée dolazi do
izrazaja samo onda kada je moguc¢a neka vrsta distanciranja — bilo vremenskog ili
ironijskog (Guerard, 1967: 76)”. Ta estetska distanca koju autor tezi da zauzme prema
predmetu pripovedanja delom proizilazi i iz ugledanja na Flobera (Gustave Flaubert)',
¢iji je romaneskni stil imao znacajan formativni uticaj na Konradovo rano stvaralas-
tvo. [ u potonjim delima, distanciranje ¢e ostati jedno od trajnih obelezja Konradovog
stilskog postupka — a vremenska udaljenost pripovedaca od dogadaja i likova o kojima
govori jedna je od strategija putem kojih autor postize ovaj efekat.

Kompleksniju primenu anahronije nalazimo u Konradovom proslavljenom ro-

u ovom delu jeste ona koju Jan Vat (Watt, 1981: 270) naziva ,,odlozenim desifrova-

! U memoarskom delu Licni zapis (A Personal Record, 1912) Konrad spominje Floberov uticaj na
nastanak svog prvog romana, priznajuci kako voli da zamislja da je ,sen starog Flobera“ lebdela nad
njim dok je na jednom brodu ukotvljenom u Ruanu sastavljao Almajerovu ludost (Konrad, 1977: 239).
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njem” (delayed decoding). Konrad, naime, pokazuje kako se u svesti pripovedaca
postepeno zatvara semanticki jaz izmedu neposrednog iskustva i njegovog razume-
vanja, to jest, prevodenja u odredene konceptualne ili kauzalne termine. Kao primer
ovog postupka moze se navesti cuvena scena napada na parobrod, gde Marlo najpre
vidi kako neki $tapici lete ka palubi i kako loza¢ neobjasnjivo seda na pod iskosene
glave, da bi tek potom shvatio da je taj covek ubijen i da su na obali skriveni urodeni-
ci koji ih gadaju strelama. Sli¢an postupak primenjen je i u sceni gde se Marloov pa-
robrod priblizava Kercovoj trgovackoj ispostavi. Marlou se isprva ¢ini da ispostavu
okruzuje ograda od tankih stubova ukraSenih okruglim izrezbarenim kuglama, dok
kasnije shvata da su u pitanju kocevi na koje su pobodene odsecene ljudske glave.
Po misljenju Suzan DZons (Susan Jones), ovaj temporalni jaz koji Konrad uspostav-
lja izmedu samih dogadaja u romanu i pripovedaceve refleksije o njima ima za cilj
da podrije pojednostavljene realistiCke postavke o odnosu subjekta i objekta sazna-
nja. U realisti¢koj prozi, naime, stvara se utisak da razumevanje sledi neposredno
iz Culne percepcije, a ono Sto pripoveda¢ zapaza jesu ,,slike fiksirane u vremenu i
prostoru” (Jones, 1999: 179). Nasuprot tome, piSe DZzons, Konrad tezi reprezentaciji
trenutnih impresija svog pripovedaca, pokazujuéi pritom kako njegovo neposredno,
subjektivno iskustvo tek sa zadrSkom i posle izvesnog vremena biva prevedeno u
»harativ razumevanja” (Ibid., 178).

Edvard Said (Edward Said), s druge strane, dovodi anahroniju u Srcu tame
u vezu sa autobiografskim elementima Konradove proze. Po Saidovom misljenju,
Konrad kroz stvaralacki ¢in ponire u sopstvenu proslost, tezeci da naracijom osvetli
ono §to u trenutku dozivljavanja nije dopustalo refleksiju, ve¢ je ostalo uznemirujuce
ili misteriozno: ,,U tom zadatku nema izvesnosti... da ¢e znaCenje biti otkriveno.
Konrada je verovatno obuzimala obeshrabruju¢a sumnja kada se pitao da li ¢e moci
da saopsti sopstvene duboke dozivljaje* (Said, 2008: 90). Said ovde pre svega ima
na umu Konradovo putovanje u Kongo 1890. godine, kada je autor dosao do potre-
snih saznaja o licemerju i zlo¢inima evropskih kolonizatora i njihovom nemilosrd-
nom izrabljivanju africkih urodenika. Anksioznost koju je Konrad, po Saidovom
misljenju, osecao, pitajuci se da li ¢e moci Citaocima da prenese svoje zastrasujuce
uvide o najmrac¢nijim ljudskim potencijalima, preslikava se u romanu na nepouzda-
nu naraciju njegovog pripovedac¢a Marloa. Marlo nekoliko puta u Srcu tame prekida
pripovest o Kongu, pitaju¢i svoje slusaoce mogu li da vide pred o¢ima dogadaje o
kojima im govori i priznaju¢i kako ima utisak da pokusava da im prenese senzaciju
ko$marnog sna (Ibid.).

Veza izmedu anahronije i Konradove reprezentacije kolonijalizma takode se
zapaza u njegovom ¢uvenom istorijskom romanu Nostromo. Hronolosko pripoveda-
nje javlja se samo u jednom kratkom segmentu ovog romana, gde o istoriji fiktivne
juznoamericke drzave Kostagvane usmeno govori kapetan Micel. Micel je upravitelj
engleske parobrodske kompanije OSN, ¢ijim poslovanjem je zapravo zapocelo otva-
ranje ovog kolonijalnog prostora. Micelov pokusaj da putem hronoloskog izlaganja
pridruzi dogadajima u Kostagvani logic¢an sled i koherentnost istovremeno ukazuje
na njegovo pojednostavljeno i stereotipno razumevanje tih dogadaja, koje ima ja-
snu ideolosku pozadinu. Nasuprot tome, anahronija u ovom Konradovom romanu
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u celini ima za cilj da ¢itaocu pruzi kompleksniju sliku burnih politickih previranja
u jednoj zemlji Tre¢eg sveta, Cija se istorijska sudbina ne moze svesti na ideoloski
narativ kolonizatora (Stevenson, 1992: 96).

3. Anahronija u romanu Lord DZim

Konradova upotreba anahronije u romanu Lord DzZim tesno je povezana sa
modernistickim subjektivizmom. Ovo je pritom i delo u kome Konrad najizrazitije
stavlja anahroniju u sluzbu karakterizacije. Na jednom nivou, odbacivanje linearnog
pripovedanja pri oblikovanju lika protagoniste, Dzima, ima za cilj da priblizi ro-
man nacinu na koji upoznajemo neku osobu u stvarnom Zzivotu. Ford Madoks Ford
(Ford Madox Ford), Konradov dugogodisnji prijatelj i saradnik, objasnjava da su on
i Konrad zajedno dosli do zakljucka da upoznavanje sa likom u romanu ne treba da
se odvija hronoloski:

,Vrlo rano postalo nam je jasno u ¢emu je problem sa romanom, a pogotovo sa bri-
tanskim romanom. Re¢ je o tome da on napreduje pravolinijski, a kada se sa nekim
upoznajete, to se nikada ne odigrava pravolinijski. Da biste uveli lik u knjizevno delo,
ne mozete poceti na pocetku njegovog zivota i potom ga hronoloski obradivati do
kraja. Morate ga najpre uvesti jakom impresijom, a potom unapred i unazad istrazivati
njegovu proslost™ (Ford, 1924: 129-130).

Dzimov lik uvodi se u roman upravo takvom ,,jakom impresijom‘* kakvu predla-
ze Ford. Prva recenica glasi: ,,Bio je visok jedan, mozda dva palca manje od Sest stopa,
snazno graden, a prilazio vam je pravo, malo pognutih ramena, isturene glave i gledao
vas ukoceno, nekako odozdo, tako da je li¢io na bika koji napada“ (5).? Fraza ,,prilazio
vam je pravo“ odmah dodeljuje ¢itaocu aktivnu ulogu, tako da stice utisak da se nalazi
u sceni koja se opisuje. ,,Malo pognutih ramena‘, sa pogledom uperenim ,,0dozdo®,
Dzim li¢i na bika, ali to takode moze biti drzanje nekoga ko je doziveo poraz (v. Watt,
1981: 294). Oblik iskaza sugeriSe ucestalost radnje, Dzimovo kompulzivno ponasanje
za koje na pocetku romana nemamo objasnjenje. Ovaj opis Dzima, kao i celo prvo
poglavlje, odnose se na period njegovog Zivota posle sudenja, kada radi kao trgovacki
sluzbenik u pristani$tima. SluZe¢i se prolepsom?, Konrad ve¢ od prve reenice pobu-
duje interesovanje za Dzima, ¢iji izgled i ponasanje su upecatljivo docarani, ali o ¢ijim
motivima Citalac na po¢etku romana moze samo da nagada.

Upotreba anahronije naroCito dolazi do izrazaja u onom delu romana Lord
Dzim gde Marlo* preuzima ulogu naratora. Za Marloa se, naime, moze re¢i da u

2 Svi citati iz romana navedeni su prema izdanju: (Dz. Konrad, 2002). Broj u zagradi oznacava stranicu
sa koje je preuzet citat.

3 Prema Zenetovoj kategorizaciji, dve osnovne vrste anahronije jesu prolepsa — anticipacija, ili najava
dogadaja koji ¢e uslediti kasnije, i analepsa — retrospekcija, ili iskaz o dogadajima koji su se odigrali
ranije, u odnosu na tacku u pri¢i gde se trenutno nalazimo (Genette, 1980: 40).

* Marlo ima ulogu dramatizovanog pripovedaca u nekoliko Konradovih dela, od kojih se dva (Srce tame
i Lord DZim) razmatraju u ovom radu.
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romanu pokrece svojevrsnu ,,nezvanicnu istragu” o Dzimovom slucaju, teze¢i da
shvati razloge koji su ga naveli da u trenutku krize izda eticki kod pomorskog ofi-
cira 1 napusti brod, dovodeci u opasnost zivote osam stotina hodocasnika koji su
njime putovali. O ovom kljuénom dogadaju u romanu sprovodi se i zvani¢na sudska
istraga — ali pitanja koja sudije postavljaju nikako ne dosezu do problema Dzimove
motivacije i unutrasnjeg znacenja njegovog ¢ina izdaje. Marlo uvida da ovakav sud-
ski postupak nec¢e zadovoljiti ,,psiholosko interesovanje” koje je njega, kao i druge
brojne slusaoce, privuklo da prisustvuju sudenju:

,,Bez obzira da li su to znali ili ne, interesovanje koje ih je privuklo ovamo bilo je ¢isto
psiholosko — ocekivanje da ¢e do¢i do nekog sustinskog otkri¢a o snazi, mo¢i i uzasu
ljudskih osecanja. Naravno, nista te vrste nije se moglo otkriti. Ispitivanje... se zaludno
vrtelo oko te dobro poznate ¢injenice [0 oStecenju broda Patnal, a pitanja u vezi s njom
su bila isto onako pou¢na kao lupanje éeki¢em po gvozdenoj kutiji da biste otkrili Sta
je unutra... Cilj [istrage] nije bio ono osnovno ,,zasto*, ve¢ povrsno ,.kako* se to dogo-
dilo... Pitanja koja su mu postavljali neizbezno su ga udaljavala od onoga §to bi... bila
jedina istina koju vredi saznati (48).

To je razlog $to Marlo, kroz ¢in prise¢anja i pripovedanja, pokrece sopstve-
ni, alternativni istrazni postupak. Nasuprot zvani¢noj sudskoj istrazi, koja odgovara
samo na povrsno ,.kako”, Marloova pripovest (kao i u Srcu tame) moze se okarakte-
risati kao narativ razumevanja, koji trazi odgovore na sustinsko ,,zasto”.

Marlo je usmeni pripovedac koji svoja se¢anja i razmisljanja o Dzimu izno-
si grupi prijatelja u nekom ,,dalekom kraju sveta® (29) na verandi restorana posle
vecere. Maroloovo usmeno pripovedanje pruza Konradu izgovor za odstupanje od
hronoloskog redosleda, jer se moze ocekivati da pripovedac u takvim okolnostima
govori o dogadajima onim redom kojim mu padaju na pamet. Konrad u predgovo-
ru komentariSe da Marlo kraj sebe verovatno ima i ,,osvezenje“, koje pomaze da
prica lakse tece, 1 takode doprinosi da ona postane ,,nevezana i lutajuca pripovest®
(Conrad, 1994: 7).

Tok Marloovog pripovedanja, medutim, samo je na prvi pogled nevezan i na-
sumiéan. Kao §to je primetio Zenet, draz narativne forme lezi u moguénosti da se
besmisleni redosled dogadaja u objektivnom vremenu preoblikuje tako da dobije
smisao; u ovom slucaju, Konrad koristi tu moguénost da uobli¢i lik protagoniste.
Marloov subjektivni dozivljaj vremena, primenjen kao organizacioni princip u pri-
povedanju, u tom smislu igra zna¢ajnu ulogu. Asocijativne i tematske veze koje on
uspostavlja medu dogadajima pokazuju se kao daleko ¢vrsce i znacajnije nego Sto je
veza medu njima koju diktira prost hronoloski redosled. Marloova secanja na Dzi-
ma, kao i na susrete sa drugim likovima koji su sa njim povezani, redaju se po prin-
cipu tematske apozicije, navodeci Citaoca da ih protivstavi i tako produbi moralne i
psiholoske uvide vezane za Dzimov lik.

Jedan primer ovog postupka je DZimov razgovor sa Marloom o dogadajima na
Patni. Dzim govori o poslednjim trenucima koje je proveo na palubi, o skoku u ,,ve-
¢itu provaliju (94), kajanju zbog ovog bespovratnog ¢ina, mucnoj plovidbi camcem
sa oficirima Patne 1 tome kako se namerno izlagao uzarenom suncu prizeljkujuci
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smrt. Dzimova ispovest predoc¢ava njegovu dusevnu patnju i pobuduje kod Citaoca
saosecanje 1 razumevanje za njegov polozaj. Medutim, dok prepricava svojim slu-
Saocima na verandi ovu DZimovu pri¢u, Marlo pravi digresiju i priseca se susreta sa
jednim francuskim poru¢nikom, koji se u realnom vremenu odigrao tri godine posle
susreta sa Dzimom. Ovaj oficir bio je ¢lan posade topovnjace koja je spasila Patnu i
njene putnike teglec¢i brod do najblize luke. Njegov zadatak bio je da ostane na Patni,
kojoj je sve vreme pretilo potonuce, i signalima odrzava vezu sa svojim brodom, a
ta rizi¢na operacija trajala je trideset sati. Na ovom mestu Konrad putem prolepse
stavlja Dzimove izgovore u drugaciju perspektivu, implicitno navodeci ¢itaoca da ga
uporedi sa smirenim i hrabrim francuskim poru¢nikom, motivisanim nekomplikova-
nim osec¢ajem odgovornosti. Odsutpanje od hronoloskog redosleda tako daje autoru
mogucnost da istakne razliku izmedu ova dva lika i njihovog ponasanja u trenutku
krize (Guerard, 1967: 157 — 158).

Marloove asocijacije i digresije istovremeno bacaju svetlost i na njegove licne
psiholoske dozvljaje. Marlo se, naime, u izvesnoj meri poistovecuje sa Dzimom,
koji ga podseca na sopstvenu mladost provedenu u pomorskoj sluzbi. Tragajuci za
nekim opravdanjem ili olaksavaju¢im okolnostima u Dzimovom slucaju, Marlo je
svestan da se pri tome rukovodi i licnim motivima: ,,Da li sam sebe radi zeleo da
nadem senku opravdanja za tog mladi¢a koga nikada pre nisam video, ali ¢iji je
izgled dodao neko licno zanimanje mislima koje je izazivalo saznanje o njegovoj
slabosti...?** (43). ,,Ako nije osvojio moje simpatije, on je ucinio nesto jos bolje za
sebe — dosao je do samog izvora i vrela tog osecanja; dosegao je tajnu osetljivost
mog egoizma“ (127). S druge strane, Marlo istovremeno osuduje DZimovo dezer-
terstvo, smatrajuci da ono predstavlja ,,raskid poverenja sa ljudskom zajednicom*
(132). Taj pripovedacev unutrasnji konflikt docaran je upravo kroz njegov anahroni
proces prisec¢anja: neposredno iza secanja koje mu budi naklonost za Dzima, Marlo
se moze prisetiti neCega Sto ga navodi da kritikuje mladica, ili da ga uporedi sa 0so-
bom boljih moralnih kvaliteta. Narativ na taj nacin pokazuje kako je tesko zauzeti
ispravan moralni stav prema DZimu — §to se odnosi i na Marloa i na Citaoca. ,,Mar-
loov ljudski zadatak”, piSe Dzerard, ,,istovremeno je i zadatak ¢itaoca: da uspostavi
ispravan ljudski odnos prema ovom problemati¢cnom mladem bratu. Marlo se mora
odupreti prekomernoj identifikaciji (koja bi znacila napustanje sopstvenih... etickih
principa); mora uspostaviti zadovoljavaju¢u ravnotezu izmedu simpatije i osude. To
nije lako, jer Dzim zahteva totalnu simpatiju* (Guerard, 1967: 152). Ta Marloova
involviranost je ono $to daje poseban ton njegovom pripovedanju: on nije objekti-
van, pasivan posmatrac, ve¢ je kroz svoja unutrasnja previranja aktivno ukljucen u
Dzimovu pripovest, tako da i sam postaje deo jedne intenzivne psiholoske drame u
kojoj nema jednostavnih odgovora.

,»0Odlozeno desifrovanje”, ve¢ pomenuta narativna tehnika koju je Jan Vat ana-
lizirao u Srcu tame, javlja se 1 u romanu Lord DZim, ali je Konrad ovde primenjuje
zenog desifrovanja u romanu predstavlja scena kojom pocinje poznanstvo Dzima i
Marloa. Marlo izlazi iz sudnice u kojoj je pratio istragu o Patni i jedan poznanik mu
u tom trenutku skrece paznju na psa koji se zatekao u dvoristu: ,,Pogledajte tog bed-
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nog dzukca“ (59). Posto je bio okrenut ledima, Dzim pogresno shvata da se primed-
ba odnosila na njega i nasr¢e na Marloa trazeéi izvinjenje. Ne shvatajuéi o ¢emu je
re¢, Marlo tvrdi da nije rekao ni$ta §to bi moglo uvrediti DZima. Dok se nesporazum
postepeno otkriva, Marlo istovremeno sti¢e uvid u Dzimov unutrasnji zivot, u jedan
aspekt njegove licnosti koji bi inace ostao sakriven:

,Nikoga sopstveni prirodni poriv nije tako nemilosrdno razotkrio. Jedna jedina rec¢
oduzela mu je razboritost, onu razboritost koja je pristojnosti naseg unutrasnjeg bica
neophodnija nego $to je to odelo za pristojan izgled naseg tela. *Ne budite ludi‘, pono-
vih. *Ali onaj drugi je rekao, ne poricete?‘ rece on jasnim glasom, gledaju¢i me uporno
u lice. ’Ne, ne poricem*, rekoh, uzvrativs§i mu pogled. Konac¢no, njegove oci pocese
da prate moj prst uperen nanize. Najpre se ¢inilo kao da ne razume, onda se zbunio, da
bi na kraju izgledao zaprepascéen i prestravljen, kao da je pas neko cudoviste i kao da
nikada ranije nije video psa‘“ (62—63).

Cinjenica da se Dzim prepoznao u opasci Marloovog prijatelja o ,,bednom
dzukcu‘ otkriva nam njegovo dusevno stanje. DZim se ose¢a osramocen sudenjem i
priznanjem svog necasnog ponasanja na Patni. Navedena epizoda tako na posredan
nacin ,,desifruje” ova osecanja, koja bi sam Dzim odbio da eksplicitno prizna, a
mozda ne bi umeo jasno ni da ih formulise.

4. Zakljuc¢ak

Konradovo istrazivanje moguénosti narativnog vremena nastavice se kroz ¢itav
njegov opus. Jo$ jedan primer nalazimo u poznom delu Prilika (Chance, 1913) — gde
je anahronija, kao i u Lordu DzZimu, neodvojiva od autorove namere da svoj predmet
predstavi iz viSestrukih subjektivnih perspektiva. Uprkos tome, moze se primetiti da
je Lord Dzim delo u kome je Konradova primena anahronije najkompleksnija, a ono
$to je ¢ini narocito privlatnom za proucavanje jeste nacin na koji se preplic¢e sa karak-
terizacijom i tematsko-motivskim komponentama romana. Upotreba prolepse (antici-
pacije), analepse (retrospekcije), i autorovih inovativnih tehnika kao §to je ,,odlozeno
desifrovanje”, u ovom delu ima za cilj da produbi sredisnju psiholosku temu. To se
odnosi na napore pripovedaca, Marloa, da pronikne u subjektivni svet protagoniste,
DzZima, i utvrdi $ta je uzrokovalo njegov trenutak slabosti 1 izdaje; istovremeno, medu-
tim, odstupanje od hronoloskog pripovedanja omoguéava Konradu da na poseban na-
¢in osvetli Marloove sopstvene nedoumice — njegovo oscilovanje izmedu saosecanja i
osude, njegove protivrecne i kompleksne reakcije na Dzimov lik.

Konradovu upotrebu anahronije potrebno je, pre svega, sagledati u kontekstu
modernistickih poetika i teznje umetnika u ovom knjizevnoistorijskom periodu da
verodostojno prikazu unutrasnji zivot ljudske jedinke. Usredsredenost na subjek-
tivni dozivljaj vremena jedan je od nacina na koji su modernisti tezili da — prema
opasci Virdzinje Vulf (Woolf, 1984: 160) — uhvate u svojim delima ,,duh, istinu ili
stvarnost”, sustinu psiholoskog bi¢a savremenog ¢oveka, koja im nije bila dostupna
posredstvom ,,objektivnog metoda” realistickog romana.
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ANACHRONY IN THE NOVELS OF JOSEPH CONRAD

Summary

Anachrony may be defined as any kind of discord between the temporal sequence of
events in a story and the pseudo-temporal sequence whereby these events are pre-
sented in the narrative. The potential for manipulating time is an essential aspect of
literary narration: for this reason, examples of anachrony abound in Western literary
tradition. However, it may be noticed that this potential is exploited to a much greater
extent in modernism than in the preceding literary epoch.

Like other modernist authors, Joseph Conrad tends to discard realist conventions re-
garding chronological narration. His first two novels, Almayer’s Folly and An Outcast
of the Islands, already point to his inclination towards retrospective storytelling, which
will remain one of the permanent characteristics of his writings. A more complex
approach to temporal ordering may be observed in Heart of Darkness, whereas in
Lord Jim Conrad’s use of anachrony is most closely related to characterization. This
paper will analyse several examples of Conrad’s novelistic treatment of time, while
also situating them within the broader context of modernist preoccupations.

natasamlk@gmail.com
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VK 821.111.09-31 Conrad J.

Muunan /1. ’KuBkoBuh

YHUBEP3UTET YHUOH

daxynTeT 3a MpaBHE | MTOCI0BHE cTyauje ap Jlazap Bpkarunh

CPLE TAME KPO3 IPU3MY BPEMEHA: TUJAJIOI'
MPOLIJIOI U CAZAIIBET TOBA

Caxerak: Y 0BOM pajJy ce MCHHTYje jeqaH mocebdaH CEerMEHT KJIACHYHOT Jiesla eH-
rieckor MojiepHu3Ma — pomana Cpye mame 1lozeda Konpana, kao n merosa Besa ca
JaHamBUM BpeMeHoM. [Toceban Haracak je Ha CBEeBPEMEHCKOM aCHEeKTy OHTOJIOIIKOT
CycpeTa 4oBeKa ca JpyraddjuM KyjlITypaMa M HUBHIN3alijama, Te CycpeTa ca CaMuM
cobom. OBO cTBapa cBOjeBPCTAaH BPEMEHCKH MOCT M3Mel)y Tajamnimer 100a cypoBUX
€BPOIICKUX KOJIOHM3ATOPa M JaHAIIET, Y KOjeM KOJOHH3aL]ja HJIe y CYIIPOTHOM CMe-
PY H IJie BeIUKH OpOj JbYIU XPIIU Ka EBPOIICKUM AprkaBaMa Hasajyhu ce 60JpeM jKUBO-
Ty. XpOHOJIOIIKHY IVIEAaHO, POMaH MOYUE-E MPUIOM O PHUMCKO] KOJIOHM3auuju bpura-
HHje, Te ce Bpaha y NHUIIueBO BpeMe OpUTaHCKe KolloHu3anuje AQpuke, 10K ce JaHac
yodaBa TPEHJI IT0 KOjeM ce KonoHu308aHu Kpehy Ka OMBIIO] MATHIIU — KOTOHUZAMOPY .
YouspHBo je na ce nurepapHu KeprioB cycper mpe BHILe 0J CTOTHHY TofuHa ca ad-
PHUYKOM JIUBJBMHOM pe(UICKTYyje Y JaHaIlbeM CTBAPHOM CBETY IJIE Ce OTBapajy roTo-
BO MJICHTHUYHA KYJITYPOJIOIIKA, COLMOJIOIIKA, OJIMTHYKA, aJli, U3HAJ CBETa, NTama
MOpaJHOT Kapakrepa. L{nip oBor paza je 1a mokaxe Kako JBa HaW3IIeA pa3iInyuTa
BpEMEHa — IT0YeTaK J[BAaJCCETOr ¥ MOYETaK JBAJECeT U MPBOI BeKa — KOMYHHIUPA]y
KPO3 KEbHIKEBHOCT U CTBAPHU XKHBOT, @ CBE TO KPO3 MPU3MY UyBCHOT KEbHIKEBHOT JIeIa
CHIVIECKOT' MOJICPHU3MA.

Kibyune peun: Cpye mame, Kepios cycper, qujajor KylITypa U [MBHIN3AIH]a, Bpe-
Me, KOJIOHU3al1ja, MOIEpHU3aM

1. YBoxa

Ha koju HaYKH BeJIMKA KEbM)KEBHA JIEJIa U3 PA3IMIUTHX HCTOPHjCKUX TIEPUOIA
KOMYHUIIMPA]y ca CBETOM JAHAIIBUIE U Y KOjOj MEPH Y FbHMa MOXKEMO MpoHahu
O/ITOBOpE Ha M3a30BE CBAKOIHEBHIIE jeCy HEKe OJI KIbyYHUX TeMa Koje hie ce y oBoM
pany aHaTU3UpaTH ¥ UCTpakuBaTh. KIMKEBHOCT MOIEPHU3MA TIPE/ICTaBIba jelaH
OJ1 TIEpUO/Ia TOKOM KOTa C€ WHTEH3MBHO TOCTaBJhajy MHUTakha Yhja CE aKTYCeITHOCT,
YHHH Ce, CBE BUIIIC [10jayaBa y JaHAIIHEM BPEMEHY. YIIPABO CJI0jeBUTOCT TEMATHKE
W 3HaYerha, TC YHUBEP3aJHE MOPYKE KOje HEMPEKHIHO Iajbe KIACHYHO JEN0 CH-
mieckor MojiepHu3Ma, poman Cpye mame [lo3eda Konpana, 00jaB/beH Ha Tpenasy
ACBCTHACCTOI' Y ABAaACCCTU BCK, YHMHU T'a He3aO6I/IHa3HI/IM MMPUWJIMKOM aHaJIN3C Ha-
HaIIBET JPYIITBA U MPOOJIeMa KOjU Ce Yy BeMy jaBibajy. OB/ie ce KOHKPETHO Pajiud
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0 CErMEHTY KOHTakTa Mel)y pa3inyuTuM eTHHYKUM Tpyliama, pelurujama, pacama
u Kkyarypama. Ty ce Hamehe mpoOieM HICHTUTETa Kao jeJaH O]l LIEHTPAIHUX, Te
MUTake CTBApHE BPEIHOCTH EBPOIICKE IMBHIIM3AIIMjE Y OIHOCY HA YHHUBEp3allHE
JbYJAICKE BPEJHOCTH. YIIPaBO OBUM TeMaMa ce 3Ha4dajHuM JenoM 0aBu u Konpanos
POMaH U OBJIE MOXE MOCTYKUTH K20 CBOJEBPCHO OIVISANIO JAHAIIHEM CBETY. Y TOM
cMHCITY, oBe hie OMTH pedn 1 0 HEKOJIMKO pa3IMYUTUX TyMauema Konpanosor poma-
Ha, a Be3aHa 3a MUTamba KOJOHU3AIMje U MUTpalrje CTAHOBHUIITBA, T€ O BPEIHOC-
THUMa Koje ce YUCTUHY Heryjy y EBporu oHor 1 oBor 100a. [loctojame BpeMeHCKoT
OKBHUpA O] BUIIE OF] JEAHOT BEKa YMHH Be3y M3Mel)y er3uCTeHIINjaHUX MMHUTamka U3
KEbMIKEBHOT JIeJIa U JIAHAIILET TPEHYTKA Y PEATHOM CBETY jOIII jauoM.

Jla 6u Owito0 jacHHje O KaKBOj je BE3W ped, JOBOJHHO j€ TIOMEHYTH IO jeTHY
ciuky n3 KoHpazoBor pomana 1 JaHalIker CBeTa: IaBHU HapaTop Mapio Ha cBoM
nyTy npema KeprioBoj craHumnm yodaBa 6ecoMyyHy eKCIUIOaTalyjy 1 HeJbYACKH Ol
Hoc EBporubana mpema craHOBHUIIMMA AQpUKE NPUIUKOM NIMPEHa T3B. [IUBUIIU-
3a1yje, TOK je JaHac BHJJBHB OrpoMaH cTpax ko Behmue cranoBHmka EBpore on
noceibeHrnka 3 Cupuje, ABraHUCTaHa W APYTHX 3eMasba, T3B. JOHOCHIIANA HEKUX
JPYTHX BPETHOCTH M HABUKA, CTPAHUX €BPOIICKO]j IuBriu3anuju. Ose he 6utu npe-
JIOYEHH Pa3IMYMTH CTaBOBH KOjH MIYCTPY]jy Ha KOjU HAYMH CTAaHOBHHILUTBO pearyje
Ha JI0Jla3aK MHIpaHaTa M KOJHMKO ce MOXKE CIMYHOCTU NoByhw m3mely nanamimer
TpeHyTKa u porahaja uz Cpya mame. Konuku je nyt npehen on HemocTojama Tep-
MHHA ,,pacucta” y KoHpamoBo Bpeme, Ia CBE 10 JaHAIIHhEe CBAKOIHEBHE yIOTpeoOe
ca pa3NUUMTHM HHTephpeTranujama. Kpo3 moapoOuujy ananmmsy oapehenux cerme-
Hata Cpya mame, 1a CBE JI0 aHAIIN3E TOjE€IMHUX HOBHHCKHX WIaHAKa IMOCBeheHnX
MUTPaHTCKO] KpU3H, MOKylmiaheMo 1a mpUKakeMo Jia JId, U y KOjoj MEpH, MHUTarba
n3 KonpaznoBor poMaHa ¥ jJjaHac Bake W Jia JIM U Jlajbe TIOCTOjU YHUBEP3alHHU Kep-
IIOBCKH CTpaX KOI JbYAH Ol OU6/baKa KOJU MOXKJIa MOTY YTHIIATH YaK ¥ HAa BETUINHY
Hare nmobame (Korpan, 2004: 23). Jla 11 je KOMyHUKAIH]ja jeTHOT KEIKEBHOT Jea
1 Hallle CTBAPHOCTH U J1aJbe TAKO HHTEH3UBHA U KOJIMKO CY CE€ BPEAHOCTH OHOT 00a
MIPOMEHMWIIE Y TTopehey ca JaHaIlUM CBETOM — jecy MHUTamba Ha Koja ce MOKyIlaBa
onrosoputu. Jou je uyBeHu eHrecku nucail ['pejam ['pun pekao 3a Cpye mame na je
TO MECTO Ha KOjeM MO)KEMO M3MEPUTH KOJIMKO je IIMBHIIM3AIIMja 3aucTa BpeaHa (HaB.
y: Stallman, 1960: 178). Moxna je moryhe y3 momoh Konpagosor pomana, makap
JIEIMMUYHO, U3MEPUTH BPETHOCT JaHAIIke eBpoIcKe nuBmin3anuje. Oxpadpyjyhe
je na Cpye mame yHnopHO U3JpKaBa TECT BpeMeHa U MHOTOOPOjHE ,,Hamaie" U KOH-
TpoBep3e Koje 0Bo Jiesio npare (Ouhe peun U 0 4yBeHO] ,,onTyx 0u* Unnya Aunba
na o ,,ymupyjyhux“ tonosa Exsapna Cena), Te ce He MOXKE OCIIOPUTH UCTUHUTOCT
I'punoBe peuenniie. TokoM UCTOpH]je, Pa3THUUTE UBHIIM3AIIN]E CY CE CMCHUBAIIC H
HacWJTHO WJIM HEHACWIIHO MeIIajie M JOoIMymaBaie, cTBapajyhu cBeT y kojem maHac
»uBUMO. [luTame je Ha Koju he HAaYMH NaHAIIKBY CBET OUTH crIoco0aH /1a OrOBOPH
Ha MHOTOOpPOjHE KpH3e, KOJICKTUBHE U JIUUHE, T€ Ja Jii he OUTH TOBOJHHO BEIIT Ja
3aJpXKH JbYACKOCT U BPEAHOCTH XyMaHoT cBeTa uiH he, momyT Konpanosor Kepua,
caMOCIO3HAaTH cede U CBOjy CKpUBEHY, TaMHy Ipupony. Ha kpajy, u cam Konpanos
pOMaH OCTaBJba JWJIEMY: Jia JIA je 3aucTa MAToOMa OpuTaHcka Tem3a IUBHIN30Ba-
HHja on AuBJeeT adpuakor KoHra u Koju ¢y HajBaJbaHHUjH TTapaMeTpH KojuMa Ou ce
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Munan [1. )KukoBuh

TO MOIJIO YTBpAUTH? Y HapeaHuUM ojesbliuMa he ce mokymaru JoOUTH OATOBOP Ha
HeKa o7 IOMEHYTHUX MMUTama Win, 0ap, OTBOPUTH paclpasa 3a Heke Oyayhe HayuHe
pazose.

2. Ox Pumubana 10 MUTpaHaTa

Cpye mame je HacCTalo Ha Mpena3zy BEKOBa, AEBETHACCTOr y JBajaeceTH. [iie-
JIaHO M3 yIUia JIBAJIeCeT W MPBOT BeKa OBO JEJI0 €MaHIMIyje YoBeka, Bpaha ra y
[EHTap KEWKEBHOT JeNla, OYHLE JIa BPEIHYje Taj BEIMUYAHCTBEHH YHYTPAIIHH
CBET IyH OrpaHuueka U cio00/1a, UCTHHA U 3a0nyna. KoHpaj HaramiaBa Kpo3 CBOj
NPENO3HATIBUBY HAYMH MPUTIOBEJamka, Kao U y3 moMoh CBOT BEpHOT MPHIIOBEAYa
Mapinoa, Taj CKpUBEHH H ITOCBE HEpa3yMJbUBH CBET YOBeKOBOT Ouha. UnHHM HaMm ce
Jla Taj KOHPAJOBCKH MMIIPECHOHM3aM YIOPHO MOCTaBJba TEIIKA MHUTaba JbYICKOM
CPITY ¥ MY, T€ KOHCTAaHTHO IIPEHUCIINTYje MOh 1 cHary 4oBekoBy. KoHpa Hac CBECHO
CTaBJba MPEJT HEMPEMOCTHBE TPETNPEKE Y BULy MOPAITHUX JIMJIEMa U YCIIOCTABIbakbha
jacHor mapameTpa nmomMohy kora MOpaMo YTBPJHUTH IITa je MPUXBATIHUBO U Y CKIaTy
ca yoBekoBUM Ouhem, a mTa je cynpotHo of Tora. LIyt y cpiie Tame He naje jacHe
OJITOBOpPE, HUTH IpaBall KojuM Ou 4oBek Morao johu g0 oarosopa. Ha obamama tor
BOJICHOT IyTa CaMo Ce y JTaJbUHHU Ha3Upy HOBA CYIITHHCKA MHTaba KOja 3aXTeBajy
BaJhaHe OJIrOBOPE.

[puuy mouume jenan 0 YeTBOPHIIC MOMOpaIa, IPBU MPHUITOBEAY, KOjH OIH-
cyje Jlonmon, pexky Tem3y, AupekTopa KOMIaHH]e 3a KOjy paje, anu u Mapioa, kora
JIeTaJbHO OIKCYje M YBOAM Kao IIIABHOT MPHIIOBeada. 3aTuM, Mapiio ouume CBOjy
IIPUITOBECT U TO IPpUYOM 0 PuMibanuMa u ocBajawy bpuranuje. Kpos kacHujy ana-
Ju3y ocBpHyheMo ce Ha OBaj MojlaTaK KOju HKje HUMAJIO ClIydajHO HaBeaeH. Mapio
TIOTIIHICYje YTOBOP 3a KOMIaHH]y Koja he ra mociatu y cpiie adhpuduke TuBjbuHe. Hhe-
TOB CYCpET ca XeHama Koje TUIETy [[PHY BYHY y CEIUINTY KOMIaHHUje, Te CYyCpeT ca
JIeKapoM KOju My IIaJbBUM TOHOM 00jallli-aBa Jia ce€ HUKO He Bpaha omaHe, Kao u
cycper ca kanieraHoM LlIBehannHOM Koju mprya 0 4YOBEKY Koju ce obecno 0e3 pasio-
ra— CBe TO IPeJICTaBIba 3JI0KOOHY cuMOoIInKy Moryhe Tpareauje. Mapiio Beoma ciiu-
KOBHTO M CHR)KHO TIPUTIOBEJIA O HACMAeHOj nycmouiu, Kako HazuBa obaie Adpuke.
BuarmMo BeoMa OKpyTHO W JKUBO, Kpo3 0ud Mapioa, yMUparme O0JICCHUX U TIIATHUX
I[PHAIIA KOjH TPajie KEIC3HUUKY MPYTY, MOHOC JbYJCKOT Tporpeca u IUBHUIN3AIIH]e,
Kao M CKYIUbAb€ CIIOHOBAYE M HE3aCUTy IIaj 3a borarctBoM. [Tox yrrckom Mapio-
OBe TIpUYe, YOBEK Npe OMpa yTOYMIITE Yy MpamIyMu KOja HOCH BEJIMKE OMACHOCTH,
HEro mporpec koju Oenavka IUBUIIM3aNMja qoHOCH. Mnak, a1a je Ta npupoaa Beoma
cypoBa cBenoun Kepii, cmocoOHM areHT W3 yHyTpalllhbOCTH YHjH CE€ YM pacTade H
Bpaha eneMeHTaprjamMa Jpynckor Onha Koje 4OBEeK yHOpHO mopude. Mapio ciyma
roToBO uauIM4yHe npuue o Kepiry kora cBu miopudukyjy u 1ieHe cmarpajyhu ra 3a
M3BaHpEIHOT YoBeka. Yak nu Mapio He MOke y MOMEHTHMA J1a CAaKpHje OMYUEEHOCT
Keprom, anu yop30 yrnosHaje cTpaxoBHUTY CypOBOCT U U3BUTOIIEPEHOCT TOT 000XKa-
BaHoT Ouha Koje Kumu CBOjy TProBayKy CTaHHUILY IIIaBama IPHOIYTHX JIOMOPO/IaIa.
CTpaxoBUT yKac U3JIa3H U3 CPIla TaMe — T€ MEITaBHHE TeorpadCKOT IMojMa  JbYIACKE
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nyure. Mapio cpehe Kepua Beoma GonecHor, Ha caMpTH, U TpK TIOBpaTKy Kyhu oBaj
ymHpe U OMBa 3aKOIMaH y OjaTmaBy paky mnopen peke. Mnak, Kepip npe came cmp-
TH ocTaBJba Mapioy y Haciiehe Temike peuu ,,Ykac! Yxac!™ (Konpaza, 2004: 151)
koje Hoce pedutekcnjy Kepmose aymie. Tako Kepi 3apo6spaBa cBakor CHaroM CBOjUX
peun, Te Maprio Ha Kpajy HaMepHO He TOoBOpW MCTHHY KeprioBoj BepeHUIM 1a Ou
cayyBao TO MPOKIIETCTBO MIIy3Hje Koja 00aBHja YOBEKA M HE OTKPUBA MYy Ty CTPaxo-
BUTY TajHy O cpily Tame. Mapio 3aBpiiaBa OBy IPUIIOBECT PEYjy TAMHO U TIOTOM C€
MOBJIaYH 12 OU JI03BOJIMO MIPBOM HApaTopy Ja 3aBpIIN POMaH.

OBako caxeTo MpeACTaBLEH, POMaH HE Of1aje Ty jeAMHCTBeHY KoHpamoBy Be3y
mmMehy nmpumnoBexama U HCKOHCKOT CIMOOJII3Ma KOJU U3BUPE U3 TOTOBO CBAKE PEUH
oBor pomaHa. Ann, KoHpany je u morpeban Mapio fa Ou u3naneka U HECUTYPHO
MPUIIA0 KOMILIEKCHOM HpoOJieMy JbY/ICKEe IMBUIM3ALHUjE ¥ MOPAIHOT MHTETPHUTE-
ta. CBaKako, MU HE MOXXEMO TIOTITYHO BEPOBATH Y CBET KOjU HaM MapJjo oclinkaBa
KpO3 CBOjE peyH W UMIIPECH]je, alld MOKEMO BPJIO JIAKO 3aMHUCIUTH jeaHor Kepia
KOjU C€ OYajHHYKH OOpH MPOTHB CBOjUX JbYACKUX TIOPHUBA, JKEJbE 3a YCIEeXOoM, 0o-
rarcTBOM, MOhH, U, jOIII BayKHH]je, BETOB IaJ] 1 MOKJIEKHyhe Tpes CypoBOM CHAaromMm
eJIeMEHTapHe MPHUPO/JIe Koja ra yBIIaud y CBET AMBJhAYKMX 3akoHa. Ca curypHorrhy
ce MOKe TBPAUTH /12 j€ 11eJI0 IyTOBamke BeoMa yTuuano Ha Mapioa u, Behum geiom,
MU J00HjaMo MH(OpMalKje U3 BErOBUX yCTa, YOKBUPEHE HETOBUM HUMIIpECHjaMa.
Wnak, oBaj myT npeacTaBiba 1 MapiaooBO JIyXOBHO IyTOBame y camocio3Hajy. I1o-
cie UCKycTBa enudanuje y cycpety ca Kepmom, Mapio ce Bpaha y EBpomy 3HaTHO
MIPOMEH-CH, UCKYCHUJU U C YBEPEHEM Ja JbYIN OKO Hera He 3Hajy CTBapH Koje OH
Mo3Haje.

3a unrtaoue Cpya mame BEIUKU MPOOIIEM CE MOXKE MOjaBUTU YKOJIHKO C€ PO-
MaH MpoYuTa caMo jeqHoM. Hamme, cBako HOBO YMTame JJOHOCH HOBE 3aKJbyuKe,
OTBapa HOBE XOPU30HTE 32 pa3yMeBambe, 11a TAKO U KPO3 TIEPHOJT O] HEIIITO BUIIE OJT
JEIHOT BeKka MpOHAJIa3uMO YBEK HOBa TyMadema OBOT jeia. Tako ce unrame Cpya
mame TIOpean ca ,,XOOOTHUIIOM UYJIOBUIITEM  Kao M TO Ja je ,,lIOTpeOHO Ja cTall-
HO M3HOBA YUTaMO JEJI0 KaK0 OMCMO OTKPWJIM Pa3MuuTe HUBOE W — IUTO je jOuI
Ba)KHHUje — Hallla peaklija Ha NPBO, APYro win Tpehe ynTame MOKe OUTH pas3iiu-
guta™ (Watts, npema Adamowicz-Pospiech, 2013: 144). Takohe, poman ce nopeau
ca ,,JJABUPUHTOM KOME CE TPUCTYIIa ca Pa3IMYUTUX CTpaHa (MCTOPHjCKA, KEHbIKEB-
Ha, Kynrypornomka)“ (Adamowicz-Pospiech, 2013: 147). Ho, cBe oBo Hekan HUje
JIOBOJHHO jep YUTAOIU UMAjy 0ZpaHuuerbe KOje CBAKaKo He MOTY MPEHEeOpEerHyTH —
KOHTEKCT BpeMeHa Yy KojeM kuBe. PoMaH KOMyHHUIIMpa ca YUTAOIMMA Y Pa3InIuTUM
nepuoarMa U HeMoryhe je OJBOJUTH OBO JeJI0 O BpeMeHa y KojeM ce 4yuTa. Tako
MMaMO HEKOJIMKO YyBEHHX KPUTHKA OBOT POMaHa M CBE OHE IPeouaBajy 030MIbHE
apryMeHTe BpeMEeHa y KOjeM Cy HacTase. 3a KOHTEKCT KOJIOHH]jaTu3Ma, pa3Boja Myil-
TUKYJITYPaTHOCTH U caaimmpux goralhaja y EBporn, 3HauajHO je TOMEHYTH HeKa O
TUX Bul)ema.

[IpBo, panu kputnyapu Konpagosor aena (Andept Ilepapn, Ensapa I'apuer)
0aBMIIH Cy ce BHIIE APYTHM CETMEHTHMa OBOT POMaHa, MOIyT CTPYKType, Hapalyje,
JIETI0BA PAlbe U JIMKOBA, 4 MAaKkE WM HUKAKO IIMTABLUMA PACE, PA3JIMUUTUX KYJITY-
pa u uBHIM3anyja. To cBakako 3adyljyje unTaora aBajeceT U IMPBOT BeKa, i Ou
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Tpebasio IMaTH Ha yMY Jla C€ KOHLIENT pach3Ma MEHhao TOKOM BPEMEHA U OH CBAKaKo
HUje WCTHU JIaHAC M MOYETKOM J[BajieceTor Beka. Haume, cama ped ,,pacuzam’ Huje
nocrojana kaza je Konpan nucao cBoje jieno, ajm To He 3Ha4H JIa pacu3aM Kao Takas
HHje TocTojao. Hampotus, pacuzam je y KorpamoBo BpeMe OMO TONHMKO HOpMaIaH
Jla TEpMUH pacuzam yorre Huje 6uo norpedan (Firchow, 234, mpema Swensson,
2010: 6). OBa ped je npBu myT ynorpedsbena Tex 1936. roguHe 1 ox Taaa ce mocre-
MIEHO MoYena yrnorpedsbaBaTy y JaHallllbheM KOHTEKCTy. CBe 0BO yKasyje Ja ce OHOC
npeMa peurMa y je3uKy u npema oapeheHom Jieny Mema Kpo3 BpeMe, ajld He pe3yll-
TUpa TUME JIa HUCTHHCKA PEMEK-JIela H3ry0e CBOjy YMETHHUKY BpeaHOCT. CTora u He
Yynu Ja cy ce paHu Kputudapu KoHpamoBor sesa Bullle 0aBWIA aBaHTYPUCTUIKOM
npuponoM Cpya mame, T€ PrII030()CKUM acIIeKTUMA, JOK j€ pACHO IMATAHKE MOTITYHO
WUTHOPHUCAHO jep I'a je Majo KO YOIILTE U MPEero3HaBao y OBOM pOMaHy Y TO BpeMe.

Kako cy jpyinuma oBa muTama 1ocrajajja CBe akTyeIHH]ja, TaKO Ce U OJIHOC Ipe-
Ma Cpyy mame Memao M MOCTajao cBe ciokeHHju. UyBeHa je KpuTuka adpuyukor
nucia Ynaya Aunba ca BpJIo HHTEPECAaHTHUM U JIeTajbHO 00Pa3IOKEeHIM apTyMeH-
THMa Ha HeKHUX JeceTak cTpaHa. OBa KpUTHKA, 1o Ha3uBoM ,,Ciuka Adpuke: pacu-
3aM y Konpagosom Cpyy mame™, o0jaBibena je 1977. ronune u Taj mogarak je Outan
jep cy 1e3zecere U cepamaeceTe ToAMHE MPOLUIOT BeKa MoCeOHO BaXKHE 3a pa3Boj
AQHTUPACUCTUYKKX MMOKPETa MIMPOM CBETa, Ka0 U TOIUHE ociobahama KOJOHHU]ja Off
eBPOIICKHX KoJoHu3aropa. OH BpJIO eKCIUIMIIUTHO HazuBa Konpana pacucrom, cma-
tpajyhn ma Cpye mame ctBapa ciuky Adpuke Kao ,,Ipyror cBera’, ,,anTure3e EB-
porm ogHOCHO camoj mmBmiu3anuju (Achebe, 1988: 252). Aunb nasbe cmatpa na
Konpan cama Bunm Tem3y kao HemTo MUpHO, 100po, npocBehieHO, HAKOH JoJIacKa
Pumsbana xoju cy HUBHIM30BAIN JEJHO TAMHO MECTO U ,,0MJIH IOBOJHHO OJUTYYHH Ja
ce cyuene ¢ mpakom“ (Konpan, 2004: 12), 1ok je Konro jorr yBek MpadaH, [IMBHIU-
3aIlMjCKU 3a0CTAa0, T TIPUITA/Ia HEKUM JajieKkuM BpeMmennMa. Konpan je, mo AumuOy,
OTYHILCH IIPHOM 00jOM KOKe, TIPEICTaBjba JIOMOpPOIle Kao xaHuOame Koje Ou Tek
Tpebaso mpocBeTuTH (YKOJIMKO TO yorre Oyzne moryhe), Te 11a je moren ca 3amnana,
1j. u3 EBporne, Hemro mwto ¢popmupa appuuku uaeHTureT. [lo Aunby, HEOXomHO je
npeBazuhy Taj KOJIOHMjAIHW MEHTAIUTET U CTBOPUTH HICHTUTET AQpUKE OHAKaB
KakaB OH yuctuny jecte (Achebe, 1988: 260).

Konmko roj ncnpaBHa wim morpentHa Omira kputuka Ynaya Aunba (oBae ce
o Tome Hehe NeTaspbHMje TOBOPUTH), OHA HAC HECYMIbMBO MPHONMKABA JaHAIIHEM
BpPEMEHY y KOjeM MUTPAHTH U3 PAa3IMYUTHX JIEJIOBA CBETA XPJIe Y EBPOIICKE 3eMJbE,
[IOHAJBUILIC M3 PaTHUX M EKOHOMCKHX pasiora, qoHocehu ca coboM cBOje HaBUKE,
KYATYpY, pelurHjy, pedjy — ugenturet. Ctpax EBporsbana o qomacka BeMKOT Opoja
JbY/IA Y KPaTKOM BPEMEHY HEYITUTHO OTBapa M NMUTamka WACHTUTETA U [IMBUIIA3AIT]je
0 k0joj Aunb rosopu. [IpoGiteM muXoBe Op3e HHTETPAIHje Y EBPOIICKO APYIITBO j& U
Jajbe OTBOpeH. VIHTepecaHTHO je TOMEHYTH Ha KOjU HaYHH I10jeTMHN eBPOTICKH Ha-
POIM TaHAC pearyjy Ha IONIJbake U3 IPYTuX HUBMWIN3anuja: benrujanmny (nHaue 3Ha-
YajHa KOJIOHHMjaJiHa CHUJia y MPOLLIOCTH) 3aXTEeBajy Aa MMUTPAHTH MOTIHIILY H3jaBy
0 TIpUXBaTamy €BPOICKUX BpeTHOCTH; Maljapcka moayke sKu4dane orpaje, 1eMOH-
cTpupajyhu TuMe meHe eBporicke BpeaHoctu u cit. (The Guardian, 2016). Aunby
Ha PyKy HJI¢ U YUIH-CHUIIA Ja j& CBOjeBPEMEHO M OpHTaHCKa IIpeMujepka Mapraper
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Tauep mosuBana na ce 0 UMIIEPUjAITHO] NPOLUIOCTH NpUYa 0e3 H3BHIbCHA, Tj. KA0
0 ,,iiuBHIN3yjyhoj” Mucuju ceerckux pasmepa (Mopiu, Poounc, 2003: 20). Jlakie,
A4nb0BO oTBapame OBOT UTama y Cpyy mame MOXKIA jecTe MPoOIeMaTHIHO, AT
Yy KOHTEKCTY JJaHAIlIEbEI BpEMEHA U CyCpeTa pa3IMYUTUX PACHUX U €THUUKUX Ipylia
jecte uaTepecanTHo. Y oBa AunboBa KpUTHKA UMa jacaH BPEMEHCKH I1e4aT HaCTaH-
Ka y CMHUCIIY aKTyeIHOCTH OBOT TUTaba, aJli JaHAC HECYMILHBO UMa I0CTa MECTa 3a
OBAaKBE TBPAIE U Pa3roBoOpe O mbHUMa.

Wzmely ocranux, joun jegHa KpUTHKA 3aciyXyje Maxmy, a To je oHa ExBapia
Cena 3 1993. roquee Koja Ha HEKHM Ha4YHMH MPEICTaBIba OJroBOp Ha AYMOOBY KPHUTH-
Ky. Y ocHoBH, CeJl yripaBo y3uMa Ty BPEMEHCKY OAPETHHITY Kao HEIITO HajBaXKHH]e
u cmarpa 11a je Konpanos poman Be3aH 3a Bpeme U MecTo, Te 1a KoHpan Huje Buaeo
JITEPHATHBY UMIIEPUjaTU3MY, HUTH JIa CY JJOMOPOLIM O KOjUMa je TIHCa0 YOIILITe OMin
CIOCOOHM 3a HEKakBy He3aBHCHOCT. OH HMje MOrao Jia npeasuau mra he ce qecutu
Kaj1a uMIiepujainzaM Hectane (Said, mpema Swensson, 2010: 11). IIpema Tome, Cen
Bumu Cpye mame Kao BpEMEHCKH TOKYMEHT KOjH 3aIllpaBoO OATOBapa BPEMEHY y KojeM
je Hacrao. Ceq MHCUCTHPA Ha KOHTEKCTYAIM3aIlUji TEKCTa U UCTOPHjCKOM TPUCTYITY
u He cMarpa jaa je Konpan pacucra. OH HeCyMmBUBO youaBa MamkaBocTH y Konpano-
BOM TEKCTY (MMIICPHjaTMCTHYKH MOIVIEA Ha CBET), alld MX MPaB/a BPEMEHOM Yy KOjeM
je Taj Tekct Hactao. Tume KoHpasoB pomMaH cBakako He TyOW JIMTEpapHy BPEAHOCT U
YHHBEp3aJiHa 3Hauekha Koja TaMo JIOMUHHpajy. 3aHuMIbKB je U1 CelloB CTaB O UMIIC-
pHyjam3My Kao ,,Mpexu Mehy3aBHCHUX BCTOpHja Koje Ou OMIo HETavIHO U Hepa3yMHO
MTOTUCHYTH, alli KOPUCHO U MHTEpecaHTHO pa3dymetn‘* (Said, mpema Swensson, 2010:
11). Cen yBuba na Konpana u Te Kako KpUTHKYj€ UMIIEPHjalii3aM U BEroBY MIPUPOLY,
aJli Ta CMaTpa He3aMEHHBHUM M HEU30SKHUM 32 BpEeME Y KOjeM je jkuBeo. Tume oBaj
KpHUTHYap OTBapa MHOTOOpOjHA THTama O KojuMa je 1 AuuO JuckyToBao, amu Cen
3apKaBa MHOTO M30aJaHCUPaHHjU U HEYTPATHUJU ITPHUCTYII.

IIpema cBemy HaBeneHoM, KoHpan Ou ce MOXkzaa M MOTrao Ha3BaTU PacHCTOM
[0 JAHAIIBUM CTAaHAAPAMMA, aJId y HETOBOM BPEMEHY OH TO CHUTYpPHO HHUje OHO
BuIIe o1 Ouyio kora apyror. Konpan momume 1a O moyeny Jbyacke pace MOrIu OUTH
ynpaBo y Adpuiy, Te Haramasa moBe3aHocT Mapioa 1 IOMOpoAala y BUIY HEKe
BpcTe ,,aanekor cpoacrea’ (Konpam, 2004: 78). Ha kpajy, Hucy yu Oarn EBporsbanu
TO cpye mame UMajyhu y BHIY HUXOBO OCECOMYYHO HCKOPHIITABAHEC U JIHBIbAHC
mupoM Adpuke u ceera? Temko ma OW ce TO MOTJIO Ha3BaTH HAMPEIHOM ITHBHUIIH-
3all1jOM M MOLITOBA-EM BPETHOCTH Koje by y Adpuiy BekoBuMa Heryjy. akie,
CYCPET C IpyroM KyJITYpOM, pacoM, [IMBUIM3ALIMjOM, 32 €BPOIICKE HAapoJIe HHUje Haj-
00Jbe TPOIIIA0 HA MMOYETKY JIBAJICCETOr BEKa, U Ty CYy CKPUBEHE U MHOTOOpPOjHE Clia-
00CTH TaHAIllEe MUTPAHTCKE KPHU3€E KaJla je Y TOKY OOpHYT MPOIIEC, aJli ca CITMYHUM
podnemuma. EBpornicky Hapoau IITUTE CBOj HAUMH KHUBOTA O AOLIJbaKa, aJId TO HE
YHMHE y CKJIaJly ca MPOKJIAMOBAHUM €BPOIICKUM M LUBHJIM3ALMjCKUM BPEAHOCTHMA.
Tako jenna [losbcka y qBameceT u mpBoM BeKy 003HambYje Ja MprMa caMoO MUTPAHTE
xpuihane u To caMmo ofpehenn 6poj, 1ok BehnHa Ipyrux 3emMaba, nomyT CioBauke
u Mabapcke, HUje BoJbHA 1a IpUMa BEJIMKK OpOj IMUTpaHaTa.

(Robert and others, 2016). Cse oBo yka3syje 1a Kepiio cycper ca abhpuukum
JOMOPOLIMMA HUj€ TAKO AAJIEK U CKPUBEH Y MPOIIJIOCTH EHIVIECKE KEBbHKEBHOCTH
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Beh 11a je maHac manexo »KMBJBH HEro mTo Ou BehHHa JbyIM MOIJIA JIa IPETIIOCTABH.
Wupnsupyaman Keprio cycpet ca apuukoM TUBJBHHOM MOXK/[Ia HAjOOIbE OMHUCYje
JIAHAIIHE CTAFhE CBPOIICKOT yXa M BPEIHOCTH KOje JOMUHHUPA]y Y EBPOIICKOM
JPYLITBY.

3. AnokaJimica oHJaa 4 cajaa

Kaxo 6ucmo Buaenu Ha Koju jorr HaunH KoHpamoBo /1e10 KOMyHHUIIApa ca Ja-
HaITHUM BpEMEHOM, BaJha HCTahyl MaTepHjaTHu aclieKT Kao KOHCTaHTY Koja mokpehe
u neduHUIIe onHoce u3Mel)y Hapona u nmojenuHana. OBaj acrekT ce HUje 3HaYajHO
n3Menno on KonpanoBor BpeMeHa 10 naHac, MM jeCTe, ajld Y jOLI HeraTHBHHUjeM
cmuciy. Kao unmycrpanujy noryGHor yTHiiaja HoBia, Mohu u 6orarctsa umamo Kep-
1oBy cyn0uHy. OJ1 HajOOJbET, HajyCIEUIHU]eT U HaJKBAJIUTETHHU]ET MOjeIMHIIa KOjer
eBpOIICKa NMBWIIN3AIM]ja Iajbe Y cpie AQprke, MyJITHTaJICHTOBAHOT YOBEKA C BU-
COKO MOpaJIHUM Ha30prMa, Ha Kpajy J00HjaMo MOTITYHO JerpaupaHor U AeBacTH-
PaHOT TojeIMHIIA KOj! TOKMBJhaBa HEYTOJIHY CaMOCITO3HAjy, aJli U MOTyhy crio3Hajy
YUTABOT JBYJICKOT JpyluTBa. Hamme, nako Huje jemuHH, KJbyuHH pasior Kepuose
MPOTIACTH JIEKH Y TEXKHU LUBUIM30BAaHOT YOBEKa Ka FOMHJIaly MarepujaiHor 0o-
rarcTBa MpH YeMy C€ OH JIOCJIOBHO IpETBapa y MPUMHUTHUBHOT JIUBJbaKa MOTITYHO
3aCJIeTJBEHOT MaTephjaiHuM BpemHocTuMa. CThmame mpoduTa MpeacTaBiba OcC-
HOBHY (HE)BpPEIHOCT M OBOT M OHOT A00a. Kepir je, mpe cera, nmocnar y Adpuxy na
LITO BUIIE 3apajiy 3a CBOjy KOMIIAHHU]Y U J1a CBOj€ BELITHHE U CIIOCOOHOCTH CTAaBH Yy
ciry0y eKcrioaranyje 1oMopojana U lbrxoBe cioHoBaue. OBO je ¢ MOpajHe cTpa-
HE BPJIO JEJHOCTABHO ONPAaBIAHO THME J1a IPUMHTUBHH JOMOPOIM HUCY Y CTamby
Jla OpraHu3yjy CBOje JAPYIITBO U JPKaBy, T¢ UM Tpeba nomolhiu y Tome n3padspyjyhu
IBbUX U IhUX0BE 3eMIbe. Jlenmom ce KeprioBe mocnenme peun ,,Yxac! Yxac!™ (Konpan,
2004: 151) omHOCe ¥ Ha Taj acTeKT JbYACKE BPCTE KOjy KOHTPOIHIIIE TTOXJIeNa 1 Ma-
TEpHUjaJIHU UMIIEPATHB: ,,Y Ba3AyXy je oJ3Bamballa ped CIIOHOBa4a, OHA Ce OMHIbaja
L1anaTroM,  ca y3aaxoMm. YoBek OM MOMHUCIHO J1a joj ce Monie. 3agax 0e3yMHe rpaMm-
3UBOCTH IIUPHO CE IO CBEMY TOME, Kao cMpa o kaksor jema’ (Koupam, 2004: 50).

Ogaj cerment u3 KoHpamoBor jiena ce MoXe BpJIO JIaKO YIIOPEIUTH ca JiaHa-
LIBUM J04YEKOM Koronuzamopa esporckor Tia. Haume, 6am cy bputanuum nssenu
padyHHIy A2 MUTPAHTH TOJUILILE KOILUTAjy HUXOBE MOPECKE OOBE3HHMKE TPU MU-
avoHa QYHTH 1o AaHy. [Ipenn3HOM KaJKyJlalujoM Cy 3aKJbYUWIIN J1a MUTPAHTH HeE
JONPUHOCE MO3UTUBHOM (HCKAaTHOM OWJIAHCY M Jla CBE IITO MY JAOIPHHECY TO H
y3My KpO3 HHCTUTYIHje couujanne apxkase (Barrett, 2016). OBakaB npucTyn Moxe
OWTH paloHallaH, alli CBaKaKo HE JOMIPUHOCH MTPOMOIIHjH €BPOIICKUX BPETHOCTH,
Te yKasyje Ha HEJOCTaTaK eMIaTHje M BAXHOCT MaTepHjaTHOT acleKkTa 3a OpuTaH-
cKy apxaBy. majyhu y Buny npouutoct Yjenumenor KpasbeBcTBa kao HajBehe ko-
JIOHHWjaJIHEe CUJIE Y MCTOPHjH YOBEYAHCTBA, OBaKaB CTaB o0ecxpadpyje OMiIo KakBe
Harope Ka CTBapamy MpaBeJHOT U MYJITUKYITYpalHOT OpymTBa. Moxkaa Hajoosba
nmirycrpanyja BehHCKOT 0JHOCa peMa MUTPaHTHMA jecy MUTamka | TeMe KOjuMa ce
Oase meauju y EBponu: ,,kako MUTpaHTH YTHYY Ha jaBHE (PMHAHCH]E, KAKO MUTPaH-
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TH YTHYY Ha TOCJIOBE U IUIaTe, YTHIa] MUTPaLlKja Ha Ap)KaBHY ympay, na iu 10%
noeehama Opoja MUTpaHaTa BOIU Ka CHyIITamy Iuiara ox 2%, JAa Ju HaM je 300T
WMUrpalfje Ha CBaKuX YeTUPU MHHYTa IoTpeOHa HoBa kyha* (O’Leary, 2016).

Y 0BOM KOHTEKCTY WHTEPECAHTHO j¢ MOMEHYTH W HEIaBHY aHKETY KOjy je
cnpogeo rpahanus [losscke Kummmrod ByjroBud n3 Kpakosa y kojoj je mutao cBoje
cyrpahane na Jiu moAprkaBajy nHade M3MUILbEHH IUIaH EBporcke yHHje na y LIKo-
nama, 300t cBe Beher O6poja n3beruia, nojauajy yueme aparnckux OpojeBa. Behnna
WHTEPBjYUCAHUX Ha YJWIHU je OMja OropyeHa, Te ycTaja MPOTUB YUeHa aparcKkux
OpojeBa, a HEKH 0J] ofroBopa cy omnn: ,,OHM (M30eTTuIle) He TPUXBaTajy Halry Ky-
Typy. 3amTo Mu lUMa Aa ce mpriarohasamo. (...) He ciaxkem ce. He moske. Mu cmo
cyBepeHa 3eMJba. Mu nMamo cBoj je3uk. CTaBUMO Hariacak BUIIE HA YUCHE HAIIET
jesuka. Heku cy cyrepucaiy 1a je TO JIOII IUIaH, &l Ja Tpeda OCTaBUTH CBaKOM
Jla, ako Oalll yKeJln, Hay4du aparicke OpojeBe, alld Jila TO MOpa Jia OCTaHE JINYHH W3-
60p cBakor. CBera HEKOJMKO MiIajuX caroBOpHHKA je Mperno3Haio na cy y EBpomnn
OIIaBHO y yIIOTpeOH aparcku OpojeBH, Tj. OpOjeBH KOje CBH CBAKOHEBHO KOPUCTUMO
(b 92, 2016). OBa, Hau3mien masbuBa U Oe3a3lieHa aHKETa, ITyHO TOBOPH O CTPaxy
EBpormubana o MUTpaHaTa, ajai ¥ O OTPOMHOM HE3HaWmY JbYIU KOjU Cy Ce HAIUTH Y
MaHULHU caMo 300T MPHUJEBA ,,aparCKu .

C npyre cTpaHe, 10OCTOje W TMO3UTHBHU MPUMEPU KOMYHHUKAIMje U OJHOCA
C JolUJballiMa U3 Pa3MuuTHX KpajeBa. Tako cy y Hemaukoj ocHoBaHe IKoie 3a
MUTPaHTE y KOjEMa ce y4de o0paciyi eBpOIicKe KYJIType U KpO3 pasroBop U yueHme
ce MOJICTHYE pa3yMeBame u3Meljy pasInuuTHX KyITypa ¥ CTBapajy YCIOBH 32 3aje/I-
HUYKY )KUBOT. [loceOHO je n3pakeH cykoO U HepadyMeBame Mel)y penurujama, Te cy
npobneMaTnyHe ¥ HajoOOMYHUje )KUBOTHE CUTYyalllje, Kao Ha MpUMep, Kajia y jeaHo]
LIKOJIM JIeYal MyCJIMMaHCKEe BEPOMCIIOBECTH HE KeJje Jla Cele 3a CTOJIOM ca Jie-
BojuMIlamMa xpuimrhadcke BepoucmnoBecTn U ci. (Johnson, Briuer, 2016). CBu oBu
MIPUMEPH YKa3yjy KOJHMKO j& TEITKO CTBOPHUTH CKJIaJlaH OTHOC M3Mehy pasmmauTix
KyJTypa, oOpasalia MmoHallama, T¢ CBE OBO MOXKE CyrepUCaTH Jia MojeIMHU YHUBEP-
3aJIHU IPOOJIEMH TTOCTAaBJbEHH Y KIbH)KEBHUM Jienuma nonyTt Cpya mame He Ty0Oe Ha
aktyenHoctH. [Tomano u3neHal)yje HauMH Ha KOjU Jby/IU pearyjy Ha Apyre KyJIType u
BPEIHOCTH, a KOJU j€ MOCBE allOKaJIMITHYaH U OTKPHUBA KOJHUKO j€ MaJio YOBEK Hall-
penoBao o1 KoHpaioBUX KOJIOHHjTHUX BpeMEHa JI0 JIaHAII T CBEIPUCYTHOT CTpa-
Xa O] Haje3/ie MUrpaHara M jadyara eKCTPEMHHX IPyIia Y APYIITBUMA IIHPOM CBETA.
Ha Heku HauuH, y TOKY je CYyKOO pa3mHuUTHX [IUBHIH3AIH]ja KOju 3anpaBo u KoHpan
BpJIO jaCHO MpegovaBa y CBOM Jelly Kajaa omnucyje onHoce umely EBporsbana — Oe-
nana u Appukanana — ipHana. Miznenalyyje climaHOCT Tauke mieAUINTa JaHAIIBHX U
oHJamBUX EBporybana npeMa pa3induTuM pacaMa u eTHHYKHM TpynaMa:

,»CaJl KaJl MUCITIM Ha TO YyJMM C€ 3aIlTO HUCY HABaJMJIM Ha Hac, KaJl UX je pa3au-
paJia makJeHa iaj, a ’BUX OMIIO TPHJIECeT MpeMa Hac IIeT, U 1ojenu Oap jenan nodap
3asoraj. (...) Hukakas cTpax He MOXe ce OJYIPETH TJIa/ii, HUKAKBO CTPIBEHE by HE
MOXKE YKPOTHUTH, ral)ere MpocTo He TIOCTOjH TaMo TJIe je IVIajl; LITO Ce THYE CyjeBepja,
BEpOBama, ¥ OHOTA IITO OM ce MOIIO Ha3BaTH HAYEJINMa, TO je Mambe O CllaMKe Ha
Barpu” (Konpan, 2004: 90, 91).
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OBaj, YMHU ce, IpejaK 10XKMBJbaj pUNoBenada Mapioa nmpeMa mocaau JI0Mo-
ponaria Ha OpoJly Ha HAjCHPOBH]U HAYMH WIYCTPYje OJHOC CBPOIICKE Oeadyke mpe-
Ma a)pUUKOj LIPHAYKO] IIMBUIIN3ALIMjH, @ Y OCHOBU OBOI' JIOKHBJbaja KPHje CE HE-
MOTHOIIJBMB cTpax. Taj cTpax KapakTepuIle U TpeHyTHH oxgHoc EBporubana nmpema
nonubanuMa. Tpeba HaOMEHYTH J1a Taj CTpax HHje HeollpaBlaH, uMajyhu y BuILy
pactyhu Tepopu3aM M HECHUTYPHOCT HIMPOM CBETa, ajld YIPaBO 3aTo Tpebda Ayro u
YIOPHO paJMTH HA Pa3Bojy MeljyCOOHUX OIHOCA U pasyMeBama. To je mporiec ca He-
MPeABUINBUM KpajeM, i BpeJaH Haropa. IHTepecaHTHO je U Buljeme 1MojeJMHnX
ro3HaBanana murpanTcke kpmze (Reihan Salam, Daniel Byman) xoju yka3yjy Ha
TO /1a 61 OMITO TOTYOHO /1a €BPOIICKE 3eMJbE TI030BY CTOTHHE XUJba/la N30eriinia u3
caocehama 1 HaKOH Tora N3ryde HHTEpPEeCOBambe U NOCTaHy HETIPHjaTeJbCKU PACIIo-
JIOKEHH TIpeMa luMa, yckpahyjyhu uM 0o KakBy TOIPILKY 38 HHTETPALKjy Y HOBO
npymrtso (Salam, 2016).

4. 3akpyuyak

OBaj pan /1aje CBOjeBPCHH YBHJ Y TO Ha KOjU HaUMH JEHO BPXYHCKO KEbIKEB-
HO JIeJI0 CHIVIECKOT MOJCpHH3Ma KOMYHHLIMPa ca JAaHAIIBHUM TPEHYTKOM, T€ OCTa-
BJbA OIPOMaH MpocTop 3a Oyayha ucrpakuBama y 0Boj odact. CIioj CTBAPHOCTH y
K0jOj )KMBHUMO M BPXYHCKE KIbMIKEBHOCTH YBEK IPEJICTAaBIba BEJIMKU M3a30B y CMH-
CIly UCTpaXUBarba M aHallM3e, ajli OBaKaB MPHUCTYII jOII jeTHOM MOTBphyje Kako ce
ofHOC peMa KoHpaoBoM poMaHy MEHao OJ1 FherOBOT HACTAHKA JI0 OBOT TPEHYTKA,
TE Ha KOjJU HAYHMH OBO JIEJI0 SHIVICCKOT MOJICpHH3Ma KOMYHHUIIMPA, IOCTaBIba TUTAbA
U Jlaje OJIrOBOPE Ha JaHAIllkhe U3a30BE U MPENPEKe KOje CTOje UCIPE] MOjeInHIa U
JPYIITBA.

JlBa BpeMeHa CBaKako HUCY HMCTA, M TO FHUXOB JHMjajor HE YNHU Mambe WH-
TepecaHTHUM. KOHPas0BO KOMOHHjaTHO J100a JOHOCH JIO Taja HeBU)CHO MEIIarmhe
JbyH, Cylape pa3iMYMTUX LUBHIM3aLMja U Kyatypa. Y Cpyy mame MU BUAUMO
caMmo jeJjaH CETMEHT TOT Mpolieca, aji CaCBUM JOBOJHHO Ja CE YOUM HEroBa Besa
ca JaHalllbUM BPEMEHOM Y KOME Cy ONET CyCpeTH LMBWIM3aIja BUIIEC HETO WH-
TeH3uBHU. CBECT 0 ,,TyhuM™ u ,,HaImmM* BpETHOCTHMA JTaHAC j& M3PAKEHU]a BUIIIC
HETO MKaJI, a BpXyHCKa KIbH)KEBHA JIeia HEMHIIOCPTHO Oelierke KaKo Ce JbYJICKa CBECT
CTIIOPO MEHa W Pa3BHja, MOTIIYHO y HECKIAJy ¢ TEXHOJOIIKMM pa3BojeM. Haume,
KoHpanoB cBeT u CBET AaHAIIBHUIIE CE EKCTPEMHO PA3INKYjy Kaja je ped 0 TeXHUY-
KO-TEXHOJIOIIIKO] CBAKOAHEBUIIM, Al CY Y Mam0j MEPU Pa3IMIUTH KaJa TOBOPHMO O
omHocy Mely JbyauMma, €THIU, HHIUBUIYaTHUM H JAPYIITBEHHM POOJIEMHUMA KOjH
MPOMCTUYY U3 CycpeTa PaslIMuUuTHX KyJITypa W IHBMWIM3anuja. YMHM ce 1a ce OBH
MpOoOJIEMH IUKJINYHO MTOHABIhAjy. Ol pUMCKOT OCBajama M IHWPEHa BPEAHOCTH U
o0paszara, Ipeko KOJIOHUjaJIHEe eKkcnaH3uje YjeaumeHor KpasbeBcTBa U MMojequHuX
eBPOIICKHX JprKaBa, Ia CBE JIO JaHALIkEr TPEHYTKA y KOMEe OMBIIN KOJOHHW30BaHH
XpJie y 3eMJbe — OMBIIE KOJIOHU3ATOPE — MAaTPHIIA OCTaje UCTa.

WurtepecanTtHo je kako je Konpamos npunosenad Mapiio BHJIEO CBE OBO y He-
MOCPEHOM HCKYCTBY ca apHUuKUM cTapoceneonuMa. Mapio nokyIiasa Jia onpasia
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YPIIUKE JbYAHM y TIOYETHOM CTaJujyMy pa3Boja, MEpUOAY y KOME OHH jOII YBEK jemy
MECO CBOjHX, allil ¥ HAIIMX cyHapoaHuka. OH, Mel)yTHM, CIIOMUEbE HCKPEHOCT U OJTHC-
KOCT THX ypIIMKa KOje CBAaKOJHEBHO ciyma ca obase. [IpumagHocT nuctoj BpeTH jecte
OuTtHa, au Mapio je Taj Koju J01a3H Ja OPeMETH HeKakaB KPBOJIOYHU CTATH|YM Y
Pa3Bojy HAIMX Ipelaka M KOjU BUILE PEMETH Hera M HeroB AyX HEro INTO JOHOCH
npoMeHy u OoJpuTak. Mapino ¢ mpaBoM Hajia3u Be3y usMmel)y THUX Ha3a0Hux JbyAu U
Hac, yusuIU306aHux, NOTBphyjyhu Tesy na nuBMIM3aIMja HEMa caMo Be3y C TEXHO-
JIOIIKAM Pa3BOjeM HETo, TIpe CBEra, C pa3BojeM JbYICKOT JyXa W BPEIHOCTH YOBEKa.
CtBap je y ToMe Ja OBH 0us/bayu BEpOBATHO Hehe joIT Iyro MMaTH dyaa TEXHOJIOTH]E,
aJIM TO HE 3Ha4M J]a HEMajy HEIITO IITO OHM HAa3WBajy JOCTOjaHCTBOM. JleMoHCTpaIija
CHJIE ¥ TIPABO jader YBeK CYLITHHCKH OeNexe Cycpere pa3siMIuTHX paca U eTHHYKHUX
rpyna. Ko Ha xora yrude u Ko yuCTHHY >kenu Aa OyJe IMBUIN30BaH, T KO je Ha Kpajy
JIMBJbaK, a KO MPHIIAHKUK HanpenHe nuBmim3anyje? OBo Cy muTama Koja MocTaBiba v
KonpaioB 1 Har cBer, a u3BecHO je j1a he ux u cBet OyayhHocTH Takole mocrapibary.
3ar0 UMa CMHCIIA UCTPAKUBATH YHUBEP3AJIHE BPEAHOCTH U KOHCTAHTE JaTe y BEJH-
KHM KIGIDKEBHUM JIETIFIMa jep HaM OHE MOMaXKy [1a, Hajlpe, CXBAaTUMO CBET y KOjeM
’KUBHMO, a ITOTOM H JIa Ta YYHHUMO O0JBHM, KOJIMKO rof je To Moryhe.

Konpap naje Bueciiojan yBuJ y TaJallbe KOJIOHUjATHE IPWINKE TIIE TI0jaBe
MOIYT pacu3Ma HUCY Ouiie jacHO Je(HUHUCAHE U CMaTpaHe Cy NPUPOTHHUM CTAhEM
cTBapu. Bunenn cMo kpo3 Ipyrauuje cTaBoBe KpUTHYApa KaKo Cy pa3iIHMYUTH Bpe-
MEHCKH TIEPHOIN TyMadIIn TTojenuHe acrekre Cpya mame. Y OymyhHOCTH ce MOTY
OYEKMBATH M HOBA, MOX/a MOTITyHO OpPHUTHWHAJIHA TyMavema OBOT Jiela Ha Koja he,
H3BECHO je, BEJIMKH YTHUIla] UIMaTH BpeMe y KojeM Oyly cama TyMauerma HacTajana.
Ha oBaj nauun, Cpye mame he HacTaBUTH a2 KOMyHHLUpa ¢ OynyhuM BpeMeHHMa
OJ1 ITPETIIOCTaBKoM Jia fie ce oHa y ojipeljeHoj mepu orenaru y oBoMm jeny. OBaj paj
MMa 3a IIUJb J1a yKaKe Ha KOju HaunH KoHpagoBo Jieso paseosapa ¢ npodieMuma Mo-
nepHe EBporre, BpeAHOCTHMA KOje c€ CBAaKOAHEBHO CYKOOJhaBajy M TUME MTOKYIIIaBa
J1a TOTIPHHECE pa3yMeBamby CIMYHOCTH M Pa3jIMKa JiBa BpeMeHcKa repuopa. bymyha
UCTPaXHBarba y OBOM MpaBIly OM MOIJIa 3HAaYajHO Ja JONPUHECY pasyMeBamy CJo-
JKCHOTI' OIHOCA KIbMIKEBHOCTU U CTBAPHOCTH, TC YHUBCP3AJTHUX XYMaHUX BPCAHOCTU
Koje ce y o0aMa CBETOBUMA I10jaBJbY]y.
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Milan D. Zivkovié

HEART OF DARKNESS THROUGH THE PRISM OF TIME:
A DIALOGUE OF THE PAST AND THE PRESENT AGE

Summary

This paper examines one particular segment of the classic work of English modernism
— Joseph Conrad’s novel Heart of Darkness, as well as its connection to the present
age. The special emphasis is on the universal aspect of ontological human encounter
with different cultures and civilizations, and with himself. This creates a specific time
connection between the past age of cruel European colonizers and the present, when
the colonization takes the opposite direction meaning that a great number of people
aim to get to the European countries hoping to have a better life. Chronologically,
the novel begins with the story about the Roman colonization of Britain, continuing
with the writer’s days of the British colonization of Africa, while, nowadays, there is
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a tendency when the colonized are heading to the former heartland — the colonizer.
It is visible that the literary Kurtz’s encounter with the African wilderness more than
hundred years ago reflects in the present real world with the almost identical cultural,
sociological, political and, above all, ethical issues. The aim of this paper is to present
how two seemingly different periods — the begining of twentieth and twenty first
century — communicate through literature and real life, and all that through the prism
of the famous literary work of the English modernism.

e-mail: mzivkovic@useens.net
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THE TEMPORAL ASPECTS OF REMEMBERING PAST TRAUMA IN
KAZUO ISHIGURO’S 4 PALE VIEW OF HILLS"

Abstract: The aim of this paper is to conduct an analysis of Kazuo Ishiguro’s first
novel A Pale View of Hills (1982) in order to discern the origins of his distinct
narrative methods which have enabled him to tackle the intricate notion of memory
and its temporal manifestations. In his debut novel, Ishiguro effectively blends
chronologically shifting narratives, which associatively link to each other, thus
pointing to a disturbance in Etsuko’s, who is the novel’s protagonist, perception of
her past. By understating the most frequently emphasized modes of characterization,
Ishiguro constructs a type of realism which presents itself as speculative on account of
being highly reliant upon subjective perception. The temporal frameworks employed
do not obey the principles of conventional linearity, but contribute to a structure of the
traumatic memories that resist overt treatment and demand an evasion that involves
a distortion of the expected methods of recollection. The temporal gaps reveal the
nature of remembering as complex and influenced by taught mechanisms of ordering
past experiences, but also by those mechanisms which function subconsciously and
refuse to comply with the usually perceived notions of how the present interrelates
with the past.

Key words: Kazuo Ishiguro, Japan, trauma, temporality, memory, associative narration

But I'm not interested in the solid facts. The focus of the book is elsewhere, in
the emotional upheaval.
Kazuo Ishiguro

1. Introduction

When discussing the modes of modern writing, David Lodge indicates that,
while the existence of a “common phenomenal world” may be postulated within
the provisionally realistic approach of British authors in the post-war period, “what
this world means is much more problematical.” (2015: 58) Acheson and Ross build
upon this premise when they claim that “most realists recognise that language does

! This paper is the result of research conducted within project no. 178018 — Social Crises and Con-
temporary Serbian Literature and Culture: National, Regional, European, and Global Framework,
financed by the Ministry of Education and Science, Republic of Serbia.
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not so much mirror reality as use conventions to construct simulacra of what some
readers can accept as reality.” (2005: 11) These aspects of perceiving and shaping the
surrounding world, along with the microcosms inhabited by each individual, are vital
when interpreting the opus of Kazuo Ishiguro and his approach to characterization
and narrative modelling.

The aim of this paper will be to discern Ishiguro’s aforementioned methods
as exemplified in his debut novel A4 Pale View of Hills (1982). These methods are
significant in that they have sketched out the narrative framework Ishiguro has
since expanded on in his subsequent six novels. The focus of the analysis will be
on the temporal aspects of memory conditioned by trauma which structurally and
pervasively modifies the novel’s protagonist’s discourse and experiences.

2. Temporal aspects of traumatic memories

Temporality forms one of Ishiguro’s primary preoccupations given that his
protagonists emerge as obsessed with mapping their pasts and creating satisfying
narratives of their lives. This obsession is necessarily conditioned by the nature of
subjectivity and desire, whose presence, according to Paul de Man, “replaces the
absence of identity.” (1979: 198) This desire is to be read in an ontological sense
since it is desire that conditions subjectivity as never complete or self-sufficient.
In that respect, it is desire that is built into the elementary trauma of subjectivity,
which denies access to the Real, in Lacan’s terminology, for whom trauma has the
potential of denouncing the stability of the Symbolic. Just as the encounter with the
Real would only be possible in the realm of unknowable death, which is always in
the process of arriving, so the encounter with the Other is likewise eternally delayed
because the Other can never identify with the Self. Encountering the Self is also
made impossible, and it is precisely trauma which points to this impossibility — a
theme which Ishiguro masterfully develops in his prose.

Lacan posited that the rift between perception and consciousness, which
enables the constant delay of the encounter with the Real, is a non-temporal locus
(1978: 56), from which trauma emerges. However, the human subject is temporally
constricted and can never completely come to terms with trauma. One relives her/
his own fallibility via a search for meaning within this temporal realm, which is
essentially doomed to failure, but a failure which ultimately makes us human.

Onega and Ganteau point to a development in critical thought in the 1980s, as
a reaction to the relativism of radical postmodernist tendencies and certain strands of
deconstruction, which gave rise to trauma theory in an attempt to revive the interest
for ethical and hermeneutical criticism (2011: 7). The work of these critics, who drew
inspiration from the teachings of Paul de Man “combines resources from a number
of critical schools, including Freudian psychoanalysis, feminism, New Historicism,
and deconstruction.” (Onega and Ganteau 2011: 8-9) Trauma does not get subsumed
under recognizable patterns of experience, but forces an individual to reconceptualise
the single idea of experience and its transmission. As Kali Tal notes, trauma “is
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enacted in a liminal state, outside the bounds of ‘normal’ human experience, and
the subject is radically ungrounded,” (1996: 15) relying on Cathy Caruth’s claim
that the “traumatized person, we might say, carries an impossible history within
them, or they become themselves the symptom of a history that they cannot entirely
possess.” (1991: 4) Memory enters a crisis, and, therefore, the traumatic past refuses
to be conventionally transmitted. Caruth’s study Unclaimed Experience (1996)
establishes the foundation for trauma criticism as “a psychoanalytic poststructural
approach that suggests trauma is an unsolvable problem of the unconscious that
illuminates the inherent contradictions of experience and language.” (Balaev 2014:
1) This essentially Lacanian approach is supported by the argument that the Real
is unreachable and the Symbolic tentative, where trauma is treated as a symptom
causing the collapse of the idea of the given nature of the Symbolic and, thus, as a
potentially subversive phenomenon. On the other hand, there emerges the problem
of expressing trauma, which “cannot be simply remembered, it cannot be simply
‘confessed’: it must be testified to, in a struggle shared between a speaker and
a listener to recover something the speaking subject is not — and cannot be — in
possession of.” (Felman 1993: 16) One of the possible modes within which this
complex process of trauma testimony can be performed is fiction, which figures as a
reminder that there are always limits when it comes to representing lived experience.
“Literary verbalization [...] still remains a basis for making the wound perceivable
and the silence audible.” (Hartman 2003: 258)

Within Ishiguro’s literary verbalization, the wounds of his narrators are
intricately tied to the phenomena of memory and time. His is a world where it is
always the “main strategy [...] to leave a big gap,” (Mason, Ishiguro 1989: 337)
which necessarily draws the reader into the polymorphous personal histories of his
protagonists. According to Linda Hutcheon, in postmodernism, under which Ishiguro
refuses to be subsumed but which has given him modes of shaping his unique type of
realism, “[h]istory is not made obsolete: it is, however, being rethought — as a human
construct.” (1988: 16) She continues on to note that “[w]e cannot know the past
except through its texts: its documents, its evidence, even its eye-witness accounts
are fexts.“ (Hutcheon 1988: 16) In Ishiguro’s prose there is no single truth. The
past arises from the relationship his protagonists establish with it, which positions
memory as the locus of reconstructing the past in search for a meaningful narrative.

In his debut novel, Ishiguro creates a vision of dealing with one’s past where no
memory is stable and no fact is established. His fiction fully embodies the temporality
of memory as defined by Renate Lachmann: “Pure duration is heterogeneous. In human
consciousness it is indivisible, it is all flow. [...] Remembering is not the restitution
of a unified, monadic complex but the recalling of heterogeneous, interrelated strata.”
(2004: 176) It is precisely this heterogeneity which “is stored in the text and in memory;
it is itself a phenomenon of time, just as time is a phenomenon of the heterogeneous.”
(Lachmann 2004: 176) In 4 Pale View of Hills, the approach to memory fully honours
this qualification of time, in that it paints a portrait of a woman who narrates her
past without adhering to linearity, overtness, or conventional narrative demands.
Furthermore, Ishiguro’s narrative “does not give up on knowledge but suggests the
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existence of a traumatic kind, one that cannot be made entirely conscious, in the sense
of being fully retrieved or communicated without distortion.” (Hartman 1995: 537)
The following analysis will attempt to point to these distortions and their role in the
narrative discourse of A Pale View of Hills.

3. Ishiguro’s emotionally associative worldview in A Pale View of Hills

Kazuo Ishiguro has never been interested in blatant experimentation, but his
prose does exemplify a desire to subvert the realist tradition of the English novel. His
fiction is characterised by understatement, reticence, oddity — qualities which found
their first extensive expression in 4 Pale View of Hills.

Ishiguro’s debut novel is narrated by Mrs Sheringham, whose first name Etsuko
we discover only from her memories of a summer in Nagasaki, not long after the
Second World War and the atomic bombing of Japan. Etsuko now lives in England
by herself, after the death of her second husband, and is, for the duration of the novel,
visited by her younger daughter Niki, who resides in London. The majority of the
narrative space of the novel is afforded to Etsuko’s memories of Nagasaki, shared
only with the readers, who function as silent witnesses to her recollections. What she
remembers are a few weeks during one summer in Nagasaki, her hometown, when she
was pregnant with her first daughter Keiko, and recently married to Jiro. However, it
is her brief friendship with Sachiko, the woman who moved into a dilapidated cottage
close to Etsuko’s building that summer, and Sachiko’s daughter Mariko, that make
up the bulk of Etsuko’s memories. The incentive for this recollection is not directly
provided to the readers, but looms out of the sporadic discussions of Keiko’s recent
suicide. One of the reasons for Niki’s visit is that she did not attend Keiko’s funeral,
never having established a proper relationship with her sister, who felt completely
alienated once Etsuko brought her to England where she remarried.

Etsuko’s discourse is marked by deflection, suppression, and dislocation. She
enables her fears, doubts, and misgivings to be voiced through different people in
her past, which is why absence is what qualifies her narrative, not presence (Spasic¢
2007: 11). For herself she mostly reserves an emotional state of aloofness, with
occasional metacognitive awareness of the traumatic portions of her past, the effects
of which she cannot shake off, but to which she does not have straightforward
access: “Memory, | realize, can be an unreliable thing; often it is heavily coloured
by the circumstances in which one remembers, and no doubt this applies to certain
of the recollections I have gathered here.” (Ishiguro 2005: 156) Memory, therefore,
emerges as a metaphor for structuring lived experience and assigning meaning to
the ever-ensuing present. Ishiguro’s narrators are ultimately “not interested in the
pace of time which is unstoppable because they are not interested in the speed of the
steps.” (Lazi¢ 2009: 11)

Given that Ishiguro’s focal point throughout his literary career has been the
phenomenon of memory, and given that he has tackled it in a fashion which rejects the
traditional, realist approach to recollection, implying linear, accessible reproduction,
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his fiction relies heavily on reconstructive narrative techniques. In 4 Pale View
of Hills, subjectivity appropriates time, in that Etsuko’s narrative is associatively
structured, and forces the reader to search for the answers to the emerging issues in
the connections between the narrative layers.

Niki’s visit triggers in Etsuko a need for self-reflection. However, instead
on dwelling on her incentives for leaving Japan, and bringing Keiko within an
environment into which she failed to integrate, Etsuko focuses on Sachiko and her
young daughter Mariko, who was at the time Keiko’s age when she and Etsuko
left Nagasaki for England. Sachiko is represented through Etsuko’s lens as an
independent woman who yearns to immigrate to America with her unstable American
boyfriend Frank, and take with her Mariko, whose father had died in the bombing.
Etsuko, on the other hand, portrays her old self as a reserved, meek woman, with
traditional values, but also with a strong urge to familiarise herself with Sachiko
and her predicament. It is only via subtle, incongruous instances that Etsuko’s “deep
sense of loss” (Ishiguro 2005: 23) after the Nagasaki bombings comes to light.

The nuclear bombing of Nagasaki is only marginally addressed and abandoned
on the side-lines of the primary narrative stream. Etsuko mentions it only twice, both
times from an emotional distance’. However, it forms the background setting for the
entirety of Etsuko’s narrative. It conditions her position, being married to the son of
her benefactor after the war, when she lost all of her family and her fiancé, and living
in a constant state of non-processed shock. “[A]t that point of my life, I was still
wishing to be left alone,” (Ishiguro 2005: 13) Etsuko peripherally mentions. Trauma
for her emerges not only from personal, idiosyncratic experience, but likewise from
the social catastrophes which label the nation, but are not yet collectively expunged,
rather remaining in the individual psyche that pushes it away in order to focus on
survival. “The novel, then, places the reader in a problematic ethical position in
which he or she must recognize that the standard modes of narrative that apply to
storytelling exist within a clear social context.” (Molino 2012: 322)

Via Sachiko, Etsuko finds an acceptable way to tackle her own past. The novel
has a two-tiered structure, where the characters of Sachiko and Mariko intersect with
Etsuko and Keiko, without the need to question the existence of either. Whether the
story of Etsuko’s Nagasaki neighbours is actually real bears little importance for the
primary storyline, which focuses on the psyche’s manner of dealing with trauma. To
go back into the past places a demand on the human mind to conceptualise a narrative
out of its memories, which are inevitably subjective in nature. Therefore, it is the
heterogeneity of those memories that allows time to be conceived of as heterogeneous
— it slows down or stops at neuralgic points of one’s perception of one’s past. For
Etsuko, time is warped into a spiral that retrieves memories to be reshaped into a
narrative that will help her with the existential struggle of facing trauma.

The long, arduous journey across the swamp-like ground between Etsuko’s
apartment and the river, where Sachiko’s cottage was, was for Etsuko a regular

2 “But then the bomb had fallen and afterwards all that remained were charred ruins.” (Ishiguro 2005:
11) “Everything looks so full of life. But all that area down there [...] all that area was so badly hit when
the bomb fell. But look at it now.” (Ishiguro 2005: 110-111)
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ordeal. If we opt for interpreting Sachiko as Etsuko’s alter ego, then Etsuko
journeyed through her memories to reach her dissatisfied self, the one that aspired
toward personal fulfilment, toward emigration, and away from the oppressing
environment in Nagasaki — but also away from the self which would have to accept
the responsibility of being an accomplice in Keiko’s suicide.

A pale view of hills in the far background stands for a desirable future, a
possible better world. But a pale view of hills is also a look into the past, an attempt
to conceive of and control one’s vision of past experiences and emotional states. The
temporal distortions of memory are emphasized in the scene where Etsuko visits the
hills of Inasa with Sachiko and Mariko, and sees them through her binoculars, as if
looking into the past through a medium which necessarily modifies it. Eventually,
she will tell Niki that “Keiko was happy that day” (Ishiguro 2005: 182), overlapping
in that way the characters of the two girls, and therefore destabilising what would
otherwise have been perceived as their stable identities. What follows is that the
indefinite article in the title of the novel does not refer only to a potential future
scenario, but to a version of the past — one of many — given that an objective account
of it is impossible, and that the narrative of the past necessarily takes on a deeply
idiosyncratic tone, conditioned by personal motives, unreliability, and psychological
mechanisms.

On the other hand, Etsuko is not a typical unreliable narrator in the sense that
we cannot trust her to tell the truth because the truth is not what she is capable of
reaching. Her memories shape a thoroughly subjective worldview, which for her
as an individual is more important and likewise more real than an “objective” one.
Etsuko’s narration of her dialogues with Sachiko reveal Sachiko as continuously
readapting her past decisions and experiences in order to justify her behaviour and
face the future more easily. The irony with which Sachiko’s reconfiguration of her
past is treated is indirectly transferred to Etsuko’s narration, to which the reader
initially affords a certain level of confidence. Gradually throughout the novel, we
become engrossed in a microcosm where no narrative layer is stable. Quite to the
contrary, all are subsumed under trauma, which breaks up the taken-for-granted
chronological account. Etsuko’s contradictory statements confirm this postulation.
At one point she claims: “My motives for leaving Japan were justifiable, and I know
I always kept Keiko’s interests very much at heart,” (Ishiguro 2005: 91) while at
another she discloses: “I knew all along. I knew all along she wouldn’t be happy
over here. But [ decided to bring her just the same.” (Ishiguro 2005: 176) But it does
not follow that the latter confession is the truth, while the previous one is a lie — the
intertwined narratives allow for both to be true, only from different viewpoints.

Dreams in the novel function as catalysts for associative transitions. Hartman
emphasises that “[i]n literature especially, shock and dreaminess collude. Where
there is dream there is (was) trauma.” (1995: 546) They invest the novel with a gothic
quality, which again does not have a straightforward effect — it is present precisely
because of the absence of the discursive treatment of Keiko’s death. At the end of
the novel, before she sees Niki off to London, Etsuko’s memories short-circuit, and
she speaks to Mariko as if she were Keiko, and they were about to leave Japan. All
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the while, she has a piece of rope stuck to her ankle, whose relevance she refuses to
admit, just as she refuses to talk about her dead daughter who hanged herself.

The unspeakable nature of the most devastating traumas and their influence
on how temporally we construct the narratives of our pasts point to the constructed
nature of all discursive modelling of lived experience. Keiko’s suicide is the
principal trauma for Etsuko, but it permeates her entire existence. It transformed her
conceptions to an extent, which does not permit a safe return into the conventional.
The destabilising nature of trauma does not ultimately require an annihilation of it,
but an exposure to the lessons about our perceptions of ourselves and all the ways in
which we mentally reconfigure what we experience.

4. Conclusion

Kazuo Ishiguro marvellously dispels the idea of the human ability to approach
the past in a linear and temporally unified manner. His fiction, as exemplified in his
novel 4 Pale View of Hills, implies a narrative struggle to testify to the traumatic
wounds that had left the self/identity fragmented and dislocated. The traumatic does
not signify a simple one-to-one mapping of psychological damage and specific events.
Although such events may function as triggers, they do not imply that a successful
return into the collective community or into the self as previously conceived is easy,
or even possible. The disturbances of the conditioned modes of perceiving the world
or participating in it leave traces which memory attempts to tackle and deal with —
if not to overcome them, then at least to establish a certain relationship with them.
Etsuko admits:

I have found myself continually bringing to mind that picture — of my daughter hanging
in her room for days on end. The horror of that image has never diminished, but it has
long ceased to be a morbid matter; as with a wound on one’s own body, it is possible to
develop an intimacy with the most disturbing of things. (Ishiguro 2005: 54)

However, in order to achieve that intimacy, Ishiguro does not allow his narrator-
protagonist Etsuko to approach trauma in an explicit and perhaps conventionally
expected manner. She does not participate in clichéd explorations of pain, nor does
she describe the traumatic as localized, but via an indirect, complex, associative
stream of images and occurrences, she deconstructs linear and comprehensible
temporality of memory, and portrays trauma as pervasive. In that sense, Ishiguro
stresses what trauma makes of the human mind and its perceptions by complicating
the approach to the temporality of memory. The gaps remain open, just as the wounds
never heal in the sense of recovering the previous state. In Ishiguro’s fiction, those
wounds make up and condition subjectivity, while pointing to a self which creates
time much more than it is driven by it. Though it is true that his protagonists are
temporally situated, the temporal quality of their lives is never taken for granted — it
belongs to and recreates the subject that struggles to accept it. It is precisely that
struggle which stands at the core of Ishiguro’s prose.
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TEMPORALNI ASPEKTI SECANJA TRAUME IZ PROSLOSTI
U ROMANU BLEDI OBRIS BRDA KAZUA ISIGURA

Rezime

Cilj ovog rada je da se sprovede analiza prvog romana Kazua ISigura, Bledi obris brda
(1982), kako bi se ukazalo na korene njegovih specifi¢nih narativnih metoda koji su mu
omogucili da tretira slozeni pojam secanja i njegove temporalne manifestacije. U svom
romanu, ISiguro efektivno stapa hronoloski izmeStene narative, koji se asocijativno
vezuju, i tako ukazuje na dislociranost percepcije proslosti protagonistkinje romana,
Ecuko. Tako Sto ne naglasava najcesce potencirane vidove karakterizacije, ISiguro
konstruise oblik realizma koji figurira kao spekulativan budu¢i da se intenzivno
oslanja na subjektivnu percepciju. Temporalni okviri koje ISiguro koristi ne postuju
principe konvencionalne linearnosti, ve¢ doprinose strukturiranju traumati¢nih se¢anja
koja ne dopustaju overtni tretman i zahtevaju zaobilazni pristup, koji podrazumeva
razoblicavanje oc¢ekivanih metoda prise¢anja. Temporalni jazovi razotkrivaju prirodu
prisecanja kao kompleksnu i uslovljenu nauc¢enim mehanizmima uredivanja proslog
iskustva, ali takode i onim mehanizmima koji funkcionisu podsvesno i odbijaju da se
povinuju uobicajenim predstavama o tome kako sadaSnjost interaguje sa prosloscu.

tijana_matovic@yahoo.com
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VREME KAO UZROK SUKOBA IZMEDU ETIKE I ESTETIKE:
PROLAZNOST U SLICI DORIJANA GREJA

Sazetak: U radu se ispituje subjektivni dozivljaj vremena u romanu Slika Dorijana
Greja, uz sve negativne promene koje nastupaju kod glavnog junaka usled budenja
svesti o prolaznosti mladosti i lepote. U knjizi, u kombinaciji sa estetskim idealima,
vreme je razarajuci faktor koji je neophodno izbe¢i. Ovaj rad prikazuje kako Vajldov
(Oscar Wilde, 1854—-1900) roman preispituje hipokriziju i analizira kako se fizicka le-
pota vrednuje kao estetski i drustveni ideal aristokratskog drustva viktorijanske epohe.
Mladost uslovljava lepotu, a vreme je destruktivni ¢inilac koji je ugrozava. Shvata-
njem da je ljudska lepota prolazna, a da je umetnicki portret nosilac vecnih atributa,
dolazi do ispoljavanja ljubomore i Zelje za suprotstavljanjem prirodnom poretku. Ma-
nipulacija vremenom uslovljava preokret na kojem se zasniva radnja: mladost osta-
je na Dorijanovom licu, a slika postaje nosilac vremenskog skrnavljenja tela i duha.
Izokretanjem dve perspektive — prolazne i neprolazne — dolazi do ogreSenja, a ubrzo i
narusavanja moralnih granica. Cilj ovog rada je objasniti na koji nacin vreme utice na
Dorijana Greja, njegovo shvatanje lepote i mladosti, i kako uslovljava autodestrukciju
glavnog junaka.

Kljucne reci: vreme, subjektivno vreme, prolaznost, etika, estetika, Dorijan Grej

1. Uvod

Izu¢avanje vremena u knjizevnosti neretko odstupa od objektivne perspektive
naucnika ili istoriCara i zasniva se na elementima vremena koji su oliceni u iskustvu
pojedinca. Knjizevna dela pruzaju uvid u ono §to Hans Mejerhof (Hans Meyerhoff)
u svojoj studiji Vreme u knjizevnosti (Time in literature, 1955) naziva le temps hu-
main — ljudsko vreme, koje prozima ¢ovekov Zivot i ostavlja traga u njegovom isku-
stvu (Mejerhof, 1955: 4). On smatra da je vreme znacajno za coveka utoliko §to je
primarno u poimanju sopstva (concept of the self) (Mejerhof, 1955: 1). Covek je
svestan sopstvenog razvoja kroz vreme, kako psihickog, tako i fizickog. Razliciti
aspekti vremena neodvojivi su od ljudskog zivota, a kao ustaljen faktor javlja se
zabrinutost usled vremenskog proticanja. Ovakav nacin posmatranja vremena, svoj-
stven razlicitim interpretacijama, definise se kao nesto privatno, licno, subjektivno,
ili psiholosko, zaklju¢uje Mejerhof (1955: 5). U istoj studiji, Mejerhof se poziva na
nemackog filozofa, Martina Hajdegera (Martin Heidegger), koji predstavlja vreme
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kao osnovnu kategoriju postojanja (Mejerhof, 1955: 27-28). Hajdeger smatra da
je vreme direktno prozivljeno i utemeljeno u ¢ovekovom iskustvu. U zavisnosti od
nacina na koji ga pojedinac shvata, vreme moze zadobiti sopstvenu dimenziju i po-
stati determiniSuci faktor ljudskog zivota. Ono oblikuje, razara i obnavlja. Takode,
Mejerhof u svoju studiju ukljucuje i opazanja francuskog filozofa, Bergsona (Henri
Bergson) i preuzima termin #rajanja (Mejerhof, 1955: 14). Bergson vreme poisto-
vecuje sa neprestanim tokom. Vremenski tok je ustaljen, ali je odreden neizbeznim
promenama. Cesto se u knjizevnosti metaforom iskazuje predstava o vremenu i do-
vodi se u vezu sa rekom koja tece. Istrazivaci takvu metaforu povezuju sa tokom
svesti, time ukazujuéi na ¢injenicu da vremenski tok nema samo kvantitativan, ve¢
i kvalitativan karakter, onaj koji je vazan za Coveka, istice Mejerhof (1955: 15-16).

Knjizevni lik Dorijana Greja ¢e u ovom radu posluziti kao model na kojem se
mogu ispitati razli¢ita tumacenja subjektivnog, li¢no prozivljenog vremena. Mejer-
hof (1955: 35) kaze da je veza izmedu knjizevnog lika i vremena snazno izrazena,
te da svest o kontinuitetu jednog bi¢a ima udela u shvatanju vremenskog trajanja.
Medutim, Mejerhof se ni u jednom trenutku ne zadrzava na odredenom knjizevnom
liku, niti spominje konkretno Dorijana Greja, ¢ije ¢e ponaSanje nakon saznanja o
vremenu biti predmet ove analize. Njegova studija je teorijska, a ovaj rad ¢e na pri-
meru Dorijana Greja obrazloziti trenutak u kojem dolazi do predstave o vremenu,
a time 1 prolaznosti. Bitno je napomenuti da za potrebe ovog rada nije pronaden ni-
jedan naucnoistrazivacki ogled koji se bavi direktno vremenskim aspektima u Slici
Dorijana Greja. Svaki rad, ukoliko razmatra ovu knjigu, vremenske potencijale spo-
minje samo usputno, kao neodvojivi ¢inilac odredene tvrdnje. Medutim, nekolicina
radova upravo kroz takve iskaze deluje podsticajno za produbljivanje problematike
vremena u ovom romanu. Na ove elemente ¢e biti ukazano kroz dalji tekst. Analiza
samog romana ¢e u srediStu imati vreme i ¢injenicu da ono sa sobom evocira diho-
tomiju mladost/starost. Usled drustvenih prilika koje oslikava Vajldov roman, ova
dihotomija je nuzno povezana i sa estetskim idealima i postavljena je uz dihotomiju
lepota/ruznoca.

1.1. Budenje svesti o vremenu: Sluc¢aj Dorijana Greja

Analizom uvodnog dela romana moze se uociti da je spoznaja vremenskog
toka kod mladog protagoniste, Dorijana Greja, prouzrokovana pojavom lorda Hen-
rija. Lord Henri Voton je lik ekstravagantnog hedoniste. On je otelovljenje svega Sto
Dorijan Grej Zeli da bude, ali za Sta isprva nema smelosti. Henrijev elokventni govor
o prolaznoj lepoti i nezaustavljivoj prirodi vremena je kljucni trenutak u kojem do-
lazi do pocetnog razvoja Dorijanovog razmatranja vremena. Henrijev povik: ,,Mla-
dost! Mladost! Na svetu osim mladosti niSta ne postoji® (Vajld, 2010: 51) u Dorijanu
kao da izaziva, prema Vajldovim re¢ima, neko novo osecanje. ldeja o prolaznosti
ubrzo dovodi do prenaglasenog utiska o sopstvenoj lepoti. Takav utisak se stvara,
dinamizuje i postaje dominantan.
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,,Utisak njegove lepote bio je za njega kao otkrovenje. On ga nikada ranije nije imao.
Laskanja Bazila Holvarda izgledala su mu kao ljubazna prijateljska pretvaranja. On ih
je slusao, smejao im se i zaboravljao na njih. Ona nisu imala uticaja na njegovo bice.
Onda je doSao lord Henri Vorton sa svojom ¢udnovatom himnom mladosti, sa strasnim
navesStavanjem njene prolaznosti® (Vajld, 2010: 54).

U trenutku kada se pojavi opasnost da vreme moze razoriti i oduzeti mladost,
javlja se i svest o uzvisenosti lepote koju Dorijan olicava. Posledi¢no, vemenska
spoznaja zadobija negativne konotacije — ona, prema Vajldu (2010: 54), izaziva jak
bol u srcu, kao ubod noza. Vreme degradira i potencijalno oduzima sve blagodeti u
kojima je mladi¢ do tada nesvesno uzivao. Nehajni vremenski tok nije bio od znacaja
za Dorijana sve do tog trenutka. Medutim, svest o vremenu dovela je i do budenja
svesti o lepoti sopstvenog bica. Predstavljeni momenat je direktno doveden u vezu
sa mlados¢u, a vreme je sa sobom donelo moguénost njenog oduzimanja i neminov-
nog puta u starost. Piter Tuhi (Peter Toohey), u svojoj studiji o vremenu u antickoj
knjizevnosti, Melanholija, ljubav i vieme (Melancholy, Love and Time), smatra da se
vreme moze posmatrati kroz fizicke manifestacije (2004: 201). Sa njegovim mislje-
njem se mozemo sloziti, buduci da je za ovu analizu takav vremenski aspekt prima-
ran jer on priziva dihotomiju mladost/starost. Lepota je ono $to drustvo Vajldovog
romana, samim tim i Dorijan, najviSe vrednuju. Fizi¢ka privlacnost je uslovljena, na-
lazi se pod pretnjom prolaznosti, usled ¢ega je naCin posmatranja vremena prikazan
u negativnom kontekstu. Jer, Dorijan i kaze: ,,Ali, pretpostavi, Hari, da omr$avim,
da ostarim, da dobijem bore. Sta onda? (Vajld, 2010: 176). Glavni junak neprestano
pretpostavlja ishodiste vremenskog toka, a slutnja o starosti i degradaciji telesne
modi ga tisti i uzasava i pre nego Sto ¢e nastupiti.

Mejerhof (1955: 31) istice da vreme u mistickoj literaturi moze biti oznac¢eno
kao kobno i iluzionarno, i zadobiti atribute ,,uzasnog zla“. Takvu tvrdnju mozemo
dovesti u vezu sa Dorijanovim (ne)prihvatanjem vremenskog ishoda i pokusajem
njegove manipulacije. Vremenski tok postaje problematic¢an. Popov u svom radu o
prolaznosti govori da je ona Covekov neprijatelj jer degradira, ubija i poniStava (Po-
pov, 2012: 166). Ni Popov ne uzima kao primer Dorijana Greja, ali evidentno je da i
kod ovog lika prolaznost preti da oduzme ono $to mu je najmilije — njegovu lepotu.
Vreme je stoga bespovratno. Kada mladost iS¢ezne, ne postoji nacin na koji bi se ona
mogla povratiti. Isto vazi i za lepotu koja je uslovljena mlados¢u. Henri Voton nepre-
stano ponavlja istinu o mladosti: ,,Jer samo kratko traje mladost vasa — tako kratko
vreme! [...] Ali, mladost vasa viSe se nece povratiti“ (Vajld, 2012: 50). Prema Mejer-
hofu (1955: 31), jedina moguénost idealnog Zivota moze se posti¢i razbijanjem oko-
va koje donosi vreme i postojanjem izvan njih. U Slici Dorijana Greja, takva opcija
je olicena na slikarskom platnu. Dorijan bi sve ucinio da umetnicki portret podlegne
vremenskoj prolaznosti, a da njegovo lice ostane netaknuto i zadrzi lep izgled.
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2. Odnos prolazne i vecne lepote

Knjizevnost neretko sluzi kao svedocanstvo o jednom vremenu. Roman Slika
Dorijana Greja reflektuje druStvene prilike viktorijanskog doba, u kom je i nastao, te
je radnja romana ispratila stvarnost. Viktorijanski period pridavao je veliki znacaj fi-
zickoj privla¢nosti. Nacin na koji se neko odevao i pojavljivao u javnosti svedocio je
o socijalnom statusu i visini polozaja. Za viktorijansko drustvo, prijatan izgled je bio
glavni pokazatelj i neizrecivih karakteristika jedne osobe. Lepa spoljasnjost skoro da
je garantovala i obzirne namere i bila u skladu sa unutrasnjim osobinama. Viktoria
Drumova (Viktoria Drumova), u svom radu o moralu i laznim vrednostima unutar
knjige Slika Dorijana Greja, istice verovanje da su blazeno lice i stas ukazivali na
celokupnu li¢nost (Drumova, 2015: 7). Durigl (M-A Durrigl) u studiji o razmatranju
lepote ukazuje na ¢injenicu da ovakav nacin razmisljanja seze jos iz antickih vreme-
na iu skladu je sa vaspitnim idealom stare Grcke. U pitanju je harmonijski razvijena
licnost u kojoj se stapaju lepota i visoko izrazen moral. Uskladeno telesno i duhovno
formiranje je deo platonisticke koncepcije 1 podrazumeva jedinstvo estetskog i etic-
kog nacela — kalokagathia (Durigl, 2002: 208-209). Ideja je eksplicitno izrazena u
knjizi Slika Dorijana Greja i odnosi se na glavnog junaka: ,,Harmonija duse i tela
—koliko je to! U naSem bezumlju mi smo to dvoje razdvojili i pronasli realizam koji
je Supalj* (Vajld, 2010: 31). Ove redove izgovara Bazil Holvard, lik rezonera. On
svedoci o drustvenim prilikama koje su naizgled uskladene sa nacelom kalokagatije,
ali su odavno odstupile od takvog razmisljanja. Analiziraju¢i njegovo razmatranje
mogu se uociti hipokrizijski elementi na kojima se viktorijansko drustvo temelji.

Kroz celokupan narativ, prisutna je svest o uzvisenoj lepoti i ona postaje pred-
met obozavanja. Na taj nacin, mladost i fizicki izgled se nalaze na vrhu vrednosnog
sistema kojim pojedinac mora raspolagati, $to je zakljucak koji izvodi Drumova
(2015: 7). Lepota mladica je opazena ve¢ na pocetku romana. Dorijan Grej se dovo-
di u vezu sa bozanstvima, Adonisom i Narcisom, a Vajld (2010: 19) opisuje njegov
stas kao da je satkan od ruzinih listica i slonove kosti. Medutim, Dorijan isprva
nije svestan svoga dara. Kao $to je ve¢ napomenuto, njegovo razmisljanje o lepoti
pobuduje upravo lord Henri sa svojom himnom mladosti. Onog trenutka kada prota-
gonista shvati da vreme ima razarajucu dimenziju, te da lepota njegovog lica ubrzo
moze biti izmenjena ili oduzeta, on poCinje da razvija svoju misao u negativhom
pravcu. Najednom, on se uskladuje sa druStvenom podlogom romana i smatra da
estetski ideali uslovljavaju sve, a da je vremenski tok glavna prepreka. Usled toga,
umetnicki portret Dorijanovog lika postaje predmet ljubomore i on kaze: ,,Mada sam
ljubomoran na nju [sliku] jer je mesec dana mlada od mene, ipak moram priznati da
me svega ushicuje (Vajld, 2010: 100). Lepota uokvirena na slikarskom platnu je
nedodirljiva i vreme nije u mogucénosti da joj naudi. Lik unutar umetnickog dela ne
moze ostariti i izgubiti mladost, ve¢ je imun na takve uticaje. Mejerhof (1955: 57)
za umetnost kaze da je ,,vec¢na fontana pica besmrtnosti“ jer ona moze da ovekoveci
lepotu i dozvoli joj vanvremenski karakter. Slika postaje trajni podsetnik Dorijanove
uzvisene lepote, ali i ¢injenice da ona svakog trena moze biti oduzeta. Kristina Nikol
(Cristina Nicolae), u radu o konceptu stvarnosti unutar Vajldovog romana, isti¢e da

482



Sara Arva

je estetska misao primarna za identitet Coveka, jer ona protagonisti daje vrednost i
mo¢ (Nikol, 2013: 700). U drustvu Vajldovog romana, to i jeste glavna privilegija.
Ipak, vreme je pretnja. Piter Tuhi (2004: 207) je u svojoj knjiZzevnoj analizi posao od
melanholije kao klju¢nog pojma kada je u pitanju analiza vremena unutar dela an-
ticke knjizevnosti i zakljucio da je spoznaja vremenskog protoka i prolaznosti lepote
i mladosti koje vremenski protok sa sobom odnosi, svakako u stanju da uzrokuje
snazan osecaj sete i melanholije. Dok portret simbolizuje ve¢nu lepotu, on doprinosi
razoCaranju glavnog lika. Nacin njegovog razmisljanja poprima maliciozne razmere,
jer je Dorijan Grej spreman da sebi oduzme zivot i to jasno iskazuje: ,,Sada znam da
je covek izgubio sve kada izgubi svoju lepotu. Tvoja me je slika tome naucila. Lord
Henri Voton potpuno je u pravu. Postoji samo jedno Sto vredi imati: to je mladost.
Kad opazim da starim, ubicu se* (Vajld, 2010: 56).

Ljubomora prema portretu je prisutna, ali povrh svega, Dorijana obuzima tuga.
Dorijanovo telo je trenutni medijum koji je podlozan promenama, ali njegova Zelja
da im se odupre postaje gradaciono snaznija. Nikol (2013) se u svojoj studiji (7he
concept of Reality in Oscar Wilde's The Picture of Dorian Gray) primarno bavi kon-
ceptom dve razlicite stvarnosti unutar romana — stvarosti koja je prikazana kroz zivot
Dorijana Greja, a potom i stvarnosti koja se oli¢ava na portretu i njegovim prome-
nama. Ona se ne udubljuje u problematiku vremena, ali donosi vazan zakljucak koji
¢e u ovoj studiji biti detaljnije razmatran. Naime, ona smatra da svest o vremenskom
protoku, tuga i strah rezultiraju u Zelji da se Dorijan suprotstavi na¢elnom poretku i
sacuva svoju lepotu, makar to bilo po cenu sopstvene duse (Nikol, 2013: 700). Dori-
jan vodi unutra$nju bitku, razmislja o vremenu kao razarajuc¢oj stavki, pa time uslov-
ljava i faustovski momenat. Zbog elementa prolaznosti, njegova ljubomora prema
neprolaznom je eksplicitno izrazena:

»Ja sam ljubomoran na sve ¢ija lepota ne umire. Ljubomoran sam na sliku koju si od
mene napravio. Sto ona da sauva ono $to ja moram da izgubim? Svaki trenutak $to
prolazi oduzima nesto od mene i daje njoj. O, kada bi nesto obrnuto bilo! Kada bi slika
mogla da se menja, a ja uvek da ostanem $to sam!“ (Vajld, 2010: 56).

Dzon Stouks (John Stokes), govorec¢i o Vajldu i njegovim ostvarenjima, smatra
da on u svoje romane uvodi koncepciju dva razliita vida lepote: vecne i prolazne
(Stouks, 1978: 21). Biolosko starenje je ono ¢emu je podlozan ¢ovek, Sto je i Dori-
janova sudbina. Medutim, on je spreman da njome manipuliSe. Dok je, prema Me-
jerhofu (1955: 2), covek samo Zrtva vremenskih promena, ovom analizom zaklju-
cujemo da Dorijan Grej to ne zeli da bude, $to i1 uslovljava glavni preokret na kojem
se zasniva radnja romana. Od pocetne ljubomore prema slici, Dorijan ubrzo postaje
nosilac njenih atributa. Perspektiva se izokrece, a prolazni covek postaje vecan. Mla-
di protagonista se odri¢e promene u sebi i neminovan vremenski ishod transponuje
na sliku, iako ne moZze a da ne zadrzi neka od osecanja koja takvu promenu prate,
smatra Stouks (1978: 30). Medutim, ono $to Dorijan pozeli menja dve stvarnosti:
njegova unutrasnja stvarnost (dusa) reflektuje se na portretu, dok se prirodni poredak
predmetno spoznajne stvarnosti (Dorijanovo telo) privremeno zaustavlja, $to razma-
tra Nikol u svojoj studiji (Nikol, 2013: 698). Ona jo$ zakljucuje da strah od stare-
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nja i prolazne lepote uzrokuju i preokret nacela: estetika nadmasuje eticke principe.
Nevolje s vremenom postaju osnovna tema, a neprihvatanje nacelnog reda stvari
rezultira moralnim padom (Nikol, 2013: 698), navodi Nikol u svega jednoj recenici,
a time i potvrduje glavnu hipotezu ovog rada — da je vreme uzro¢nik sukoba izmedu
etickih i estetskih nacela. Dok se njen rad dalje nadovezuje na stvarnosti koje se
razilaze, u ovom radu se i dalje bavimo sredisnjom temom — vremenskim aspektima.

3. Problematika vremena

3.1. Hronos 1 kairos

Pre nego S$to se u daljoj analizi dotaknemo moralnog pada glavnog lika, ne-
ophodno je iznova se osvrnuti na problematiku vremenskog shvatanja. Rad DZona
Smita (John E. Smith) ¢e posluziti za obrazlozenje dva pojma: chronosa i kairosa.
Naime, ova dualnost, kao i ve¢i deo teorijske osnove u ovom radu, dolazi iz ucenja
anticke Grcke. Greki filozofi su, definiSuci vreme, pretpostavili dva naziva i distink-
ciju medu njima — chronos i kairos, navodi se u Smitovoj studiji (Smit, 2016: 1).
Ovakvo razmatranje sli¢no je Mejerhofovim zakljuccima o vremenu koje smo u do-
sadasnjem izlaganju navodili. Kod Mejerhofa su istaknute dve razliite pozicije pro-
matranja — istori¢ari i nau¢nici paznju pridaju hronoloskom sledu i postojanju stvari
kroz vreme, dok pojedinac, sasvim subjektivno, vreme definiSe na razli¢ite nacine,
kroz sopstveno iskustvo. Smit isti¢e da je hronos od kvantitativnog znacaja. Hronos
definiSe trajanje, duzinu perioda, godine postojanja. Pitanje koje je relevantno za
hronos, navodi Smit (2016: 1), jeste, izmedu ostalih, i: ,,Koliko je nesto staro?” Me-
dutim, kairos je sasvim suprotnog karaktera. To je kvalitativno vreme, vreme koje
je definiSuce za odredenu pojavu, dogadaj, trenutak. Kairos, kaze Smit (2016: 1-5),
jeste pravo vreme, vreme da se desi nesto Sto ne bi bilo moguce u bilo koje vreme.
Pravo vreme nalazi se u opoziciji sa bilo kojim vremenom; jer kairos istice taCan pe-
riod, mogu¢nost u kojem bi vreme trebalo (i moralo) biti iskoriS¢eno. Smit navodi u
svom razmatranju da odredeni rezultat moze biti postignut iskljucivo u pravo vreme
(Smit, 2016: 6). Poput devize carpe diem, koja u prevodu glasi: iskoristi trenutak,
kairos predstavlja dati trenutak koji je neophodno iskoristiti.

3.2. Mladost kao pravo vreme

Povezuju¢i ovakvu teoretsku osnovu sa knjigom Slika Dorijana Greja mo-
zemo razmatrati poistovecivanje pravog trenutka sa mladoséu. Mladost je najbo-
lje doba za ispunjenje svih potencijala, a Dorijan Grej postaje svestan toga nakon
susreta sa lordom Henrijem. U mladosti, lepota je kljuan faktor, kao S$to je vec
napomenuto. Ostvarivanje kairosa, moguce je samo u mladalackom periodu, dok
je lepota u punom cvatu. Medutim, Aronos koji se zasniva na pitanju o starosti i
starenju generalno, budu¢i da je pojedinac sagledan kroz vreme, iskljucuje kairos
tako Sto trenutak mladosti Cini kratkotrajnim. Posmatrajuci kairos, duzina trenutka
Cesto 1 nije bitna dokle god je on postavljen kao pravi trenutak. Medutim, takvo
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shvatanje nije prisutno kod Dorijana Greja. Sukobljavajuéi hronos i kairos, on za-
pravo zeli njihovo ujedinjenje — da pravi trenutak, mladost, traje kroz celo njegovo
postojanje. Drugim re¢ima, Dorijan je zanesen idejom mladosti i lepote, 1 pritom
zeli njihovu dugotrajnost. Vecna lepota jeste koncept u kojem je ¢ovek osloboden
starenja, tanije — omoguéen mu je vecni zivot. Medutim, ukoliko se osvrnemo na
starogrcke mitove i hijerarhijsku lestvicu u kojoj se ljudi nalaze na dnu, dok bogovi
prebivaju na vrhu, sa povlasticama da se kre¢u kako pozele, dok je coveku moguéno
samo kretanje ka dole, u podzemlje i smrt, mozemo prizvati i glavnu razliku izmedu
ovih entiteta. Jer, ono §to primarno razlikuje ljude od bogova jeste upravo smrtnost.
Bogovi uzivaju vecni zivot, time i lepotu, a ljudima, koji se nalaze ispod njih, na
distanci, takav ontoloski koncept nije mogucan. Svaki pokuSaj manipulacije vre-
menskim tokom i pokusaj da se dostigne vecnost, tako bi mogao biti razmotren kao
ogresenje o bozanske zakone. lako u Slici Dorijana Greja bozanstvo nije prisutno
direktno, postoji nekolicina starogrckih reminscencija zbog kojih mozemo zakljuciti
da je Dorijanova Zelja zapravo protivljenje vi$oj sili, a samim tim i po€injeni hibris.

4. Moralni pad

Size romana zasnovan je na antickom mitu o Narcisu i tako predstavlja strah
od starosti i ¢eznju za veénom lepotom. Svest o sopstvenoj lepoti i vremenskoj opa-
snosti koja joj preti, kod Dorijana izaziva okrenutost hedonistickom nacinu zivota
i devizi carpe diem. Opsednutost estetskim tendencijama postavljena je u srediste
radnje, a misao o njihovoj prolaznosti neminovno tisti protagonistu. Kao sto je Dru-
mova (2015: 8) u svom radu ve¢ istakla, spoljasnji izgled je jedino $to postaje vazno,
dok prava osecanja i emocije blede i nemaju velikog uticaja. Zivot poprima znacaj
jedino ukoliko se zivi u potpunosti, sa idejom samozadovoljstva i egoisti¢nog is-
punjenja, cemu lepota i senzualna iskustva doprinose. Mladost otvara vrata takvim
poduhvatima. Medutim, Cisto estetski Zivot sa sobom nosi i destruktivne posledice.
Ukoliko je slepo pra¢en, on moze dovesti do propasti, $to u romanu jeste slucaj.

Drumova (2015: 11) u svojoj analizi dalje smatra da moralne vrednosti opada-
ju, a zelja za zabranjenim zadovoljstvima jaca. Takav slu¢aj upravo vidimo u Vajldo-
vom junaku, Dorijanu Greju, a §to ¢e dalje biti razmatrano u ovoj analizi Vajdlovog
romana. Tako, na pocetku knjige, Bazil Holvard hvali Dorijanove osobine i smatra
da je njegova dusa prosta i plemenita. Ipak, dolaskom lorda Henrija i budenjem sve-
sti o prolaznoj lepoti i kratkotrajnoj mladosti, perspektiva se menja. Dorijan prolazi
citav put otudenosti od eti¢kih normi, a slikarski portret to prati. Nakon ravnodus$nog
odbacivanja Sibile, slika menja svoj izgled i na njoj se nazire svirepi pokret usana.
Dorijanova lepota je u stvarnom svetu netaknuta, ali njegov izgled na umetnickom
platnu postaje drugaciji. Isprva je prisutno moralno kolebanje. Slika je vidljiv znak
njegove savesti, a on je uveren da nije ¢ovek bez srca. Lord Henri tome i dopri-
nosi govore¢i: ,,Zivot ti je svasta pripremio, Dorijane. Nema toga $to ti sa svojom
izvanrednom lepotom ne bi mogao da ucinis* (Vajld, 2010: 176). Lepota je najvise
vrednovana osobina; ona ne samo da istice Dorijanov spoljasnji izgled, ve¢ definiSe
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i njegove sposobnosti i veli¢inu. Ipak, u njegovo razmisljanje se neprestano uplice i
svest 0 vremenu i prolaznosti u momentu kada pita Henrija Sta bi se sa njim desilo
ukoliko bi, na primer, omrsavio, ostario, dobio bore (Vajld, 2010: 176). Ukoliko bi
vremenski uticaj uspeo da ga dodirne, Dorijan ne bi bio u moguénosti da se lagodno
predstavlja svetu, ve¢ bi morao da se bori za svoje pobede i ulozi kojekakav trud.
Na ovaj nac¢in mu lepota omogucava sve. Usled toga, ideja o o¢uvanju lepote, posle-
di¢no tome i mladosti, jeste primarna. Vremenski uticaj je destruktivan i on se mora
izbe¢i da bi se istrajalo u hedonistickom, estetskom Zivotu. To je svakodnevno posto-
janje kroz kairos i pokusaj bega od hronosa. Kada Dorijan Grej primeti promene na
portretu, to izaziva minimalna kolebanja, ali on svesno donosi odluku i prihvata ono
S$to je najednom zazeleo — da portret postane nosilac vremenske tezine. Medutim,
to viSe ne postaje samo skrnavljenje koje moZze uciniti vreme, ve¢ i ono na koje ¢e
protagonista sam uticati. Takva odluka je eksplicitno izrazena u tekstu:

,,On je osecao da je doslo vreme da bira. Ili je izbor ve¢ bio uc¢injen? Da, zivot je za nje-
ga odlucio — zivot i sopstvena radoznalost prema zivotu. Vecitu mladost, beskrajni zar,
prefinjena i tajanstvena uzivanja, neobuzdane radosti i jo§ neobuzdanije poroke — sve
¢e on to imati. Slika ¢e samo nositi teret njegove sramote: to je sve [...] ko bi se, koji
makar nesSto razume od Zivota, odrekao moguc¢nosti da ostane vecno mlad, ma koliko
da je pomisao na tu mogucnost fantasti¢na i ma koliko da je opterec¢ena sudbonosnim
posledicama?* (Vajld, 2010: 178-179).

Nacinjen izbor se ne moze opovrgnuti. Umetnicki portret postaje podlozan
vremenskoj prolaznosti, a lik Dorijana Greja nedodirljiv. Ipak, vreme nije jedini fak-
tor koji ¢e uticati na sliku. Ona ¢e ubrzo reflektovati sve sto deluje na duh, a ne samo
na telo. Na njoj ¢e se ocitovati krvarenje duse. Otkako je odbacio Sibilu Vejn, glu-
micu zaljubljenu u njega, te poc¢inio niz ne€asnih radnji, do samog ubistva, Dorijan
Grej se krece putem sagresenja. Njegovo lice u stvarnom svetu, izlozeno predmetnoj
stvarnosti i pogledima drugih, nema naznaka o nedelima koja je pocinio, ali slikarski
portret na to ukazuje. Medutim, neretko se Dorijanova misao o vremenu dinamizuje
i jace dejstvuje u njemu od moralne misli. Jer, ¢ak i da je bio spreman da postupa
prema etickim nacelima, ispravno i pravi¢no, on ne bi uspeo da se otrgne delovanju
vremenskog protoka. Prolaznost je neizbezna. Sve dok mladost uslovljava lepotu,
ona se mora ocCuvati, ali sveprisutni strah priziva destruktivne misli, te zaticemo
Dorijana koji razmislja:

»Svakim satom, svakom nedeljom, lice na slici moraée da stari. Ono bi moglo da izbe-

gne ruznocu poroka; ali, ruznoca starosti izvesno ga je cekala. Obrazi ¢e postati Suplji

ili opusteni. Oko ugaSenih ociju skupice se Zut nabor i ucini¢e ih groznima. Kosa ¢e

izgubiti svoj sjaj, usta ¢e zinuti ili se obesiti, bi¢e glupa ili gruba, kao $to su usta starih

ljudi. Vrat ¢e se nabrati, ruka ¢e biti hladna i iSarana plavim zilama, leda povijena,
sve kako je bilo na njegovom dedi, koji je u njegovom detinjstvu bio tako krut prema

njemu” (Vajld, 2010: 204).

Na taj naéin, vreme postaje glavni uzro¢nik unutrasnjeg sukoba glavnog ju-
naka. Vremenska spoznaja neprestano tisti Dorijana Greja. Onog trenutka kada su
porusene moralne granice prema kojima bi pojedinac trebalo da postupa, uvidamo da
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je vreme pobedilo coveka. Ono je prevagnulo u njegovoj svesti i dovelo do gazenja
etickih normi zarad odredenog cilja. Dorijan Grej je dopustio da mladost i lepota
budu jedini nosioci njegovog identiteta i pojave u drustvu. Samim tim, da to budu
jedine vrednosti koje moraju biti odrzane do kraja njegovog Zivota.

4. Zakljucak

Kada su usli, nasli su na zidu divnu sliku svoga gospodara, kao $to su ga po-
slednji put videli, u svoj divoti njegove sjajne mladosti i lepote. Na podu je lezao
mrtav covek u sveCanom odelu, sa nozem u srcu. Lice mu je bilo uvelo, smezurano
i odvratno (v. Vajld, 2010: 364).

Cilj ovog rada je bio da se istakne nacin na koji dolazi do vremenske spoznaje
kod mladog protagoniste, Dorijana Greja, a potom i degradiraju¢eg odjeka koji pru-
za vreme 1 vremenski protok. U sukobu coveka i vremena, moZze se re¢i da je vreme
pobedilo i time povratilo naruSenu ravnotezu. Dorijan Grej je pocinio hibris i zazeleo
ono $to coveku nije svojstveno — vecnu prirodu mladosti i lepote, time i ve¢ni Zivot.
Narusavanjem bozanskih zakona, transponovanjem vremenskog skrnavljenja na sli-
karsko platno, postignut je faustovski dogovor. Moralna bezocnost junaka je bila
cena za njegovu prodaju duse davolu, ali su ga posledice takvog postupka na kraju
1 sustigle. Vra¢en je na mesto u prirodnom poretku stvari, a u samrtnom trenutku
Dorijanova telesnost je povratila upravo ono $to joj pripada — staracku nakaznost.
Kao i Geteov Faust, i Vajldov Dorijan je odbacio eticko zarad cilja koji Coveku nije
svojstven, a koji nije ni eticki primeran. Medutim, u slucaju Vajldovog junaka, ne
postoji mogucnost spasonosnog iskupljena koje Gete nudi svom junaku. Vreme je
odigralo klju¢nu ulogu kao podsticajno sredstvo, kao neminovan faktor i uslov za
nedoli¢no ponasanje. Opsednutost estetskim idealima i zelja za drustvenim prihva-
tanjem, konstitucijom uzvisene licnosti koja ¢e svojom pojavom privlaciti paznju i
omoguciti povlastice, dovela je do nepokolebljive ideje o istrajnosti takvih namera,
pa i ocuvanjem onoga Sto ih uslovljava — mladosti i lepote. Medutim, vremenska
ogranicensot te dve datosti, prouzrokovala je junakovo kolebanje, a potom i moralni
pad i1 dekadenciju. Vreme od kojeg je uporno bezao, pronaslo je svoj put do njega na
kraju romana. Ravnoteza izmedu prolaznog i neprolaznog je povracena, pa je tako
slika nastavila svoje trajanje kroz vreme, a Dorijan podlegao prolaznosti.
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TIME AS CAUSE OF CONFLICT BETWEEN ETHICS
AND AESTHETICS: PASSING OF TIME IN THE PICTURE
OF DORIAN GRAY

Summary

The aim of this paper was to analyse subjective time in the case of the literary character
Dorian Gray, the titular character of the work 4 Portrait of Dorian Gray. In the book,
combined with aesthetic ideals, time is threatening factor, which has to be avoided.
Throughout the book’s narrative, the hypocrisy of society is expressed and the main
value lies within the physical beauty of an individual. Youth is what contributes to
one’s appearance and identity. When time is defined as something that can exclude a
beautiful face, it becomes a central motive for fear and negativity. An artistic master-
piece, the painting, represents eternal beauty and protagonist’s wish: to endure through
time with the beauty unttouched. Dorian Gray is an indvidual who is running from
time, trying to reach eternity which is not accessible to the human being. The disrupted
balance of becoming eternally young leads to moral hesitation and decadency of the
main character.
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THE TREATMENT OF TIME IN TIME’S ARROW

Abstract: Martin Amis’s Time s Arrow (1991) tells the life of a German doctor in a
disorienting reverse chronology, beginning with his life in retirement in America, then
“back” to his participation in the Nazi Holocaust. The reverse chronology leads to a
“reverse morality”, such that blows heal injuries, theft becomes donation, etc, and
the doctor’s torture and murder of Jews at Auschwitz is transformed into the creation
of life and healing of the sick. The narrator is not exactly the protagonist himself but
another consciousness living within him, feeling his feelings but with no access to
his thoughts and no control over events. 7ime s Arrow takes its readers back to an
innocent past. The order of narrated events regresses from the ugly and cruel present
reminiscent of London Fields to a time when experience is exchanged for innocence.
However, the chronologically restored story progresses inexorably through the horrors
of concentration camps to the contaminated world of Ronald Reagan’s America. Thus,
this paper aims at exposing the relevance of reverse time and events in the dynamics
of a postmodern novel.

Key Words: Fiction, time, reverse chronology, Holocaust, Amis

1. Introduction

Traditionally literary critics have expected writers to produce their works in line
with classical and formulated writing styles. These styles have been acknowledged
universally for the purpose that literary appreciation could be based on a common
ground. Story schemata include setting, narration types, plot progression and unfolding
stories that evolve around literary components that are also related to one another.
The setting includes the component of time, place, and characters in order to render
physical and temporal context of the story. Such an introduction into events set up the
hero’s environment, making internal response possible to grasp. The eternal goal, as
acknowledge in literary events, is to depict whether the protagonist has managed to
attain his ways of life through the interactions. The flow of events is oriented around
reactions that also contain the related info as regards the protagonist’s emotional and
cognitive responses for attainment of failure. Moral lessons can also be subtracted
through intertwined relations of events. From the deduced moral implications, we can
see what the character learned in the process of achieving his goal.

Considering the general schemata of prose, we can easily assert that a
commonly accepted schema has existed which makes prose writing into a formulaic
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shape in which a function establishes a significant course of action during which
the hero is rewarded and the villain is punished. Yet, those functions have strict
form of performance, which urges unconventional writes to search for non-classical
perceptions of skeleton making in their narrations. Strict order of sequence has
mostly been protected through the conventional use of time and setting. However,
moral lessons, as it has turned out in unconventional writings, can also be attained
through the application of unique course of reverse chronology of events, as can be
seen in Amis’ Time s Arrow.

De Bosschere states; “In classical and medieval times, literary authors were
expected to structure their plays and novels according to certain prescriptive principles”
(2010: 9). However, modern narratives have shown themselves “increasingly hostile to
normative notions of structure,” and it can even be said that one of the main characteristics
of modern literature has become “its overt willingness to transgress prescriptive structural
dogma” (Herman et al. 2008: 367, qt. in De Bosschere, 2010: 10).

As everything changes in time and in the world, we witness strict formulations
that are prevalent in modern literary writings have given the way to experimental
ways that can be evaluated as less domineering. It has been seen that the number of
literary works that are considered distanced from traditional norms is not very small
as they have presented narrative plots in unique and nontraditional ways. Herman
states in his works that chronological continuation of a plot structure through
premeditated series of events has been neglected as such writers do not prefer to
base the skeleton of the writing on the commonly accepted norms of fiction (2008:
317-318 qt. in De Bosschere, 2010: 11). Modernists, in particular, have expressed
“explicit hostility to clockwork chronology” (2008: 318) because, as Virginia Woolf
states, “life is not a series... symmetrically arranged” (Herman et al. 2008: 317, qt.
in De Bosschere, 2010: 10). He continues:

What is important when dealing with this innovation in terms of temporality is the
distinction between narrating time (or discourse time) and narrated time (or story time),
where discourse time is measured in words or pages of text or in the hours of reading
time and story time represents the temporal duration and chronology of the underlying
plot. This distinction lies in with the narratological dichotomy between discourse
(sjuzhet) and story (or fabula). It can be assumed that the story level of a narrative, i.e.
the sequence of events reconstructed from the surface level of the linguistic medium,
usually has a chronological order (2008: 608-609, qt. in De Bosschere, 2010: 10).

As a part of the narrative theory, Herman and his friends claim that there have
been many alterations and adaptations of time set ups and chronological changes
to suit the purposes to the ways of hero who is expected to get the message crossed
in a better-understandable way. Certain numbers of anachronism are to reinforce
time variations as forward and backward. Stream of consciousness technique and
flashbacks are utilized to describe the temporality in the flow of events. Narratologist
Monika Fludernik describes this difference in temporality between story and
discourse as follows: “The main motive for modern writers to opt for anachronism
was that they experienced clockwork temporality as being too restrictive and
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artificial. Consequently, instead of relying on “time on the clock,” as Woolf puts it,
they relied on “time in the mind” (Herman et al. 2008: 319). This gave way to writers
to include a subjective component into narrations that transmits personal values in
addition to clear objective links between events, which produce, in the end, linear
writing styles.

It is possible to see in postmodern writings the duality and meaninglessness
of human existence. Time in such novels is measureless and infinite, forcing the
logic to create new time and reality. The protagonist is of dual personality as in
Time's Arrow (1991), so, time transforms into an unpredictable rate and it becomes
lost in the plot. The divided self is unable to comprehend the time within clock
and calendar. Reality and time get difficult to realize. As Vice defends, “Science,
technology and postmodernism have created a new sense of techno-scientific
postmodernism. Science renders people inactive as virtual reality and cyberspace
takes over reality, which leads postmodern characters to hang about nowhere,
suggesting a new design of time” (2000: 75). It is clear that postmodern novelists
have taken up a new psychology that consciousness does not progress in a straight
line. Man becomes alienated in a new environment, whose mind travels back and
forth in time and psychology. Existence goes beyond clock time that is very relative
in postmodern consciousness.

Considering the innovative perception of time in postmodern fiction, Time's
Arrow can be seen as a unique sample of an anachronous novel. This novel owns
temporality in a nontraditional manner as it utilizes the reversal of chronology.
Further, it is so as the narrator believes that such narrative style suits to his purpose
of transferring the consciousness to the reader. It is easy to see that this structure
reduces the burden of the author’s responsibility in making his philosophy lighter. In
this regards, De Bosschere states:

Time, as the reader learns, proves to provide the narrator with a retrospective
therapeutic process, which is an excellent illustration of the point that “modernism’s
inward focalization and anachronous temporality are primarily forms of escapism,
ways of evading history, political responsibility, and the immediate stresses of the
contemporary world (Herman et al. 2008: 319, qt.in De Bosschere 2010: 11).

Thus, we can claim that the retrospective structure of the novel is significant as
it contributes a lot into the thematic buildup of the novel.

The success and effect of the novel cannot be disregarded, since it lays down
critical responsibility and patience on the reader in the way of deciphering the flow
of events. It leads the reader to travel back in time and through events, which makes
aunique challenge and demand for the reader. The demand is such that the reader can
casily get disoriented, particularly at the initial phase in comprehending the causes
and effects of the incidents. So, disorientation is seen as a normal reaction to the
world of reverse chronological order in which causes and effects are exchanged in
their positions. There are many examples that disorientate the reader to understand
the results and causes as in a simple act of gardening that turns into an effective
process of destruction when it occurs in reverse: “All the tulips and roses he patiently
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drained and crushed, then sealed their exhumed corpses and took them in the paper
bag to the store for money. All the weeds and nettles he screwed into the soil--and
the earth took this ugliness, snatched at it with a sudden grip” (Amis 2003: 18-19;
from now on the reference to this source will be cited as TA). Everything in Times
Arrow is narrated backwards; we see the old people getting younger, more energetic
and in the same manner children grow smaller and eventually enter hospitals from
which they never return. Eating, drinking, love-making, even an abortion are all
described in reverse.

Amis underlines, “This is a world of mistakes, of diabolical metrical mistakes”
(TA, 8). The cosmic time is not accurate; hence, everything in the novels runs
in reverse. As the novel has the theme of Holocaust and as the instigators of the
Holocaust are not expected to have value of rationality, as Amis stresses, it is wiser
and easier to comprehend the mass destruction in the series of events that start from
the end and progresses backward. Tod Friendly in the novel announces; “We are
getting younger, stronger, taller ... All the other people are getting younger, too”
(TA, 8). Both Billy Pilgrim and Todd Friendly develop metaphysical power that can
go beyond clock time. Nothing is fixed or absolute; he has discovered in his mind
a new concept of time regardless of world clock without any arrow (TA, 143). The
present time is cruel, as World War II and Holocaust have paralyzed people mentally
and have changed ideologies. Tod in his existential struggle states that in reversing
the time, he can activate his senses by looking where he is going, which makes sense
(TA, 115).

2. Summary

The narrator of the story is an entity who lives inside a man named Tod Friendly.
The entity is a bystander and cannot control what Tod says or does in any way.
The narrator sees Tod’s life progressing backwards-from death to birth. He comes
into consciousness with Tod’s death and learns to translate reverse speech. Most life
events confuse him because he sees them occurring backwards. He sees Tod getting
stronger and more virile as he recovers and grows noticeably younger. Tod “starts”
a long-term relationship with a woman named Irene, which commences with her
leaving him for good. Again, the narrator is trying to rationalize the reverse events in
the tumultuous relationship. He works as a doctor and his actions to help people are
viewed as hurtful by the narrator because people come to him well and leave sick and
in pain. Tod seems to be a tortured man; he has nightmares about doctors and babies.
He has a sordid past that he is running from. The narrator has an intuitive grasp of
this and also knows that life can’t be altered because suicide is not possible.

Tod’s name changes to John Young. John is living in New York and is tipped off
by Nicholas Kreditor that the authorities are aware of him, so he changes his identity
to Tod. John’s life gets better while he is still living quietly in the country. He is a
popular doctor and has many friends. He is a womanizer and has many girlfriends,
including Irene. The narrator is very disturbed by John’s work at the hospital. He
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works traumatic cases which, when viewed in reverse, are, again, interpreted by the
narrator as John hurting people. John leaves for Europe to fight in the war although
in actuality, he is fleeing Europe to travel to America. His name changes to Hamilton
de Souza while he lives in Portugal for a short time. He then travels through Europe
to Italy, and finally back to Germany where his name is Odilo Unverdorben.

Odilo works at Auschwitz, where the narrator sees his work as magical. In his
view, they are bringing thousands of people back to life. He works closely with a
character named “Uncle Pepi” in the experimentation rooms. His wife Herta, does
not approve of his work. Their child, Eva dies shortly after birth.

Odilo works at “lesser” facilities which “process” unwanted people like the
insane and blind. The narrator is upset by the decline in “great work.” His relationship
with Herta grows more intense as they move towards their marriage, then fades as
they get to know each other. Odilo then is back at medical school, where he meets
Herta. He moves home with his family and becomes a child. The narrator is upset
knowing his life will end at Odilo’s birth.

Through the eyes of the narrator we see that Tod’s life continues in reverse in
time chronologically; that’s to say, from grave to cradle, or from death to birth. The
narrator acts as disunited consciousness “that comes to life as his double is about to
die. Most life events confuse him because he sees them occurring backwards” (De
Bosschere, 2010: 15). As a result of reverse chronology, it is natural to witness Tod
getting younger and stronger.

In the relationship with Irene, Tod “begins” the affair in the reversal sense, and
initiates the togetherness by deserting her forever, which can only be understood
in the reverse chronology. It is such a painstaking case to see that the reader can
be understandably challenged to put the events in a rationalized order. When he
is employed as a doctor, his function in the medical branch is viewed as hurtful as
patients visit him in good condition and leave the medical exam or interventions in
pain, as if they were not treated at all. Todd appears as a man in pains, and further,
he has cherished animosity and grudge against doctors. He is under the effect of his
crushing past that he tries to escape from. The narrator develops an intuitive hold for
Todd’s psychology, so, he reveals that such a reverse life cannot be manipulated even
in deep agonies because suicide is not possible.

In the course of events, the reader sees that John Young is the new name for
Tod, who is settled in New York. He is parted from his associate, reverend Nicholas
Kreditor. The officials have been tracking him for some time. This time John seems
better settled as he leads a quieter and more satisfied life. The reason for this is that
he acquires many friends as a well-known doctor, so much that he gradually turns
into a womanizer having many friends. Yet, despite all these sweet flows of incidents
the narrator is still uneasy about John because, as a part of reverse occurrence of
events, John does not heal the patients but discharges them in pain and distress. John
is tasked with working on traumatic cases in which, viewed in reverse, John is seen
hurting people.

In the course of the story’s narration, the reader has hinted that his secret has
an organic connection with his involvement in the Nazi atrocities of the Holocaust:
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Odilo works at Auschwitz. De Bosschere cites Menke’s words; “After seeing Tod
through several incognitos, the reader and the narrator learn that Tod once had the
identity, and the narrator now occupies the body, of Odilo Unverdorben, one of the
Nazi doctors at Auschwitz”” (Menke 1998: 962, qt. in De Bosschere 2010: 16).

The novel grows into a magical and almost saintly phase, including many lives
getting out of gas ovens having their breaths clean and fresh, together with the corpses
getting back into lives again. Odilo works closely with a character named Uncle
Pepi, “a fictional double for Josef Mengele” (963), in the experimentation rooms.
In this phase, God’s justice seems to be working in the incident where Evadise, the
child of Herta and Mengele dies after the birth, and Herta many times voices out her
protest against Mengele’s killing in the experimentation laboratories.

3. Reversed Chronology

Amis denounces traditional chronology in Time’s Arrow. He sees it as an
experimental retrogressive narrative. In the novel he hints the reversal of the temporal
order in these lines: “Like writing, paintings seem to hint at a topsy-turvy world
in which, so to speak, time’s arrow moves the other way. The invisible speediness
suggests a different nexus of sequence and process” (TA, 95).

A.S. Eddington coins the phrase “time’s arrow” to refer to the direction of time
(De Bosschere 2010: 19). Time shows the one-way property of time regardless of
any analog in space. This one-way direction reinforces consciousness and reasoning
faculty which demands the reversal of the arrow. Amis several times refers to the
unusual analogy: He says; “What’s the sequence of the journey I am on” (TA, 14).
“It seems that the film is running backward” (TA, 16). Some extracts that clarify
retrogressive structures in the novel are:

Eating is unattractive too. First, I stack the clean plates in the dishwasher, which works
okay, I guess, like all my other labor-saving devices, until some fat bastard shows up
in his jumpsuit and traumatizes them with his tools. So far so good: then you select
a soiled dish, collect some scraps from the garbage, and settle down for a short wait.
Various items get gulped up into my mouth, and after the skillful massage with tongue
and teeth, I transfer them to the plate for additional sculpture with knife and fork and
spoon. That bit’s quite therapeutic at least unless you’re having soup or something,
which can be a real sentence. Next, you face the laborious business of cooling, of
reassembly, of storage, before the return of these foodstuffs to the Superette, where,
admittedly, I am promptly and generously reimbursed for my pains. Then you tool
down the aisles, with trolley or basket, returning each can and packet to its rightful
place (TA, 19).

And:

When people move — when they travel — they look where they’ve come from, not
where they’re going. Is this what the human beings always do? Then love will be like
driving, which doesn’t appear to make much immediate sense. For example, you have
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five reverse gears and only one for forward, which is marked ‘R’, for Reverse. When
we drive, we don’t look where we’re going. We look where we came from (TA, 30).

Looked superficially, the unconventional story structure reveals nothing to be
more than an ambition in the narrative experiment. In the further retrospection of the
narrative, it becomes clear that the reverse chronology plays a meaningful role in
understanding the story’s events and main theme, which are the Holocaust and the
trauma that such event has caused.

The unique use of time in the novel creates comedy when it reveals the event
from the end to the start:

He takes toys from children, on the street. He does. The kid will be standing there,
with flustered mother, with big dad. Tod’ll come on up. The toy, the squeaky duck or
whatever, will be offered to him by the smiling child. Tod takes it. And backs away,
with what I believe is a shiteating grin. The child’s face turns blank, or closes. Both
toy and smile are gone: he takes both toy and smile. For what? A couple of bucks. Can
you believe this guy? He’ll take candy from a baby, if there’s fifty cents in it for him.
(TA, 22-23)

The reversal of temporal order is primarily employed to render the account of
unsettling events even more startling:

One morning of diagonal sleet and frozen puddles we were unloading some Jewish
families at a rude hamlet on the River Bug. It was the usual sequence: we’d picked
up this batch from the mass grave, in the woods, and stood waiting by the van on
the approach road while the carbon monoxide went about its work ... We then drove
them closer to town, where one of our men was readying the piles of clothes. Out
they all filed. Among them was a mother and a baby, both naked, naturally, for now
... she looked stunned — stopped dead in the face. For a moment I wondered if she’d
fully come round from the carbon monoxide. I was concerned. We then escorted this
group of about thirty souls into a low warehouse ... these Jews, led by the weeping
baby, made their solemn way past a series of curtains and blankets suspended from the
ceiling and, one by one, backed their way through a missing panel in the wall. This
panel I myself replaced with a softly spoken ‘Guten Tag’ ... ‘Raus! Raus!’ I shouted —
to the men, who romped off to explore the premises, and to lay out some trinkets, and
some food, some bread and tomatoes, say, as was traditional, for the Jews’ later use
(TA, 149-150).

The narrator that is the protagonist’s soul understands that “to forget what
happened in times past is not a solution,” as “Time which makes us everything we
are” (TA, 76). In the novel we see many correspondences that explain the easiness
and necessity of forgetting the painful incidents so as to make human being tolerate
the pain. When the memories are made tolerable through the reverse flow of events
Amis’ preference of using such time concept becomes more meaningful: “All three
of us know that John has a secret. Only one of us knows what that secret is. He leaves
it undisclosed, which is perhaps the best thing to do with secrets” (TA, 98). It is also
the time that allows one to gain insight and eventually heals one’s words. Through
the use of reverse chronology, Amis creates a world turning upside down and in

495



Jezik, knjizevnost, vreme Knjizevna istrazivanja

which nothing seems to make sense. It is due to this experimental narrative approach
that Amis is capable of conveying his message that “in a world turned completely
upside down could such a tragedy occur” (TA, 76). This narrative is supported by the
narrator who “declares that the world is going to start making sense” (Amis, 149).
As De Bosschere states (2010: 26) , “The reversal chronology makes the narrator
see the Holocaust and the concentration camps not as acts of destruction but as acts
of creation”:

The narrator’s point of view gets time wrong to make Odilo’s crimes look right, to
render the violent creation of people easier than its brutal decimation. At the expense
of the intelligibility of everything else, the narratorial soul of Odilo has made sense
of the Holocaust, re-literalizing Nazi eugenics as good birth, recasting genocide as
Genesis (Menke 1998: 964).

Amis seems to have a specific purpose in launching reverse time set up in order
to transfer his function and purpose to the reader better: Auschwitz, as he claims, can
be better understood in the reverse narrative and time.

Our preternatural purpose? To dream a race. To make people from the weather.
From thunder and from lightning. With gas, with electricity, with shit, with fire. ...
Entirely intelligibly, though, to prevent needless suffering, the dental work was usually
completed while the patients were not yet alive. The kapos would go at it, crudely but
effectively, with knives or chisels or any tool that came to hand. Most of the gold we
used, of course, came direct from the Reichsbank. But every German present, even
the humblest, gave willingly of his own store — I more than any other officer ... (TA,
128-130)

This unusual perception, seen in reverse, of the de-extermination of the
Jews, their dispersion out of concentration camps is logical. When dealing with
the novel backward exposition of the extermination of the Jews, the novel handles
the Holocaust as a “thermodynamic event”. In this connection, Keulks states: “It
is a common refrain in both fiction and nonfiction that genocide defies reason and
expression. Amis’ contribution to the vast literature of the Holocaust is the premise
that when viewed backward it makes perfect sense” (2006: 345). Through such
utilization of time in the novel, Amis unconventionally intertwines the structure with
the meaningful and essential contribution to understanding the effects and causes of
the Holocaust.

4. Conclusion

The counter-intuitive quality of the Holocaust is involved in all aspects of the
text, as the form and content of Time s Arrow are inseparable. It is seen that the
regression of time is reinforced by the selection of verbs, words, and commentaries
of the past actions. As for interpretations, Kierkegaard states that life is lived
forward and understood backward. Yet, the opposite is true for the Holocaust: “we
live in backward in time, and understood the events forward in such a way that
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effect precedes cause. “We read what has happened before we read reasons why
it happened”. Auschwitz only makes sense to the narrator backward, and this is
because only seeing it in reverse can give it a moral and narrative trajectory which
seems acceptable and familiar. On the other hand, Simon Louvish argues that Amis’
strategy of backward narration is not a successful determination of the impossibility
of bringing the Holocaust experience into a meaningful future, but a misguided
attempt to get in on the Holocaust Act: “By inverting the morality of Auschwitz we
are brought to a new angle to ponder on the awfulness of it all. Or are we? After all,
the Nazis saw their extermination programme as altruistic when it was the right way
round”.

Taking the Holocaust backward solves some narrative problems, including the
absence of suspense when the outcome is largely known. So, Time s Arrow provides
a reason for wanting to read this particular story, which might seem too displeasing
the right way round. It also might serve the purpose of activating the reader to
consider the event in particular, about the lack of distance between Unverdorben, the
perpetrator, and the reader, as the narrator puts it: “I have come to the conclusion that
Odilo Unverdorben, as a moral being, is unexceptional, liable to do what everybody
else does, good or bad, with no limit, once under the cover of matters” (TA, 164).
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VREME U ROMANU VREMENSKA STRELA

Rezime

Roman Martina Ejmisa Viemenska strela (1991) u maniru posmodernog romana
prikazuje dve velike pukotine: podelu svesti koja odvaja naratora od protagonist iako
poseduju isto telo, i podelu temporalnosti zbog koje se mesa proslost i buducnost,
tako da narrator pokusSava da shvati zivot protagonist unazad. Roman je smesten u
istorijski kontekst koji izmice tiraniji i agonijama Holokausta. On zagovara ideju da je
sagledavanjem vremena unazad moguce destabilizovati pravac i tok vremena i na taj
nacinumanjiti agonije Holokausta. Ovaj roman se tumaci kao proizvod Postmodernizma
u knjidevnom smislu sa neobi¢nom naracijom u prvom licu I obrnutom hronologijom,
Sto stilski izrazava duboku krizu culture. On pobija realisti¢no prikazivanje da bi ukazao
na mogucnost da sudbina protagonist bez prave istorije ili budu¢nosti ne mora biti nasa,
Sto umanjuje patnje Holokausta. Ovo se moze doziveti kao apokalipsa, ali ovo stanje
podstice Citaoca da istorijsku proslost sagleda sa druge strane, kao postojanje mimo
realnog, pod manje bolnim stanjem trajne krize. Na taj nacin, sugerise se da mogucnost
izbegavanja potencijalnog buduceg nuklearnog Holokausta. Narator je glas koji zivi u
¢oveku poi menu Tod Frendli. On ostaje posmatra¢ i nema mo¢ da kontrolise Todove
reci 1 dela. Todovim o¢ima naratora vidimo kako Todov zivot tece hronoloski unazad:
drugim re¢ima, od groba prema kolevci, ili od smrti prema rodenju. Narator dela kao
razbijena svest koja se ostvaruje kada se njegov dvojnik primice smrti. Zbunjuje ga sve
Sto se desava u Zivotu jer se za njega dogadaji odvijaju unazad.
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INTERPRETING THE PRESENT — THE RHETORICAL FUNCTION
OF TIME IN MICHELHOUELLEBECQ’S SUBMISSION

Abstract: The paper examines Michel Houellebecq’s novel Submission in terms of,
primarily, temporality as not only a structural element of narratives, but in the service
of the rhetoric of the text. The authors analyze two aspects of the narrative structure
based on the theoretical framework proposed by Richard Walsh in his study 7%e Rhetoric
of Fictionality. The narrative is analyzed in terms of (inter)contextuality and rhetorical
representation. Context and time-wise, referential properties of the narrative are analyzed
with the aim of casting light on the effects produced in the process of immersion, as well
as on the implication and potential ideological outcomes emerging from the interplay
between the fictional world of the narrative and the present-day socio-cultural context. By
uncovering the narrative’s ideologically-charged moments and their dependence on the
present-day real-world referents, the authors aim to show how Houellebecq’s projection
of contemporary French society results in a credible, but ultimately epistemologically
ambiguous vision of the near future whose satirical potentials are undermined by the
virtue of their indeterminacy and a subjective historical perspective.

Key Words: temporality, inter-textuality, narrative ethics, fictionality, rhetorics

1. Introduction

The aim of this analysis is to approach the issue of temporality in Michel
Houellebecq’s novel Submission from the theoretical perspective of rhetorical
representation. Quite controversial upon its publication in 2015, Houellebecq’s novel
features a hypothetical vision of France under Islamic rule in the near future (the
year 2022), which, despite its temporal distance, is still underpinned by references to
contemporary factual actors and socio-political discourses. In addition to its futuristic
setting, Submission also features time as one of its central narrative themes in the
form of the protagonist’s protracted musings on the past and future, both personal
and national. Time, therefore, seems to be given clear and particular thematic and
structural significance in the novel. However, having in mind Houellebecq’s satirical
approach to a contentious subject matter that is at the center of Submission, the
handling of time and temporality in the novel becomes not only an issue of semantics
or narrative structure, but also (and perhaps crucially) of rhetoric.
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The authors of this paper argue that Houellebecq relies on temporal
manipulations and an interplay between the fictional and the factual in constructing
the ideologically-charged satirical discourse of the novel. By analyzing these two
properties of Houellebecq’s narrative from the perspective of rhetoric, we aim to show
that the novel’s controversial reception could be attributed not only to Houellebecq’s
satirical approach to a sensitive subject matter, but also the way that subject matter
is temporally rendered and contextually positioned. For the purpose of highlighting
the possible rhetorical function of the temporal aspects of narrative structure, this
paper will draw on the work of Gerard Genette and his study of anachrony — the
temporal distortions between the sequencing of the events in the story-world, and the
intentionality in the deviations present in narrative representation. Genette’s concepts
of analepsis and prolepsis will be used to point out the anachronous sequencing in
narrative representation, as well as to precisely determine the narrating situation and
its implications. Also, Richard Walsh’s critical study of narrative fictionality, and
narrative rhetorical ethics and aesthetics, will be taken as the starting point for the
analysis of Michel Houellebecq’s novel Submission.

In the first section of the paper, we outline and define the key terms from
narrative theory to be used in the analysis, paying particular attention to the concepts
of time, anachrony, fabula, sujet, and fictionality. Following that, in the second
section of the paper, we present our analysis of temporality in Submission, with the
aim of showing how it underpins the novel’s rhetorical and satirical potentials.

2. Theoretical Framework

Scheffel, Weixler, and Werner, in their essay Time, define time as “a constitutive
element of worlds and a fundamental category of human experience”'. This
definition not only positions time as an indispensible category for understanding
human consciousness and experience, but also for understanding the inner workings
of narratives and narrative representation. Moreover, time as the fourth category
enables us to “measure” our experiences and proves to be central to the cataloging
of information and its interpretation. Philosophy, literary, and narrative theory,
have approached the problem of time and temporality in numerous ways, from
Aristotle’s attempt at defining it as “a number of changes in respect of the before
and after” (Aristotle 2006), to time as represented or utilized in a specific medium of
transmission, but all of the definitions seem to revolve around the progression that is
perceived in the process of both storytelling and reception of narrative discourses. To
be more precise, the fourth dimension, intangible and invisible, is a mental construct
that enables the structuring of information into meaningful wholes, into cognitive
structures.

Narrative is traditionally, or in the spirit of structuralism, defined against
the criterion of eventfulness — the existence of minimal action or change of state

' URL: http://www.lhn.uni-hamburg.de/article/time[view date:16 Apr 2016]
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(Genette, Schmid, Fludernik). Furthermore, narrative also encompasses the very
process of storytelling which is by default a progression structured in such a way
so as to shape a particular discourse, fictional or factual, into a complete unit — a
cognitive structure. This two-fold general definition accepted and built upon by
the majority of contemporary narratologists, albeit founded on structuralist ideas,
implies the crucial role of the spatio-temporal aspects both in terms of the minimal
requirements the text must meet in order for it to be regarded as a narrative, and
in terms of textual coherence achieved in the process of storytelling. Scheffel,
Weixler, and Werner approach narrative time as three-fold and determining, on the
most general level, the “world-constitutive dimension” — story-time. In the above-
mentioned essay, Time, these authors propose the idea of story-time as reliant “on
verbal evocation and interplay with other elements of the narrated world” which
in the process of narrative transmission, narration, and narrative reception serves
to better define the relationship with the vantage point from which the narrative
is related — the narrator’s spatio-temporal position; the chronological order of the
events or changes of state narrated, and, finally, the temporal determinants of the
discourse itself. Namely, it is inconceivable for any event to take place or change
of state to occur without temporality as the central defining category enabling the
perception and interpretation of the phenomenon.

Drawing on the work of structuralists, but moving beyond the traditional idea
of two levels of temporality embodied in the fabula-sujet’and similar dichotomies,
David Herman points to another, dichotomy “the what and the how, or what is
being told versus the manner in which it is told” (Herman 2009: 94) which, in fact,
foregrounds the problem Stanzel and Genette, among many other, have tackled. The
related narrative indeed has two temporal layers that or sequences that can be aligned
in degrees (or dis-aligned), and the discrepancy is in the sequence of events in the
story-world represented in the narrative, and their sequence in the representation
itself. In Narrative Discourse, Genette labels the occurrence as anachrony (Genette
1980). The sequence of narrative representation need not necessarily follow the
chronological order of events as they occur in the story-world, and instances of
analepses (flashback) and prolepses (flash-forward), intra or extra-diegetic, homo
or hetero-diegetic, may re-arrange the sequence of the story-world events in the
narrative representation. This, in turn, has implications on the reception of the
narrative as anachronies in narrative representation pertain to narrative design and
therefore shape the process of narrative reception. On the other hand, Herman rejects
the idea that double temporality or anachrony can be viewed as a pre-requisite for
narrativity. Temporality, rather, may too be the feature of texts which are descriptive
alone. However, the aim of this paper is to exemplify the manner in which temporality
or, more precisely, anachrony present in narratives may serve a rhetorical function
within the text. Namely, Herman defines narrative as “a cognitive strategy for
navigating the gap, in everyday experience, between what was expected and what

2 “Sujet is what we come to understand as a given (fictional) narrative, and fabula is how we come to
understand it. Our understanding, in other words, is not of ‘what happened’; it is of the weight and
import of the narrative actually told.” (Walsh 2007: 68)
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actually takes place” (Herman 2009: 97). This understanding of narratives implies
that expectations, suspense and the overall genre-specific effects stem not from the
narrative design itself, but rather solely from “people’s everyday understanding
of how thinking works” (/bid.). Drawing upon the work of Bruner and his “folk
psychology”, Herman defines narratives as a discourse framework for “formulating
reasons about why people engage in the actions they do” (/bid.), which basically
means that narratives in general serve as explanations to other narratives. Prototypical
exemplars of text-type categories give basis for genre conventions and reception,
and the gap-filling in the process of reception, according to Herman, accounts for the
effects produced by the overall design. However, this paper deals with the question
of whether temporality and its workings on multiple levels in narrative structure can
indeed be rejected as one of the criteria for narrative design impact, or do they in fact
play a vital role in the rhetorical ethics of the text.

Richard Walsh’s The Rhetoric of Fictionality has three-fold importance for the
thesis of this paper, and applying the three premises proposed by Walsh concerning
fictionality and narrativity, discourse, and frame of fiction (narrator) will illustrate
the instances in which the interference with the temporal aspects of narrative design
influence both emotively and ideologically the reception of the text. The aim is to
show how the temporal aspects of narrative can be manipulated in such a way so as to
serve a particular rhetorical function of the text in the course of narrative progression
— the process of storytelling.

Fictionality is particularly and primarily problematic in the case of
Houellebecq’s Submission because the story-world of the novel heavily relies on the
referents in the real-world pertaining to history, historical figures, events and overall
spatio-temporal aspects of today’s France. Delineating between the referent world
and the fictional story-world of Submission is in itself not challenging, nor does
is it particularly relevant genre-wise. However, the issue at hand is in what ways
such strong reliance of the spatio-temporal and factual information influences the
reception of the text, and how temporal (dis)alignment, particularly, modifies and
builds upon the cognitive environment of the reader, and the formation of cognitive
structures — the fabula that we come to understand from the sujet-discourse given, in
Richard Walsh’s terms. It is the sujet that the reader encounters in reading the text,
whereas fabula, or the story that is the cognitive structure formed upon reading, forms
during and after the act of reading. The same discourse may be read as a different
story by readers of with different cognitive environments because the contextual
information already present and received interacts differently with the discourse in
the course of the reader’s interpretation of the story. Literary conventions and those
of the genre imply that a novel possesses the attribute of fictionality regardless of
its strong connection to the referent world. However, the question that poses itself
in the case of Submission is to what extent contextual effects affect fictionality, and
narrative interpretation. Also, what effect the methods or techniques modifying the
sequencing in narrative representation and overall design produce in relation to the
global effect — the effect that extends beyond the narrative itself, but rather to the
referent world.
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Following this line of thought, it is essential to define fictionality in itself, as
well as against narrativity and factuality. In his essay The Value of Narrativity in the
Representation of Reality, Hayden White’s claim is that narratives are by default
characterized by fictionality, which by extension denies the possibility of factual
narratives. White does not deal with the problem of narrativity that distinguishes
between descriptive and action-based narratives, but it is apparent that the definition
of narrative assumed in his rejection of purely factual narratives implies action — event
sequencing, or state change as a general condition. White’s position is that the process
of narrative representation inevitably involves a point of view that is subjective and
therefore only that one particular instance of the story. Walsh defines fictionality as the
“cultural rationale” for “the exercise of our narrative understanding” (Walsh 2007: 8),
which means that fictionality is assumed whenever narratives are produced. Tackling
the problem of fictionality not as a dichotomy between the fictional and factual, Walsh
suggests that it cannot be presented as the problem of “truthfulness” (Walsh 2007:
30) as fiction does not entail literal truthfulness, but rather truthfulness to the story-
world, thus relevance that it may have for it. Moreover, he draws upon relevance
theory as Sperber and Wilson interpret it, and extends it to fiction in the sense of
equalizing the communication act in fiction with that of the real world. Namely, the
speech act present in fiction is perceived as serious with Walsh, therefore allowing
for inferences and the generation of implicatures. Fictive discourse thus functions in
the same manner, with the presumption of the criterion of relevance, as the ordinary
or “serious” speech act, but only bears indirect or little relevance to the real world.
The relevance that fictive speech act possesses belongs to the story-world, but it also
incrementally achieves global relevance (Walsh 2007: 30). Furthermore, narratives
achieve their global relevance by building thematic relevance and transferring it in
the process of reception to the cognitive environment of the reader. Walsh notices
that “the narrative force of fiction depends upon the assumptions carried forward,
enriched, modified, reappraised, overturned in the process of reading” (2007: 31).
This is coextensive with what Sperber and Wilson term as the “poetic effect” (Walsh
2007: 28) — an accumulation of relevance in the cognitive environment of the reader
that enables for “an improvement in knowledge” (/bid.) that may pertain to the story-
world but extends to the global world as well. The pragmatic theory of fictionality
that Walsh proposes sees narrative discourse as a communicative situation the context
of which need not be viewed as separate from the real-world context. Moreover, he
rejects the minimal departure concept as required for immersion into the story world
— the communicative situation itself, provided by the narrative discourse situated in
the fictional, story-world, is enough to provide the reader with the assumptions needed
for understanding the narrative. Walsh’s position is that fictionality is basically only “a
contextual assumption by the reader, prompted by the manifest information that the
authorial discourse is offered as fiction” (2007: 36), and he notices that the rhetorical
approach to fictionality does not exclude the possibility of gaining factual information
from fiction, but that it is not the function of fiction. From the point of view of pragmatic
theory then, fiction is the narrative representation of the way matters in real-world
work as opposed to mirroring what they are like by relating facts, and the cognitive
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benefit is achieved by the successful decoding of these matters related in the discourse
— our making sense of them evaluatively, emotionally and logically. Fictionality, as a
contextual assumption by reader, is then a rhetorical recourse — referential properties of
fictionality are only secondary. On the other hand, “exercising fictionality” necessitates
a certain purpose. Walsh notices that the “particulars” of narratives are fictional, but
not the “mimetic process which does not reside in these particulars themselves, but in
their narrative articulation” (2007: 51). It is in the narrative articulation or the sujet, the
manner in which plot is told, that the rhetorical intention of the narrative discourse can
be found for fabula, or the story, is “a construction of events from discourse, not their
reconstruction” (Walsh 2007: 57). Furthermore, narration cannot be temporally neutral,
just as absolute chronological order is impossible. In fact, the story itself is not defined
by the temporal aspects of the narrative, but the structural arrangement of temporal
elements produces different effects. The story as obtained from the narrative discourse
is already rhetorically conditioned by the sujet — by the discourse, and temporal aspects
of the fabula, such as chronological or anachronous sequencing, are not as relevant as
they are relevant in the narrative representation. Actually, it is the sujet that allows the
fabula to gain logical, evaluative or other relevance in relation to the interpretation.

3. The rhetorical function of time in Michel Houellebecq’s Submission

With all this in mind, Houellebecq’s Submission makes a particularly suitable
object of investigation, owing to the author’s strong reliance on anachrony in the
construction and presentation of the narrative. The diegetic setting is France in
the year 2022, and the first-person narrative follows the life of Frangois, a middle-
aged professor of literature at the New Sorbonne University, over the course of
a few months during which France is undergoing a political and socio-cultural
transformation — namely, the rise to power of the Muslim Brotherhood and the
election of their leader, Mohammed Ben-Abess, as President of France. With regards
to temporality, Houellebecq’s narrative approach is unusual in two mutually related
respects: firstly, in terms of the positioning of the narrative in the not-so-distant
future, and secondly, due to the prevalence of extradiegetic discourse in the form
of the narrator’s own ruminations on history and (at times, protracted) discussions
of historical events between the characters. While the main temporal setting of the
narrative is not at all uncommon per se, it is still relevant in rhetorical terms due to
the strong interplay between the story world and the referent world. On a strictly
formal level, Houellebecq’s presentation of French society and politics in 2022 is
predicated on the inclusion of present-day real-world referents (notably, still-living
politicians such as Francois Hollande and Marine Le Pen, and currently active
political parties such as The Socialist Party, The Union for a Popular Movement?,
and The National Front, to name but a few). This act of grounding the story world

* Shortly after the publication of Submission, in May 2015, the Union for a Popular Movement changed
its name to The Republicans (De Clercq 2015).
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of the future in contemporary France eases the cognitive burden on behalf of the
reader and increases narrative plausibility; much of the socio-cultural and political
background of the story world is already part of the reader’s contextual knowledge
(presuming, of course, their suitable knowledge of XXI-century France), making it
easier for them to immerse themselves in the narrative. The problem, however, arises
when we take into account the thematic resonances between Houellebecq’s vision of
2022 France and the referent world, and the implications of the former; in order to
showcase these appropriately, we first need to examine the narrative’s anachronic,
often ideologically-charged moments and see how they contribute to the reader’s
understanding of the diegetic world.

Throughout the novel, Francois frequently mentions the subject of his doctoral
dissertation, the nineteenth-century French writer Joris-Karl Huysmans, and draws
parallels between Huysmans’s life and ideology and his own. Indeed, Huysmans is
prominently featured as early as the very beginning of the novel, during the course of
which the reader first learns about Francois’s life and career and his close link with
the author in question:

During the seven years it took me to write my dissertation, I lived with Huysmans, in
his more or less permanent presence. Born in the rue Suger, having lived in the rue de
Sévres and the rue Monsieur, Huysmans died in the rue Saint-Placide and was buried
in Montparnasse. He spent almost his entire life within the boundaries of the Sixth
Arrondissement of Paris, just as he spent his professional life, thirty years and more
of it, in the Ministry of the Interior and Ecclesiastical Affairs.I, too, lived in the Sixth
Arrondissement, in a damp, cold, utterly cheerless room — the windows overlooked
a tiny courtyard, practically a well. [...] And yet the morning after I defended my
dissertation (or maybe that same night), my first reaction was that I had lost something
priceless, something I’d never get back: my freedom. (Houellebecq 2016: 7-8)

The extent to which Huysmans and his writings influenced Francois’s life
cannot be overemphasized; in fact, most of the prominent anachronic moments
in the novel concern Frangois’s contemplations on the life, works, and thought of
Huysmans, which often take place following Francois’s conversations with other
characters about the current political situation in France. Furthermore, Frangois’s
conversion from self-proclaimed atheist to Muslim at the end of the novel (a presumed
conversion, since it is presented in the form of modalized proleptic speech), closely
resembles that of Huysmans, who converted to Catholicism — though, it must be
said, the two instances were motivated by different reasons. On a personal level,
Francois’strans formation is presented as the titular submission of the novel, a feat
which would, he presumes, ensure personal relevance under the new political order
and imbue the remainder of his life with a long-sought sense of significance. It is
particularly important to demarcate Frangois’s “submission” to Islam; he does not
present it, in any way, as an act of true religious conversion (or, rather, religious
acceptance). Unlike Huysmans, who, as Frangois claims, “did return to the Church,
and clearly meant it,” (Houellebecq 2016: 220), Frangois’s conversion at the end
of the novel (spurred by explicit, crafty proselytizing on the part of the secretary
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of universities, Robert Rediger, himself a convert) is presented as a thoroughly
utilitarian, commercial act. Becoming a Muslim would open doors to a comfortable
teaching position at the Sorbonne and, perhaps even more importantly for Frangois,
the prospect of a polygamous marriage.

Houellebecq presents this decision on the part of Frangois as a thinly-veiled
breaking away from the past — it is immediately preceded by Frangois’s completion
of a preface to the Editions de Pléiadecollection of Huysmans, the work which marks
the self-proclaimed end of Frangois’s intellectual life. However, taking into account
the narrative as a whole, this supposed start of a new chapter in Frangois’s life,
this severing of ties with history and intellect, is, from an ideological standpoint,
misleading and hypocritical. The past is the cornerstone of Houellebecq’s narrative;
it not only emerges in the form of relatively simple analeptic references to historical
and political events and the narrator’s own ruminations on the life of Huysmans,
but also suffuses the diegetic present. By foregrounding Frangois’s struggles with
personal relevance, which culminate in his conversion to Islam, against the backdrop
of political and socio-cultural transformations in 2022 France, Houellebecq invites
the reader to consider the parallels between the two. Francois’s midlife crisis is
the individual equivalent of the crisis of the secular humanist tradition in France
and Europe, strained under the influx of “[a] wave of new immigrants, with their
traditional culture — of natural hierarchies, the submission of women and respect for
elders — [who offer] a historic opportunity for the moral and familial rearmament of
Europe” (Houellebecq 2016: 231).In the end, both crises are resolved in the act of
ideological submission, though, owing to Houellebecq’s very myopic presentation
of Islam (predominantly voiced by sweet-talking converts compromised by their
own political and personal goals, like Rediger), the ideology in questionis, at best,
secondary to the true object of submission — the repackaged and repurposed past,
constantly evoked throughout the novel and indeed a major feature of its narrative
presentation. The movement from the analeptic presentation of the lives of Frangois
and Huysmans at the beginning of the novel to the imagined future conversion
of Francgois presented in the form of proleptic speech at the very end of the novel
structure the narrative as temporally progressive, whereas its constant evocations
of the past and ultimate submission to it reveal that it is ideologically regressive.
Faced with the untenability of their present conditions, both France and the suitably-
named Francois choose to revert to the past — not to the spiritual or moral teachings
of Islam, but, rather, to its conservative, patriarchal, family-centered sociopolitical
tenets which are, in the case of Frangois, important material perks.

Viewed in isolation, these two instances of ideological reversion in the novel
do bear a certain thematic interest; however, having in mind the diegetic space-time
and Houellebecq’s reliance on referentiality in depicting it, they gain far more serious
rhetorical relevance. The temporal distance between the story world and the referent
world —just seven years at the time of the novel’s publication — positions the narrative
as a dire warning of things to come, while its abundance of present-day real-world
signifiers seems to hint that the transition has already begun. Houellebecq envisions
France in 2022 as a nation in which progressive, humanist values are poised for
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complete defeat — or, rather, unconditional surrender — at the hands of conservative
and extremist ideologies, a transformation presented as a regressive paradigm shift
historically characteristic of grand nations and empires of Europe past their prime,
which somehow still manages to fall on deaf ears in the XXI century:

Two years before, when the riots started, the media had had a field day, but now people
discussed them less and less. They’d become old news. For years now, probably decades,
Le Monde and all the other centre-left newspapers, which is to say every newspaper,
had been denouncing the ‘Cassandras’ who predicted civil war between Muslim
immigrants and the indigenous populations of Western Europe. [... ] In hindsight,
the journalists of the centre-left seemed only to have repeated the blindness of the
Trojans. History is full of such blindness: we see it among the intellectuals, politicians
and journalists of the 1930s, all of whom were convinced that Hitler would ‘come to
see reason’. It may well be impossible for people who have lived and prospered under
a given social system to imagine the point of view of those who feel it offers them
nothing, and who can contemplate its destruction without any particular dismay. But
in fact, the media’s attitude had changed over the last few months. No one talked about
violence in the banlieues or race riots any more. That was all passed over in silence.
They’d even stopped denouncing the ‘Cassandras’. In the end the Cassandras had gone
silent, too. People were sick of the subject, and the kind of people I knew had got sick
of it before everyone else. (Houellebecq 2016: 43)

It is the normalization of this multileveled resurgence of the past which is,
perhaps, the novel’s most striking and troubling rhetorical characteristic. On an
individual level, Francois follows in the footsteps of Huysmans, substituting spiritual/
religious awakening for professional advancement and the possibility of living out his
patriarchal fantasies of dominance; on a national level, under the leadership of Ben
Abbes, France follows in the footsteps of the Third Reich, eschewing fascistic, violent
totalitarianism in favor of shrewd political maneuvering and equally totalitarian
collectivism, whose two main pillars are family and traditionalist education. In
other words, the past is doomed to repeat itself, in a form which is just different
enough for it to be presented as a novel solution, ready to take advantage of our
ennui and seduce us with its promise of fulfillment. In Frangois’s words, “[t]he past
is always beautiful. So, for that matter, is the future. Only the present hurts, and we
carry it around like an abscess of suffering, our companion between two infinities of
happiness and peace” (Houellebecq 2016: 222). Houellebecq, therefore, implies that
the present is an intermediary, ultimately negative state, a prison in which we wait
for the inevitable future return to the past — an implication all the more strengthened
by the author’s handling of temporality in the novel. There are no other solutions, no
other methods of escape, but to sit, and grow bored, and eventually submit.

4. Conclusion

In a remarkable real-world illustration of the notion of eternal recurrence
which Houellebecq flaunts so eagerly in his novel, The Economist’s review
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of Submission quotes the French novelist Emmanuel Carrére, who “compared
[Houellebecq’s novel] to George Orwell’s “1984” (“Irrepressible” 2015).However,
despite broad thematic similarities, the two works differ in two important aspects. In
Orwell’s work, the submission of the protagonist, Winston Smith, is forced though
both physical and psychological means; months of torture are needed to break his
defiance and rebellion. Submission, on the other hand, is a narrative of ideological
seduction; resistance of any kind, be it personal, social, or political, is not only futile,
it is practically nonexistent, lending the novel a substantially more passive, defeatist
tone compared to /984. Finally, and perhaps ironically, the larger temporal distance
between the referent world and story world and relative referential obscurity of
Orwell’s novel compared to that of Submission lead to a greater, more general and
symbolical effectiveness of/984’s satirical potentials.

According to Richard Walsh in the Rhetoric of Fictionality (2007), the act of
storytelling itself is bound to be rhetorically charged in order for the transformation
of the (pseudo)factual into fictional to be successful, and for the discourse placed
before the readers to be re-assembled in the form of the story by the readers
themselves. Therefore, any discourse, regardless of the factual or veridical nature
of elements contributing to the creation of communicative situations or the context
presented in it, must be rhetorically, if not ideologically, directed by the narrating
entity, or the implied author. By creating a direct and suggestive parallel between
the past and present, the socio-political circumstance of then and ‘now’ of the
novel and incidentally the reality it relies on; by equating Huysmans’ and Frangois’
conversions and ideological positions, Houellebecq selectively foregrounds and
targets the Islamist ideology, and does so from a very limited perspective, by
indiscriminately reducing this multifaceted system to its (undoubtedly problematic)
conservative socio-cultural tenets vehemently defended not by native Muslims, but by
proselytizing converts motivated by personal material gain. Remaining rhetorically
indeterminate, Houellebecq achieves a position where the presented ideology as a
whole ultimately becomes nothing more than a scapegoat for the satirical nature of
the narrative, which, under recent circumstances (the ongoing refugee crisis, the Ile-
de-France and November 2015 Paris attacks), has the potential to lead to particularly
dangerous and unsettling implications.

By choosing to close the temporal gap between the referent world and the story
world, and by additionally cumulatively basing narrative progression on the reader’s
knowledge of history and socio-political circumstance of 21* century France and
Europe, Houellebecq leads the reader, much in the spirit of postmodern flippant
tendency to resist conclusion, to an undefined and rhetorically ambiguous ending.
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TUMACENJE SADASNJOSTI - RETORICKA UPOTREBA
VREMENA U “POKORAVANJU” MISELA UELBEKA

Rezime

U ovom radu analizira se roman Potcinjavanje Misela Uelbeka 1 to sa ciljem da se
svojstvo temporalnosti objasni ne samo kroz ulogu strukturalnog elementa teksta,
ve¢ 1 kroz retoricku ulogu. Autori rada analiziraju dva aspekta narativne strukture na
osnovu teorijskog okvira koji se bazira na studiji ,,Retorika fikcionalnosti” Ric¢arda
Volsa. Dakle, narativ romana analizira se iz perspektive (inter)kontekstualnosti,
i retorickog predstavljanja u tekstu. Kada su u pitanju kontekst i vreme, istrazuju
se referencijalna svojstva teksta, a sa ciljem da se izoluju i na primerima pokazu
efekti koje tekst stvara u procesu uranjanja, kao i implikacije odnosno potencijalno
ideoloski ishod interakcije fikcionalnog sveta i sociopolitickog konteksta danasnjice.
Ukazujuéi na ideoloski obojene elemente narativa, kao i na jako oslanjanje narativa
na referente iz stvarnog sveta i kontekst danasnjice, autori prikazuju na koji nacin
Uelbekova projekcija savremenog francuskog drustva rezultira narativom uverljive,
ali na kraju epistemoloski dvosmislene vizije bliske budu¢nosti ¢ije su posledice tek
naizgled satiricne zbog svoje neodredenosti i1 subjektivne istorijske perspektive u ¢iji
su kontekst stavljene.

Kljuéne refi: temporalnosti, intertekstualnost, etika, fikcionalnost, retorika
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TPAYMA U BPEMEHCKA JJUCJIOKALINJA Y POMAHY
OBA IIPHYA4 AJIECAHAPA BAPUKA

Caxkerak: Y pany ce HCTpaxyje (eHOMEH yJBajamba BPEMEHCKHUX chepa y cBeCTH jy-
Haka rorol)eHnx TpaymoM y pomany Osa npuua Anecanjpa bapuka, nocienune koje
u3 oBora mcxoze u Moryha pemema. He ycnesmm na ce nuzbope ca n3y3eTHO Hera-
TUBHMM €MOTHBHHM Ha0O0jeM KOje TpayMaTCKO MCKYCTBO JIOHOCH, JTHKOBU OCTajy 3a-
poOJbeHH y TPEHYTKY JAelIaBarma TpayMarcKor forahaja, oK calaliboCcT CaMo y3Iper
neprunupajy. Ha oBaj HauMH OHM 10CTajy BPEMEHCKH ABOCTPYKO JUCIOLMPAHU: TICH-
XUYKHA HE MOTY JIa C€ YKIIOIe y CaJallllb0CT K0joj (PU3UUKH MPHUIIANA]y, a GU3HIKH HE
MOT'Y JIa c€ Bpare y IPOIUIOCT y KOjoj Cy EeMOTHBHO 3arilaB/beHH. Tpayma BpeMEHOM
He jemaBa Beh mmocTaje cBe MHTEH3UBHU]a, a YHYTPIIBH pacien cBe Behu. Y KOHTaKTy
ca IpyruMa, jyHaIH, WK O0Hjajy 1a TOBOPE O CIIOPHOM HCKYCTBY HJIM UM TO TIOCTaje
orcecuBHa TeMa. /lWjamazoH pemiema KojuMa MpuOeraBajy BpIIO je IIHPOK — OJT TO-
KyIllaja Ja ce ca MpobJIeMOM Cyode Kpo3 MHcame, Ipeko Oera y ¢aHrasuje, 10 caMo-
youcrsa. [Ipobiemaruka ce carienasa n3 MepcleKTUBE TEOPHjCKUX nocTaBku Iljepa
JKanea, Ketu Kapyr, Kaja Epukcona, Ananne Acmas.

KibyuyHe peum: Tpayma, par, BpeMEHCKe cdepe, MpOIUIOCT, CaJaIbOCT, CBECHO,
HECBECHO, pallioHaIN3allja, Ipruda

YBoa

Peu Tpayma je rpukor nopexia (Tpovpiet) u 10 mouerka 20. BeKa OJHOCHIIA Ce UC-
KJbYuHBO Ha (hr3nuky nospeny. Kana cy, melytum, Hakon [IpBor cBeTcKor para, Hodesnu
Jia IPUCTIKY ca (hpoHTa HU3MYKK Heo3JieheH! BOJHUIM ca HEYOOUYajeHUM TICUXUYKAM
CMETHaMa, JICKapH Cy CE CYOUMIIH Ca YHE-CHHIIOM J1a JI0 ICUXHYKOT TIOBpehrBama Moke
nmohw He3aBUCHO o1 OMJI0 KakBe (rmuke moBpene. OBo ca3Hame yop30 je ToCcTalio Te-
MeJb HOBOT U IIIMPOKOT HAYYHOT 110Jba KOje ce 0aBU MCUXUYKUM TPAyMaTH3MOM H TIOCT-
TpayMaTcKuM cTpecHuM nopemehajem. Of1 TOr TpeHyTKa 0 IaHac MpoOIeMaTrKa camo
no0uja Ha 3Ha4jy U aKTYeJTHOCTH 300T MaCOBHUX CTpajiama Koja Ccy ycieauia (jou jean
CBETCKH part, aToMcka 00M0a, UCKYCTBO XOJIOKaycTa'), a caMO CEMaHTHUYKO MOJbE PeUr
Tpayma ce TioMepa, Tako Jia JaHAC 03HauaBa CKOPO UCKJbYUYHMBO TICUXHYKY TIOBPE/TY, JIOK

! [lorrana denman TBpAK a Tpayme J{pyror CBeTCKOT paTa MpeacTaBibajy packpirhe Haller BpeMeHa
¥ J1a TpayMaTCKe MOCNIeUIe N3a3BaHe CTPa/labeM Y BeMy jOIlI YBEeK HUCY 110 kpaja canienane (Felman,
Laub, 1992: XIV).
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ce y 3Ha4Yemey (PU3MUKe HaJla3! jOI CaMo Y CTPYYHO] MEAUIIMHCKO] TEPMHUHOJIOTHjH.

CaM HacTaHak TpayMe Be3yje ce 3a IPaHUYHE KHBOTHE CUTYAI[U]e IMOJT KOjuMa
ce rnojpasymena 0Jin3ak cycpet ca cMphy, Wi CMPTHOM OracHoInny, oco0e KoJ Koje
J0J1a31 A0 ICUXMYKOT MoBpehuBama, UM HEKOT U3 HEHOT (PU3MYKOT MM eMOTHU-
BHOT OKpyKema’. dpannycku ncuxonor [ljep XKaHe MexaHH3aM HEHOT HacTaH-
Ka 00jalmbaBa YNHCHULIOM Jla TPAyMaTCKO MCKYCTBO 300T €KCTPEMHO HEraTUBHOT
eMOTHBHOT Ha0o0ja Koje HOCH y ce0M He MOXKE ayTOMaTcKH Ja Oyle MHTErpHcaHo
y mocrojehe MHTEpIpeTaTuBHE HIeMe, 300T Yera ocraje Hepa3pelieHo, OTBOPECHO
TICUXUYKO MCKyCTBO. Jlorahaj koju je n3a3zaBao TpayMy W KOjuU O0jeKTHBHO IpHITa-
Jla TIPOLIVIOCTH HE MOXE y HOTIIYHOCTH Aa Oy[e MEepLMIIUpaH Kao Takas, 300r yera
yHyTap noroeHe ocode n3za3uBa CTaHy TeH3Ujy u3Mel)y 1Bejy BpeMeHCKuX chepa:
CaJalIlkb-OCTH, KOja MpeAcTaBiba (GU3UUKY PEaHOCT y K0joj ocola HYXHO jecTe H
MPOILIOCTH, OJTMYCHO] Y TPAyMTCKOM Jiorah)ajy Koju He ryOu Ha aKTyeJIHOCTH U MH-
TEH3UTETY JI0KHBJHABAIHA.

1. Tpayma

1.1. Tpayma u Hacube

VY TypobHOj armMocdepu BapukoBor pomana Osa npuua CKOpO CBAaKH JIHK je
00eJe)kKeH HEKUM TpayMaTCKuM joralajeM Koju ra IpkKu 3apo0J-eHUM Y TTPOIUIOCTH.
CynOuHa TaBHOT jyHaka YJITHMa TpeICTaBJba KOXE3MOHY HHT Jella Koja IMoBe3yje
NPWINYHO HE3aBHCHA IMOIIaBJba. JyHaK MpBe Tpayme 3a700Hja joul y JETHECTBY
npucycTByjyhu Jby0aBHOM TPOYIIy Y CBOjOj HOPOIMIM. Y HAcTOjamy JAa ILUTO Mpe
noOerHe W3 OBaKBE CPEIHMHE, OH, OAMAaxX IO HaBPIICHO] IMyHOJIETHOCTHU, OJIa3u y
par. MehyTum, TeK je paTHO UCKYCTBO, 300T KOHCTAHTHE M3JI0KEHOCTH CMPTH KOjy
MOZIpa3yMeBa, He3a00MIa3HO TpayMarcko ucKycTBo. Ketn KapyT nHaramasa y3poud-
HO-TIOCETIIMYHY Be3y H3Mel)y Hacuiba M IICUXUYKOT Tpaymaru3ma u npumehyje na
Huje cinydajHo aa je Ppojn cBoja nBa KJbyyHa paaa u3 obiactu Tpayme: ,,C oHe
CTpaHe MPUHIIHUIA 33/I0BOJBCTBA™ U ,,Mojcje 1 MOHOTEen3am™, MUcao y BpeMe, HiIH
HEIMOCPEIHO HAKOH pata. [lo3uBajyhin ce Ha MCKYCTBO BEJIMKOI Opoja rcuxosora u
ncuxujarapa, Ketu KapyT TBpau fa MCHXHYKH TpayMaTH3aM HACTaje Kao TUPEKTHA
MOCIIE/INIIA CIIOJBAIILET HACHIba, OMHOCHO, J1a KOJ TpayMe OHO IITO je BaH IPOCTO
npenasu yHyTpa 6e3 nmocpenauka (Kapyt, 1996: 58-59).

JupekTHy Besy u3Mel)y Hacusba u Tpayme moaBiadn U Anauaa AcMaH, a cam
HacTaHak Tpayme o0Ojaimmasa ciauuHo JKaney: ,,[lcuxuuka Tpayma HacTaje ycies 10-
JKUBJLEHOT' HCKYCTBa €KCTPEMHOT" HACHJba KOj€ j& YTOP3UJI0 JKUBOT U AyOOKO PaHUIIO

2 Tlo /IMjarHOCTUYKOM M CTaTUCTMYKOM NPUPYYHHUKY 3a MeHTayHe nopemehaje, koju je o0jaBibeH 01
cTpaHe AMepHYKe IICHXMjaTpHjCKe acolujanuje, u3MemeHo unamwe u3 1994: DSM-IV (Diagnostic
and statistical manual of mental disorders), T1jarHOCTHYKN KPUTEPHjyMH 3a TIOCTTPAYMATCKU CTPECHN
nopemehaj moapasyMeBajy Taq4HOCT JiBejy TBpAmHU: ,,Ocoba je JoKuBena, MpUCyCcTBOBala MM Ouia
Cyo4eHa ca jeZIHUM WM BHLIe gorahaja Koju ¢y noapasyMeBalii CTBapHy WM TIpeTehy CMpT WM TeLIKy
(bu3HYKy MOBpEAy WIH MPETHY TEISCHOM MHTEIPUTETY came 0co0e MM HeKor Apyror. Peakimja Te
oco0e je rmosipasymMeBasa HHTEH3MBaH cTpax, beciomohnoct u yxac (Kyseuh, 2003: 35).
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nyury. [Ton cunrHoM TakBUX HCKycTaBa pa3Ouja ce IITUT KOjUM Ce YOBEK MHaue Opa-
HU OJ1 OTIaXkKajHEe UPUTALINje, lbUXOB HEYOOMYajeH U 110 HJICHTUTET OlacaH KapakTep
onemoryhasa rcuxu ja ux oopaau‘ (Acman, 2011: 114).

VY ToM KOHTeKCcTy u bapnkoB jyHak YATHMO TeK Ha QpoHTy, y ouru xox Ko-
Oapuya, J0KMBIbaBa CBOja HajcTpalIHHja UCKycTBa. CBENOK je, 3ajeqHo ca cabop-
nem Kabupujom, ayre aroHuje CBOT paTHOT Jpyra MajuIie® Kora je HerpujaTesbeka
rpaHara MpuKoBaia 3a OOAJbMKaBY XKHILy Ha HUYMjo] 3eMsbH. Cabopuu sxene Ja ra
H3BYKY, aJIi TO je HeMoryhe jep cBy/a OKoO IUX 3BHIKJE TpaHaTe, Tako Jia Cy Ha Kpajy
pUMOpaHU Jia Ta youjy na Ou My mpekparwin Myke. MehyTum, Henpujaresbcka
odaH3MBa HE jerbaBa M IHETOBH JAPYTOBH HE MOTY Ja YKJIOHE Telo, cafa Beh u pac-
KOMaJIaHO OJ TPaHTa, KOje ce HapeIHUX celaM JjaHa pacraja npes BbUXOBUM OYHMa.

,,CEIMOT 1aHa Y ’eroBOj OJIM3MHY je eKCTUTOMpalia TpaHaTa | TeJI0 My C€ pacIIeIiIo
Hanoiia. tberosa maBa, criojeHa ca paMeHNUMa U JIEJIOM YTpoOe, OTKOTpJballa ce IpemMa
POBY ¥ Ha Kpajy ce Kao 3a MHAT OKPEHyJIa TaKo J1a Cy My 04 OWJIe yIpTe Ka lheroBumMa,
OHMMa KOjH Cy HeKasia Omii meroBu cabopiu (...) buma je To mpasa Toptypa. U Tako
je jemnora mana KaOupuja modeo 1a BpUINTH, HCIYCTHO je jelaH jeANHN KPHK, OIITap
TIOITYT CEYNBa, a IMMOTOM C€ YCIIEHTpao Ha TpymoOpaH, He Mapehu 3a Aycrpujaniie, U
oJlaTiie 3aBPJbauno TpaHaTy mpaBo Ha Mamumy (...) CTyd 3eMibe ce AWrao y Ba3myx,
pacyBIIN YHAOKOJIO0 KoMaarhe OHOTa IITO je MPEOCTANI0 O MAJIHIIE W OJOAITUBIIN UX
narnexo. Heku cy 3aBpImim y poBy, Te Cy MOPaJIH JIa UX ITOKYyIIe pyKama — pykama — U
TIOHOBO 0alle Ha HIYHjHU 3eMJbY, ofakiie cy ponerenn ' (bapuko, 2007: 66—-67)

Bapuko ce Hukazna Buie Hehe BpatuTu Ha 0Baj Aoralaj, aju YUTAOLY j€ jaCHO
KaKaB je OH Mpollec HHULUPAO y AylIaMa BeroBux jyHaka Ynruma u Kabupuje.

1.2. ®obwuja ox cehama

VYarumo n Kabupwuja He TOBOpE 0 MAJHMIIUHOj CMPTH, HE 3aTO IITO CE TOTa HH-
Kajia He cere, Beh ynpaso 3arto 1mTo je moBpena n3azBana jorahajemM u 1asme TOIUKO
aKTyenHa, )KMBa U AyOoKa, 1a OM CBako €BOLMpame YCIIOMEHa M3a3BaJI0 CaMo JI0-
narHy 6on. Kaga ortan kanerana koju je HakoH outke ko KobGapuna mory6sseH 300r
Jie3epTepcTBa, mokyia o1 Kobdapuje 1a ca3na mra ce 3anpaBo THX JaHa JeIaBaio 1
KaKo je F’eTOB CHH 3aucTa cTpagao, Kabupwuja je 3axBajaH CarOBOPHHUK, aJld caMo 10
OHOT TPEHYTKa Ka/1a Tpeda MPOTOBOPUTH O MAJTUIIMHOM CTpaJlarby, HA TOM MECTY OH
3ahyTun. YiBeJbeHU OTall HABOJM JIa Ce Me/IeCeT JiBa JaHa CTPIUBUBO Bpahao y xesbu
Jla 4yje HacTaBaK MMpHYE M Jia je IeroB CaroBOPHUK TeK neneceT tpeher gana O0uo y
cTamy Ja My je ucnpuua: ,,Kana mu je Kabupuja ucnpuyao oBy npudy, y 3aTBOpY y
KOjeM caM HaKOH YeTHpH TOAMHE Tparama HalloOKOH ycIieo Ja ra npoHahem, yhyrao
j€ Ha TOM MECTy, a OHJIa je PEeKao Ja He Keu najbe Aa nmpuda. CTPIUBHBO caM ce
Bpahao, Tazma, cBaKora JaHa, TeIeceT JBa JaHa, u TeK nenaeceT Tpaher mana Kaow-
pyja je mpucrao na Hactasu (...) (bapuxko, 2007: 64—65).

Kabupujun otmop 1a roBopu 0 TpayMarckoM jaoralajy mpencTaBiba jeHy O
OCHOBHHX KapaKTEpUCTHKa MOCTTpayMarckor crpecHor nopemehaja. YKane oBakBy
peaxImjy oIucyje y CBOjUM CTy/JrjaMa U Ha3uBa je (poOujom ox cehama Ha Tpaymy

* AyTop HaMEPHO yIoTpeObaBa Majo CJIOBO.

513



Jezik, knjizevnost, vreme Knjizevna istrazivanja

(Ban nep Konk, Ban gep Xapt, 1995: 176). On HaBoau 1a ocoba norohena Tpaymom
o/10Mja Ja pa3MHUIILba U J]a TOBOPU O TpayMarckoM jorahajy jep »enmu na u30erHe
0011 K0jy To cehame y 0] n3a3uBa, Mel)yTuM, Ha HECBECHOM HHBOY, Ta McTa cehama
CTAJHO M HEKOHTPOJIMCAHO HABUPY M TAaKO CE CTBapa YHYTpAIIkbU pacuen Koju je
noBpel)eHoj ocodu mpe cBera HecXBaTJbUB, @ OHA M HETIPEMOCTHB.

Kabupuja Huje jennHu UK y poMaHy KOjU MOKyIlaBa Ja 3a00paBu, Ty je je U
EnnzaBera, neBojka y Kojy je YITHMO 3ajby0JbeH, eMUTpaHTUKUIba U3 Pycuje, koja
je y OkTo0apckoj peBoylHjU U3ryOmiia oM U poauresbe: ,,PoljeHa cam y nBopity
KOjH je MMao reaeceT u Ase cobde. Cana BUIIIE HE TOCTOjH, KaXy, a Ha FheTOBO MECTO
je m3rpalheno cxiragumTe 3a apBa. To je camo jemHa o1 mpoMeHa Koje Cy Me 3a/IeChJie
NOCIIeABUX mecT roauHa. Omrydnina caM J1a 3a00paBUM CBE U3 CBOT IPETXOIHOT
KHBOTA, a MOCEOHO CBOjY 3eMJbY, KOja MU BHILIC HE NPUNAa, U KOjy KEJIUM Jia U3-
opumem* (bapuxko, 2007: 101).

MebhyTum, 3ajeHO ca OTIIOPOM CBECHOT JieJia TMYHOCTH JIa C€ O TPAyMaTCKOM
nmorahajy TOBOpY MPUCYTHA je U MTOTpeda HECBECHOT Jelia JIMYHOCTH JIa C€ CIIOPHU
norahaj cramHo m3HOBa mpu3uBa y cehame. OBy ABOCTpyKy HeMOTyhHOCT: HEMO-
ryhHOCTH 1a ce ToBOpH, ca MO3UIMja CBECHOT Jeia JMYHOCTH, U HeMOT'YhHOCTH Ja
ce He TOBOPH, ca MO3UIIMja HECBECHOT JieNa JMYHOCTH, JKaHe Ha3uBa TpayMaTCKOM
MEMOPHjOM HJIH TpayMaTakuMm namhemem®.

2. BpeMeHcKa aucjoKanmja

2.1. IIpoGnem cMptu / O TpeHyTKa 10 BEUHOCTH

Jedopmanmje y mepueniuju BpeMeHa KoJ ocoda moroheHux TpaymMoM, youeHe
Cy BpJIO paHo, jOIIl OJ] TPEHYTKa KaJia je IICUXHIKa TpayMa AerHIcaHa Kao TakBa. OHe
HacTajy 300T YHECHHIIE JIa TPayMa CliaJla Y KaTeropHjy HECBECHUX NICUXMYKHX MPoIieca
M J1a Ka0 TaKBa HE IMOUIekKE 3aKOHUMA Y3POUHO-TIOCISUIHUX OXHOCA U CTaHIapIHUX
XpoHoomKux TokoBa. ObjammaBajyhn oBaj eromer Ppojn ce mo3wmBa Ha KaHTOBY
MIOCTABKY Ja Cy BpeMe M IIPOCTOp HyKHE (OpMe Haller MUILUBEHA, a 1a Cy HECBECHH
TICUXUYKH TIPOLIECH ,,0e3BPEMEHH *, OMHOCHO /12 HUCY BPEMEHCKH cpeljeHu, 1a uX BpeMe
HE Merba ¥ JIa HeMa HUKakaB yTHIaj Ha wux (B. @pojx, 2006: 30)°. Tako 1a TpayMaTcKu
norahaj y cBectr oroh)ere ocode He TofyIeyke HOPMATHOM TIporiecy 3a0opaBibama Beh,
o peurmMa, Ketur KapyT, 3aycraBiba ,,XpOHOJIONTKY caT'* ¥ ocTaje (pUKCHpaH ,,y cehamy

* Tpaymarcko mamherbe, MOpea ayTOMAaTCKOI M HApaTHBHOL, MPEACTaBiba, o JKaney, Tpehy Bpery
namhema Koje HHje MHTETpHCaHO ca ocTanmuM aenoBuma memopuje. Keru Kapyr Harmmamasa na je
CcrocoOHOCT J1a Ce OXKHMBH MPOLUIOCT, KaJa je TpayMa y MUTamYy, ,,yCKO U MapaJoKcalHo Be3aHa™ ,.ca
HecnocoOHomhy n1a joj ce mpuctynu‘ (Kapyt, 1995: 152).

®,,3axBasbyjyhin N3BECHUM MCHXOAHATUTHYKIM OTKpHhNMa, MU CMO JIaHAC y CTamby Ja U CaMH KaKeMO
Hemto o "KaHTOBOj mocTaBuy J1a cy BpeMe M IpocTop HykHe (opme Hamier Muuubema. CasHamu
CMO Jla Cy HECBECHH NCHXWYKHM mporecu *6e3BpeMenn’. To npe cBera 3HauM Jja OHU HUCY BPEMEHCKU
cpehenn, 1a MX BpeMe HUMaJIo He Meba M [ ce HJieja BpeMeHa He MOXe Ha BHX npumeHnTu. [locpenu
Cy HEraTHBHE L[PTe KOje MOry Jia ce ofjacHe camo mopehemeM ca CBECHUM MCHUXMYKHUM polecnma
(®pojz, 2006: 30).
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1 UMaruHAlWj1, UMYH Ha IpoToK BpemeHa™ (Ban nep Konk, Ban nep Xaprt, 1995: 177).

Bapukos jynak, Kabupuja, y oJIcyIHOM TpEHYTKY, KaJia je HelOCPEeTHO CyoueH
ca y’KacoM MaJMIIMHE CMPTH ¥ IPUMOPAH Jla OCTaHe Y HENOCPEeIHOj OIMM3MHM pac-
MPIIEHUX OCTaTaKa HErOBOT Tella, CXBATa IPABO 3HAYCH:E U CBY TEXKHUHY YITHMOBE
IpUYe 0 YHYTPALIlk0j CMPTH:

,,/13ahn hemo xwBH omasne, ann hemo 3ayBek ocTaTd MpTBH, ToBopHoO je. A Kabupuja
O0m My IIMPOKOM 3aMaxoM pyKe 30aIno Kary ca TIaBe, peKaBIId My, 11aj, TIyIaHe, TH
YBEK HEIITO MYyAPYjelll, ajTH je 3allpaBo 3HAO IITa je YITHMO XTeO J1a Kaxe, M 3HaO je
Jla je To UCTHHA, a TO je KOHAYHO CII03HA0 OHOT JlaHa KaJa je M3AaxHyO0 MaJUIIa, ajin
HE 3aTO IITO je MaJHIla H31axHyo, Beh 300r HaunHa KaKo je W3JaxHyo, OJHOCHO 300T
OHOT TITO je HaKkoH Tora ycuenmio* (bapuko, 2007: 64).

VYITHMO je MOMCTOBETHO PaT, OPEMEHUT TPayMaTCKUM JielIaBambiMa, ca cMphy
Koja ce ,,3ayBeK’ HacTamyje y HberoBe yuyecHuke. TpayMaTcko UCKYCTBO C€ Tako O[]
norahaja koju Ma oipeljeHo BpeMe Tpajama npeoOdpaxkaBa y yHyTpallby, ICHXHUKY
KOHCTaHTy, Koja hie mpeacraBbaTi MPOTUBTET CANAIIBOCTH U KHBOTY CAMOM, MOB-
nadyehn XpTBY TpayMe yBeK yHa3aJ, y MPOILIOCT, Ha TPEHYTaK cycpeTa ca cMmphy,
OJTHOCHO ymajajyhu y cagammocT u codom goHocehn cehame Ha cMpt. Kan Epuk-
COH OBy I0jaBy AeduHHUIIE Kao MOh TpayMme Ja jeAaH jak eMOTHBHH yIap MPETBOPH
y KOHCTAHTHO cTame: ,,J0 Moxe 1a Oy/e jejaH TpeHyTaK y MPOUUIOCTH, ajli UCTpa-
YMaTH30BaHU YM 3ajpXKaBa Taj TPEHYTaK (...) TPEHyTaK MOCTajy Mecelu, gorahaj
noctaje crame* (Epuxcon, 1995: 185).

Huje ciayuajuo mto mucarn kpo3 Yaruma u KaOupujy ToBopu 0 CMpPTH 3ayBeK
Ka/1a e Ja onuIIe eeKaT KOjH je Ha HeroBe jyHaKe HMaJlo MAIUIINHO CTPaIamke.
OHHU Cy KHBH, aJli je, HAKOH OHOTA IITO Ce IpeJl )M JOTOINIIO0, 32 FbUX HACTYITHIIa
HEeKa BpCTa YHYTpalllibe CUXOJIOIIKEe U eMOTUBHE CMPTH U bapuko je xareropuyaH
y TBP/IbH Jla OHA Tpaje 3ayBek: ,,M 3aro je Kabupuja 3Ha0 Ha 11ITa je MUCINO YIITH-
MO KaJI je peKao OHO O CMPTH, Ja ¢y cBu oHH Beh MpTBH, u ma he To 3ayBek OUTH.
(...) bumo je To HemTo Kpo3 IMITa Cy MPOILIH, IITO HUKO BHUIIIE HUKaaa Hehe Mohu
na n3dpuie, ¥ mro he HOCUTH y IYIUIOM JHY AyIIe, MOMYT KaKBHX KpHjymyapa
crpase. [locectpumy cmpt (bapuxo, 2007: 67). Mucuctupajyhu Ha oBaj HauMH Ha
KaTeropyju BEYHOCTH, THCAIl 3aIPABO MHTYUTHBHO M OOMYHUM pEeUYrMa CaoIIITaBa
HCTY OHY UCTHHY O 0€3BPEMEHOCTH HECBECHHX IICUXUYKHX IpoIleca JIO Koje J10Ia3H
Kant n mocne mera @poja.

deHOMEeH CMPTH je TOJIMKO MOBE3aH ca TPayMOM Ja YlIa3H y caMy mbeHy JIedu-
nunyjy. Kern Kapyr 3anaxa na 6uti moroheH TpayMoM 3ampaBo 3HAYH OUTH KOH-
TaMHHUPaH, 3apakeH cMphy Koja, Kpo3 Mepleniujy TpaymMarckor goralaja, ycnesa
Jla ce TPajHO HACTAHU y TICUXY H J]a IOCTaHEe HbeH KOHCTUTYTHBHH eneMeHT (KapyT,
1996: 64). Tako ma 6opba ca TpaymMoM, 3ampaBo, IPEICTBIba 00pOy ca MOyHyTpa-
IIF-EHOM cMphy, M KaJia ce IECH Jla IPeBarue Taj yHyTPaIlmbi MPadHH HMITYIIC, OHJIa
J0J1a3M 710 CaMOyOuUCTBa.

CamoyOHCTBOM OKOHYABa )KUBOT H jeiaH o1 baprKkoBHX JHKOBa, XHUPYPr KOjU
je Ha (ppoHTY OJ1 MOYETKA para U KOjH je Olly CTpeJbaHOT KareTaHa Ouo HajBepHUJU
u3BOp uH(pOpMaIHja, jep ce YBEK Halla3uo TaMo riue cy 00opOe HajUHTEH3UBHHU]E, jep
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je cBe BHJEO, CBE PETUCTPOBA0O M CBE A0 y TAaHUYMHE MPEHEO CBOM CAarOBOPHUKY. A
OHJIa je JIOIIA0 Kpaj paTa, pa3pelickhe CBUX yXKaca U MOBpaTak HOPMAaTHOM JKUBOTY.
MehyTum, packopak y leMy MocTaje IpeBesInKy, OH BUIIIE HUje criocobaH Ja Oyne
7Ie0 Te HOBE CAJIalIOCTH jep je TpayMaTcKa IPOIIIOCT 3ay3eiia CaB BheroB yHyTpa-
IIEBH TIPOCTOP U, Oyayhu 1a ca ;oM HHje MOrao Ja ce n300pu, OH ce yOuja HEeKOJIHKO
rOJIMHA HaKOH para.

2.2. Tpaymarcka npomuiocT u 0Jea cagauimboCcT

baBehu ce mpoOneMoM BpeMEHCKe AMCIOKalMje yHyTap ocole moroheHe
TpaymoMm Ketm KapyT 3akipydyje ma ,,pONUIOCT Ha CBOjEBPCTAaH HAYWH TOCEAY]e
mmanoct (Kapyt, 1995: 151). OBakBo cTame je KapaKTepUCTUIHO U 3a bapukose
jyHake, 3a Koje, HAaKOH TpayMarckor jaoraljaja, Bpeme IpakTHYHO MpecTaje aa Teue,
OHH XHMBE CaMO Y3Tpej, JOK CBa BbUXOBa EMOTHBHA MaXiba 0CTaje 3apo0JbeHa He-
IJe JajieKo Y CIIOPHOM TPEHYTKY Yy mpouutocTH. OTall CTpeshbaHoT KareTaHa, Koju
mIe MeMopujai o oury kox Kobapuma ca ®epoM J1a MOpaTHO PEXaOMINTyje CBOT
CUHa, HaJIa3! Ce YIPaBo y TakBoj cutyanuju. OH je CBeCTaH Ja je CYIITHHCKH 0CTa0
3aTOYECH y MPOIIJIOM TPEHYTKY, a Jla PeaiHO BpeMe Calallibe MPOTHUE MPAKTUIHO
0e3 merosor yuenrha: ,,CagalimboCT je 32 MEHE MPECTaBIbajla caMo JOCaIHU 3aMOp
JOK caM ce Bpahao yHa3zaj Kpo3 BpeMe (...) U cTora, JOK je KHBOT OJf MCHE TPaXKHO
Jla y leMy ydecTByjeM, Moryhe je n1a ja Hucam Ouo Kajgap aa My MOKJIOHHUM JYKHY
naxmwy* (bapuxo, 2007: 59), 3aksbydyje OH.

CnuuHo ce nemraBa u ca EnuszaBerom. Tpaymarcku norahaj ce oqurpao y me-
HOM JICTHELCTBY, &JTH OHA CE JI0 CMPTH pa3padyyHaBa ¢ bUM, cBeTehin ce 300r mera,
CBAaKOME KO jOj je 3a oCBeTy JocTymaH. Ha moueTky oHa camMo Mamita O OCBETH H
OeJiexy Ta CBOja MallTama, Jia OW 3aTUM JIOIILIO JIO 3aTHUIIja Kaja 0popMIbyje Mopo-
JIMILY U, ca CTpaHe TelaHo, BOJM HJieaaH XHUBOT, Meh)yTHM, y TIO3HUM TOJMHAMA,
HaKOH CMPTH My’a, OHa cXBara Jja Oec U3 e YOIITe Hije uirie3ao, Beh ma je camo
OMO TIOTHCHYT U caueKao MpBY TMOTOJHY NPUWIKMKY aa oreT u3alje BaH. Kao na Hucy
MIPOTEKJIE CBE T€ CUJIHE roinHe U3Mel)y leHOT AETUECTBA U CTAPOCTH, TPayMa Y H0j
j€ jeHaKo XHBa Kao Jia ce jyde JOTO/InIa U jeTHAKO BaIk 32 OCBETOM:

,He 3HaM IITa JI0BEe jeJHO JeTe JI0 TOTa J1a OJ[PACTe ca JKeJHOM 3a OCBETOM, HO MEHHU
ce TO JOTOoIWIIo, 1 OWIIe Cy y3alyaHe CBe OHE TOIWMHE Koje caM yrpomrmia yoehyjyhu
cebe 1a je To caMo Jeurju XHup Koju Tpeda mobdenutu. [imymoctu. buo je To THEB, om-
HjEHOCT THEBOM, UCTPAJHOCT Y THEBY, TO M€ j& OI[PIKAIIO Y KHUBOTY, U ja caM Omiia MpT-
Ba CBE OHO BpeMe y KojeM HucaM ejelna To na pasymem™ (bapuko, 2007: 147-148).

EnunzaBera ce 10 cMpTH cBeTH 3a 00 Koja joj je HaHEeTa y JeTUICTBY U Ha Taj
HAa4YMH UHCTPYMEHTAJIN3Yje CBE IPEOCTAI0 BPEME CBOT )KHUBOTA y CBPXY pa3padyHa-
Bamba €a JeJHUM TPEHYTKOM Yy MPOIILIOCTH.

IMpumepu Enu3aBere 1 oma CTpesbaHOT KalleTaHa WITyCTPYjy Te3y Ja je peaTH-
BU3allija BpeMeHa y TIcuXu ocode noroheHe TpayMoM ABOCMEpHA: OHA CE OIvIesia, ca
jeiHe cTpaHe, y YHYTpallbheM MPOAYyKaBamy TPEHYTKa Y KOME je IOLUIO A0 TpayMe,
aJl UCTO TaKO U y YHYTpalllbeM cKpahnBamy neprosa Koju je HaKOH Tora ycJieau-
10. TpeHynu y KojuMa ce ogurpana Tpayma ocTajy U3y3eTHO JKUBH Y CaJallbOCTU
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1 MHTEH3HUTET HBHXOBOT JOKMBJbaBamba Kao Ja MPOIyKaBa lbUXOBO Tpajamke, JOK Ha-
MIPOTHUB, 00jEKTHBHO, PEaTHO BPeMe MOCTaje OS3TUYHO, jeIHOMYHO U Ha Ta] HAUWH
Cy0jeKTUBHO JIOXKHMBJHEHO Kao CKpaheHO, TaKo Jia JbY/IU JKUBE Y JIBE padnniute dase
CBOj KHBOT — TpayMaTcKa IPOIIOCT ¥ Oe1a caJaliimhocT. Y TIPIIIOT OBOj T€3H CY U
MCKYCTBa IPEXUBEINX M3 XOJOKayCcTa KOjU CBEIOYE O MapasIeIHOM MOCTOjarby J1Ba
BpeMEHa, [1Ba )KMBOTa — CaJalllber KUBOTA y KOME PeaslHO jecy, U )KUBOTa TpayMe
KOje M3 TPOIUIOCTH NpoBajbyje y caialmocT 0e3 ukakBe HajaBe (Ban mep Kok,
Ban nep Xapr, 1995: 177).

OcBphyhu ce Ha oBaj mcuxwuku (eHomeH JKaHe HABOIW Na WHTCH3UTET
eMOTHBHE OOJNM CTBapa BPEMEHCKH IyaJIUTET, MapajeHO MOCTOjarke JBa BpeMe-
Ha y rcuxu nospeheHe ocobe: BpeMe Tpayme U 00jeKTUBHO BpeMe YHjH j& MPOTOK
CTaHJapAM30BaH U NPUTOM MHCUCTUPA Ha TOjMY JyaJluTeTa, CynpoTcTaBibajyhu ra
nojmy pactena. OH TBpJM Jla KOJI TpayMe HHjEe Ped O jelHO] BPEMEHCKO] cepu U
JMMEH3HUjH, Koja ce Ha OMJIO KOji Ha4YMH JIeNH WM Lena, Beh na y mcuxu moctoje
JIBE CUMYJITaHO eru3cTHpajyhe n ncroBpeMeHo akTHBHE BpeMeHcke cdepe. Hujenno
0]l OBa JiBa BpeMeHa, 1o JKaHey, HHje eeKTHBHO, OMHOCHO, YOBEK Ce HU y jeTHOM
HE OCTBapyje, He Clo3Haje cebe, He MOXKe J1a OCTBapH CBOje YHYTpAIIkhe Pa3BOjHO
BpeMe, jep mera Hema. OBaj yHyTpallbu J0KHBIbaj BDEMEHCKOT IIpeKIIanama npel-
CTaBJba MEXaHU3aM KOjU C€, KaKO BpeMe MPOTUYE, MOKA3yje CBE MAHe OPKHB jep
cBe 1y0Jsbe U 030MJbHHjEe YyrpokaBa IICHXUYKO (GyHKIMOHUCAe. [Ipobiiem youasa u
bapuko 1 KoMeHTapHIIe ra Kpo3 CBOje JIMKOBE: ,,(...) HICAM MOTao0 a Ja He MTOMHUCIAM
Ha CBE OHE KOj€ je paTr HacTaBHO Ja yOuja, HAaKOH mITO je opyxkje yhyrano. buo je
IIOITYT 3BEPU KOja je OABYKJIA CBOj€ JKPTBE y TaMy ja3OMHE, U caja UX je HaTCHaHEe
npokaupana, oapxkasajyhu ux y »HBOTY IITO je qyxe Moryhe kako O cauyBaja
ToruuHy >kuBor meca® (bapuko, 2007: 90-91).

K. KapyT HaBoam 11a mporpecuBHO TojadaBame eeKkTa TpayMe ca MPOTOKOM
BpEMeHa IpeJICTaBJballa HajaJeKBaTHH]E 00jalIhemhe 32 BUCOKY CTOITY CaMOyOmcTa-
Ba JI0 KOjUX JI0JIa3H MHOTO T'OJMHA HaKOH TpayMarckor norahaja, oHzIa Kaaa cy ce
KPTBE HaIlJIe Ha CUTYPHOM M KaJ{ BUILE HUCY OWJie HM HA KOjU HaYMH (U3UUKU yT-
poxene (Kapyt, 1996: 64).

3. Pemiema

3.1.1lpuua

Xupypr 1 MHOTH JIPYTH KOjH Cy C€ TIONYT Bbera yOuIIn HeOCIIOpHO Cy U3ryou-
71 OUTKY ca TpayMOM. 3a BbHMa 0CTaje MUTame JIa JIH je yormre Moryhe nooutu Ty
OWTKYy M aKo jecTe, KOju Iy T Boau 110 modene. [lcuxonos3u, ncuxujaTpu U TeopeTHya-
PH TpayMe ClIaxy e Jia je KJbyd y IIPUUH, J1a C€ IPETAKambEeM Y ped, H3TOBOPEHY HIIH
HalMCcaHy, TPayMaTCKO MCKYCTBO pallOHalu3yje, OXHOCHO, mpedaiyje u3 cdepe
HECBECHOT y cdepy cBecHor. Ha oBaj HauMH J1071a31 10 MpeBohemba jeJHOr HecBeC-
HOT TICUXMYKOT TIpolleca MMYHOT Ha MPOTOK BpeMeHa, Ha CTaHIapAHO HCKYCTBO,
KOje MOCTENeHO MOoAJIeke MPUPOIHUM Ipoliecuma 3abopaBibama. AH Mapren [la-
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paH HaBOJIM Jla MPEXKMBIbEHH yXKac TEK UMEHOBAaBEM J100HMja OOIUK U IIOCTaje Helll-
TO ONHUIIJBMBO TIPOTHUB 4era je Moryhe OOpHUTH ce, Aa Mpuya TpayMaTCKOM HCKYCTBY
JofieJbyje BpEMEHCKe KOOpJMHATe Ha OCHOBY Kojux he oo mohu na Oyne cxsalie-
Ho. OHa TBpAM 1a: ,,(...) ako HeMa Tpude, oHa (...) HeMa Kay3aJTHOCTH, HE TTIOCTOjH
pe, 3a BpeMe, HUTH 10cJIe, jep TpayMa IpeBa3uiia3y Halle yoOudyajeHe Kareropuje
MUIIUBbEHa U NapameTpe cBakogHeBHOT uckycta“ (I[Tapan, 2006: 116)°.

[ucame kao jenHa on Moryhux BapujaHTu BepOaau3anmje npeicTaBba METO
0opOe ca TpayMOM 3a YIIBEJbECHOT Ol1a KOjU MuIiie MeMopHjai o oury kox Kobapuaa
u 3a EnnzaBery koja nuime aHeBHUK. Oma mucame 3ampaBo jeJUHO U OAp)KaBa y
JKUBOTY jep HHUMe MPAaKTUIHO OKMBJhaBa cBOT cmHA. OH TO W JIOCIIOBIIE TTOTBphyje,
HaBozaehM 13, HAKOH CHHOBJBEBE CMPTH, TOTOBO HU 32 ILITa JPYTO HUjE KHUBEO CEM 3a
mucame: ,,(...) oBy 0onHy BexkOy cehama nyryjem HajayOsbeM U HajapaxeM ocehamy
Koje MH je mpeoctaino (...) U tako cam ce ronuHama Bpahao, y cBakoM ci000HOM
MOMEHTY KOjH caM Kpao O]l CBOI'a 1ocJa, Y IaHe JeJHOT paTa KOjH HICAaM BOJHO: U TO
je 010 Moj jennHU 3a/aTak 3a YUTaBO BpeMe Mupa. HucaM roroBo HH 3a IITa IPYro
xkuBeo (bapuxo, 2007: 59).

W nok xameTaHOB OTall MHUIIE IUPEKTHO O CBOjoj Tpaymu, EnmszaBera Boam
JHEBHUK CBOJUX MallTama KOje YMTAolly MpeacTaBiba Kao peaine gorahaje. OHa
VWHTCH3UBHO IHIIEC Y NMPBUM roauHama HakoH OkToOapcke peBoylje U OeKCTBa
y AMepHKy: ,,3aHeMena caM Y HEKOM 3a00paBJbeHOM TPEHYTKY CBOT JICTHHGCTBA, a
ITOCJIe Ce BUIIIC HUIITA HUje MOTIIO yanHUTH. MelyTuMm, myHo cam niucana‘ (bapuxko,
2007: 132) — 3axspyuyje EnnzaBera.

Waxko He mu1ie o cB0joj TpayMu, caM YHMH IHCaba 3a by MPeAcTaBba KaTap3u-
yky MoMmeHat. OcBphyhu ce MHOTO rogrHa KacHHj€ Ha CBOje MJIAAaJiayKo MHCambe,
OHAa Yy HKEMY BUJM HEKY BPCTYy BepOasiHe KOMIICH3alHWje 3a TPEKUBIbEHE TYOUTKE,
Kako y CBOM, TaKko W'y YITHMOBOM cly4ajy: ,,Hale cy minagoctu Ouie momyt 3ato-
YEHUILTBA, HOIMYT KaKBOI' 0ECMUCIIEHOT U3THAHCTBA, U jeJUHO LITO CMO MOIJIN OMJIO
je Ja 3aMHIIIBaMo CBe OHO MmTo HucMO nMaiw. [Tpmae (bapuko, 2007: 132).

3.2. Ha myty g0 npuye

[Mokazaino ce, MehyTuM, a BepOaIM30BaTH TPAyMarcKo UCKYCTBO HHjE JIAKO H
Jla, Ma KOJIMKO C€ Y TOM TIpaBILy yJarajy HaIlopH Ha CBECHOM HHBOY, J10 BepOamn3aniyje
YeCTO He MOXKE Z1a Jiohe oaMax W JUPEKTHO 300T jaKoT OTIIOpa KOjU Tpya HeCBeC-
HU JIe0 JUYHOCTH Ha KOMeE je Tpayma u 3alerrekeHa. AMeprudkH ricuxajarap Llymut
XepMaH HaBOJHM [1a, Kajla ce MalWjeHTH OJBaXKE JIa TIPHUYajy O CBOjUM TpaymMama, OHU
M0CTajy CBE HEO[UTYYHHU]H U TEKE CE U3PaKaBajy KaKo ce y IpH4H NpHOIKaBajy Haj-
OOJIHUJUM TPEHYIIMMAa, YECTO TaJia MPECTaHy Jia TOBOPE U Mpelia3e Ha HeBepOaiHe 00-
JIUKE KOMYHHUKAITHje Kao IITO Cy IpTame U 0ojeme. OHa 0BO 00jalimhaBa YHHCHATIOM
Jla je mpupojia TpayMaTCKUX YCIIOMEHA BU3yellHa, Tj. ,,AKOHMYKA“, U J1a C& CIIFKOM,
JIAKIIle HETO pedjy, MOXe JIONPETH 10 OHE KJbYYHE ,,HEM30pHCHBE CIMKe" Koja Tpes-
cTaBba Cpk Tpayme (B. Xepman, 2012: 283-284). [1o3usajyhu ce va bpera u Ocrpo-

¢ JacMuna Axmeraruh Takohe HaBozmu, nosuBajyhu ce Ha Ilurepa Bpykca, na: ,, (...) mpunoBeauu
HapaTHBOM I0CTaBJbajy Tparose jorahaja, 1a 6u ux npusenu cectu’ (Axmeraruh, 2014: 9).
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¢a, Ban nep Konk u Ban nep Xapr takole HaBoze 11a ,,HeMOTyhHOCT Ja ce ycrioMeHa
OpraHusyje Kpo3 peu u cuMOoI1e, IPeryIiTa Ty YCIOMEHY Ja Oy/ie OpraHi30BaHa Ha
CEH30MOTOPHOM M MKOHMYKOM HUBOY (Ban nep Konk, Ban nep Xaprt, 1995: 172).

baprkoB maBHM jyHaK YATHMO, 0/0Hja Ja TOBOPH O CBOjUM Tpaymama. Kom
IbEera ce yCrocTaBjha MEXaHU3aM TaKO3BaHE ,,BH3YENHE SKCIIPEeCHje MOTHCHYTUX
koH(umkara®“ (Camapyuh, Ulnupuh, 2004: 52). [Iputom ce mox TuM He moapasy-
MeBa OyKBaJlHa BU3yeNlHA CKIIpecHja MPEeKUBIHEHOT, Beh CTBapame YHYTpPAIIBbHX
CJIMKa, KOje Y YITHMOBOM ClIy4ajy HEMajy HUKAaKBe Be3e ca BeroBoM Tpaymom. OH
OcxH o7 3maje M Hecpehe y CB0joj MMOPOAHIIH, YKaca MAJUIITUHE CMPTH, TTOpa3a Kol
Kobapuna n 3apo0speHnInTBa y haHTa3zujaMa O UACANTHO] KPY)KHO] CTa3H. YIATHMO
Oupa Oer y caBpIlIeHCTBO, Y HEIITO MITO MPEICTaB/ba AHTUIION CBAKOM HEMHPY, CBUM
TpaymMama ¥ KOMIUIETHOM OSCMUCIY KOjH T'a OKpyKyje. Ta BU3Hja 3a mera npencra-
BJba (hOpMYITy 3a crac Kojy je ycreo ja npoHalhe ynyrap cebe:

,»AJIM ja caM y TOM ITopa3y J0XKHBEO MOTIYHH ryouTak cede. Hucam Buie 6o HHKO,
KaJi caM ce 00peo y 3apo0JbEHHIITBY, a Kao 3apoO0JpHHUK caM OMO Ha ITyTy Jia ce pac-
TOYNM, 3ayBeK. A OHJa IO MacKkoM jeJHe MKCTE 3a CJeTame, BUJEO CaM Ty CTazy.
Nmana je y cebu HEIITO 4y/IHO, PEKOX BaM, HEMTO cBeTO. (...) Ocehao cam kako Mu ce
n3zaneka Bpaha cHara kojy caM JaBHO M3ry0OHO, U BHJICO KaKO ¢€ Ha TOM MaTpJbKy OJf
cTa3e CcKJianajy napuuhu cBeTa Koje caM Tako pacyTe TPIeo roJrHama, He ycreBajyhn
Jia ux ozapxuM Ha okymy* (bapuxko, 2007: 98).

VYnTUMo He paspeliaBa CBOje Tpayme, OH Of BUX OSKH, U 00Jbe PEUeHO,
CKJIamha ce, aJli TO He 3HauM Ja ce ca muMa He 6opu. Mako Hema cHare ma ce 1u-
PEKTHO CyOUYH Ca OHHM IITO Ta je TIOBPEIIIIO, BU3Hja KPY)KHE CTa3e My ITOMake J1a
3abopaBu, OapeM TOJHKO Ja IPeBapu MpayHe MMITYJICe KOoje Cy TpayMe ycaauwie y
era 1 Jla HacTaBH Ja )KUBU y CBOjOj MIMarnHapHOj KOMIIPOMHCHO] peasiHocTu. Ha
0Baj HAYMH OH YCIIeBa Ja W30eTHE ceurBa TpayMaTcKe MPOIUIOCTH, ajld, HaXKaJloCT,
1 00jeKTUBHY PEaTHOCT Ca/Iallliber TPEHYTKA.

3ak/pyuak

BapukoBu jyHanu cy CyIITHHCKH OOEJIEKEHU MPEXKHUBIHEHHM TpayMaMa Koje
HOCE ca MpBHUX JIMHUja (POHTA, M3 PEBONYHMOHAPHUX MPEBUPaAbA, MOPOAUYHUX
OpomonomMa, WM TMaK paHama Koje MM JIOHOCH CMPT HajONMmKUX HWIaHOBa MOPOJIH-
ne. Mehytum, muxoBe TpayMe HUCY Hajpa3opHHje Y TPEHYTKY HacTajama. thuxosa
npaBa Tparvka HacTaje HaKHAIHO M He MEpH ce BHIIe MOMeHTHMa Beh cBuM mpeo-
CTaJlUM BPEMEHOM, CIIMKE U €MOIIMje M3a3BaHe TpayMaTCcKuM Jorahajem ocrajy aa
KHUBE y IBbUMa U NpeoOpaxkaBajy ce O TPEHYTKa Yy CTame. 3aTOYeHH Y XaOTHYHO]
pEeaTHOCTH HCIPEIUIETAHNX BPEMEHCKHUX cepa, CBENPHUCYTHE MPOILIOCTH OJIMYCHE
y OOJTHHM ycCIIOMEHaMa M CKOPO HETIPUMETHE CaJallibOCTH, JyHAITH O9ajHUIKH Tpa-
e M371a3, MOKYIIaBajy Jla MOBEXY MOKHAaHEe XPOHOIIIKE HUTH YHyTap cebe Kpo3
ncame, MPUYamke, MallTamke, 1 TO UM IIOMaKe J1a IPEKUBE, alli HE 1 JIa Ce HCLeNne
Kpo3 3a00paB.
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Ljiljana Petrovi¢

TRAUMATISME ET DELOCALISATION TEMPORELLE
DANS LE ROMAN CETTE HISTOIRE-LA
DE ALESSANDRO BARICCO

Notre travail a pour but d’examiner le phénoméne du doublement des sphéres
temporelles dans la conscience des héros traumatisés du roman Cette histoire-la de
A. Barrico et d’envisager les issues de ce processus. Ayant créé une tension émotive
extrémement négative dans la psyché, I’événement traumatisant bloque ses victimes et
les tient enfermés dans le passé, tandis que le moment présent, ou ils passent réellement
leurs vies, reste quasiment inapergu. De cette maniére les traumatisés sont deux fois
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délocalisés d’un point de vue temporel : ils ne peuvent pas s’adapter psychiquement
au présent auquel ils appartiennent physiquement, et d’un autre c6té, ils ne peuvent
pas retourner physiquement dans le passé ou ils sont bloqués au niveau de la psyché.
Les effets du traumatisme ne s’affaiblissent pas au cours du temps, mais, au contraire,
s’aggravent progressivement. Le rapport des victimes envers I’événement traumatisant
est complexe : ou ils refusent d’en parler, ou ils deviennent obsédés par celui-ci. Les
solutions qui s’ouvrent aux héros de Baricco sont différentes : ils s’échappent dans
I’imaginaire, tentent d’affronter le probléme a travers 1’écriture, ou se suicident. La
question est considérée a travers les travaux théoriques de Pierre Janet, Cathy Caruth,
Kai Erikson, Aleida Assmann.

ljiljanalingua@gmail.com
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RUSEVINA LEPOTE I MULTITEMPORALNOST
U ROMANU ZLATNI PAVILJON

SazZetak: Izostavljaju¢i naturalisti¢ki postupak u romanu Zlatni paviljon (Kinkaku-
Ji) (1956), baziranom na stvarnom dogadaju, Jukio MiSima (Yukio Mishima) u fokus
dovodi pitanje destrukcije lepote kroz pricu o studentu koji je podmetnuo pozar u
cuvenom zen-budistickom hramu u Kjotu. Ovaj rad preispituje pojam lepote u okviru
odredenih koncepata japanske estetike koji se zasnivaju na vremenskom odredenju,
od setnog osecanja neizbezne prolaznosti (mono no aware) do suptilnog nagovesta-
ja, u potpunosti nedokucivog, vecnog (viigen). ,,Struktura lepote* Zlatnog paviljona
pronalazi se u nistavilu koje se u zen-budizmu sagledava kroz vremensku slozenost.
Nasuprot ustaljenim konvencijama estetike Zapada, japanski teoreticari, poput Keidija
Nisitanija (Keiji Nishitani), ideal lepote pronalaze u efemernom. Oslanjajuci se na
teorijske pretpostavke japanskih filozofa Kjoto skole, posebno odnosa temporalnosti i
pojma basho, kao i odredenja vremena kao kontinuiteta diskontinuiteta Kitara NiSide
(Kitaro Nishida), razmatra se pitanje odnosa moc¢i estetike, opsesije nedostiznim idea-
lom i (samo)unistenja u kontekstu vremena kao vecite promene.

Kljuéne reci: Zlatni paviljon, lepota, mono no aware, kire tsuzuki, NiSitani, kontinuitet
diskontinuiteta, Nisida, yiigen, sabi

1. Uvod

U isto¢noj filozofiji promisljanje vremena se opire idejama linearnog i nere-
petitivnog i inklinira cikliénim fragmentarnostima. U okvirima ovako postavljene
temporalnosti, koncept nestalnosti zauzima znacajno mesto u japanskoj ontologiji i
estetici.

Postavljajuéi u fokus roman Jukija MiSime (Yukio Mishima), Zlatni paviljon
(Kinkakuji) (1956), ovaj rad preispituje pojam lepote u okviru odredenih koncepata
japanske estetike koji se zasnivaju na vremenskom odredenju, kao i kroz teorijske
pretpostavke japanskih filozofa (prevashodno Kjoto skole) koji se bave problemati-
zovanjem vremena.

Narativ o uceniku Mizogudiju koji je podmetnuo pozar u cuvenom zen-budi-
stickom hramu u Kjotu, baziran na stvarnom dogadaju, MiSima generise kao plat-
formu za razmatranje pitanja odnosa vremena i umetnosti, lepote i destrukcije. Uni-
Stenje remek-dela zen-budisticke arhitekture posledica je nepokolebljive opsesije
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lepotom koja je tokom vise od pet stotina godina odolevala svim neizvesnostima u
protoku vremena, ukljucujuci i opasnosti od ratnih razaranja. Roman Zlatni paviljon
insistira na krajnjoj nedokucivosti sveta, u kojem se jednoznac¢nosti iznova negiraju
i prevazilaze u kompleksnosti vremena.

2. Polifonija lepote — izmedu stvarnosti i imaginacije

Na samom pocetku, osvrnula bih se na japanski koncept mono no aware koji se
odnosi na patos stvari, ta¢nije na setno osecanje izazvano neizbeznom prolaznoscu.
U japanskoj knjizevnoj kritici, visoko se vrednuju' tekstovi koji uspesno transponuju
takav senzibilitet i time sustinski upucuju na neizvesnost i ograni¢enost egzistencije.
Lepota tresnjinog cveta uslovljena je nestajanjem i pronalazi se na mestima buducih
opalih latica. lako MiSima izostavlja naturalisti¢ki postupak, mono no aware Zlatnog
paviljona iniciran je gotovo i pre samog ¢itanja romana, jer je poznata ¢injenica da
je hram uniSten u pozaru. Pomenuti ideal je prepoznat kao eho ve¢ poznatog kraja;
odjeci prihvatanja neizbezne konacnosti prisutni su i u mnogim fasciniranim opser-
vacijama naratora Mizogucija.

Prvobitna prekomernost upisivanja lepote u Zlatni paviljon koji nikada nije
video uzivo, postavlja se kao zacetak njegove izrazite opsesije paviljonom koja vodi
ka nasilnim impulsima za uniStenjem. Njegova impresioniranost ne potice iz susreta
sa reprodukovanim slikama i fotografijama paviljona u udzbenicima koje je Citao,
vec¢ se generiSe kroz medij jezika — na osnovu ocevih pri¢a o nesvakidasnjoj lepoti
paviljona i samog oblika kineskih karaktera kojima se ispisuje njegov naziv. Mi-
zoguéi prepoznaje lepotu necijeg lica, krhkog cveta okupanog jutarnjom rosom, ili
veli¢anstvenih, prete¢ih oblaka pra¢enih munjama kao odblesak ideala lepote pavi-
ljona. On insistira na gotovo fiktivnoj lepoti zdanja, ulazuéi ,,svu svoju snagu i mo¢*
kako bi zamislio lepotu paviljona ,,bez obzira na njegovu stvarnu lepotu* (Misima,
1999: 28). Cini se da Misima ve¢ na samom pocetku romana, upuéuje na stanoviste
da lepota mora biti izmeStena iz stvarnosti, ma kakva ta stvarnost bila, odnosno da
je ideal lepote sustinski neuhvatljiv u konkretnoj manifestaciji ideje, koliko god bile
prepoznatljive karakteristike izuzetnosti posmatranog objekta.

Medutim, Mizoguc¢ijev iluzorni ideal lepote biva izneveren u njegovom prvom
susretu sa paviljonom. Razoc¢aran u vizuelni identitet gradevine, nakon $to se i fizic-
ki ponovo udaljava od paviljona, Mizogu¢i razvija narativ o lepoti koja se skriva od
pukog posmatraca, dostupnoj samo onima koji pazljivo ispituju pojedinosti, otklo-
nivsi prepreke obmanjujuce neprivlacnosti. Kasnije, otkrivajuc¢i da mu u direktnom
susretu sa paviljonom njegova lepota izmice, Mizogu¢i moli za trenutak sagledava-
nja imanentnosti lepote koja bi prethodila onoj mentalnoj slici koja je konstruisani
ishod njegove imaginacije. ZakaSnjenje u prepoznavanju lepote posebno je vidljivo i
u repetitivnim scenama pokusaja gubljenja nevinosti kada se Mizigu¢iju neizostavno

! Cuveni japanski teoretidar osamnaestog veka, Motori Norinaga ukazao je na zna¢aj pomenutog
koncepta u delu Murasaki Sikibu (Murasaki Shikibu) — Prica o princu Gendiju (Genji monogatari),
insistiraju¢i na ovom idealu ,.japanske osecajnosti* kao sustinski odredujuceg za japansku knjizevnost.
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u svesti pojavljuje Zlatni paviljon, blokiraju¢i seksualni nagon prema zeni. Tacnije,
u pomenutim situacijama, protagonista ne prepoznaje lepotu kojoj bi trebalo da se
prepusti, ve¢ mu se ukazuje zdanje ¢iju lepotu prvobitno nije mogao u potpunosti da
prozre.

Shodno tome, sagledavanje lepote je svojevrstan paradoks, uslovljen neop-
hodnom distancom od predmeta posmatranja i sofisticiranim pogledom kadrim da
prepozna izrazite estetske vrednosti u sveprozimaju¢im pojavnim nesavrsenostima.

Udaljenost od lepote, prostorna i vremenska uspostavlja se kao uslovnost za
njeno sustinsko promisljanje. Narator Mizoguc¢i navodi sledece:

»Srusila se moja vizija da Zlatni paviljon i ja Zivimo u istom svetu. Sada se moramo
vratiti svom prvobitnom stanju, ali to e biti stanje jo§ beznadeznije od ranijeg. Stanje
u kojem ja zivim na jednoj strani, dok lepota postoji na drugoj. Stanje koje se nikada
neée promeniti, dokle god ovaj svet bude trajao* (MiSima, 1999: 88).

Monoloska ispovest naratora otkriva da fasciniranost hramom potice prevas-
hodno od njegove vlastite ruznoc¢e. Zapravo, Mizogucijev odnos prema paviljonu
odreden je slede¢im dihotomijama — ruzno-lepo, kontinuitet-diskontinuitet, konkret-
nost-ideal.? Njegovo mucanje postavlja ga u tok neprestanog prekida, odvojenosti
od spoljnog sveta u kojem stvarnost postaje trula is¢ekujuéi dovrsenost misli, gubeci
boju i ,,svezinu kakva je upravo [Mizoguc¢iju] odgovarala® (MiSima, 1999: 10). Sa
druge strane, Cini se da je postojanost lepote paviljona permanentna i nepokolebljiva.
Ushicenje opasnos¢u da paviljon moze biti uniSten tokom vazdusnih napada, pribli-
zava paviljon i Mizogucija jer su, kako narator zakljucuje, njegovo ,,slabasno, ruzno
telo* 1 ¢vrst paviljon koji se sastojao ,,od lako zapaljivog ugljenika® (Misima, 1999:
65) jednako podlozni unistenju. Opcinjenost gradevinom koja odoleva vremenu i
samim tim sustinski je razdvaja od smrtnih posmatraca, pojacava se idejom o mo-
guénosti njene potpune destrukcije u ratnim uslovima. Medutim, opsesivni uc¢enik
preuzima na sebe Cin destrukcije paviljona, jer se plauzibilnost unistenja gubi kapitu-
lacijom Japana. Za njega, lepota postoji kao izraz kontradikcije vecitog i konacnog:

S jedne strane, uobrazenje o besmrtnosti zasnivalo se na ociglednoj unistivosti ljud-
skih bi¢a; s druge strane, na izgled neunistiva lepota Zlatnog paviljona navodila je na
pomisao o mogucnosti njegovog unistenja. Smrtna bica, kao $to su ljudska stvorenja,
ne mogu se iskoreniti; a neunistive stvari, kao §to je Zlatni paviljon, mogu da se uniste.
Zasto to jos niko nije shvatio? Moj zakljucak je, nesumnjivo, bio originalan. Kada bih
ja zapalio Zlatni paviljon, koji je 1897. godine proglasen za nacionalno blago, onda
bih izvrsio delo Cistog razaranja, kona¢nog unistenja, delo kojim bih zaista upropastio
jedan deo lepote koju su ljudska bi¢a stvorila na ovom svetu (Misima, 1999: 262-263).

Mizogucéijeve konfuzne misli o lepoti dobijaju svoju zavrsnicu u ideji o uniste-
nju ljudske tvorevine ¢ime bi se negirala ,,uobrazilja“ da se smrtnost zivota prevazi-
lazi delima koja ostaju da zive vecno.

2 Videti: "Beauty and Eroticism in Mishima's The Temple of the Golden Pavilion", S. Karim (S. Carrim),
koja pomenute dihotomije razmatra pozivajuéi se na ideju erotizma Zorza Bataja.
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3. Presecanje kontinuiteta kao ¢in otelotvorenja ideala lepote

Zlatni paviljon se moze Citati kao MiSimina metafora o umetnickom delu ¢ija se
vrednost opire vremenskoj destrukciji. Upravo zbog pomenute metafore, moramo se
osvrnuti na kratki esej o ikebani, japanskog filozofa Keidija NiSitanija (Keiji Nishitani)
koji razmatra odnos vremena i umetnickog dela. Zastupajuéi stanoviste da sva umetnic-
ka dela imaju ograni¢en vek trajanja i da je neumitno njihovo i§¢ezavanje pod stuporom
vremena, NiSitani istiCe da se upravo kroz umetnicka dela reflektuje poriv umetnika da
se suprotstave takvoj temporalnoj uslovljenosti. Ikebana operise kao direktna i radikalna
suprotnost teznji ka ve€nom, jer je usmerena na lepotu koja se prepoznaje u kratkom vre-
menskom roku. Efemerna lepota ikebane jeste lepota koja ve¢nost otelotvoruje u trenut-
ku i koja je generisana iz ,,nestalnosti samog vremena“ (Nishitani, 2011: 1198). Princip
japanske estetike koji se moze prepoznati u okviru ikebane jeste kire tsuzuki — presecanje
kontinuiteta. NiSitani smatra da biljke koje rastu iz zemlje upucuju na ,,bi¢e koje pokusa-
va da negira vreme dok je u njegovom toku* (Ibid.), re¢ je o ukorenjenim entitetima cije
uporno opiranje vremenskim uslovima i okruzenju predstavlja varku o egzistenciji koja
istrajava. Termin ikebana doslovno nosi znacenje ,,cvece koje zivi®, jer se odsecanjem
od korena iskazuje prava priroda svakog bi¢a u svetu nestalnosti. Presecanje kontinuiteta
jeste princip koji upucuje na lepotu odsecenog cveta koji vise ne moze da negira vreme
svojim ukorenjenim porivom za reprodukcijom.

Moglo bi se re¢i da je iluzija o ve¢nom trajanju od jednakog znacaja za Coveka
kao iluzija lepote. Naime, za MiSimine likove lepota je nedokuciv privid kroz koji
se prelama umetnost:

,»E pa, lepota — lepota koju ti toliko volis — to je iluzija preostalog dela, suvisnog dela,
koji je dodat znanju. To je iluzija, drugi nacin podnoSenja zivota — koju si ti pomenuo.
Moglo bi se reci da, u stvari, lepota i ne postoji. Upravo znanje je ono Sto ¢ini tu ilu-
ziju tako jakom i Sto joj daje snagu stvarnosti. Sa stanovista znanja, lepota nikada nije
uteha. Ali kad se blisko sjedine te dve stvari, lepota, koja nikada nije uteha, s jedne
strane, 1 znanje, s druge strane, rada se nesto drugo. A to drugo je prolazno i kratkovec-
no poput mehura, i krajnje beznadezno. Ipak, nesto se rada. A to nesto ljudi nazivaju
umetnost.*

,» Lepota... , rekao sam i zgranuo se od napada mucanja. Bila je to bezgrani¢na misao*
(Misima, 1999: 293).

Kantova ideja da lepe stvari nagovestavaju da se Covek uklapa u svet’, ¢ime se
kroz estetiku esencijalno brise radikalna razdvojenost ¢oveka i sveta, ne uspeva da
se odrzi u MiSiminom romanu. Mizoguéijeva neprilagodenost je prisutna od samog
pocetka uprkos njegovom prepoznavanju lepote a tek sa uniStenjem paviljona, on
zapravo pristaje da zivi u svetu u kojem se do tog trenutka nije mogao osecati spo-
kojnim. U pitanju je kantovska pozicija u obrnutom kljucu, lepota paviljona ucvr-
$¢uje ponor izmedu glavnog junaka i sveta kojem (bi trebalo da) pripada, a njihovo
priblizavanje uspostavlja se kroz destrukciju te lepote.

* “Die Schone Dinge zeigen an, dass der Mensch in die Welt passe” (Immanuel Kant, ‘Reflexionen zur
Logik,” Akademie-Ausgabe, Berlin: Reimer, 1914, XVI, 127 [Nr. 1820 a]).
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Istovremeno, potrebno je istac¢i da se u skladu sa japanskom estetikom, lepota
Zlatnog paviljona odrazava zahvaljuju¢i pomenutom rusilackom c¢inu. Iz sledeceg
citata postaje jasno da je Mizoguéi motivisan da Zlatni paviljon pretvori u ideal ja-
panske estetike upravo onda kada uo¢ava da paviljon odoleva vremenu:

,Poraz Japana u ratu bio je za mene iskustvo neuporedivog ocaja. Jo$ i sad mi pred
o¢ima iskrsava ona plamena sunceva svetlost na dan kapitulacije, petnaestog avgusta.
Ljudi su govorili da su sve vrednosti porusene; a i u meni se, naprotiv probudila ve¢-
nost, ona je ozivela, i zahtevala svoja prava. Ve¢nost koja mi je govorila da ¢e Zlatni
paviljon ostati tu zauvek* (MiSima, 1999: 88).

Mizogucdijeva Zelja za unistenjem paviljona odgovara principu presecanja kon-
tinuiteta, jer pozar koji izaziva drasticno prekida kontinuirani vremenski tok umet-
nickog dela, u iS¢ezavanju paviljona isijava lepota sveta nestalnosti.

Nisitani razlikuje dve vrste umetnosti, one koja uporno stremi vecnosti kroz
negaciju temporalnosti i druge koja ,,pokusava da razotkrije ve¢nost postajuci ra-
dikalno temporalna“ (Nishitani, 2011: 1198). Sli¢no nagovestava i MiSima kroz lik
Kasivagija, naratorovog prijatelja, kome je ,,trajna lepota bila mrska* te je ,,mrzeo
arhitekturu i knjizevnost*, i koji je u domenu umetnosti cenio muziku ,,koja trenutno
nestaje‘ ili ikebanu ,,koja uvene za nekoliko dana* (Misima, 1999: 189). Sa druge
strane, Mizogu¢i naizgled jednako vrednuje obe vrste umetnosti, jer se fokusira na
razli¢ite manifestacije lepote:

,Medutim, kako je ¢udna lepota muzike! Kratkotrajna lepota koju svira¢ ostvaruje pre-
tvara odredeno vreme u Cist kontinuitet; izvesno je da on nikada nece biti ponovljen;
poput postojanja musica koje zive jedan dan i drugih biéa tako kratkog veka, lepota je
savrSena apstrakcija i kreacija samog zivota. Nista nije tako sli¢no Zivotu kao muzika;
medutim, iako je Zlatni paviljon istog tipa lepote, niSta ne bi moglo biti udaljenije od
sveta i1 prkosnije prema svetu nego lepota ove zgrade® (MiSima, 1999: 190).

Ipak, Mizogucijev destruktivan €in razbija konvencionalni pristup lepoti kroz o¢u-
vanje, ona se ¢uva upravo kroz unistenje, kroz prekidanje kontinuiteta i stvaranje pro-
stora za nove iluzije pokrenute narativima onih koji su bili svedoci izuzetnosti paviljona.

»,Mozda je lepota cak imala prava da od mene zahteva da se odreknem svog ranijeg cilja.
Jer sasvim je jasno da je nemoguéno dodirivati vecnost jednom rukom, a zivot grabiti
drugom. Ako je smisao postupaka koji se odnose na Zivot ta zakletva odanosti izvesnom
trenutku i nastojanje da taj trenutak ne bude poremecen, onda je mozda, Zlatni paviljon
u potpunosti svestan toga, tako da za izvesno vreme prestaje da bude uobicajeno ravno-
dusan prema nama. Cini mi se da je hram uzeo oblik jednog jedinog trenutka i da me
je posetio ovde u parku, kako bih uvideo koliko je isprazna moja zudnja za zivotom. U
zivotu se opijamo jednim trenutkom Sto dobija oblik vecnosti; ali Zlatni paviljon je bio
potpuno svestan da je takav trenutak beznacajan u poredenju s onim sto se desava kada
vecnost uzme oblik jednog trenutka, kao $to je bio ovaj slucaj sa hramom. Upravo u
takvim trenucima, Cinjenica o vecnosti lepote moze zaista da blokira nas zivot i zatruje
nase postojanje. Trenutna lepota koju nam zivot dozvoljava da ugledamo bespomoc¢na je
protiv takvog otrova. Taj otrov je potpuno skrsi i unisti, obnazivsi, najzad, sam Zivot pod
svetlosmedim bleskom rusevina“ (MiSima, 1999: 172).
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U Mizogucijevom diskursu lepota fluktuira izmedu trenutka i vecCnosti, a
»Stvarnost” zivota moguce je sagledati tek u ruSevinama. Metafora ruiniranog
paviljona upucuje na ,,konkretnost ideje, jer se u ruSevini otelotvoruje njena ne-
materijalnost. U analizi Harmsovih rukopisa, Branislav Jakovljevi¢ ukazuje da je
providnost tajna rusevine, jer se rusevina ,,nikada ne zatvara potpuno nad sobom®,
ve¢ pruza mogucnost gledanja same strukture. ,,Zbog toga se Cesto, od romantic¢ara
naovamo, slika ruSevine povezuje sa pojmom vremena i melanholije” (Jakovljevi¢,
2004: 9). Ipak, Jakovljevi¢ uvodi termin ,,obratne rusevine” — Harmsovog dela koje
izrasta kao da jeste rusSevina, okarakterisanog kao ,,efermeralnost, i ¢iji je tekst na
suprotnoj strani od ,,fiksnog i staticnog*. U okviru istog stanovista, znacaj unistenog
paviljona ogleda se u fragmentarnosti njegovog postojanja, jer evidentna krhkost
njegove materijalnosti inkorporira ideju ve¢nog u svoju strukturu ili u prazninu koja
se otvara izmedu skeleta konstrukcije.

Bartovim uvidom da ,,praznina bez rije¢i uspostavlja Pismo* (Barthes, 1989:
10), prepoznajemo da se u Japanu, praznina utemeljuje kao ono $to motivise, ¢iji
,hedostatak smisla u *zapadnom‘ znacenju rijeci, kao onog $to je puno, ¢vrsto, §to je
ishodiste, temelj* (Mari¢, 1992: 288) i postaje krajnja vrednost u svetu nepostojano-
sti. Takva praznina omogucava cikli¢nost, kontinuitet i dalje formiranje novih per-
spektiva. Zlatni paviljon koji gori, prevazilazi hronolosku temporalnost, i upucuje
na koncept vremena Kitara Niside (Kitaro Nishida) kao kontinuiteta diskontinuiteta
(hirezoku no renzoku) koji podrazumeva da vreme nestaje, prekida se iz trenutka u
trenutak i istovremeno se rada.

U Nisidinom filozofskom diskursu, koncept vremena se upotpunjuje pojmom
basho (mesto) koji je potrebno podrobnije objasniti. On japansku kulturu smesta u
»imanentan svet“ baziran na realnom svetu u kojem su subjekt i objekt dijalekticki
sjedinjeni, odredujudi je ,,emotivnom a ne ,,intelektualnom®, jer negira racionalno
stanoviste i ne tezi veCnom (Uehara, 2009: 154—155). Apsolutno nistavilo karakte-
riSe basho, ono je samo-odredujuce bez medusobno deterministicke relacije izmedu
subjekta i objekta (Nishida, 2011: 657). ,,Primenjujuci logiku koncepta basho, vreme
nije linearni tok od vecne proslosti do ve¢ne buducnosti* (Uehara, 2009: 158), ve¢
se jedino pronalazi u potpunoj sadasnjosti (zettai genzai) ili vecitom sada (eien no
ima). Ovaj koncept nastaje iz NiSidine teznje da se prevazidu opoziciona uporista su-
bjekta i objekta, individualnog i univerzalnog. Platonovsko percipiranje ideja unutar
vidljivih oblika, podrazumeva istrajnost i vecnost, dok Nisida zastupa polaziSte da
istocne kulture otkrivaju oblik u nevidljivom, odnosno ,,iskazuju ono $to jos nije do-
seglo formu® (Uehara, 2009: 157). Praznina spaljenog paviljona ne upucéuje nuzno
na ideju lepog, rezistentnog uprkos fizickoj destrukceiji, ve¢ na strukturu lepog koja
se sagledava kroz vremensku slozenost. Ako prihvatimo da je vreme bez pocetka i
kraja, u sadasnjem trenutku su sadrzani i pocetak i kraj, odnosno ono §to ¢ini posto-
janje jeste simultanost pocetka i sadasnjosti i kraja i sadasnjosti. NiStavilo paviljona
predstavlja samo-odredujuci princip sveta, izmic¢uci hronologiji, istorijskom kontek-
stu i sustinski pravolinijskoj koncepciji vremena.

U znacajnom delu Deadly Dialectics — Sex, Violence and Nihilism in the World
of Yukio Mishima (1994), Roj Stars (Roy Starrs) tvrdi da Mizoguéi svojim ¢inom
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spaljivanja paviljona simboli¢ki nudi ,lekciju nistavila“ dekadentim ,,modernim*
monasima koji su isuvise op¢injeni materijalnom lepotom hrama (Starrs, 1994: 185).
Jednako se opiru¢i idejama sveta kao jedinstva mnostva ili kao mnostva pojedi-
nacnosti, NiSida predlaze koncept sveta potpunog NisStavila — vecitog kretanja. U
protoku vremena od jedne sadasnjosti do sledece, uspostavlja se ,,kreativnost™, jer
stvarnost ,,ima formu®, odnosno uslovljena je ,,odluc¢ivanjem kroz jedinstvo opozi-
ta® (Nishida, 1966: 167). ,,Menjajuc¢i kompoziciju stvari® (Ibid.), pretvarajuci ideal
lepote u zgariste materijalnosti, Mizoguc¢i se postavlja kao izvanredan primer NiSidi-
nog razumevanja sveta kao permanentnog stvaralackog impulsa.

Dzon V. M. Kramel (John W. M. Krummel) u Nishida Kitaro'’s Chiasmatic
Chonology — Place of Dialectic, Dialectic of Place (2015) objaSnjava pomenuti Ni-
Sidin koncept na primeru Zelje koja se postavlja izmedu sopstva i stvari. Unutra$nja
zelja usaglasava spoljasnji objekat sa svojom subjektivnoscu, ali ,,istovremeno pred-
stavlja apsolutni prekid ili razliku izmedu te unutrasnje subjektivnosti i njenog spo-
ljasnjeg objekta kao drugog® (Krummel, 2015: 103). Oslanjajuci se na Kramelovu
pretpostavku da zelja posreduje izmedu ,,povezivanja i razdvajanja* unutras$njeg i
spoljaSnjeg, sopstva i objekta, kontinuitet diskontinuiteta se na Mizoguc¢ijevom pri-
meru ocitava upravo kroz njegovu neprekidnu usmerenost na paviljon, koja i njega
samog u jednom trenutku zbunjuje (,,Jesam li ja posedovao hram ili je hram pose-
dovao mene?* (Misima, 1999: 180)). Upravo Nisidina ideja o subjektima koji ,,zive
umiruéi, odnosno kao kontinuitetima diskontinuiteta, omogucava razumevanje svih
kontradiktornosti Mizoguc¢ijevih promisljanja. RazliCitost svakog pojedinacnog tre-
nutka u personalnom kontinuitetu generise subjektivnost koja se neprestano menja,
stvarajuci sopstvo kroz kontinuirani ,,proces sjedinjenja“ u sadasnjosti (Krummel,
2015: 103). Shodno tome, MiSima uspeva da dvostruko uspostavi princip Nisidi-
nog koncepta — kroz naratora (i njegove protivre¢nosti i nestabilnosti) i paviljon
(koji istrajava kao ideal lepote nezavisno od toga da li odoleva vremenu ili biva uni-
Sten). Izjednaceni kroz kontinuitet diskontinuiteta, Mizogudi i paviljon zapravo dele
poziciju protagoniste romana.® Pored toga, ova dvoslojnost protagonisti¢ke figure
izvanredno odgovara NiSidinom odredenju cistog iskustva koje se manifestuje ,,kada
neko neposredno dozivljava vlastito stanje svesti, [a] tada jo§ uvek nema subjekta ili
objekta, a saznavanje i njegov objekat su potpuno ujedinjeni“ (NiSida, 2012: 7). Ne-
ophodno je razjasniti da NiSida pod terminom cisto iskustvo podrazumeva trenutnu
svest ,,0 ¢injenicama kakve jesu* (Nisida, 2012: 8), ali da apstraktni pojmovi nikada
ne prevazilaze takvo iskustvo. Shodno tome, Mizogucijeva kontemplacija o lepoti,
suprotno konvencionalnom rezonovanju o apstrakciji van dometa neposrednog isku-
stva, omogucava mu cisto iskustvo i €ini ga nerazdvojnim od samog paviljona. Ne-
raskidiva veza sopstva i objekta, koja se iznova uspostavlja i prekida kroz razlicitost
trenutaka otelotvorena je u binarnosti protagoniste romana.

* U pogovoru dela Zlatni paviljon, Dejan Razi¢ drugac¢ijom argumentacijom dolazi do istog zakljucka
0 Zlatnom paviljonu kao ,,pravom protagonisti.
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4. Zakljucéak

Na samom kraju, uputila bih i na dva koncepta japanske estetike — misti¢nog,
suptilnog nagovestaja, u potpunosti nedokucivog, mracnog — yiigen i sabi koji pre-
poznaje lepotu nesavrSenosti, neprekidno nastajuci i gubeéi se u nistavilu. Sinte-
tizujuéi sve ,,suprotnosti i nesklad u svakom delu [ovog] zdanja®, sa lepotom koja
,hikada nije dovrSena ni u jednom pojedina¢nom detalju hrama“, ve¢ uvek ispunjena
svojevrsnim ,,nemirom*, Mizogucijev monolog istovremeno ukljucuje oba pomenu-
ta principa:

»Ipak nisam bio siguran da li je lepota identi¢na sa Zlatnim paviljonom ili je izatkana

od istog kvaliteta kao i no¢ nistavila, koja okruzuje hram. [...] Lepota je bila i svaka

pojedinost i celokupna gradevina, i sam Zlatni paviljon, i no¢ koja ga je obavijala. [...]

Nagovestaj lepote sadrzane u jednom detalju povezan je sa slede¢im nagovestajem

lepote; i tako su razni nagovestaji lepote koja nije postojala postali podloga i motiv

Zlatog paviljona. Takvi nagovestaji bili su znaci niStavila. Nistavilo je bilo sama struk-

tura te lepote® (MiSima, 1999: 344).

Sabi prepoznaje svojevrsnu lepotu u okrnjenim predmetima, izbledelim bo-
jama i patini koju vreme donosi, takvi predmeti simboliSu zen-budisticko niStavilo
(miijo) u kojem se ogledaju nestalnost i nezaustavljivi protok vremena. Cesto raz-
matran i u polju japanske knjizevnosti (prevashodno poezije), kompleksan koncept
yiigen prate elementi aluzivnog, neobjasnjivog i krajnje nedokucivog. Otkrivajuci
lepotu ,.koja nije postojala®, ve¢ je oduvek bila samo implikacija iluzije, Mizogu¢i
zapravo pronalazi sabi vrednost u gradevini, dok istovremeno izrazava yiigen odba-
cujuci jednoznacnost u definisanju lepote.

Uzmimo da je knjizevnost ve¢no u rusevinama, da se providnost konstrukci-
je dela iznova otkriva svakim ¢itanjem. Fragmentarnosti teksta su neizostavne, jer
onaj koji pise uporno izostavlja deo imaginarnog materijala koji Citalac ugraduje, ili
suprotno, dovrSenost napisanog biva razarana predvidanjima i tumacenjima. Poput
feniksa postavljenog na vrh Zlatnog paviljona, tumacenje je generisuci proces onoga
$to je prethodno unisteno drugim interpretacijama ili nikada u krajnjoj instanci zaista
zavrseno. Menjajucéi kompoziciju stvari, Citalac je suocen sa repetitivnom uslovno-
$¢u umetnosti/ realnosti/ sveta. NiSidim re¢ima — ,.kada sagledavamo istoriju kao
odredenje vecnog sada u kojem 1 proslost i buduénost nestaju u sadasnjosti, sve
Sto dolazi, dolazi niotkuda, sve $to odlazi, ne odlazi nikuda; stvari su ve¢ne upravo
kao $to jesu* (Nishida, 2011: 662). Multitemporalnost Zlatnog paviljona, ustanov-
ljena kroz kontinuitet diskontinuiteta, izjednacava lepotu i njenu destrukceiju, fikciju
i stvarnost i omogucava jedinstven, otvoren, potencijalni prostor za interpretativne
kontradikcije i razmimoilazenja.

530



Ana DoSen

Reference

Barthes, R. 1989. Carstvo znakova. Zagreb: August Cesarec.

Carrim, S. 2014. Beauty and Eroticism in Mishima’s The Temple of the Golden Pavilion.
U Re(Possessing Beauty): Politics, Poetics and Change, S. McNamara ed., Oxford:
Interdisciplinary Press.Dostupno na https://www.academia.edu/1906593/Beauty
as_disequilibrium_in_Yukio Mishimas The Temple of the Golden Pavillion [
03. mart 2016.]

Jakovljevi¢, B. 2004. Tekst i propast: Harms i dogadaj, predavnje Narodne biblioteke
Srbije. Dostupno na https://www.nb.rs/view_file.php?file_id=744 [ 14. april 2016.]

Krummel, J. W. M. 2015. Nishida Kitaro's Chiasmatic Chonology — Place of Dialectic,
Dialectic of Place. Bloomington & Indianapolis: Indiana University Press.

Mari¢, A. 1992. Struktura praznog, Tokyo. Delo - Mesecni casopis za teoriju, kritiku, po-
eziju i nove ideje, god. XXXVIII 3-4, 285-290.

Misima, J. 1999. Zlatni paviljon. 2. izd. Beograd: Nolit.

Nisida, K. 2012. Rasprava o dobru. Beograd: Kokoro.

Nishida, K. 1966. Intelligibility and the Philosophy of Nothingness — Three Philosophical
Essays. Honolulu: East — West Center Press.

. 2011. The Eternal in Art and Poetry. U Japanese Philosophy — A Sourcebo-
ok, J. W. Heisig, T. P. Kasulis, J. C. Maraldo, eds., 659-662. Honolulu: University of
Hawai’i Press.

. 2011. The Logic of Place. U Japanese Philosophy — A Sourcebook, J. W.
Heisig, T. P. Kasulis, J. C. Maraldo, eds., 649—659. Honolulu: University of Hawai’i
Press.

Nishitani, K. 2011. Ikebana. U Japanese Philosophy — A Sourcebook, J. W. Heisig, T. P.
Kasulis, J. C. Maraldo, eds., 649—-659. Honolulu: University of Hawai’i Press.

Starrs, R. 1994. Deadly Dialectics — Sex, Violence and Nihilism in the World of Yukio Mis-
hima.Honolulu: University of Hawaii Press.

Uehara, M. 2009. Japanese Aspects of Nishida’s Basho — Seeing the “Form without
Form”. In Frontiers of Japanese Philosophy 4 — Facing the Twenty-First Century, W.
Lam, C. Cheung, eds., 152—164. Nagoya: Nanzan Institute for Religion & Culture.

Ana DoSen

THE RUINATION OF BEAUTY AND MULTITEMPORALITY
IN THE TEMPLE OF THE GOLDEN PAVILION

Summary

Refraining from the employment of naturalism in The Temple of the Golden Pavilion
(Kinkakuji) (1956) which was based on true events, Yukio Mishima focuses on an
issue of destruction of beauty through a narrative about the student who had set a fire
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in the famous Zen-Buddhist temple in Kyoto. This paper explores the notion of beauty
through the certain concepts of Japanese aesthetics which are marked by temporal
determinants — from melancholic sentiment of inevitable impermanence (mono no
aware) to a subtle hint of the eternal, which is essentially incomprehensible (yigen).
The structure of beauty of the Golden pavilion could be found in Nothingness which
is inspected in zen-buddhist tradition through temporal complexity. In an opposite per-
spective to well-established concepts of Western aesthetics, Japanese scholars, such
as Keiji Nishitani, give prominence to the ephemeral as a ideal of beauty. Drawing on
theoretical perspectives of the Japanese philosophers of Kyoto School, particularly a
relation of temporality and term basho, as well as the designation of time as proposed
by Kitaro Nishida and his notion of continuity of discontinuity, this paper probes the
relational issues between aesthetic power, obsession with unattainable ideal and (self-)
destruction in the context of time as an eternal change.
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THE CONCEPT OF TIME IN HYPERREALITY
OF DON DELILLO’S COSMOPOLIS

Abstract: This paper explores the concept of time within Baudrillard’s theory of
hyperreality on the example of Don DeLillo’s Cosmopolis. Within this theory, time
is perceived through the simulacra of the units of time measurement. In this novel,
time represents a complex flux that the characters aim at possessing and defining, yet
fail at doing so, since it proves to be too complex a concept for people to grasp and
understand fully, let alone control.

Key words: time, hyperreality, Baudrillard, DeLillo, Cosmopolis

1. Introduction

There is hardly a notion that has been, during the course of human history,
more interesting and more appealing for discussion than the concept of time. Time
seems to be the crucial element for human understanding of the world around us,
reality, and life in general. However, it is also a concept whose definition seems
to be constantly changing as we as a civilization learn more and more about the
phenomenon.

Yet, when we speak about time and what it means for people in everyday life,
time is almost exclusively regarded in terms of a timeline; that is, a chronological
line consisted of time units (e.g. seconds, minutes, years, decades, etc.) that take
place one after another, moving from the past, through the present, to the future.
Such a system of organization is an important topic among postmodern philosophers
and theoreticians, who all claim that time cannot be defined through such units,
because the phenomenon itself is non-linear and far more irregular than a timeline
presents. Among the prominent ones, Baudrillard’s theory of hyperreality (or theory
of simulacra) seems to be particularly appropriate for the topic, since time units can
be regarded as artificial, arbitrary constructs (that is, simulacra) which are used to
simulate meaning for something real (that is, time).

This theory seems to be even more suitable for discussion on time in terms
of DeLillo’s novel Cosmopolis from 2003, which concentrates on a contemporary,
consumerist society that is also the focal point of Baudrillardian theory. The novel
depicts Eric Packer, a successful businessman, and his day-long journey through the
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streets of New York which will turn out to be a one-of-a-kind quest for truth about
different notions, one of which is time.

2. Theoretical Framework

Time as a concept has been defined throughout history in various different
ways, and more often than not, those ways have been mutually contradictive. The
original definition of time as a natural phenomenon was based on Newton and his
representation of time as universal and objective. This stream of thought from physics
and science was then reflected in literature within which time was consequently seen as
a linear, chronological sequence of events. With the rise of Einstein’s theory, however,
the concept of time was forever changed for people and has ever since represented a
relative and subjective concept, which is an integral part of the spacetime continuum.
A significantly higher amount of irregularities and deviation was generally accepted
within this theory. Hence, time has ever since been considered a concept that is out of
people’s grasp and understanding, a concept so complex that people have yet to explain
and comprehend it. In literature, analogically, time has since then been represented as
non-linear, and dependent on subjective perspective and association.

Even though physics has defined time as an important part of our reality, a
dimension on its own which constitutes our world, even Einstein himself contemplated
on the concept of time in terms of human understanding and its influence on everyday
life. His statement that time started existing as a category once we started measuring
it is important for the contemporary understanding of time on various levels (Kern
2003: 19). One of them is related to Baudrillard’s theory of hyperreality in particular,
in so far that it deals with the role that technology has in our understanding of
the concept of time. Namely, Rifkin argues that “[i]t is the introduction of new
technologies that change our consciousness of spatial and temporal relationships”
(Ritkin 2004: 89). Indeed, it does appear that different technological inventions have
influenced the way people perceive time and reality during history. Some of the most
significant inventions certainly are the invention of the clock and even more the
introduction of Standard Time, which led to the establishment of time zones. This all
helped create a unique timeline, which could be defined as a sequence of events that
take place within strictly and precisely defined units of time starting from the past,
then moving through the present and eventually continuing into the future.

It is precisely this aspect of time that seems to reflect Baudrillard’s theory
of hyperreality and simulacra insofar that human system of time measurement can
be interpreted as a simulacrum. Units of time, as a category, can thus be seen as
arbitrary constructs that do not necessarily have a lot to do with the real phenomenon
of time in its essence. Just like Baudrillard’s simulacrum is “a copy without the
original” (Smith 2010: 199), time units can be seen as constructs that only simulate
actual segments of time. Such simulacra will evolve to constitute a hyperreality in
DeLillo’s Cosmopolis in which the protagonists attempt to possess and control time
with the aim of mastering it and manipulating it.
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Another aspect of time that is present in DeLillo’s novel includes the direct
interaction between the modern technology and media on one hand and time on the other.
Namely, different means of transportation and machines that speed up events or actions
(e.g. media, modern communication system etc.) have led to the creation of some kind of
a global spot, or a global village, where everything seems to happen at once. Kern argues
that “[s]imultaneity was the more directly influenced by technology, because electronic
communication made it possible for the first time to be in a sense in two places at once”
(Kern 2003: 88). Furthermore, Jameson adds that the modern communication system,
especially concerning online communication, contributes to altering our perception of time
since “[i|nstant information transfers suddenly suppress the space” (Jameson 2003: 701).
In such environment, time seems to be sped up to such an amazing rate that it appears to
lunge itself into the future.

This characteristic of time in contemporary society to seemingly “hurry” towards the
future is also represented in Cosmopolis through an American society that is obsessed with
innovation and moving forwards. This culture can be interpreted in terms of Toffler’s notion
of the accelerative thrust, which Noble mentions when he states that “[w]ith accelerated
thrust, time [or rather spacetime] is not only radically sped up but it continually increases
in speed” (Noble 2008: 67). This phenomenon is then reflected in society, he continues,
since “[t]his speeding up of time creates not just an increased obsolescence of objects and
vocabulary, but personal human relations as well”” (Noble 2008: 68). Kern seemingly agrees
with this statement, because he also notices that in such environment “[i]ndividuals behave
in distinctive ways when they feel cut off from the flow of time, excessively attached to
the past, isolated in the present, without a future, or rushing toward one” (Kern 2003: 3).
Baudrillard has an even more extreme reaction to modern technology, stating that “the eye
of the camera” becomes “substituted for time” (Baudrillard 1994: 117). Hence, from all
these claims, it can be concluded that technology is an important element, to say the least,
which the modern discussion on time inevitably has to include.

In Cosmopolis, DeLillo portrays America as a society in which a tremendous
reorientation of time and space is present, and what is more, it seems to be occurring right
before the audience’s eyes. Technology and media are a huge and above all natural part
of the world of Eric Packer, the protagonist of the novel, and in more ways than one they
appear to dictate the rhythm of life and perception of time and reality not only for Eric, but
also for the rest of the world as well. New York from this novel, or rather Eric’s perception
of New York that we are given, resembles, to a great extent, Baudrillard’s hyperreality
which rests upon the chaotic stream of information that carries no or slight meaning and a
great part of parallel characteristics between these two rests upon the concept of time.

3. Time and the world of Cosmopolis

From the very start of this novel, time is established as an important element of
the plot. Eric Packer, the protagonist, is depicted by himself as but “a mind in time”
(DeLillo 2003: 6). Throughout the novel, he seems to master and manipulate time
from his high-tech limo, which operates as some kind of an information center. Eric
follows the stream of information that is related to his business, but he also follows
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different events from different places and time zones through the media, most notably
two assassinations (the assassination of Arthur Rapp which takes place in North
Korea and that of Nikolai Kaganovich which takes place in Russia). It can even be
said that Eric in a way experiences these events as if they happen personally to him,
almost simultaneously with the moment when they actually occur in authentic time
and place. In other words, the flow of information is so rapid, that Eric is practically
a participant in the event, although he is, in fact, a mere spectator. DeLillo here
seems to point out that everything happens instantaneously everywhere nowadays
because the media has the power to make a simple, local event into a global one, thus
conquering both space and time and the distance that they imply.

Moreover, Eric does not only experience these events, he seems to own them and
more importantly manipulate them using technology. He can replay an event at his wish,
which can be interpreted as him taking a moment out of time and practically reliving it
again. This ability to stop and rewind time assigns Eric a somewhat god-like position,
since all the technology that he possesses appears to put him above the laws of nature and
natural forces. However, it is ironic how with all his power and gadgets, Eric is unable to
conquer the space of New York, since its streets prove to be an insurmountable obstacle
— his journey from one part of New York to another takes the whole day.

Another point that depicts Eric as if in complete control over time is the
episode in which he brags about different units of time measurement that modern
science invented. He introduces nanoseconds, zeptoseconds, and yoctoseconds, with
each one smaller than the previous, and each one attempting to be the true, essential
unit of time. DeLillo portrays Eric at these moments as a somewhat obsessed figure,
since his great passion for precise units of measurement practically shines from his
speeches. However, even though he tries to grasp the true essence of time by dividing
each of its arbitrary part in half, he will never be able to succeed in doing so, mostly
due to the phenomenon of the unattainable half; that is, no matter how many times
he tries to divide a unit of time into half, he can never reach the end since there will
always be a half left. What this seems to reflect is DeLillo’s opinion on the system
of measuring time as simulacra. Eric’s attempts are absurd and futile mostly because
he cannot grasp the essence of a real entity that is time by using such artificial units
that are units of time measurement. In other words, something so essentially real like
time cannot be understood in terms of artificial constructs or simulacra.

Furthermore, what this attempt of Eric’s to measure time also hints at, is his
obsession with control over things and his surroundings, which could be interpreted as
a byproduct of his almost Faustian urge for knowledge of some higher level. He often
states that he searches for something real, something that “charts” (DeLillo 2003: 21).
This, combined with his obsession with measuring time, can be interpreted as his quest
for the truth of the real, the quest for grasping the real. However, his quest often takes
the form of mere possession, as well, because his world seems to be strictly material,
even though he deals with abstract notions of virtual numbers and money. Vija Kinski,
his chief of theory, says that “[m]oney makes time. It used to be the other way around...
They began to concentrate on hours, measurable hours, man-hours, using labor more
efficiently” (DeLillo 2003: 79). This echoes the saying that time is money, and hints
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at an extremely materialistic society that the two of them inhabit. This claim is further
confirmed by the following passage from Vija’s speech on time:

Because time is a corporate asset now. It belongs to the free market system. The
present is harder to find. It is being sucked out of the world to make way for the future
of uncontrolled markets and huge investment potential. The future becomes insistent.
This is why something will happen soon, maybe today... To correct the acceleration of
time. Bring nature back to normal, more or less. (DeLillo 2003: 79)

Vija Kinski here acts as a prophet, predicting some great event that will bring
the world back to normal, but she also hints at another phenomenon of contemporary
society, and that is the accelerative thrust. Namely, the accelerative thrust, as defined
by Toffler, is the human urge to get to the future, the constant need for a change,
an innovation or generally something new. This is also seen in Eric himself, in
particular in his obsession with the obsolescence of things, words, and understanding
of the world in general. Eric himself is so advanced in his perception of the world
(or at least he sees and represents himself in such manner) that he dreams of the
day when he can continue to live on a chip. As opposed to that promising future,
machines like the ATM and other different gadgets such as walkie-talkie seem to
him obsolete and outdated. Even words such as skyscraper have no real meaning in
the contemporary world that Eric inhabits mostly because they refer to things and
goals that have already been surpassed. He openly notices that, as Noble explains,
while his world, the world of digital (precisely measured) time and rapid online flow
of information, operates on a modern, even somewhat futuristic level, the rest of the
world operates on “a modernist and sometimes even nineteenth century industrial
language platform” (Noble 2008: 61).

Moreover, Eric does not only work with futuristic technology, he is represented as a
man of the future quite literally in the novel. DeLillo describes him as a man who actually
lives in the future. He lives slightly ahead of his time in order to be able to predict the flow
of the market and hence be great at his job. He always seems to be a few seconds ahead of
the events around him. There are numerous scenes in the novel when he sees something
happening before it even happens. In each of these scenes, technology is an important
component, since it enables him to see these events usually on screen. For example, he
sees himself recoil in shock in his car before the blast of the explosion outside of his limo
actually happens. What is even more striking, he sees his own death before it actually
happens on a small screen on his watch. Hence, apart from being a man of the future, Eric
can also be described as a man who is constantly not there — he is not present in his life,
he is always ahead of it — and for that he will be destroyed, even though we are not really
given the moment of his death at the end of the novel. This motif of absence is reoccurring
throughout the novel, most notably in the scene when Eric watches the World Trade Centre,
or the famous Twin Towers, from his limo and describes them as a thing of the future.

They were made to be the last tall things, made empty, designed to hasten the future. They
were the end of the outside world. They weren’t here, exactly. They were in the future, a time
beyond geography and touchable money and the people who stack and count it. (DeLillo
2003: 36)
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Furthermore, what seems to be an even bigger problem with Eric’s striving for
the future is the fact that once the future arrives, it is a thing of the present for a short
moment and then it instantly becomes a thing of the past. This leaves one dealing with
obsolescence yet again, much like Eric does for the whole course of this novel. It also
triggers one’s need for the future even more, and further accelerates the collective thrust
towards the future. All of this creates an atmosphere of a society of lost hope and failed
expectations. DeLillo here seems to echo the famous saying that tomorrow never comes,
and for his protagonist, unfortunately, it quite literally never does. Sadly, what Cosmopolis
seems to predict for this type of future is a tragic destruction with seemingly no hope of
solution or salvation, mostly due to the fact that none of the characters live in the present
and consequently feel “located totally nowhere” (DeLillo 2003: 23).

However, DeLillo does meditate upon a completely different approach to
dealing with time, as well. Such way of life is represented in the form of Eric Packer’s
antagonist Benno Levin, a man who is homeless and penniless, and in general seems
to be a complete opposite to everything that Eric represents. He lives out of time, in
a way, since he has no awareness of time in terms of human time measuring system.
He says that he does not even own a watch or a clock, let alone register time; “I think
of time in other totalities now,” he says (DeLillo 2003: 59). However, he is no better
than Eric, since he is also portrayed as obsessive, even crazy, and his future does not
promise any more salvation than Eric’s does. The only difference between the two of
them is the fact that Benno here acts as some kind of an active agent of destruction,
as opposed to being its direct victim — he will be the one to kill Eric and fulfill Vija’s
prediction; i.e. he will be the embodiment of the infamous event from Vija’s speech
that will slow the world down, quite violently indeed.

Yet, the main point of the novel remains identical for both approaches to time and
reality. In their own, individual conflict with the concept of time, both Eric and Benno seem
to suffer in the same way. Their distorted view of time, whether they try to tame it like Eric
or ignore it like Benno, will inevitably result in distorted interpersonal relationships and
eventually in the destruction of their lives. They both are represented as detached strangers
who do not interact with other people on any normal, essentially real level. This is by far
more evident in Eric, since Benno is an outcast, and we see him living on the margins of
society to begin with, not interacting with people in general. As opposed to him, Eric is a
part of the community, and not just any, but an important, leading part of the community.
He constantly interacts with different people and he even has a family (i.e. he follows the
conventional pattern of living in a community) — he is married to Elise Shifrin (although
they are newlyweds, and the marriage is questionable when all the motifs behind it emerge)
—but he at times does not even recognize his wife in the outside world, let alone know her in
any real way. This applies to every other relationship he is depicted as having, as well — he
interacts with different women who may or may not be his mistresses and various chiefs-of
but fails to appear as though he is connected to them in any real way. Moreover, he will
even shoot his chief of security Torval, a man with whom he spends most of the time in the
novel, without so much as flinching.

DelLillo seems to use their perception of time as a symbolic indicator of how
out of balance they are in their lives. Their conflict with the notion of time seems
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to be inevitably reflected in their conflict with their surroundings, since all of the
characters seem to be out of the present moment, which is where life as we know it
actually happens. Rather than accepting the flow of time and living with it, both Eric
and Benno attempt to defy it, which Delillo depicts as unnatural and futile.

This all does indeed support the same message that Baudrillard’s theory of
simulacra and hyperreality suggests. The world indeed seems out of joint, because
it dwells too much on artificial, usually materialistic, constructs with which people
attempt to either define the real or even control it. The real that is most notable in
Cosmopolis is the concept of time and it proves to be an entity far beyond one’s reach
and understanding, and, as such, something that cannot be defined and affected by
means of human, arbitrarily-constructed notions. Just like Eric cannot own it and
Benno cannot deny it, one can never fully comprehend time, but it does not mean
that one should never try to do so. Quite the contrary, DeLillo’s message seems to
be that the quest for the real is a positive urge for one to have, as long as it does
not turn into an obsession, because obsessions, as seen from Delillo’s characters in
Cosmopolis, inevitably lead to destruction.

4. Conclusion

In DeLillo’s novel Cosmopolis, the concept of time appears to be an important
element of the plot. Moreover, the characters from the novel, most notably the protagonist
and the antagonist, seem to be in some kind of conflict with it. Eric Packer tries to control
time and even own it, whereas his nemesis Benno Levin tries to deny its existence
completely. Time is an attempted object of possession in this novel generally, but also
an ever-distant notion that somehow escapes people’s comprehension. Finally, time will
also prove to be a mighty force that will define the outcome of the lives of DeLillo’s
characters and will inevitably lead them to destruction, for Eric Packer quite literally.

Concerning the theoretical framework that applies to this novel, the world
of Cosmopolis resembles strongly Baudrillardian hyperreality, insofar that it rests
upon artificial constructs, or simulacra, and is inhabited by a strongly materialistic,
consumerist society. In terms of the concept of time, DeLillo includes Baudrillard’s
theory, in particular the part that is concerned with the notion of the timeline and the
system of time measurement and exposes both as simulacra. Furthermore, the concept
of time is represented in the novel with a strong connection to technology, especially the
contemporary communication system and the media. Technology and media affect time
so as to compress it, and to provide a possibility of simultaneity, thus creating a global
spot at which everything happens at the same time. All of this affects people’s perception
of time and hence reality and life in general. More importantly, such implications also
hint at different social issues brought by the changing perspective on time.

Cosmopolis seems to be a study of the contemporary society that is obsessed with
the future, insofar that New York, and its people, seem to be completely occupied with
the innovation, constant change and moving forward. This absurd obsession to constantly
accelerate time, especially under one’s own terms, however, only results in distorted
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interpersonal relationships which is illustrated by DeLillo’s characters who fail to be
present in their lives. They appear to be living outside of the present moment and thus, in
a way, miss their lives and people in them completely. In the end, the only promise for the
future the author here offers is a rather pessimistic one, yet with a weak ray of hope lying
in the possibility of life achieved by avoiding the specific behavior of his protagonists.
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POJAM VREMENA U HIPERREALNOSTI ROMANA
KOSMOPOLIS DONA DELILA

Rezime

U ovom radu razmatra se pojam vremena u svetlu Bodrijarove teorije o hiperrealnosti,
a na primeru romana Kosmopolis Dona DeLila. Ova teorija predstavlja vreme kroz
ljudski sistem merenja vremena, koji se moze definisati kao simulakrum. U ovom
romanu, vreme predstavlja veoma slozen fenomen koji likovi u romanu zele da
poseduju i definiSu, u éemu ne uspevaju, jer se vreme pokazuje isuvise komplikovanim
pojmom, koji ljudi teSko mogu i da shvate i razumeju, te tako ne uspevaju ni da ga
kontrolisu.

sladja_stamenkovic@live.com
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AUTOPORTRET UMETNIKA U MLADOSTI:
VREME LICNOG I UMETNICKOG SAZREVANJA
U KNJIZI SAMO DECA PETI SMIT

Um je slika. A tamo u uglu je nagovestaj spirale.
Peti Smit (2015)

These things were on my mind: the course of the artist, the course of freedom redefi-
ned, the re-creation of space, the emergence of new voices.
Patti Smith (2006)

SaZetak: Siroko polaziste ovog rada &ini filozofsko glediste Pola Rikera da je svet koji
prikazuje svako pripovedno delo uvek vremenski svet i da je prica izraz ljudske teznje da
se razume vreme i da se organizuje na narativni na¢in. U radu se takode zastupa moderno
knjizevno-kriticko glediste da je pisanje, u sustini, ¢in samootkrivanja a ne samoizraza-
vanja i s tim u vezi se isti¢e da to jo§ viSe vazi kad je posredi memoarska proza. Knjiga
memoara Samo deca Peti Smit — pank rok legende, pesnikinje 1 vizuelne umetnice — nije
vremenski linearno vodena, niti potpuno zaokruzena celozivotna prica. Pre, to je senti-
mentalna ispovest usredsredena uglavnom na jedno posebno vazno vreme njenog zivota.
1z razvojno-psiholoske perspektive, to je period od rane mladosti do rane zrelosti; iz kul-
turno-istorijske perspektive, to je period potkraj 1960-ih i tokom 1970-ih godina, uzbudlji-
vo vreme kad se Njujork ubrzano razvijao u prestonicu pop-kulture i moderne umetnosti.
Medutim, u srediStu njenog autobiografskog narativa je se¢anje na mladalacku podsticajnu
vezu s Robertom Mepltorpom — kontroverznim umetnickim fotografom — secanje fokusi-
rano na njihove rane njujorske dane ljubavi i zajednickog licnog i umetnickog sazrevanja.
Tako, Samo deca nije samo knjiga memoara koja predstavlja autoportret Peti Smit, nego
je ujedno i portret ovog kultnog umetnika. To je duboko li¢na prica, koja ukljucuje preplet
dve razli¢ite vrste vremena: fizickog (spoljasnjeg) vremena i psiholoskog (unutrasnjeg,
egzistencijalnog) vremena, ili takozvanog “clock-time” 1 “story-time”.

Kljuéne redi: ,,Samo deca”, Peti Smit, Robert Mepltorp, memoarska proza, knjizev-
nost i vreme

1. Vreme: neka pitanja i teme

Problem vremena nesumnjivo je velika i ve¢na tema ljudskog promisljanja.
Jo$ od anti¢kog doba, priroda vremena jedan je od velikih problema filozofije. Po-
stavljena su mnoga ontoloska i epistemoloska pitanja, ona koja se ti¢u njegovog
postojanja i nacina ili moguénosti njegove spoznaje. Neka klju¢na pitanja su, na
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primer, slede¢a: Da li je dobro razmisljati o vremenu kao o toku? Moze li vreme
proticati brze ili sporije? Tezina, pa i apsurdnost, ovih pitanja moze nas navesti da
0 vremenu ne razmiSljamo na ovaj nacin. S druge strane, ukoliko se odbaci me-
tafora vremenskog toka, kako je onda mogucée razumeti njegovo proticanje? Da li
postoji nesto Sto razlikuje sadasnjost od proslosti i buduénosti, ili ovde mozda nema
objektivne razlike? Sta vremenu daje pravac, tj. ¢Gime objasniti asimetriju proslosti
i budu¢énosti? Mozemo li stvoriti osecaj bezvremene egzistencije, ili mozemo samo
da posedujemo osecanje za postojanja u vremenu? Ovo su samo neka od pitanja o
prirodi i samom postojanju vremena koja su vekovima zaokupljala paznju filozofa —
od Aristotela i Zenona, preko Svetog Avgustina, a potom Lajbnica, Berklija, Kanta i
Bergsona, sve do savremenih mislilaca (Blekburn, 1999: 451).

U psihologiji se vreme definiSe kao dimenzija svesti pomocu koje osoba daje
odredeni poredak i smisao svom individualnom iskustvu (npr., Roeckelein, 2000).
Problematika vremena je u psiholoskim razmatranjima prisutna uglavnom u teore-
tisanju 1 istrazivanju o individualnom celozivotnom razvoju shva¢enom kao slozen
proces koji podrazumeva sled razvojnih promena koje se odvijaju tokom vremena i
povezane su sa vremenom zivota (tj., uzrastom) pojedinca; o nacinima subjektivnog
dozivljavanja vremena i naseg odnosa prema vremenu, svesti 0 protoku vremena
i sopstvenoj konacnosti, a s tim u vezi i o zivotnom smislu; pored toga, ona je sa
razvojem moderne kognitivne psihologije postala deo teoretisanja i istrazivanja o
prirodi nasih secanja, posebno nasih li¢nih se¢anja. Predmet paznje razlicitih pro-
ucavalaca u psihologiji su, na primer, sledeca pitanja: Da li se i kako sa starenjem
menja na$ dozivljaj vremena, dozivljaj ili poimanje nas samih (ukljucujuci samopo-
Stovanje i li¢ni identitet), kao 1 dozivljaj subjektivne dobrobiti (blagostanja) i licnog
smisla zivota (ili: smisla u zivotu)? Zasto nam izgleda da se Zivot ubrzava dok sta-
rimo? Kako to da dok starimo, vreme kao da se zguSnjava, ubrzava i izmice nasoj
kontroli, a znacajni dogadaji iz daleke proslosti izgledaju jednako jasni i stvarni kao
da su se dogodili juce? Zasto su takozvane ,,vremenske perspektive®, nasi nesvesni
kognitivni odnosi prema vremenu (prema proslosti, sadasnjosti i buducnosti) koji
uticu na osmisljavanje i organizovanje nasih Zivotnih iskustava, vazne za nas osecaj
(dozivljaj) li¢ne dobrobiti? Zasto neke dogadaje iz proslosti pamtimo, a druge zabo-
ravljamo? Iskazano frojdovskim terminima, kakva je stvarnost i uloga ,,potisnutih
secanja“? Ili, terminima moderne kognitivne psihologije pamcenja, u kojoj meri su
nasa se¢anja istinita (verodostojna), a u kojoj meri su krivotvorena (lazna; engl. false
memory) vise proizvod naseg kreiranja ili konstruisanja? I tako dalje.

S tim u vezi, naglasimo na kraju ovog uvodnog odeljka da se mnoga od na-
vedenih, Cesto kontroverznih pitanja ti¢u prirode kognitivno-psiholoskog fenomena
autobiografskog pamcenja ili se¢anja — onog dela naseg paméenja u kojem cuvamo,
skladistimo secanja iz proslog li¢nog iskustva. Autobiografsko pamcenje se istovre-
meno priseca i zaboravlja; ono se pokorava nekim sopstvenim tajanstvenim zako-
nitostima, kao da ima sopstvenu volju (Draisma, 2008: 11). Ova vrsta paméenja je
glavni oblik ljudskog pamcenja, jer je izvor sustinski vaznih informacija o naSem
zivotu, vazna je komponenta u mnogim oblicima naSeg svakodnevnog ponasanja,
a ujedno je i osnova naseg samopoimanja i samorazumevanja — naseg jedinstvenog
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samstva (sopstva, engl. self) ili pojma o sebi (engl. self-concept) , kao i osecaja lic-
nog identiteta tokom vremena i u razli¢itim okolnostima, nacina na koji odgovaramo
na vekovno, ve¢no pitanje ,,Ko sam ja?* (Vise o ovome: Draisma, 2008; Friedman,
1993; Robinson, 1992; Rubin, 1988; Zlatanovi¢, 2004).

2. Vreme i pri¢a

Razmatrajuéi tezu o uzajamnom odnosu vremena i pri¢e, narativnosti i tem-
poralnosti, istaknuti francuski filozof Pol Riker je svojom analizom ovog odnosa
znacajno uticao na savremeni narativni pristup u psihologiji i drugim drustveno-hu-
manistickim naukama. Prema njegovom cCesto citiranom gledistu, svet koji prikazuje
svako pripovedno delo uvek je vremenski svet, a prica (tj., narativ) izraz je upravo
ljudske teznje da se shvati vreme. Za Rikera, vreme postaje ljudsko vreme u onoj
meri u kojoj je artikulisano na pripovedni nacin — to jest, kad je iskazano i organizo-
vano u obliku narativa; s druge strane, prica (narativ) je onoliko bogata znacenjem
koliko ocrtava karakteristike vremenskog iskustva ili vremenske egzistencije (Ri-
coeur, 1984: 3; up. srpsko izdanje: Riker, 1993: 11). Ovom temeljnom pretpostav-
kom svoje interpretacije Riker ukazuje na to da ljudska bica teze poimaju vremena
posredstvom pric¢e. Prema njegovom tumacenju, dobre pric¢e su one koje na odgova-
raju¢i nacin osmisljavaju vreme, koje pruza odredeni osecaj ili smisao vremena. S
tim u vezi, posebno kad je posredi narativni pristup samstvu i identitetu, vredno je
takode spomenuti Rikerovo glediste da se problematika /icnog identiteta moze ar-
tikulisati samo putem vremenske dimenzije ljudskog postojanja (Riker, 2004: 120),
kao i da su ,,samstvo” i ,,drugi” toliko blisko povezani da se opiru odvajanju. Sam-
stvo kao lik u ne€ijem narativu je taj ,,drugi”’. Tako se samstvo kao autor (osoba koja
govori) i samstvo kao lik (osoba o kojoj se govori) nalaze u neprekidnom dijalektic-
kom odnosu (Martin and Barresi, 2006: 278).

Prema Denu Makadamsu (McAdams, 2006: 406—407), istaknutom zastupniku
narativnog pristupa razumevanju li¢nosti i individualnog zivota, kad nase ponasanje,
nasSe postupke, posmatramo ili nastojimo da shvatimo tokom vremena kao defini-
Suce odlike nas samih, ono $to ¢inimo ili smo ¢inili vidimo kroz pri¢u, odnosno u
okvirima zivotne price sa svojim temama i epizodama. Vidimo postupke koji vode
odredenim reakcijama ili posledicama, dostignute ciljeve, prepreke i osuje¢enja sa
kojima smo se suocavali, ostvarene namere ili namere koje su osujecene, napetost
koja raste ili opada kad se u nasoj zZivotnoj prici kre¢emo napred — od juc¢e do danas
i od danas do sutra, i sl. Tako, nasi zivoti slede jednostavan i redovan kalendar koji
se kre¢e napred i reprezentuje regularne cikluse. Vreme i zZivot ta¢no su odredeni;
svaki trenutak deli¢ je vremena, jedna epizoda povezana u vremenski organizovan
zaplet. Oni su konstruisani kao prica: zivot se usaglasava sa pricama koje mi, kao
pripadnici kulture koja naglasava individualni identitet i linearnu prirodu vremena,
znamo 1 koje pri¢amo.

Medutim, nase uobicajeno shvatanje vremena — prema kojem je ljudsko soci-
jalno ponasanje smesteno u vreme kako ga mi razumemo a zZivot svake osobe ima
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strukturu slicnu prici, tj. konstruisan je kao pric¢a sa svojim pocetkom, sredinom i
krajem — odredeno je kulturom. To $to mi tezimo da mislimo o vremenu kao o prici
a da o pri¢i mislimo terminima vremena, predstavlja, u stvari, nase zapadnjacko, na
individualizmu zasnovano, videnje vremena i price. S tim u vezi, kao Sto je americki
kulturni antropolog Kliford Girc (Geertz, 1973) svojim terenskim istrazivanjima po-
kazao, ovakvo videnje vremena jeste preovladujuce, ali ono nije i jedino. Na primer,
proucavajuéi drustvo na Baliju, Girc je utvrdio da njegovi starosedeoci zive u kulturi
koja se znacajno razlikuje od zapadnjacke na nekoliko sustinski vaznih nacina: u
pogledu ponasanja, identiteta i dozivljaja vremena. Tako, zivot na ovom indonezan-
skom ostrvu sledi slozen i neredovan kalendar, koji se ne krece napred i ne repre-
zentuje regularne cikluse. Umesto toga, vreme je klasifikovano prema odredenim,
kulturom ustanovljenim, ciklusima. Tako, na primer, danasnji datum se odnosi na
to koliko vremena je proslo (proteklo) od prethodnog praznika i koliko je ostalo do
sledeéeg praznika. Za Makadamsa (McAdams, 2006: 407), Gircov antropoloski na-
laz sugeriSe da kultura utie na poimanje vremena i price. Za razliku od stanovnika
Balija, mi u zapadnjackoj kulturi izgleda Zivimo prema narativnim pretpostavkama
0 vremenu i zivotu, snazno vrednujuci individualnost i neponovljivost naseg sop-
stvenog zivotnog toka. Posledi¢no, ukoliko bismo uklonili nase pri¢e o sopstvenoj
proslosti, bili bismo prinudeni da zivimo kao ,,stereotipni savremenici, izvan vreme-
na i izvan samstva” (McAdams, 2006: 407).

3. U prvom licu: Zivot i prica

Za Zorza Pulea (Pule, 1974), francuskog knjizevnog kriti¢ara i istori¢ara, veli-
ko otkri¢e do kojeg je dosla misao osamnaestog veka je otkri¢e fenomena pamcenja
— spoznaja da egzistirati znaci biti svoja sadasnjost, ali takode i svoja proslost i svoje
uspomene. Re¢ima Pulea (Pule, 1974: 58), ,,Covek se spasava od trenutaénog pomo-
¢u uspomena; pomocu uspomena on se spasava od ni¢ega na koje nailazimo izmedu
svih trenutaka egzistencije”.

Iako se neguju od najranijeg vremena, od antickog doba do danas, memoari su
kao knjizevna vrsta doziveli procvat tek u novije vreme i taj trend se, €ini se, nastavlja
sve naglaSenije i danas. Po definiciji, memoari (fr. mémoire — spomenica, secanja)
predstavljaju pripovedno delo u kome se izlazu uspomene autora na neka znacajnija
drustvena ili kulturna zbivanja u kojima je pisac takvih uspomena ucestvovao ili je bio
njihov ocevidac. Slika vremena, portreti i zakljucci prelamaju se kroz prizmu li¢nih
prezivljavanja i sudbine autora u doba o kome se govori, ali su i pod uticajem posledica
koje je ono donelo. Mnoga knjizevna ostvarenja koja se svrstavaju u memoare nalaze
se na granici izmedu dnevnika, zapisa, izvestaja i autobiografije. Obuhvatajuci prven-
stveno literarno svojstvo, kao i ono koje ukljucuje gradu i ¢injenice, u svakom memo-
arskom obliku se ozivljava i razotkriva jedno doba, jedan socio-kulturni trenutak, kao
i likovi i uloge udesnika i savremenika u njima (Zivkovié, 1986: 419).

Oslanjajuci se na svoje ogranic¢eno i ¢esto nedovoljno pouzdano autobiografsko
pamcenje (secanje), pisac autopoeticke ispovesti u formi memoara ili autobiografije
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nalazi se pred jednim izazovnim zadatkom: da svojim retrospektivnim unutrasnjim
pogledom pokusa da izvuce i osmisli iz sivila pa i tame se¢anja kako takozvane
zivotne ¢injenice, tako i subjektvna iskustva, dozivljaje i znaCenja, svog sopstve-
nog zivota. Kad pise o sopstvenom zivotnom iskustvu, tacnije o svom zapaméenom
iskustvu, za koje veruje da je stvarno ili istinito (a, u stvari, moze biti bar delom iz-
misljeno, konstruisano), pisac memoarske proze iz sopstvene aktuelne egzistencije,
iz pozicije ,,ovde-i-sada” pripoveda sa vremenskom distancom o onome $to poznaje,
Sto mu je blisko ili li€no vazno, i §to u svom umu kroz slike se¢anja poseduje. Me-
dutim, to li¢no znanje o ,,tamo-i-onda” moze biti krhko, nejasno pa i iskrivljeno,
a privatni posed iskustva, kako je barem frojdovska psihoanaliza snazno ukazala,
moze biti viSe ili manje sakriven od svesti. Jer, postoje trenuci Zivota kojih zelimo da
se secamo i oni trenuci koje bi radije da zaboravimo, da izbriSemo iz se¢anja, da ih
potisnemo u tamu nepojamnog nesvesnog dela nase licnosti. Pisac ovakve ispovedne
proze mora da otvori svoje unutras$nje o¢i za minulo, nepovratno vreme svog zivota,
za prosli zivot — dakle, za pogled u sopstvenu proslost, koja, kao Sto savremeni irski
pisac Dzon Banvil u romanu Drevna svetlost (Banvil, 2014: 245) na jednom mestu
kaze, ,.tako Cesto li¢i na slagalicu za koju su izgubljeni najvazniji delovi”. Takav
naknadni pogled unazad kroz vreme, u teSko dokucivu proslost, moze da znaci i
osvrt, imaginativno osvezen mnos§tvom asocijacija kao i ¢injenica iskustva, na bolna
i uznemiruju¢a emocionalna iskustva, koja onda mogu odrediti ne samo narativni
ton, nego i biti dozivljena kao moguéna pretnja postojeCem samoidentitetu. A, u
stvari, ona su, znamo, samo neizostavna zivotna grada za li¢no samosagledavanje,
samopreispitivanje i samointegrisanje kroz osobeno ljudsku sposobnost za autobio-
grafsku refleksiju — odnosno, za samorefleksiju nas samih kao li¢nih i socijalnih bica.

U svom memoarskom osvrtu, prigrlivsi sopstvene ose¢anjima ispunjene uspo-
mene, pisac takve proze mora iz skladista se¢anja, pa i onih duboko zakopanih, da
izvuce vazne slike iz proslosti, da oseti u sebi kako jedan opstiji sociokulturni kon-
tekst, tako i specifi¢nije emocionalno vazne epizode ili trenutke, susrete sa ljudima i
mesta na kojima je bio, izazove sa kojima se morao suociti, reci i stvari prozivljenog
vremena svog zivota, ili makar jednog njegovog dela. Zavisna od autorovog sec¢anja
i njegovog pogleda (jasnovidog ili zamuéenog) na proslost iz aktuelne perspektive,
memoarska proza moze biti iskrivljena u pogledu istinitosti, no ona, za razliku od
pisanja istorije, uvek ,,pruza ukus, ziv osecaj, onoga $to je stvarno bilo” (Phillips,
1986: 629). Prema knjizevno-kritickom gledistu Aleksandera Blekburna (Blackburn,
1987: 7), pisanje je, u sustini, ¢in samootkrivanja a ne samoizrazavanja, ili se barem
ne svodi na ovo poslednje. Tako: ,,Kad blize obratite paznju na vas dozivljaj vre-
mena i prostora, imaginacija kao suStinska mo¢ uma nadmasuje dozivljaj, Sire¢i ga
u stvarni svet, pesmu ili pri¢u, u kojem nas stvarni svet vidimo kao da nam je prvi
put” (Blackburn, 1987: 7). Ovom zapazanju moglo bi se dodati da to jos vise vazi
kad je posredi memoarska proza, Cije pisanje je, u stvari, naratorovo otvaranje vrata
svoje duse, svog istinskog unutrasnjeg samstva kao dubokog kreativnog izvora knji-
zevnog (umetnickog) stvaranja, njegov kreativni nacin traganja za samosaznanjem
kroz, metafori¢no receno, silazak u vreme, posetu vremenu, putovanje u sopstvenu
proslost. To je stvaralacki put prepoznavanja odredenih srznih ose¢anja i vrednosti,
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temeljnih posvecenosti ili odanosti, individualnog samstva — put i putovanje do sebe
samog.
Ove reci su, ¢ini se, prikladna najava odeljka koji sledi.

4. Slike seéanja, slike vremena u knjizi Samo deca Peti Smit

Knjigu memoara Samo deca Peti Smit (Smit, 2013) — muzicke rok legende,
uticajne figure na nekadasnjoj pank-rok i novotalasnoj sceni Njujorka, kantautorke i
istinske rok-pesnikinje koja je na tragu Boba Dilana i Leonarda Koena snazno dopri-
nela kreativnhom stapanju poezije i rok muzike, nezavisne i slobodoumne drustvene
aktivistkinje, knjizevnice i svestrane vizuelne umetnice, jedne od kljucnih umetnika
rok muzike koja je vremenom postala , kriterijum za potonje generacije rok umet-
nika” (Du Noyer, 2013: 116) — njenu poetski snaznu autobiografiju sagledavamo u
ovom radu u kontekstu prethodno izlozenog razumevanja sloZenih uzajamnih odno-
sa izmedu objektivnog i subjektivnog ili spoljasnjeg (linearnog) i unutrasnjeg (egzi-
stencijalnog) vida ili dimenzije vremena, izmedu memoara i pisca, vremena i price,
seCanja i samstva, narativa i identiteta.

Uz priznavanje vrednosti memoarske ili autobiografske proze za razumevanje
licnosti 1 zivota njenog autora, ali i ukljucenih likova, kao i za razumevanje duha
vremena i mesta obuhvaéenih u takvoj prozi, naglaSavamo da ova knjiga se¢anja
(ovencana 2010. godine uglednom americkom knjizevnom nagradom “National
Book Award”) ne pruza jednu vremenski linearno vodenu i potpuno zaokruzenu, ce-
lozivotnu pricu. Umesto toga, potvrdujuci snazno da ne postoji potpuno objektivna
li¢na istorija ve¢ da je ona uvek u umu pojedinca, posredi je li¢na prica satkana iz
rasutih fragmenata sec¢anja na rani, mladalacki period boemskog Zivota Peti Smit.
To je period zapocet kada se ona, kao dvadesetogodisnjakinja, sa velikim umetnic-
kim ambicijama (katkad snaznim, a katkad poljuljanim) i romanti¢arskim pogledom
na to ,,kako umetnik treba da zivi i za Sta treba da se zrtvuje” (Smit, 2013: 71) u
julu 1967. godine preselila iz Nju Dzerzija u Njujork, iz autobiografskih priseca-
nja na period jednog novog, a pokazace se, i znacajnog pocetka. Knjiga Samo deca
je, dakle, sentimentalna i krajnje iskrena ispovest usredsredena uglavnom na jedno
posebno vreme njenog zivota, na mladalacke dane njenog licnosnog i umetnickog
samootkrivanja i samooblikovanja, na ljude i dogadaje jednog perioda koje je ona
smatrala li¢no posebno vaznim i vrednim spomena.

Za razliku od druge, u prevodu kod nas objavljene, knjige Peti Smit, sa naslo-
vom Sakupljanje vune (Smit, 2015) — koju je njen prevodilac Zoran Paunovié¢ u svo-
joj kratkoj belesci na poledini ovog izdanja prikladno odredio kao impresionisticku
zbirku slika, utisaka i ose¢anja iz detinjstva Peti Smit, zbirku tekstova koja je ujedno
poetska proza i roman o odrastanju, u kojem ona, upoznajuci spoljasnji svet, oslus-
kuje sopstveni dozivljaj bolnog prelaska iz sveta nevinosti u svet iskustva (v. Smit,
2015) — Samo deca je u osnovi knjiga koja predstavlja ne nisku ve¢ slozen amalgam
secanja na gorko-slatko vreme kada je kao veoma mlada odlu¢ila da preokrene sklop
1 tok svog zivota, da mu da novi pravac. Psiholoski, to je se¢anje na vreme tesko-
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¢a 1 izazova na putu linog i umetnickog sazrevanja, na putu ka sopstvenoj imagi-
narnoj buduénosti i ka zamisljenim ili moguénim samstvima (ili, jungovski receno,
na putu razvoja i individuacije li¢nosti), seCanje na formativne godine mladalackog
samoispitivanja i konstruisanja sopstvenog licnog i umetnickog identiteta. Re¢ima
Peti Smit (Smit, 2013: 97): ,, Kuda sve to vodi? Sta ¢e biti s nama? Bila su to nasa
mladalacka pitanja, i mladalacki odgovori uskoro su usledili. Sve nas je to vracalo
nama samima. Postajali smo svoji.” Za mladog umetnika to je zivotno doba kad se u
dubini svoga bic¢a po€inje sve snaznije i sve jasnije osecati da stvarati umetnost znaci
ujedno stvarati sebe samog, graditi moguéne ishode sebe kao stvaraoca i osobe. To je
subjektivni osecaj koji mladoj osobi pruza novi, sustinski vazan, stepen razumevanja
— ,,privilegovanog uvida”, kako bi rekla Peti Smit (Smit, 2013: 16).

1z perspektive uticajne teorije Erika Eriksona (Erikson, 1968: 2008) o psihoso-
cijalnom razvoju pojedinca, to je period individualnog razvoja samopoimanja i sa-
moidentiteta (engl. self-identity), period na prelazu od rane mladosti do rane zrelosti
(odnosno, ranog odraslog doba), kada mlada osoba nastoji da odgovori na slozena
pitanja u pogledu sopstvenog samstva i licnog identiteta. U ovom stadijumu razvoja,
glavno postignucée u razvoju licnosti je izgradnja zrelog licnog identiteta, a glavni
psiholoski konfikt je ,,identitet nasuprot konfuzije”. U tom licnom nastojanju, ispu-
njenom krizama i izazovima, ona sti¢e osecanje da je jedinstveno, osobeno ljudsko
bice a ipak spremno da se uklopi u neku ulogu u drustvu, bilo da se ta uloga odnosi
na usavrSavanje postojeceg ili na uvodenje neceg novog. Osoba postaje svesna indi-
vidualnih sastavnih karakteristika, prioriteta anticipiranih ciljeva, potrebe stvaranja
planova o budu¢em zanimanju, kao i jacine i svrhe kontrolisanja sopstvene sudbine.
To je period u Zivotu kad ona Zeli da dode do jasnije spoznaje o tome ko (5ta) je u sa-
dasnjosti i ko (Sta) zeli da bude u buduénosti, koje su njene vrednosti i smerovi koje
¢e slediti u svom Zzivotu. Glavni psihosocijalni razvojni izazov ovog stadijuma je
uspesno razreSenje mogucéne zbunjenosti, zbrke ili krize identiteta (v. takode: Berk,
2008; Hol i Lindzi, 1983). Memoarska proza Peti Smit, iako dotice i se¢anja na rano
detinjstvo (,,Secanja na to neodredena su poput crteza na staklu” (Smit, 2013: 13)) i
kasnije periode detinjstva i rane adolescencije, ovde je, dakle, uglavnom fokusirana
na jedno, nazovimo ga, ,,grani¢no” doba zivota jedinke, kad se zivotne mogucnosti
¢ine gotovo bezgrani¢nim, doba koje je posebno vazno za licno samopoimanje i
samoizrastanje kao licnosti, tj. kao osobe u celini.

A opet, posmatrano iz istorijske perspektive i sa fokusom paznje na razvojima
u americkoj kulturi i drustvu, to je period potkraj burnih i bu¢nih 1960-ih i tokom
1970-ih godina u Njujorku — jedno kulturoloski zanimljivo i na svoj na¢in uzbudlji-
vo vreme, kad se ovaj grad za mnoge Zeljne uzbudenja i uspeha poceo dozivljavati
kao istinski ,,otvoreni grad”, ostajuéi to i danas, i kad se ubrzano razvijao u presto-
nicu pop kulture i moderne umetnosti, srediste koje ¢e mnogim umetnicima pruzi-
ti stvaralacki podsticaj i energiju. Opisujuc¢i intelektualnu situaciju toga vremena,
francuski filozof Zil Lipovecki saZeto primecuje:

»Sezdesete godine i pocetak sedamdesetih jesu avangardisticke godine: sinkretizam je
pravilo trenutka, treba ukinuti granice, dekonstruisati oblasti i koncepte, izgraditi mo-
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stove izmedu odvojenih disciplina i suprotnih teorija. Konceptualnost usvaja strategiju
otvaranja i destabiizacije: frojdo-marksizam, strukturalo-marksizam, strukturalisti¢ki
frojdizam, antipsihijatrija, shizo-analiza, libidna ekonomija, itd. Filozofija odbija za-
tvaranje i usvaja nomadski stil,, (Lipovecki, 1987: 108).

Uz to, kontrastirajuci pojavljivanje i ispoljavanje postmodernizma u umetnosti
naspram prethodne moderne umetnosti, Zil Lipovecki navodi miljenje socijalnog
mislioca Denijela Bela, prema kojem umetnost modernizma Sezdesetih, teze¢i po-
novnom pronalazenju prvobitnih izvorista poriva, i slobodnom razmahivanju iracio-
nalistickog senzibiliteta, ,,gubi svaku meru, definitivno porice granice izmedu umet-
nosti i zivota, odustaje od distance izmedu gledaoca i dogadaja u prilog trenutnog
efekta (akcije, hepeninzi, Living teatar)” (Lipovecki, 1987: 104). To je, dakle, vre-
me ,,avangardistickog kulta Novog” (Lipovecki, 1988: 108), vreme pojave i razvoja
novih umetnickih senzibiliteta i alternativnih umetnickih pojava i ideja, od kojih
su neke, svojim upadljivim odvajanjem od preovladujucih tokova umetnosti, cesto
oznacavane kao ,,anti-umetnost” (npr., Lippard i sar., 1977).

Tako, vesto stapajuci vreme i prostor, Peti Smit je u ovoj memoarskoj knjizi
portretisala, sa ose¢anjem za detalj, jedno vreme i jedan grad, docaravsi svojim sli-
kama kulturnu i potkulturnu atmosferu i andergraund muzic¢ku i umetnicku scenu u
Njujorku toga vremena — vremena koje je slavilo pomirenje visoke kulture sa ma-
sovnom (popularnom) kulturom, u gradu u kojem je vladala nenametljivo slobodna
i kreativna umetnicka atmosfera. Na stranicama njene knjige opisana je sa puno
zanimljivih 1 zivopisnih detalja, jezikom koji je ujedno sirov i prefinjen, atmosfe-
ra ispunjena razli¢itim oblicima li¢nog 1 umetni¢kog traganja i esperimentisanja,
atmosfera zbog koje je ovaj grad — sa svojim brojnim muzejima, galerijama, pozo-
riSnim scenama, knjizarama i muzi¢kim klubovima — postao pozornica raznih umet-
nickih pojava u svim oblicima umetnickog stvaralastva i tako magnetski privlacan i
obecavajuéi kako za ve¢ afirmisane umetnike tako, jos viSe, za ,,entuzijasti¢nu decu”
(kako bi rekla Smitova; Smit, 2013: 121), za mlade Zeljne drugacijeg senzibiliteta i
kreativnog samoiskazivanja.

U tom vremensko-prostornom okviru, u knjizi se na mnogim kultnim mestima
koja ¢ine vazan deo gradskog pejzaza ondasnjeg Njujorka — od slavnog i ekscen-
tri¢nog hotela ,,Celzi” (,,U sobi do nase Dylan Thomas napisao je svoje poslednje
stihove” (Smit, 2013: 144)), legendarnih muzickih klubova ,,Max’s” i ,,CBGB” gde
su nastupali brojni novi rok i pank rok muzicari (ukljucujuci i samu Peti Smit sa
svojim bendom ,,Patti Smith Group*), avangardnih pozorista kao Sto je ,,La Ma Ma”,
do muzeja moderne umetnosti (,, MOMA”) — pojavljuju mnoga znacajna umetnicka i
muzicka imena blisko povezana sa ovim gradom i njegovom ondasnjom kulturnom
(subkulturnom) scenom. Tako, u razli¢itim okolnostima pojavljuju se pisci i umetnici
kao $to su Vilijam Barouz, Alen Ginzberg, Gregori Korzo i Endi Vorhol, kao i mladi
Sem Separd (sa kojim je Smitova saradivala u drami Cowboy Mouth, i rok muzi&ari
kao $to su Dzenis Dzoplin, Dzimi Hendriks, Dzoni Vinter, Tom Verlen i Televizn,
Lu Rid i Velvet Andergraund, Grejs Slik i Dzeferson Erplejn, i dr. Njujork 1970-ih
godina, kad se na razli¢ite nacine tezilo probijanju granica licne i stvaralacke slobo-

548



Ljubisa Zlatanovi¢

de, mnogi su dozivljavali kao mesto mogucnosti i susretanja razlicitosti, grad koji je
ujedno nenametljivo slobodan i gdekad nebezbedan, megalopolis sa svojim svetlo-
stima i senkama, no uvek uzbudljiv i inspirativan. Pre i iznad svega, Njujork onda,
kao 1 danas, dozivljavan je kao grad Sansi koje mogu otvoriti vrata, grad Zelja i nada.
A, njujorska alternativna umetnicka scena toga vremena — nesputana i razudena — za
mnoge je danas predmet nostalgije. Cini se da i ova knjiga Peti Smit ima nesto od te
nostalgije za Njujorkom sedamdesetih godina proslog veka.

Posmatrana u celini, autobiografska naracija u knjizi Samo deca pruza Cita-
ocu ujedno licnu ispovest o jednom subjektivno vaznom periodu zivota Peti Smit
i sliku umetnicke i muzicke subkulturne atmosfere ondasnjeg Njujorka — jednog
vremena koje se tragi¢no zavrsilo sumanutim ubistvom Dzona Lenona 8. decembra
1980. godine ispred zgrade Dakota u kojoj je stanovao sa Joko Ono u Njujorku, a
onda i ozvani¢enjem AIDS-a kao novog klini¢kog sindroma koji je ubrzo, kad se
dvadeseti vek blizio svome kraju, poceo da odnosi mnoge zivote. Medu njima, i
zivot Roberta Mepltorpa (1946—1989), kontroverznog umetni¢kog fotografa — po-
znatog po svojim visokostilizovanim, senzitivnim i ¢esto provokativnim erotskim
fotografijama — srodne umetnicke duse i mladalacke ljubavi, prijatelja i umetnickog
partnera, Peti Smit. Na fotografijama ovog kultnog umetnika Smitova se ¢esto po-
javljuje kao model, kao muza, kao inspiracija, ukljucuju¢i onu slavnu fotografiju,
svojevrsnu modernu ikonu, portret Peti Smit za njen izuzetni debitantski, sada veé
»Kklasi¢ni” , ,,istorijski” album Horses, objavljen 1975. godine. Upravo je smrt ovog
umetnika — jedne od ikona njujorske potkulturne scene sedamdesetih, sa kojim je tih
ranih njujorskih dana od 1967. do 1974. godine, Smitova delila duboku uzajamnu
bliskost u skromnoj sobi hotela ,,Celzi” i sa kojim je kreativno odrastala, tragajuéi za
sopstvenim umetni¢kim izrazom i formom svog kreativnog izrazavanja, za sopstve-
nim glasom — podstakla pisanje ove memoarske knjige.

Povezujuéi razlicite, prili¢no jasne i precizne fragmente secanja i aspekte ili
vidove temporalnosti (objektivno i subjektivno vreme, vreme proslo i vreme buduce,
ono ,,pre” i ono ,,posle”), njena knjiga seCanja otvara se i sklapa trenucima umiranja
i smrti Roberta Mepltorpa — momentima osluskivanja samrtne tisine, ,,koja jedva
da moze da se iskaze Citavim jednim ljudskim vekom” (Smit, 2013: 307) — ali i
spoznajom-providenjem, unutrasnjim glasom Smitove kako da ,,mladi¢u koji je vo-
leo Mikelandela” (Smit, 2013: 310), svojoj neprolaznoj ljubavi i odanom prijatelju
(i onda kad su njihovi zivoti krenuli drugacijim tokovima; ,,odvojenim putevima
zajedno” (Smit, 2013: 243)) kaze ,,zbogom” — kako da jednog dana napise pricu o
sudbinski povezanoj ,,deci ponedeljka”, pri¢u o jednoj ljubavi i prijateljstvu, pricu o
njima samima, kako da ispuni to obec¢anje koje je dala Robertu pre nego $to je umro.
Kraj knjige je, kako je Teofil Panci¢ (2013) lepo primetio veli¢anstveno potresan i
potresno velicanstven — dakle, petismitovski:

,,Oprostili smo se 1 oti§la sam iz njegove sobe. Medutim, nesto me je nateralo da
se vratim. Bio je u laganom snu. Stajala sam tamo i posmatrala ga. Bio je tako miran,
kao dete koje pripada nekom drugom vremenu. Otvorio je o¢i i nasmesio se. “Vec si se
vratila?” 1 ponovo je utonuo u san.
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I tako je ta scena, kada sam ga poslednji put videla, nalikovala onoj kada sam ga i upo-
znala. Scena usnule mladosti okupane svetlo$éu, scena mladica koji otvara o¢i i osme-
huje se u casu kada prepoznaje onog ko mu nikada nije bio stranac® (Smit, 2013: 311).

Ta li¢na prica o Robetu i Peti, o licnosnom i umetni¢kom odrastanju dvoje mla-
dih buntovnih zanesenjaka, sa izvornim osec¢ajem li¢nog i kreativnog stila, rodenih
istog dana u nedelji, u ponedeljak, iste 1946. godine, vodenih u svom samorazvoju,
samooblikovanju i gradenju umetnicke karijere Zeljom za beskompromisnim krea-
tivnim dokazivanjem i ranom spoznajom da je umetnost iznad svega oblik nesputa-
nog kreativnog traganja i samoizrazavanja, ¢ini narativno jezgro memoarske knjige
Samo deca — dragocenog knjizevnog svedocCanstva iz pera jedne izuzetne umetnicke
li¢nosti, jedinstvene PatriSe ,,Peti” Smit.

5. Zakljutak

Vreme je velika i ve¢na tema ljudskog promisljanja. U bavljenju tim slozenim
problemom, filozofi razli¢itih epoha postavljali su brojna pitanja o postojanju vre-
mena i nacinu njegovog saznavanja. Definisano kao dimenzija svesti, vreme je kao
tema na razlicite nacine takode prisutno u psiholoskom teoretisanju i istrazivanju. U
novije vreme, problematika vremena posebno je prisutna u narativnom pristupu ra-
zumevanja li¢nosti (identiteta) i individualnog Zivota — pristupu koji se usredsreduje
na nivo konstruisanih integrativnih zivotnih pri¢a sa svojim temama i epizodama,
narativima koji nam govore o oblicima zivota koje pojedinci nastoje da izgrade, o
tome Sta ¢ini njihov osobeni zivotni smisao, i $ta je to Sto njihovim zivotima u celini
pruza osecaj jedinstva, sklada i svrhe (npr. McAdams, 2006, 1988). NasSe shvatanje
vremena i konstruisanje zivota kao price odredeno je kulturom. Kulturno-antropo-
loska istrazivanja su pokazala da nasa teznja da mislimo o vremenu kao o prici a da
o pri¢i mislimo terminima vremena predstavlja, u stvari, nase zapadnjacko, na in-
dividualizmu zasnovano, videnje vremena i price (Geertz, 1973; McAdams, 2006).

Na temelju ovakvog poimanja vremena i nacina na koji kao (hajdegerovski
re¢eno) bica-u-vremenu mislimo o sebi samima i o svojim individualnim zZivotima,
konstruisuci li¢ni identitet i egzistencijalni smisao, u radu je tema knjizevnosti i vre-
mena razmotrena specifi¢nije u okvirima memoarsko-autobiografske proze kao knji-
zevne vrste koja se neguje od najranijih vremena do danas. Pisanje memoara uvek je
zavisno od secanja, od autobiografskog pamcenja pisca, koji svojim retrospektivnim
unutra$njim pogledom, iz pozicije ,,ovde -i-sada”, nastoji da izvuce i osmisli iz svog
secanja kako dogadaje i1 zivotne Cinjenice (,,objektivnu proslost”) tako i subjektiv-
na iskustva (dozivljaje) i njihova li¢na znacenja (li¢no znanje o ,,tamo -i -onda”).
Za njegov kreativni knjizevno-memoarski rad moze se re¢i ono $to je Aleksander
Blekburn (Blackburn, 1987: 7) rekao za knjizevnost uopste: u sustini, pisanje je ¢in
samootkrivanja a ne samoizrazavanja.

Knjiga memoara Samo deca Peti Smit sagledana je u ovom radu u kontekstu
ovakvog razumevanja slozenih odnosa izmedu memoara i pisca, vremena i price,
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secanja i samstva, narativa i identiteta. Naglaseno je da njena memoarska proza nije
vremenski linearno vodena, niti potpuno zokruzena celozivotna pri¢a. Ona, dakle,
nije sveukupni zivotopis, nego sentimentalna ispovest sa primarnim fokusom paznje
na jedno posebno vazno vreme njenog zivota. Pri tome, u srediStu njenog autobi-
ografskog narativa je se¢anje na mladalacku podsticajnu vezu sa Robertom Mepl-
torpom — kontroverznim i ekscentricnim umetni¢kim fotografom — na njihove rane
njujorske dane ljubavi i zajednickog licnog i umetnickog sazrevanja. Otuda, Samo
deca nije knjiga memoara koja predstavlja autoportret Peti Smit, nego je ujedno i
portret ovog kultnog umetnika. To je duboko li¢na prica, ¢ija temporalna dimenzija
ukljucuje slozen preplet dve razliite vrste vremena: fizickog (spoljasnjeg; linear-
nog i regularnog) vremena i psiholoskog (unutrasnjeg, egzistencijalnog) vremena, ili
onoga $to se u literaturi (npr. Kenyon and Randall, 1977) takode oznacava terminima
clock-time 1 story-time. Vremena koje merimo i vremena koje pamtimo i o kojem
pri¢amo.
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Ljubisa Zlatanovi¢

SELF-PORTRAIT OF A YOUNG ARTIST:
THE TIME OF PERSONAL AND ARTISTIC MATURATION
IN THE MEMOIR BOOK JUST KIDS BY PATTI SMITH

Summary

The wide background of this work is Paul Ricoeur’s philosophical point of view that
the world which presents any narrative work always refers to time, while the story is an
expression of human need to understand time and organize it in the narrative manner.
The article also supports the modern literary-critical view that the writing is an act of
self-discovery not simply self-expression, and thus emphasizes that this is even more
true in memoirs. The memoir book Just kids by Patti Smith — a punk rock legend, poet
and visual artist — is not linearly temporal, nor is it a complete lifelong story. It is rather
a sentimental confession focused mainly on a single, immensely important period of
time in her life. From the developmental psychology perspective, it is the period from
the early youth to the early maturity; from the cultural, historical perspective, it is the
period from the late 1960s and during 1970s, the exciting time when New York was be-
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coming the capital of pop — culture and modern art. However, the core of the author’s
autobiographical narrative is a memory of her youth-inspired relationship with Robert
Mapplethorp — a controversial art photographer — the memory focused of their early
love days in New York and their joint personal and artistic maturation. Thus, Just kids
is not only a memoir book that represents an self portrait of Patti Smith; at the same
time, it is also a portrait of this cult artist. It is a deeply intimate story which includes
the interweaving two different kinds of time: physical (outer) time and psychological
(inner, existential) time, or a so-called “clock-time” and “story-time”.
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