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Ana Ci¢kovié
Filozofski fakultet u Osijeku
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Jezik kao sredstvo manipulacije u medijskom
i politickom diskursu: slu¢aj Milanovica i
Plenkovic¢a

Rad se bavi analizom uloge jezika u medijskom i politickom diskursu, fokusirajuéi se na oslo-
vljavanje kao alat za postizanje negativnog pragmatickog u¢inka poput ironije, sarkazma i pejo-
rativnosti. Posebna paznja posveéena je medusobnom oslovljavanju politi¢ara Andreja Plenko-
vi¢a i Zorana Milanovica. Oslovljavanje se analizira na primjerima ¢lanaka s mreznih stranica
dnevnih novina Vecernji list, 24sata, Indeks.hr, Dnevnik.hr, Slobodna Dalmacija, Novi list,
T-Portal te mreznih stranica politickih portala Objektivno.hr, Direktno.hr 1 Nacional hr. Kor-
pus obuhvaca ¢lanke od 2020. do 2024. godine, prikupljene s razli¢itih medijskih i politickih
portala, a pocetna godina korpusa izabrana je aferom JANAF jer su te godine poceli intenzivniji
verbalni, pragmaticki negativni, sukobi izmedu predsjednika Republike Hrvatske Zorana Mila-
novica i predsjednika Vlade Andreja Plenkovica.

Kljucne rijeci: Andrej Plenkovi¢, Zoran Milanovi¢, ironija, sarkazam, pejorativnost

Language as a Tool of Manipulation in Media and Political Discourse: The Case of Mila-
novi¢ and Plenkovi¢

The paper analyzes the role of language in media and political discourse, focusing on forms of
address as a tool for achieving negative pragmatic effects such as irony, sarcasm, and pejora-
tiveness. Special attention is given to the mutual forms of address used by politicians Andrej
Plenkovi¢ and Zoran Milanovi¢. The analysis is based on examples from articles published on
the websites of daily newspapers Vecernji list, 24sata, Indeks.hr, Dnevnik.hr, Slobodna Dalma-
cija, Novi list, T-Portal, and political portals Objektivno.hr, Direktno.hr, and Nacional hr. The
corpus comprises articles from 2020 to 2024, collected from various media and political portals,
with 2020 chosen as the starting year due to the JANAF affair, which marked the beginning of
more intense verbal, pragmatically negative conflicts between the President of the Republic of
Croatia, Zoran Milanovi¢, and the Prime Minister, Andrej Plenkovié.

Keywords: Andrej Plenkovi¢, Zoran Milanovié, irony, sarcasm, pejorativeness

Uvod

Jezik se smatra jednim od najmo¢nijih alata koje ljudi koriste za komunikaciju,
ali i za oblikovanje stavova, misljenja i ponasanja. Jezik Cesto postaje sredstvom
manipulacije u medijskom i politickom diskursu, gdje se rijeci biraju, oblikuju i
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prikazuju s ciljem utjecanja na javno misljenje. Ta mo¢ jezika moze imati duboke
posljedice na drustvene, politicke i ekonomske procese.

Politicari se gotovo uvijek oslanjaju na jezik kako bi prikazali ideje, pridobili podr-
Sku javnosti ili opravdali svoje odluke. U tom se kontekstu koriste retoricke strate-
gije poput eufemizama, hiperbola, polarizacije i namjerne dvosmislenosti. Upravo
takve jezi¢ne manipulacije oblikuju percepciju stvarnosti te utjecu na to kako jav-
nost razumije odredene situacije.

Mediji, kao posrednici izmedu dogadaja i publike, imaju klju¢nu ulogu u oblikova-
nju javnog mnijenja. Kroz odabire rijeci, naslova i1 vizualnih prikaza mediji Cesto
kreiraju narative koji odgovaraju odredenim interesima, $to uvelike utjece na to
kako publika interpretira dogadaje.

Razvojem interneta i drustvenih mreza manipulacija jezikom postala je raspro-
stranjenija i sofisticiranija. Algoritmi potiCu Sirenje sadrzaja koji izazivaju snazne
emotivne reakcije, a fenomen /aznih vijesti oslanja se na manipulativan jezik kako
bi obmanuo korisnike i oblikovao javno mnijenje. Iako je sloboda govora osnovno
ljudsko pravo, zloupotreba jezika za dezinformiranje ili poticanje mrznje ugrozava
demokratske principe. Novinari, politi¢ari i tehnoloske platforme imaju moralnu
odgovornost da koriste jezik na transparentan, objektivan i odgovoran nacin.

Funkcionalni stilovi u medijskom i politickom diskursu

Funkcionalni stilovi jezika odrazavaju na¢in na koji se jezik koristi u razli¢itim drustve-
nim kontekstima, prilagodavaju¢i se potrebama komunikacije. Medijski i politicki dis-
kurs, kao dva klju¢na ¢imbenika javnog izrazavanja, oblikuju se kroz specifi¢cne funk-
cionalne stilove koji ne samo da prenose informacije, ve¢ i utjecu na stavove publike.

Medijski diskurs obiluje informativnim i publicistickim stilom. Informativni stil
temelji se na jasnom, sazetom i objektivnom prenosenju informacija Ciji je cilj da
se publici pruzi pravovremena i relevantna vijest. S druge strane, publicisticki stil
kombinira informativnu i estetsku funkciju te koristi jezi¢ne elemente poput meta-
fore, hiperbole ili simbolike kako bi povecao privla¢nost sadrzaja i izazvao emoci-
onalnu reakciju publike. Urednici i novinari oslanjaju se na retoricke tehnike, kao

Sto je ironija, kako bi pridobili publiku i predstavili odredeni narativ.

Politi¢ki diskurs uglavnom koristi retoricki stil koji je usmjeren na uvjeravanje i mo-
bilizaciju publike. Politicari koriste izrazajne jezi¢ne strategije, kao $to su eufemizam,
paralelizam i ponavljanje, kako bi stvorili upecatljive poruke i utjecali na emocije
publike. U politickom govoru ¢esto dolazi do preklapanja sa stilovima koji su odlika
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pravnog i administrativnog diskursa, posebno kad se radi o formalnim izjavama, za-
konima 1 ugovorima. Taj jezik karakterizira preciznost, jasnoc¢a 1 formalnost, ali moZze
biti i namjerno slozen kako bi se prikrio ili umanjio znacaj odredenih informacija.

Medijski 1 politicki diskurs medusobno su povezani, pri ¢emu se njihovi funkci-
onalni stilovi ispreplicu. Politicari koriste medije kao platformu za Sirenje svojih
poruka, prilagodavajuci svoj diskurs medijskim standardima. S druge strane, me-
diji oblikuju politicke poruke prema svojim potrebama i ciljanoj publici, Sto ¢esto
dovodi do pojednostavljivanja ili senzacionalizacije. U navedenom procesu granica
izmedu informativnog i manipulativnog jezika postaje nejasna. Mediji nerijetko ko-
riste politicke izjave te izjave politiCara kao osnovu za svoje price, interpretirajuci
ih kroz prizmu publicistickog stila kako bi izazvali ve¢i interes publike. To moze
dovesti do iskrivljenja izvornog znacenja politickih poruka i njihovog prilagodava-
nja agendi odredenog medija. S druge strane, etika je jedan od vaznih ¢imbenika
u upotrebi funkcionalnih stilova u medijskom i politickom diskursu. Prekoracenje
granice izmedu informiranja i manipulacije moZe imati negativne posljedice na
demokratske procese i povjerenje javnosti. Vrlo je vazno da i novinari i politic¢ari
budu svjesni svoje odgovornosti u oblikovanju javnog mnijenja. Transparentna ko-
munikacija, poStivanje ¢injenica i izbjegavanje manipulativnih strategija kljucni su
za oCuvanje povjerenja publike, Sto u analizi ¢lanaka u ovom radu nije slucaj.

Metodologija istraZivanja oslovljavanja u medijskom i politic(kom diskursu

Istrazivanje se u ovom radu temelji na medusobnom oslovljavanju dvaju politicara
u medijskom i politickom diskursu. Korpus se sastoji od novinskih ¢lanaka te videa
kao vjerodostojnih izvora samog konteksta i rijeci, a prikupljen je u razdoblju od
2020. do 2024. godine. Korpus je prikupljen tijekom svibnja 2024. godine, a sastoji
se od 18 primjera. Naime, prema mreznim ¢lancima, medusobno oslovljavanje po-
liticara Andreja Plenkovic¢a i Zorana Milanovi¢a zapocelo je od afere JANAF koja
se dogodila krajem 2020. godine.

Nazivi su se istrazivali na mreznim stranicama dnevnih novina Vecernji list, 24sata,
Indeks.hr, Dnevnik.hr, Slobodna Dalmacija, Novi list, T-Portal te mreznim strani-
cama politi¢kih portala Objektivno.hr, Direktno.hr i Nacional hr.!

U radu ¢e se istrazivati sljedece pretpostavke: 1) u medijskom i u politickom dis-
kursu pomocu oslovljavanja posti¢i ¢e se negativan pragmaticki ucinak — sarkazam,

1 U nastavku Ce se rada pisati kratice za navedene mrezne izvore: VL za Vecernji list, 24S za 24sata, IND za Indeks.
hr, DN za Dnevnik.hr, SD za Slobodna Dalmacija, NL za Novi list, T-P za T-Portal, OBJ za Objektivno.hr, DHR za
Direktno.hr te NAC za Nacional hr.
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ironija i pejorativnost, 2) u medijskom diskursu bit ¢e vise primjera ¢ime se po-
tvrduje politicka manipulacija jezikom. Analizirat ¢e se rijeci kojima predsjednik
Republike Hrvatske imenuje predsjednika Vlade i obrnuto.

Rezultati

Rezultati analize medusobnog oslovljavanja politi¢ara Andreja Plenkovica i Zora-
na Milanovi¢a u medijskom i politickom diskursu otkrivaju sloZzene pragmaticke
1 tvorbene znacajke tog oblika komunikacije. U oba slucaja, cilj oslovljavanja je
postizanje negativnog pragmatickog ucinka, koji se ostvaruje kroz ironiju, sarka-
zam i pejorativnost. Analizom se jasno uocava dominacija neuljudnih strategija u
izrazavanju, koje su potvrdene kroz razli¢ite tvorbene nacine.

S obzirom na nacin tvorbe nacini oslovljavanja svrstani su samo u jednu skupinu —
oslovljavanje za postizanje negativnog pragmatickog ucinka. Ta je skupina prema
pragmatickim u¢incima zasnovana na ¢injenici da se njom aktiviraju strategije neu-
ljudnosti. Pri Plenkovi¢evu oslovljavanju Milanovica koristi se pet nacina: 1) ime-
nica + imenica, 2) pridjev + imenica, 3) imenica, 4) pridjev — anglizam 1 5) pridjev.
S druge strane, pri Milanovi¢evu oslovljavanju Plenkovica koristi se takoder pet
nacina: 1) pridjev + imenica, 2) prezime poznate osobe, 3) ime i prezime poznate
osobe, 4) imenica + ime i prezime poznate osobe, 5) pridjev i 6) imenica.

U Tablici 1 prikazani su pojmovi koje oba politicara koriste jedan za drugog. Plenkovi¢
za Milanovica govori kako je on krsitelj Ustava, pedesetcetverogodisnji smrkavac, pi-
roman, vatrogasac, bully?, irelevantan, nasilnik, zlostavljac i gubitnik. S druge strane,
Milanovi¢ za Plenkovi¢a govori kako je on plameni jazavac, herojski zec, Kennedy,
Mahatma Gandhi, anemican, izrod, sljedbenik Franje Tudmana i dragi prijatelj.

Plenkovic¢ za Milanovica Milanovi¢ za Plenkovic¢a
krsitelj Ustava plameni jazavac
pedese;cr:;cli(;%odmnjl herojski zec
piroman Kennedy
vatrogasac Mahatma Gandhi
bully anemican
irelevantan izrod
nasilnik sljedbenik Franje Tudmana

2 Prijevod: nasilnik.
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zlostavljac

dragi prijatelj

gubitnik

Tablica 1 Nazivi koje Plenkovi¢ i Milanovi¢ koriste jedan za drugog

Kao §to je prethodno navedeno, prema nacinu tvorbe svo se nazivlje moze svrstati u
jednu skupinu, a to su nazivi za postizanje negativnog pragmatickog uc¢inka. Plen-
kovicevo oslovljavanje Milanovica dijeli se na pet nacina:

1) imenica + imenica: krsitelj Ustava

2) pridjev + imenica: pedesetcetverogodisnji sSmrkavac

3) 1imenica: piroman, vatrogasac, nasilnik, zlostavljac, gubitnik

4) pridjev: irelevantan

5) pridjev — anglizam: bully
S druge strane, Milanovic¢evo oslovljavanje Plenkovica dijeli se na Sest nacina:
1) pridjev + imenica: plameni jazavac, herojski zec, dragi prijatelj

2) prezime poznate osobe: Kennedy

3) ime i prezime poznate osobe: Mahatma Gandhi

4) imenica + ime i prezime poznate osobe: sljedbenik Franje Tudmana

5) imenica: izrod

6) pridjev: anemican

Upotreba tvorbenog na¢ina medusobnog oslovljavanja u medijskom diskursu

Prvi dio istrazivanja odnosi se na postizanje negativnog pragmatickog ucinka — iro-
nija, sarkazam i pejorativnost pomocu oslovljavanja u medijskom diskursu. Tablica
2 prikazuje medusobne nacine oslovljavanja politicara u medijskom diskursu. To
se odnosi na ¢injenice koliko je puta i koji nacin tvorbe rije¢i potvrden na odrede-
nim mreznim stranicama portala te dnevnih novina Vecernji list, 24sata, Indeks. hr,
Dnevnik.hr, Slobodna Dalmacija, Novi list, T-Portal.
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Tablica 2 Medusobni nacini oslovljavanja politi¢ara u medijskom diskursu
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Prema tablicnom prikazu moze se vidjeti da su navedeni nacini tvorbe potvrdeni
¢ak 56 puta na mreZnim stranicama navedenih dnevnih novina i portala. Najza-
stupljeniji nain tvorbe jest koriStenje imenica. One ¢ine najveci udio u ukupnoj
statistici, a potvrdene su ¢ak 22 puta, Sto je 39% od ukupnog spominjanja svih rijeci
u svim portalima. Zatim slijedi oblik pridjev + imenica koji se potvrduje 14 puta,
Sto je 25%. Nakon toga dolazi oblik pridjev koji se potvrduje 6 puta, $to je 11%,
onda oblik pridjev — anglizam koji se potvrduje 5 puta, $to je 9%, pa oblik imenica
+ imenica koji se potvrduje 4 puta, Sto je 7% te manji postoci oblika imenica + ime
1 prezime poznate osobe — 3 puta (5%), prezime poznate osobe — 1 put (2%) te ime
1 prezime poznate osobe — 1 put (2%).

Drugi najcesce koristen nacin je kombinacija pridjeva i imenice (25% u medijskom
diskursu, 27% u politickom diskursu). Ta struktura omogucuje dodatnu deskripciju
1 emocionalnu nijansu, §to rezultira bogatijim pejorativnim zna¢enjima. Izrazi poput
pedesetcetverogodisnji Smrkavac ili plameni jazavac ne samo da oslikavaju karak-
terne ili tjelesne osobine, ve¢ stvaraju i slikovite metafore. Takva kombinacija pruza
viSe prostora za ironiju i sarkazam, ¢ime dodatno doprinosi intenzitetu poruke.

U naslovima medijskog diskursa uglavnom se spominju rijeci pejorativnosti te
prezimena politiCara Plenkovi¢ i Milanovi¢ kao mamac za privlacenje Citatelja. S
obzirom na to da se medijski diskurs sluzi novinarsko-publicistickim stilom, tj.
zurnalistickim, oni pokusavaju $to vjerodostojnije prikazati vijest, stoga koriste
doslovne rijeci u svojim tekstovima i naslovima, prezimena odredenih osoba — u
ovom slucaju politi¢ara Plenkovi¢a i Milanovica — te kratke videozapise u kojima
donose to¢no izgovorene rijeci. Ono §to je zanimljivo je to da se u nekim dnevnim
novinama isti nazivi pojavljuju ¢ak viSe puta, ali u razli¢itim ¢lancima. Ti nazivi,
od kojih neki ¢ak i nisu pejorativni, koriste se u svrhu vrijedanja, sarkazma i ironije.
Primjerice:

1) Milanovi¢: Plenkovi¢ se ponasa kao piroman koji se Zeli prerusiti u vatro-
gasca. (VL)

2) ... ionda se javio plameni jazavac [Plenkovic], govori da je to orkestrira-
no... (VL)

Prema ucestaloj definiciji vatrogasca u raznim rjecnicima i portalima, vatrogasac
je ¢lan organizacije koja se bavi gasenjem pozara (Hrvatski jezi¢ni portal). Dakle,
uporabom ove rijeci htio se posti¢i sarkazam ili ironija. S druge strane, u primjeru
2) nalazi se naziv Zivotinje — jazavac. Jazavac je poznat po tom $to je snazna i inte-
ligentna zivotinja, a Milanovic¢ev naziv plameni jazavac za Plenkovi¢a daje dojam
da je to samo s ciljem postizanja negativnog pragmatickog ucinka — sarkazma.
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Iz Tablice 2 moze se vidjeti kako je najvise primjera potvrdeno u dnevnim novina-
ma Vecernji list — 3 primjera za nazivlje Andreja Plenkovic¢a i 8 primjera za nazivlje
Zorana Milanovica.

Upotreba tvorbenog nac¢ina medusobnog oslovljavanja u politicCkom diskursu

Tablica 3 prikazuje statisticke podatke medusobnog oslovljavanja politi¢ara u poli-
tickom diskursu. Analizirani su ¢lanci politickih portala Objektivno.hr, Direktno.hr
1 Nacional.hr. u kojima su se trazili navedeni primjeri.

Andrej Zoran UK.
Plenkovic Milanovi¢
OBJ | DHR | NAC A OBJ | DHR | NAC
imenica+ | - - - 1 2 1 4
imenica
imenica - 1 2 2 4 7 16
pridjev— | - - - - 1 2 3
anglizam
pridjev - - 2 1 1 1 5
pridjev + 1 4 3 - 3 1 12
imenica
prezime - 1 - - - - 1
poznate
osobe
ime i prezi- | 1 1 - - - - 2
me poznate
osobe
imenica + | - - 2 - - - 2
ime i prezi-
me poznate
osobe
UK. 2 7 9 4 11 12

Tablica 3 Medusobni nacini oslovljavanja politicara u politickom diskursu

Prema tablicnom prikazu moze se vidjeti kako je u politickom diskursu najzastuplje-
niji nain tvorbe imenicom. Taj je oblik spomenut ¢ak 16 puta od ukupnog spomi-
njanja od 45 puta na mreznim portalima politi¢kog diskursa, Sto ¢ini 36% statistike.
Drugi najzastupljeniji nacin tvorbe je pridjev + imenica koji je spomenut visokih 12
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puta, a to je ukupno 27%. Na treCem se mjestu nalazi oblik pridjev koji je spomenut
5 puta, dakle ukupno 11%. Cetvrto mjesto zauzima oblik imenica + imenica koji se
spominje 4 puta, $to je 9%. Oblik pridjev — anglizam spominje se samo 3 puta, $to je
ukupno 7%, a oblici ime i prezime poznate osobe te imenica + ime i prezime poznate
osobe spominju se po dva puta, dakle svaki oblik po 4%. Na zadnjem je mjestu oblik
prezime poznate osobe koji se spominje samo jednom, a to je 2%.

U naslovima politickog diskursa ponekad se spominju rijeci pejorativnosti, ali ne u
tolikoj mjeri kao u medijskom diskursu. Njima je glavna zadaca prenijeti politicku
poruku, a medusobno nazivlje Milanovi¢a i Plenkovica stavljaju po strani, nije im
u prvom planu. To se moze zakljuciti iz Tablice 3 u kojoj se vidi da je potvrdeno
samo 45 primjera nazivlja i to najviSe u portalima Direktno.hr 1 Nacional hr. U
portalu Direktno.hr nazivlje Andreja Plenkovi¢a potvrduje se 7 puta, a Zorana Mi-
lanovi¢a 11 puta. S druge strane, u portalu Nacional.hr nazivlje Andreja Plenkovic¢a
potvrduje se 9 puta, a Zorana Milanovi¢a 12 puta. Iz navedenih se brojki moze
zakljuciti kako portal Objektivno.hr kao glavnu zada¢u ima iskljucivo prenoSenje
politicke poruke te vijesti. Isto kao i u medijskom diskursu, u politickom se dis-
kursu potvrduju negativni pragmaticki ucinci — sarkazam, ironija i pejorativnost.
Primjerice:

— To [Milanovié] je covjek kojeg ne Zelim komentirati ... Irelevantan je. (OB
—  Plameni jazavac, herojski zec ... svega je bilo na racun Plenkovica ... (DHR)

Iz primjera broj 3 vidi se potvrdenost rijeci irelevantan. Andrej Plenkovi¢ koristi
navedenu rije¢ kako bi ponizio svog suparnika Zorana Milanovi¢a. Na taj se nacin
postigao pragmaticki negativan ucinak pejorativnost. S druge strane, primjer broj 4
donosi potvrdenost dviju zZivotinja — zec i jazavac. Kao $to je prethodno navedeno,
jazavac glasi kao snazna i inteligentna zivotinja, stoga se ovim primjerom potvrdu-
Jje pragmaticki negativan ucinak sarkazam. Takoder, nazivanjem Plenkovi¢a heroj-
skim zecom, implicira se kontradikcija izmedu herojstva i stereotipne percepcije
zeca kao plaSljive 1 naivne Zivotinje, ¢ime se dodatno poniZava protivnika kroz
aluziju na osobine koje ga ¢ine nedostojnim ili nesposobnim za vodenje. Nadalje, u
basnama je zec opcenito prikazan kao plasljiv i naivan (Rota Marzi 2018: 7), a pre-
ma svim izgovorenim rije¢ima zakljucuje se kako Milanovi¢ ne misli da Plenkovi¢
posjeduje takve osobine. Stoga se moze zakljuciti kako se ovim primjerom uporabe
rijeci zec potvrduje negativan pragmaticki u€inak ironija.

S obzirom na to da se u politicCkom diskursu uvelike koristi administrativno poslovni
stil moze se konstatirati da u navedenom politickom diskursu ne prevladava samo taj
stil. S administrativno-poslovnim stilom prozima se i novinarsko-publicisti¢ki stil jer
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upravo koristenjem te pisanje medusobnih pejorativnih, sarkasti¢nih i ironi¢nih na-
ziva dvaju politiara Plenkovic¢a i Milanovi¢a te prenoSenje njihovih doslovnih rijeci
gubi se ta eksplicitnost, jednostavnost, konkretnost se objektivnost stila.

Rasprava — postizanje negativnog pragmatickog ucinka te usporedba
manipulacije jezikom u politicCkom i medijskom diskursu

Rezultati pokazuju odredene razlike u nacinima oslovljavanja izmedu Plenkovica
1 Milanovic¢a. Plenkovi¢ je skloniji koriStenju jednostavnijih izraza, ¢esto u obliku
imenica (piroman, nasilnik), dok Milanovi¢ ¢esce koristi slozenije i kreativnije struk-
ture poput pridjeva + imenica (plameni jazavac, herojski zec) ili referenci na poznate
osobe (Kennedy, Mahatma Gandhi). Te razlike mogu ukazivati na razli¢ite retoricke
strategije: Plenkovi¢ se oslanja na izravnu diskreditaciju, dok Milanovi¢ poseze za
aluzijama i metaforama koje imaju potencijal Sireg interpretativnog dosega.

Od ukupno 18 primjera, dva je motivirano zivotinjama. Zatim, 11 primjera motivira-
no je osobinama ljudi, a jedan primjer radnim mjestom. Samo su tri primjera motivi-
rana imenima poznatih osoba, a jedan je primjer motiviran anglizmom. U Tablici 1
mogu se vidjeti to¢ni nazivi koje su politicari koristili jedan za drugog. Nadalje, u me-
dijskom diskursu analizirali su se neki ¢lanci iz dnevnih novina Vecernji list, 24sata,
Indeks.hr, Dnevnik.hr, Slobodna Dalmacija, Novi list, T-Portal. 1z Tablice 2 vidi se
Cestotnost potvrdivanja naziva prema nacinu tvorbe rijeci 1) imenica + imenica, 2)
pridjev + imenica, 3) imenica, 4) pridjev, 5) pridjev — anglizam, 6) prezime poznate
osobe, 7) ime i prezime poznate osobe te 8) imenica + ime i prezime poznate osobe. U
navedenom je diskursu potvrdeno ukupno 56 primjera. U Vecernjem listu za Andreja
Plenkovic¢a pojavili su se pejorativni, sarkasti¢ni i ironi¢ni nazivi 3 puta, a za Zorana
Milanovi¢a 8. U 24 sata za Plenkovi¢a 4, a za Milanovica 1 put. U Indeks.hr za Plen-
kovic¢a 4, a za Milanovica 6 puta. U Dnevnik.hr za Plenkovica 3, a za Milanovi¢a 7. U
Slobodna Dalmacija za Plenkovi¢a 2, a za Milanovic¢a 4. U Novi List za Plenkovica 1,
a za Milanovié¢a 5, dok u 7-Portal za Plenkovi¢a 5, a za Milanovi¢a 4 puta.

Na isti se nacin analizirao i politicki diskurs u kojem je potvrdeno neSto manje
primjera, a to je 45. Analizirali su se ¢lanci na portalima Objektivno.hr, Direktno.
hr 1 Nacional.hr. U Objektivno.hr za Andreja Plenkovica se pojavljuju sarkasti¢ni,
ironi¢ni 1 pejorativno nazivi samo 2 puta, a za Zorana Milanovi¢a 4. U Direktno.hr
za Plenkovica se pojavljuje 7 primjera, a za Milanovica 11, dok je u Nacional.hr za
Plenkovic¢a potvrdeno 9, a za Milanovi¢a ¢ak 12 primjera.

Najzastupljeniji nacin tvorbe, kako u medijskom, tako i u politickom diskursu, jest
koristenje imenica. One ¢ine najve¢i udio u ukupnoj statistici (39% u medijskom
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diskursu 1 36% u politickom diskursu). Ta dominacija imenica moze se objasniti nji-
hovom jednostavno$¢u i univerzalnos¢u u prenoSenju znacenja, osobito kada se ko-
riste s pejorativnim prizvukom. Primjerice, rijeCi poput piroman, nasilnik 1 gubitnik
brzo i precizno postizu Zeljeni negativan ucinak. Ta ucestalost imenica moze biti
povezana i s konvencijom medijskog 1 politickog jezika koji favorizira kratke, upe-
Catljive izraze radi privlacenja pozornosti. Takoder, politicki diskurs, iako takoder
obiljezen pejorativnoS¢u, pokazuje neSto manju ucestalost negativnih izraza, Sto
odrazava prioritizaciju politicke poruke nad samim konfliktom. Primjerice, politic-
ki portali poput Objektivno.hr Eesce isticu administrativno-poslovni stil, dok portali
poput Direktno.hr i Nacional.hr balansiraju izmedu politi¢kog i1 publicistickog stila.

Ironija, sarkazam 1 pejorativnost potvrdeni su u oba diskursa, ali se ostvaruju na
razlicite nacine. U primjerima kao $to su plameni jazavac ili irelevantan, uoc¢ava se
sposobnost govornika da iskoriste jezi¢ne resurse za dodatnu diskreditaciju supar-
nika, ¢esto kroz aluzije koje prenose slojevitija znacenja. Primjerice, naziv plameni
Jjazavac moze se tumaciti kao dvosmislena referenca na snagu i1 lukavost jazavca,
dok izraz irelevantan direktno negira politicku vaznost protivnika.

Rezultati ovog istrazivanja upucéuju na Siri problem u politickom diskursu — fokus
na diskreditaciju umjesto na sadrzajnu raspravu. Upecatljive i Cesto uvredljive fraze
ne samo da polariziraju publiku ve¢ i skre¢u pozornost s klju¢nih politickih tema.
Mediji dodatno pojacavaju taj efekt, favorizirajuci senzacionalizam i pejorativnost
radi privlacenja Citatelja.

Analizirani rezultati ukazuju na prepoznatljive obrasce medusobnog oslovljavanja
politicara u Hrvatskoj, gdje dominira strategija postizanja negativnih pragmatickih
ucinaka. Dok su mediji skloniji isticanju direktnih uvreda radi Citateljske paznje,
politicki diskurs pokuSava balansirati izmedu pejorativnosti i prijenosa politicke
poruke. Takvi obrasci reflektiraju §ire stanje u politickoj komunikaciji, u kojoj pre-
vladava konfliktni pristup, ¢esto na Stetu konstruktivne rasprave.

Zakljuéak

Iz analize ukupnih rezultata u oba diskursa, medijskom 1 politickom, proizlazi da
je jezik oslovljavanja dominantno koriSten za ostvarivanje negativnih pragmatickih
ucinaka poput sarkazma, ironije i pejorativnosti. U medijskom diskursu oslovlja-
vanje ima izrazeniju ulogu u stvaranju senzacionalistickih efekata i privlacenju ¢i-
tatelja, dok je u politickom diskursu naglasak stavljen na diskreditaciju oponenta
u Sirem kontekstu politi¢kih poruka. U oba diskursa analizirani su primjeri koji
dominiraju negativnim pragmatickim uc¢incima, pri ¢emu je oslovljavanje koristeno
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kao alat za omalovazavanje. Medijski diskurs se oslanja na doslovne i prenesene ci-
tate kako bi zadrZao paznju publike, dok politicki diskurs djeluje strateski, s ciljem
usmjeravanja javne percepcije prema politickim ciljevima.

Imenica je najceSce koristen oblik u oba diskursa, potvrdujuci jednostavnost i di-
rektnost kao klju¢ne u prijenosu poruke. Takoder, u oba diskursa prepoznata je
zloupotreba jezika za manipulaciju, $to postavlja pitanja o odgovornosti novinara i
politi¢ara u zastiti integriteta javnog prostora.

Ovaj rad podvlaci nuznost transparentnosti, objektivnosti i profesionalnosti u ko-
riStenju jezika, kako bi se smanjio prostor za manipulaciju te o¢uvala demokratska
kultura i povjerenje javnosti.
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SUMMARY

Pragmatics studies the meaning that the speaker conveys to the listener and the context in which
words are spoken or written. The analysis is based on the way the President of the Republic of
Croatia and the Prime Minister address each other in media and political discourse. The corpus
for analysis consists of newspaper articles and videos collected during May 2024, with a focus
on the period from 2020 to 2024.

The research includes 18 examples of mutual addressing between politicians Andrej Plenkovi¢ and
Zoran Milanovi¢, focusing on achieving a negative pragmatic effect — sarcasm, irony, and pejora-
tiveness. The examples were collected from the websites of daily newspapers and political portals.

Considering morphosyntactic features, the addresses are categorized into one group — addres-
sing to achieve a negative pragmatic effect. Plenkovi¢’s addressing of Milanovi¢ is divided into
five types: noun + noun, adjective + noun, noun, adjective, adjective — Anglicism. Milanovi¢’s
addressing of Plenkovi¢ is divided into six types: adjective + noun, surname of a known person,
first name and surname of a known person, noun + first name and surname of a known person,
adjective, noun.
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Raznolikost u borbi protiv uniformnosti: Otpor
prema Zakonu o hrvatskom jeziku

Ovaj rad istrazuje percepciju i stav javnosti prema funkcionalnosti i svrhovitosti nedavno done-
senoga Zakona o hrvatskom jeziku. Na pocetku se daje kratak pregled Zakona, nakon ¢ega se
osvrce na ideologiju standardnoga jezika i novu vernakularizaciju. Kako bi se doslo do odgovo-
ra, provedeno je anketiranje Sire javnosti i intervjuiranje studentica kroatistike.

Kljuéne rijeci: standardni jezik, vernakular, jezi¢na politika, diskriminacija

Diversity in the Fight Against Uniformity: Resistance to the Law on Croatian Language

This paper explores the public’s perception and attitudes towards the functionality and purpose
of the recently passed Law on Croatian Language. It begins with a brief overview of the Law,
followed by a discussion on the ideology of the standard language and the new vernacularizati-
on. To obtain answers, a survey of the general public and interviews with students majoring in
Croatian language studies were conducted.

Key words: standard language, vernacular, language policy, discrimination

Uvod

U posljednje se vrijeme sve ¢eS¢e zastupa misljenje da govornici hrvatskoga je-
zika loSe vladaju standardnojezicnom normom. Tome u prilog ide i Cinjenica da
nestandardni idiomi ulaze u sve kanale javne komunikacije, $to implicira njihovo
postavljanje na pijedestal. Ovakve se jezi¢ne tendencije mogu identificirati 1 u dru-
gim standardnojezi¢nim kulturama, i to prije svega zbog ubrzane globalizacije, ali
i razvoja socijalnih medija koji su sa sobom donijeli drukc¢ije oblike komunikacije.
Dakle, iz svega se navedenoga namece pitanje polozaja standardnoga idioma u kor-
pusu drustvenih dijalekata bilo koje standardnojezi¢ne kulture. Medutim, u zelji za
promicanjem sluzenja standardnojezi¢nom normom u javnome prostoru Hrvatski
je sabor u sije¢nju 2024. donio Zakon o hrvatskom jeziku. S obzirom na identifici-
rane trendove u javnome diskursu cilj je ovoga rada nakon prikaza teorijske oko-
snice, koja je nuzna za razumijevanje teme, ispitati stavove govornika hrvatskoga
jezika o Zakonu i utvrditi postoji li otpor prema njegovoj provedbi.
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Zakon o hrvatskom jeziku

Za planiranje 1 provedbu jezicne politike zakonskim aktom odlucile su se ve¢
mnoge europske zemlje, poput Francuske, Slovenije, Poljske itd. (Gréevi¢ 2022).
Slijede¢i takvu praksu, Hrvatski je sabor na sjednici 26. sije¢nja 2024. izglasao
Zakon o hrvatskom jeziku. Sadrzajno je podijeljen u Cetiri dijela. Ovo ¢e pogla-
vlje dati kratak pregled sadrZaja Zakona kako bi se $to bolje mogle razumjeti
reakcije ispitanika.

Prvi dio naglaSava da je hrvatski sluzbeni jezik u Republici Hrvatskoj te da je
jedan od sluzbenih jezika Europske unije i da obuhvaca ,,hrvatski standardni jezik
[...] u svim svojim funkcionalnim stilovima, jezik cjelokupne knjizevne bastine
na hrvatskom jeziku [...], njihove idiome te idiome kojima se sluzi dio Hrvata u
inozemstvu [...]“! Navodi se da je cilj ovoga Zakona utvrdivanje osnovnih pra-
vila o ,,0 sluzbenoj i javnoj uporabi hrvatskoga jezika te se osigurava sustavna i
stru¢na skrb o hrvatskom jeziku.*? Takoder, isti¢e se da se poti¢e uporaba svih
idioma hrvatskoga jezika, ali i da se ne ograniCava uporaba jezika nacionalnih
manjima, jezika koji se upotrebljavaju u vjerskim obredima ni jezika knjizevno-
umjetnickoga stila.

Drugi dio donosi osnovna pravila o sluzbenoj 1 javnoj uporabi hrvatskoga jezika.
Za pocetak, definira se da se u Republici Hrvatskoj usmena i pismena komunikacija
sa svim javnopravnim tijelima odvija na standardnome jeziku i latinicnome pismu.
U iznimnim se situacijama dopusta i koriStenje nestandardnim varijetetima i dru-
gim jezicima. Zatim se propisuje da ,.kada nastupaju u medunarodnom okruzju, u
sluZzbenim 1 protokolarnim situacijama u kojima je osigurano pismeno i usmeno
prevodenje, javnopravna tijela Hrvatske i njihovi zastupnici sluze se, u pravilu,
hrvatskim standardnim jezikom.“® Nadalje, regulira se da sva javnopravna tijela
trebaju osigurati jezi¢no uskladivanje sluzbenih publikacija s normom standardno-
ga jezika. Samim time, trebaju imati zaposlenoga lektora ili koristiti vanjsku lek-
torsku uslugu. Pri lektoriranju se treba voditi odredbama ovoga Zakona i, dakako,
normativnim prirucnicima. Isto tako, ureduje se i uporaba standardnoga idioma
u javnoj komunikaciji. Pri tome se pod javnom uporabom podrazumijeva ,,svaka
usmena ili pismena jezi¢na obavijest u prostoru namijenjenom javnosti ili Sirokoj

1 Clanak 2. stavke 1. i 3. Zakona o hrvatskom jeziku, Narodne novine, izdanje: NN 14/2024 (dostupno na: https:/
narodne-novine.nn.hr/clanci/sluzbeni/2024_02_14_252.html)

2 Clanak 4. Zakona o hrvatskom jeziku, Narodne novine, izdanje: NN 14/2024 (dostupno na: https://narodne-novine.
nn.hr/clanci/sluzbeni/2024 02 _14_252.html)

3 Clanak 9. Zakona o hrvatskom jeziku, Narodne novine, izdanje: NN 14/2024 (dostupno na: https://narodne-novine.
nn.hr/clanci/sluzbeni/2024 02 14 252.html)
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publici, ukljucujuéi i obavijest elektronickim putem.** Medutim, naglasava se da
se u iznimnim situacijama u svrhu postizanja odredenoga cilja mogu upotrebljavati
i nestandardni varijeteti. Takoder, isti¢e se da Vlada potice ucenje hrvatskoga ,,kao
inoga jezika (stranoga, nasljednoga, drugoga) i hrvatske kulture za sve one koji zele
nauciti hrvatski jezik.“> Pritom Zakon posebice izdvaja potomke hrvatskih iselje-
nika i ucenike koji ne znaju ili nedovoljno dobro poznaju hrvatski kako bi mogli
neometano usvojiti planom i1 programom propisane nastavne sadrzaje. Drugi dio
zavrsava navodenjem posebnih odredbi o sluzbenoj i javnoj uporabi hrvatskoga
jezika.

Tre¢i se dio bavi sustavnom i stru¢nom skrbi o hrvatskome jeziku. Na pocetku
se taksativno navodi plan hrvatske jezi¢ne politike. Medu ciljevima se isti¢e pro-
micanje sluzenja standardom u javnoj uporabi, unaprjedenje jezi¢nih tehnologija,
razvoj nazivlja te promicanje ,,u¢enja hrvatskoga jezika medu strancima i potom-
cima hrvatskih iseljenika u Hrvatskoj i inozemstvu.“® Ovaj dio ureduje i osnivanje
Vijec¢a za hrvatski jezik, tijela ,,Ciji je rad usmjeren na zastitu, njegovanje 1 razvoj
hrvatskoga jezika.”” Detaljno se propisuje djelokrug rada Vijeca, broj ¢lanova, in-
stitucije koje predlazu ¢lanove te vrijeme trajanja mandata clanova.

Posljednji, ¢etvrti dio propisuje da je rok za osnivanje Vijeca Sest mjeseci od stupa-
nja Zakona na snagu, a Zakon stupa na snagu osmoga dana od objave u sluzbenome
glasilu Republike Hrvatske.

Ideologija standardnoga jezika vs. Nova vernakularizacija

S obzirom na to da Zakon propisuje uporabu standardnoga idioma u javnome pro-
storu, vazno se osvrnuti na dvije koncepcije u jeziku — na ideologiju standardnoga
jezika i na novu vernakularizaciju kako bi se $to bolje mogli objasniti stavove koje
plediraju ispitanici.

Standardni je jezik ¢est predmet (re)definiranja Sto sugerira da su stalne promjene
njegove uloge i funkcije u drustvu. Simplificirano kazano, rije¢ je o nadregional-
nome idiomu koji ujedinjuje sve govornike neke jezicne zajednice. Grani¢ (2022:

4 Clanak 11. Zakona o hrvatskom jeziku, Narodne novine, izdanje: NN 14/2024 (dostupno na: https://narodne-novine.
nn.hr/clanci/sluzbeni/2024 02 14 252.html)

5 Clanak 13., stavak 3.Zakona o hrvatskom jeziku, Narodne novine, izdanje: NN 14/2024 (dostupno na: https://naro-
dne-novine.nn.hr/clanci/sluzbeni/2024_02_14_252.html)

6 Clanak 16. Zakona o hrvatskom jeziku, Narodne novine, izdanje: NN 14/2024 (dostupno na: https://narodne-novine.
nn.hr/clanci/sluzbeni/2024 _02_14_252.html)

7 Clanak 17., stavak 1. Zakona o hrvatskom jeziku, Narodne novine, izdanje: NN 14/2024 (dostupno na: https:/naro-
dne-novine.nn.hr/clanci/sluzbeni/2024 02 14 252.html)
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523) apostrofira da je ,,standard ,neobiljezen’, ,glas niotkuda’ s autoritetom koji
pociva na konceptu anonimnosti, to je koiné koja upravo omogucava ,jedinstvo u
raznolikosti’ na nacionalnoj/drzavnoj razini i koja bi trebala biti neka vrsta ,radnog’
jezika u javnoj komunikaciji.” Medutim, funkcija inkluzije s vremenom je pala u
drugi plan, a do izrazaja ucestalije dolazi funkcije ekskluzije® jer se standardnom
sve CeSc¢e diskriminira i omalovazava. Dakle, zelja da se stvori idiom koji ,,bi se
govorio svugdje i uvijek jednako najbolje sluZio svojoj svrsi‘, stvorila je niz pro-
blema zbog kojih sve ¢es¢e dolazi diferencijacija medu govornicima.

Milroy (2007: 37) upozorava da u standardnojezi¢nim kulturama ,,dominiraju sna-
zne ideoloske pozicije koje se uvelike temelje na navodnom postojanju ove stan-
dardne norme, te se za njih, kada ih promatramo zajedno, moze re¢i da konstituiraju
ideologiju jezicnog standarda ili ideologiju standardnog jezika.* Staréevic i sur.
(2019) apstrahiraju da su uniformnost i homogenost osnovno sredstvo provodenja
takve ideologije. Primjerice, ako promatramo uniformnost u jeziku, tada a priori
govorimo o krSenju nacela jezi¢ne kreativnosti jer bi to znacilo da ,,svaki govornik
treba svaki glas jednako izgovoriti, koristiti jednaku sintaksu i1 jednake morfoloske
znacajke* (Gudelj 2023: 23). Takoder, za standardnu se osnovicu najcesce uzima
jedan od organskih idioma (dijalekata) ¢ime se, nedvojbeno je, jednome dijalektu
daje prednost nad ostalim varijetetima, zbog cega se govornici toga organskog idi-
oma osjecaju superiornijima u odnosu na druge.

Medutim, recentnija istraZzivanja pokazuju ekspanziju nestandardnih idioma (s/ang,
patois, Umgangssprachen, tussentaal i dr.) 1 to ne samo u beletristiCkome stilu, $to
je iza ocekivati, ve¢ se oni sve ¢eS¢e mogu pronaci i u radijskome, televizijskome,
politickome, online’’ diskursu. S obzirom na to da ova jezi¢na tendencija umjesto
koriStenja standardom bira nestandardne varijetete kako bi do izrazaja dosla ide-
ologija autenti¢nosti 1 iskazivanja pripadnosti odredenoj drustvenoj grupi, u lite-
raturi se ona naziva nova vernakularizacija (Grani¢ 2022). Samim time, sluzenje
eksplicitnom normom kosi se s takvim zahtjevima jer standard, iako polivalentan,
,»nhe ujedinjuje simbolicki sve govornike® (Grani¢ 2022: 524). Takve promjene ek-
spandiraju izmjene u vertikalnoj jezi¢noj stratifikaciji. Budu¢i da niti jedan idiom
nije rezistentan na promjene u izvanjezi¢énome univerzumu, pa samim time ni stan-
dardni, nije ni ¢udo da dolazi do revizije statusa idioma. Tako Grani¢ (2022: 526)
navodi da ,kad promatramo promjene koje su se dogodile u engleskome, odnosno

8 Svaki idiom ima dvije funkcije: funkciju inkluzije i funkciju ekskluzije, a njegov status ovisi o drustvenoj moci
govornika.

9 Zapisnik s 22. sjednice Vije¢a za normu hrvatskoga standardnog jezika https://hr.wikisource.org/wiki/Zapi-
snik_s_22. sjednice_Vije%C4%87a_za normu_hrvatskoga standardnog_jezika

10 U ovome se kontekstu misli na diskurs socijalnih mreza.
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prijelaz iz konzervativnog ,prihvacenog izgovora’ (received pronunciation= RP) iz
1920-1930-ih u tzv. mainstream RP 1970-1980-1h, mogle bi se okarakterizirati kao
blagi, umjereni oblik restandardizacije.*

Ciljevi, hipoteze i metodologija

Razvidno je da dolazi do novih tendencija u jezi¢noj uporabi prije svega nestandar-
dnih idioma u javnome prostoru, §to dokazuju i recentnija istrazivanja (Runji¢-Sto-
ilova 2017; Miholjkovi¢ 2019; Grani¢ 2022). Uzmemo li pritom u obzir ¢injenicu
da Zakon o hrvatskom jeziku promice sluzenje standardnim idiomom u javnome
diskursu, postavlja se pitanje kakve su reakcije govornika hrvatskoga jezika na nje-
govo donosenje. Cilj je ovoga rada, stoga, ispitati percepciju i stav javnosti prema
funkcionalnosti i svrhovitosti Zakona, odnosno istraziti postoji li otpor.

Kako bi se doslo do odgovora, provedeno je istrazivanje u dva dijela. S jedne je
strane ispitana $ira javnost koja nuzno nema lingvisticku pozadinu, ali ¢iji je mate-
rinski jezik hrvatski kako bi se dobio uvid jesu li svjesni postojanja Zakona te sma-
traju li da je takva zakonodavna praksa korisna. Kvalitativno-kvantitativni rezultati
(pri ¢emu prevladavaju pitanja sastavljena prema Likertovoj skali) prikupljani su
anketiranjem u listopadu i studenome 2024. S druge strane, stav prema sadrzZaju
Zakona ispitan je medu stru¢nim pojedincima. Budu¢i da Hammarberg, Kirkman
i de Lacey (2016) isti¢u da je kvalitativna metoda prikladna za ispitivanje dubin-
skih stavova, odluceno je da ¢e se provesti intervju s osam studentica kroatistike
diplomskoga studija Filozofskoga fakulteta u Splitu. Intervju se odvijao uzivo, a te-
matski je podijeljen u pet blokova, pri cemu se svaki blok odnosi na pojedini ¢lanak
Zakona. Intervjui su snimljeni, transkribirani, a potom izbrisani s diktafona. Svaki
je ispitanik upoznat o ciljevima istraZivanja pri ¢emu je zajamcena anonimnost.

Pretpostavlja se da ¢e Sira javnost pruZiti otpor, tj. da ne¢e prepoznati bit i svrhu
Zakona, ali da ¢e zato studentice kroatistike zbog poznavanja esencije postojanja
stabilne eksplicitne norme u javnome prostoru pozdraviti donoSenje Zakona, no da
¢e identificirati niz izazova koji ¢e se pojaviti u realizaciji.

Rezultati i rasprava

U prvome dijelu istrazivanja sudjelovalo je 102 ispitanika, od toga su 82 (80,39%)
zene, 18 muskaraca (17,65%), a dvije se osobe (1,96%) nisu Zeljele izjasniti o spo-
lu. Prema dobnoj strukturi, 71 ispitanik pripadao je skupini od 18 do 29 godina, 14
ispitanika skupini od 30 do 49, 16 ispitanika skupini od 50 do 64 godine, dok je
jedan ispitanik bio stariji od 65 godina. Sto se ti¢e razine obrazovanja, samo jedna
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osoba ima zavrSeno osnovno, a njih 28 srednje obrazovanje, 39 ih ima zavrsen
preddiplomski, 32 diplomski, a 2 doktorski studij.

66 ispitanika (64,71%) nije bilo upoznato s ¢injenicom da je u sijecnju 2024. do-
nesen Zakon o hrvatskom jeziku pa se moze tvrditi da je on veéini ferra incognita.
Ispitanici su potom ocjenjivali korisnost donosenja Zakona na skali od 1 do 5 pri
¢emu je 1 oznacavao da je donoSenje iznimno beskorisno, a 5 da je iznimno kori-
sno. Statisticka analiza u kojoj je prosjecna ocjena 3,74 pokazuje da je percepcija
korisnosti donoSenja Zakona umjereno pozitivna. Medijan od 4,0 takoder potvrduje
da je vecina ispitanika smatra da je takva praksa korisna, a tome u prilog ide i ¢inje-
nica da standardna devijacija od 1,04 koja sugerira poprilicno umjerenu varijabil-
nost u ocjenama Sto znaci da su odgovori relativno konzistentni.

1 1 0,98%

2 12 11,76%

3 30 29.41%

4 29 28.43%

5 30 29.41%
Ukupno 102 100,00% .

Tablica 1. Distribucija odgovora o korisnosti donosenja Zakona o hrvatskom jeziku

Ispitanici su, zatim, u otvorenome pitanju trebali obrazloziti svoju ocjenu. Njiho-
vi odgovori reflektiraju razliCite perspektive, od prakti¢no-kulturoloske pa sve do
onih skepti¢nih stavova koji smatraju da se niSta nece promijeniti:

— Mislim da je vrlo vazan jer je nacionalni jezik nematerijalno kulturno dobro
koje treba njegovati I kojeg se ne smije izgubiti.

— Koristan je jer se osigurava sustavna i stru¢na skrb o hrvatskom jeziku

— Zakon bez kaznenih odredbi nema puno smisla, a za krivu upotrebu jezika ne
treba kaznjavati, ve¢ obrazovati. Takoder, treba Cuvati lokalne idiome, a ne
kaZnjavati ih.

— Ovo je prvi puta da ¢ujem za spomenuti zakon pa mislim se ne moze reci da
je koristan, ako ljudi ne znaju za njega.

— Jedino $ta mi se ¢ini da Zakon zapravo radi je osnivanje Vijeca jezika.

— Koristan je kada je u pitanju oCuvanje hrvatskog jezika i njegovog statu-
sa u europskom kontekstu te osnivanje potrebnog Vijeca za hrvatski jezik.
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Medutim, moze potaknuti pretjerano nametanje standardnog jezika u odnosu
na dijalekte, Sto dalje moZe dovesti do podjela, osudivanja ili nekakve vrste
“jezi¢nog elitizma*

Prema Likertovoj skali ocjena od 1 do 5 ispitivala se upoznatost sa sadrzajem Za-
kona, stav o (ne)zadovoljstvu prema (ne)skrbi za hrvatski jezik i zanimanje za teme
jeziéne politike i zakonodavstva. Sto se ti¢e upoznatosti sa sadrzajem prosjetna
je ocjena 2,11, a medijan 2 $to jo$ jednom potvrduje da je Zakon terra incognita
medu Sirom populacijom. Ispitanici su ve¢inom izrazili nezadovoljstvo trenutnom
razinom skrbi za hrvatski jezik. Najveci broj ispitanika (njih 38, tj. 37,25%) dao
je ocjenu 2, a prosjecna je ocjena 2,40 sto ukazuje na kriti¢nost prema aktualnim
naporima za brigu i ouvanje hrvatskoga jezika. Umjerena standardna devijacija
(0,99) pokazuje konzistentan stav medu ispitanicima $to implicira da je ova tema
za ispitanike osjetljivija. Takoder, vecina ih, to¢nije njih 59 (57, 84%) smatra da
je iznimno vazno promicati koriStenje standardnim idiomom u javnome prostoru.
Premda je na prvi pogled pitanje o zanimanju za teme jezi¢ne politike 1 zakonoda-
vstva, u kojima je prosjecna ocjena 2,97, a medijan 3, trivijalno, ispostavlja se da
je krucijalno jer odgovori ukazuju da postoji osrednji interes $to upozorava da je
potrebno dodatno informirati Siru javnost o Zakonu.

Prvi se dio istrazivanja zavrSava ispitivanjem stava o moZebitnom ogranicavanju
jezi¢nih sloboda u javnome prostoru. Ispitanicima je pri tome naglaseno da Za-
kon promice koristenje standardom u javnome diskursu. Prosjec¢na ocjena od 3,44
ukazuje na blagu priklonjenostm stavu da ¢e nestandardni idiomi, a prije svega
vernakulari, zbog etabliranja Zakona biti zanemareni. Deskriptivna objas$njenja is-
pitanika samo dodatno potkrepljuju statisticke podatke:

— Ne ograniCava se jezi¢na slobodna zbog toga §to je vazno da se u javnom
prostoru govori hrvatski standardni jezik, koji bi trebao biti razumljiv svim
govornicima hrvatskoga jezika, a to nije slucaj s dijalektima i mjesnim govo-
rima jer su povezani s manjom grupom govornika.

— Koristenje isklju¢ivo hrvatskog knjizevnog jezika doveo bi do izumiranja
dijalekta i tradicije
— Smatram da ogranic¢avaju ali da ga ne ugrozavaju jer ¢e se i dalje govoriti

dijalekti i mjesni govori kod kuce, u drustvu i sl.

— Smatram da se u javnim prostorima mora i treba govoriti isklju¢ivo hrvat-
skim standardnim jezikom, a za dijalekte itekako ima vremena i prostora gdje
se mogu koristiti. Neki red bi se trebao znati.



30 Resistance and its Echoes in Slavic Languages and Literatures

— Bez obzira na knjizevni jezik ljudi ¢e koristit dijalekt u svakodnevnom zivotu

— Svatko bi trebao imati pravo koristiti se svojim dijalektom u javnom prostoru
jer je 1 nacin govora dio identiteta svake osobe

1 5 4,90%

2 16 15,69%

3 38 37.25%

4 18 17,65%

5 25 24.51%
Ukupno 102 100.00% .

Tablica 2. Distribucija odgovora o ogranicavanju koriStenja nestandardnim varijetetima

Valja pri tome naglasiti da ovakvi stavovi nikako ne bi trebali biti iznenadujuci jer
1 Stanci¢ (2020: 28) dokazuje da su ,,stavovi govornika prema upotrebi nestandar-
dnih varijeteta u javnoj komunikaciji uglavnom negativni, misle da takvi varijeteti
ne bi trebali imati mjesto u javnoj komunikaciji. Neki ¢ak takvu upotrebu smatraju
neprikladnom i nepristojnom, ali, s druge strane, nije im neugodno u komunikaciji
s nekim tko u govoru ima mnogo gresaka.*

U drugome dijelu istrazivanja ispitivao se stav o sadrzaju Zakona medu osam stu-
dentica kroatistike tre¢ega semestra diplomskoga studija Filozofskoga fakulteta u
Splitu. Svaki tematski blok odnosi se na jedan ¢lanak Zakona.

Za pocetak, valja naglasiti da su studentice pozdravile donosenje Zakona obraz-
lazu¢i da je zakon o jeziku potreban u svakoj drzavi kako bi se dalo na znacaju
odredenom jeziku jer je on ipak sluzbeni jezik u odredenoj drzavi (Ispitanica 7).
Ispitanica 4 naglasava da s obzirom na to da svaka samostalna drzava ima viastiti
zakon na poljima poput prava i ekonomije, uvodenje Zakona o hrvatskom jeziku,
kojim se svakodnevno komunicira u danasnjem vremenu, je nuznost. Zakon je tre-
bao postojati odmah nakon osamostaljenja, a posebno ulaskom u Europsku uniju.

Za pocetak je sa studenticama prodiskutirana odluka o uporabi hrvatskoga jezika u
medunarodnome i europskome kontekstu. Ispitanice su mahom bile skepti¢ne oko
provedbe ove odrede jer smatraju da losi prijevodi mogu dovesti do pogresnog tu-
macenja ili iskrivljavanja izrecenog. Ako se komentira medunarodna tema, trebao
bi se koristiti engleski jezik kao najrasireniji globalni jezik komunikacije. Tako bi
se stvorila brza komunikacija (Ispitanica 8). Takoder, bez obzira Sto postoje pre-
voditelji, nekada moze doci do pogresnog prijevoda jer se u dosta slucajeva neki
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istrazivanja koja su dokazala razlike u prijevodima (prije svega terminologije) kod
zakona Europske unije (Kordi¢ 2020; Mari¢ 2024).

U drugome tematskom bloku raspravljalo se o zapoSljavanju lektora u javnim 1 dr-
zavnim institucijama. Ispitanice su podrzale ovu odredbu naglasavaju¢i da pogre-
Ske ili nejasni izrazi u dokumentima mogu dovesti do pravnih nesporazuma, stoga
Jje vrlo vazno da oni budu jasno napisani i gramaticki ispravni (ispitanica 8) te da
se ovo trebalo napraviti i prije jer kad su u pitanju dokumenti od velike vaznosti,
jedno slovo ili znak mozZe utjecati na njegovo tumacenje (ispitanica 6). Ispitanica
1 zakljucuje da se izostankom lekture (a samim time i prisustvom pravopisnih i
gramatickih pogresaka u sluzbenim dokumentima) Salje slika nebrige o jeziku, a
samim time i o naciji. Valja nadodati da Orli¢ (2023) dokazuje odstupanja od stan-
dardnojezi¢ne norme u tekstovima mreznih stranica policijskih uprava sto dodatno
opravdava stav studentica.

U tre¢emu se dijelu raspravljalo o osnivanju Vijec¢a za hrvatski jezik. Studentice su
se jednoglasno slozile da je ova praksa korisna i svakako poZeljna i potrebna jer je
osmivanje iznimno vazno za promicanje hrvatskoga jezika i isticanje njegove vazno-
sti (ispitanica 7). Medutim, kljucno je pitanje izvedbe (ispitanica 3), odnosno da ne
krenemo u smjeru preskriptivizma (ispitanica 5). Prema ispitanicama diskutabilno
je koliko bi trebali ulaziti u detalje. Ako ,,skrb” i ,,zastita” postanu pretjerane, opet
se zadire u purizam. Nijedan jezik nije moguce u potpunosti ,,zastiti” jer su, uslijed
stalnih kontakata s drugim jezicima, promjene u njemu neminovne i ne treba im
se opirati (ispitanica 1). Svakako, smatram da je Vijece s ovim osnovnim ideja-
ma dobra zamisao sve dok ne krene skretati u pretjeranu ideologiju (ispitanica 2).
Ispitanica 4 drzi da bi se VijeCe trebalo pobrinuti da svaki mjesec organizira jedan
dan kada ée mladi ljudi imati priliku upoznati se s hrvatskim jezikom, njegovom
kulturom i knjizevnoséu putem zanimljivih radionica Sto bi obogatilo njihovu opcu
kulturu i izgradilo njihove stavove, potencijalno i o temama izvan jezika.

U cetvrtome se dijelu raspravljalo hoce li etabliranjem Zakona do¢i do zanemari-
vanja nestandardnih idioma. Ispitanica 8 drzi kako bi ipak ovome trebalo pridodati
vise paznje [u tekstu Zakona] kako ne bi postali u potpunosti zanemareni (ispitanica
8). Ispitanica 6 apostrofira da Zakon o hrvatskom jeziku ne ostecuje niti zanemaru-
je vernakulare jer oni postoje u svakodnevnoj komunikaciji i tesko ih je zasjeniti.
Tomu se stavu priklanja i ispitanica 1 objasnjavajuci da vernakulari postoje dok
postoje govornici koji se njime sluze, a takvi ée govornici uvijek postojati jer nitko
u privatnim situacijama ne govori standardnim jezikom. Ispitanica 7 na primjeru
Italije objasnjava da je ona bogata dijalektima i oni su u jacoj poziciji nego Sto je
standardni talijanski, ali opet u odredenim situacijama svi koriste standardni kako
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bi se osobe medusobno mogle razumjeti zbog Cega je opravdano da se promice
standardni idiom u javnome prostoru.

U posljednjemu dijelu razgovora diskutiralo se o promicanju u¢enja hrvatskoga
jezika medu doseljenicima i potomcima hrvatskih iseljenika. Ispitanice su se slozile
da je ovo pitanje aktualno i da je to izvrsno prepoznato jer je poducavanje migra-
nata i stranih doseljenika hrvatskom jeziku kljucno za njihovu integraciju u drustvo
(ispitanica 8) posebno uzevsi u obzir sve veci broj doseljenika u Hrvatsku (ispitani-
ca 1). Ispitanica 5 smatra da je aljkavo odredeno zato Sto nije jasno definiran nacin
na koji se vlada skrbi o ucenju i ocuvanju. S time se slaze i ispitanica 6 koja istice
da u Zakonu treba uvesti odrednicu postizanja odredene razine poznavanja hrvat-
skog jezika u odredenom vremenskom roku, ovisno o onome za Sto im je hrvatski
potreban. Ispitanica 1 naglasava da su vauceri za obrazovanje doseljenicima odlic-
na ideja, ali da ne bi smjeli biti izbor, ve¢ obveza. Sto se ti¢e potomaka hrvatskih
iseljenika, ispitanica 6 apstrahira da treba poticati ucenje hrvatskog jezika kako
bi se ocuvao njihov hrvatski identitet. Takoder, da bi se druga i treca generacija
iseljenika zainteresirala za hrvatski, treba bolje promovirati hrvatski kako bi se
privukla pozornost i samim time Zelja za ucenjem (ispitanica 3).

Zakljucak

Donosenjem Zakona o hrvatskom jeziku Republika Hrvatska dobila je jedinstveni
dokument koji saZima najbitnije odrednice nacionalne jezi¢ne politike. Premda se
Cesto smatra da je hrvatsko zakonodavstvo tromo, Zakon je odgovorio aktualnim
izazovima za hrvatsko drustvo $to su u konacnici prepoznali i ispitanici.

Valja naglasiti da su se u istrazivanju neka ocekivanja ispunila. Iz rezultata je raz-
vidno da Sira javnost, koja je relativno slabo upoznata sa sadrzajem Zakona, smatra
da je ovakva zakonodavna praksa korisna jer je hrvatski jezik dio nacionalnoga
identiteta Sto opovrgava pocetna hipotezu da ¢e pokazati otpor. Tomu u prilog ide i
¢injenica da ih veé¢ina podrzava promicanje koristenja standardom u javnome pro-
storu naglasavajuci da pri tome nece do¢i do diskriminacije vernakulara jer se njime
koristi u neformalnim komunikacijskim situacijama. S druge strane, studentice su
kroatistike isto pozdravili donoSenje Zakona, ali su identificirali niz prepreka koje
bi se mogle pojaviti u njegovoj realizaciji $to je u skladu s pocetnom hipotezom.
Na temelju rezultata ovoga istrazivanja moze se preporuciti daljnje informiranje
javnosti (jer za to postoji interes), ali 1 daljnji rad na tekstu Zakona jer studentice
kroatistike, primjerice, smatraju da je potrebno poblize odrediti vremenski okvir za
ucenje hrvatskoga jezika kod stranih doseljenika.
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Budu¢i da u istrazivanju dominiraju Zene, zanimljivo bi ga bilo prosiriti ispitiva-
njem vecega broja muskaraca 1 drugih rodnih skupina jer bi zakljucci bili repre-
zentativniji. Medutim, nepobitno je da je ve¢ sada omogucen uvid u stavove. Ovo
istrazivanje namece pitanje: zasto nestandardni varijeteti ekspandiraju u javnome
prostoru, ako govornici smatraju da je taj prostor rezerviran za komunikaciju na
standardu? Takoder, valja istraziti koji su razlozi nezadovoljstva trenutnom skrbi
za hrvatski jezik. Na koncu, vrijedno je konstatirati da iako se ¢esto drzi da je verti-
kalna jezi¢na stratifikacija konstantna kategorija i da nije vrijedno ispitivati stavove
govornika kako bi se utvrdile eventualne promjene, ovo istraZivanje, ali i brojna
druga, dokazuju upravo suprotno.
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SUMMARY

In January 2024, the Croatian Parliament passed the Law on Croatian Language (LCL), promo-
ting the use of standard language in public spaces. Given the increasing expansion of non-stan-
dard idioms in public discourse, the twofold aim of this research was to examine public attitudes
toward the LCL. A survey of the general populace revealed that, although not well-informed,
the public views of the LCL are affirmative. Furthermore, interviews with students majoring in
Croatian language studies also revealed their support for the LCL, although they identified areas
in the content that required further improvements.
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IonpuaeB/beme Ka0 THI KOHBEP3Uje HA
NpUMepPUMa KIbUKEBHOYMETHUYKOI CTHJIA Y
CABPEMEHOM CPIICKOM je3UKY

[Tpeamer paaajecte MONPUAEBIbEHE KA0 TUII KOHBEP3HUje Ha TPUMEPHMa KEbHKEBHOYMETHUYKOT
CTHJIa y CaBpEMEHOM CPIICKOM je3uKy. Llnsb oBor paja jecte na ce cariiesia HOIPUIEBIbEHE Y
OKBHPY KIbH)KEBHOYMETHHUUKOT CTHIIA, 11 C€ yTBP/IH KOj€ CE CBE BPCTE PEUH [TPETBAPa]y y IPHICBE
M y KOjOj MEepH U Ja 10OHjeHe pe3y/iTare yIopean ca CTameM 3a0eIeKEHHM Y PEIeBaHTHO]
JIUHTBUCTHYKO] JUTeparypu. Ha ocHOBY aHamu3e mosasu ce mo cienehux pesyarara: 1) y
BEJIMKO] MEPH CE MOMPHUACBIbABa]y TPIHHU IJIArOJICKU HPUACB U PATHH [JIATOJICKH MIPHUICB; 2) ¥
Mam0j MEpH Ce MOIPUAEBIbaBa IIaroJICKU IPUIIOT CaIallbu; 3) TIaroJICKH IIPUIIOT MPOIILIH Ce
peTKo momnpueBbaBa; 4) BEIUKH Opoj IpUMEpa Ce He CHOMHbE Y JIMHIBUCTHYKO] JIUTEPATypH
1 5) y NMOjeIMHUM CIydajeBUMa ce TOOHjeHH Pe3yITaTH y MOTIYHOCTH MOAyIapajy ca CTambeM
3a0eJIeKECHUM Yy JIUTEpaTypH.

Kbequ pedu: TOIPUIACBIECHEC, KOHB€p3I/Ija, TJIaroJiCku IMpuaeBH, TJIAroJICKW IIPUIIO3HU,
KEbM)KCBHOYMCTHUYKHU CTUIIL.

Adjectivization as a type of conversion on the examples of a literary style in the modern
Serbian language

The subject of the paper is the adjectivization as a type of conversion on examples of a literary
style in the modern Serbian language. The aim of this paper is to look at the adjectivization
within the literary style and to determine which types of words are converted into adjectives and
to what extent and to compare the obtained results with the situation recorded in the relevant
linguistic literature. On the basis of the analysis, the following results are reached: 1) to a large
extent passive verb adjectives and active verb adjectives are used as adjectives; 2) to a lesser
extent, the present participle is used as an adjective; 3) the past participle is rarely used as an
adjective; 4) a large number of examples are not mentioned in the linguistic literature and 5) in
some cases, the obtained results completely match the situation recorded in the literature.

Keywords: adjectivization, conversion, verb adjectives, verb participles, literary style.

YBOI

[lpenmer pama jecte MONMPHUAEBIEEEHE Kao THUI KOHBEp3Wje Ha NpUMEpHMa
KIbIDKEBHOYMETHHUKOT CTHJIA Y CAaBPEMEHOM CPIICKOM je3uKy. OUTydmiiu cMo ce
3a KOHBEp3H]y, jep je 0Baj TBOPOEHM IPOIEC Mame MPOAYKTHBAH Yy OJHOCY Ha
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cydukcanmjy, npeduxcanujy u ciarame (CreBanoBuh 2018: 145) u HETOBOBHO
n3ydaBad. O KOHBEP3UjH Ka0 TBOPOSHOM ITPOIIECy MUCATH CY [10jeIUHH JINHTBUCTH
YIJIaBHOM y OKBHMpY Ipamaruka u ynoOenuka. V. Kiaju oBaj TBopOeHH mporiec
neduHUIIe Kao Tpera3 pedyr U3 jeIHe BpCcTe y Ipyry 0e3 poaaBama adukca (Klajn
2005: 217) m u3aBaja cienehe TUIoBe KOHBEP3H]je: TOUMEHUYCHE, TOTIPUICBIHEHHE,
nonpuwiIokeme, nonpemnokemne (Kimaju 2003: 379-388).

OBaj pan npeacTaBjba HACTABAK HAIIMX JI0CAJAIIBUX UCTPAXXKHUBamba. JennMudHo
ce ocnama Ha pagoBe Kownsepsuja y nacmasu cpnckoe jesuxa (CreBanoBuh 2018) n
ToumeHnuyerpe kao mun KoHeep3uje Ha NPUMEPUMA KFoUNHCEBHOYMEMHUUKO2 CIMUILA
(CreBanoBuh 2019). IIpBu pag 6aBu ce KOHBEP3HjOM Ca TMHTBOMETOHUKOTL aCIIEKTa
(CreBanosuh 2018). pyru pax OaBu ce jeIHHUM THUIIOM KOHBEp3Hj€, OJHOCHO
nonmeHndeweM (CrteBanoBuh 2019). ¥V meMmy cMo HacTojaiu Ja carjiejamo
MOMMEHUYeHe (TIPeTBapame y UMEHHIIE) Y OKBHPY KHMKEBHOYMETHHYKOT CTHIIA
(CreBanoBuh 2019: 7).

3a motpebe OBOT pasa, OTPAaHUYMIN CMO C€ Ha HompuzeBibemne. [lonpunespeme
ce Hajueurthe aeuuuie Kao npeTBapamwe y npuaese (Kmaju 2003: 381; Bari¢ 1 dr.
1979: 239). [Ipumepu cy noaesbeHn y uetupu nenune: 1) Tpnuu enazoncku npuoes;
2) Paonu enaconcku npudes; 3) I nazoncku npunoe cadawrsu u 4) I nazoncku npunoe
npowiu. Y OKBUPY CBaKe IIETMHE MPUMEPHU Cy KIaCH(PUKOBAHH IPeMa poay U Opojy
(HITp. MYIIKH POJI jeAHUHE, )KEHCKH POJI JeTHUHE | CI1.).

Kao kopmyc mocmyxuiaa cy Npo3Ha Jiella CaBpeMEeHHX CPIICKUX mucana: Duge
noci i crne zastave' JI. CrojusbkoBuha (Stojiljkovi¢ 2012), Olujni bedem?* 1.
CrojwskoBuha (Stojiljkovi¢ 2017), Konstantinovo raskrsée® JI. CtojusbkoBuha
(Stojiljkovi¢ 2010), Ocevi i oci* C. Cenenmha (Seleni¢ 2009), Véucmeo c
npeoymuuiwvajem’® C. Cenennha (Cenenuh 1995), Luzitanija® ]JI. AranankoBuha
(Atanackovi¢ 2017), Jywan Cunnu — 6uoepagpuja npsoe cpnckoe yapa’ JI. Muuerte
(Muueta 2016), Brodolom® B. Apcuha (Arsi¢ 2014), Sibir’ B. Keiqmanosuha (Ke-

—_

V namem tekery JJHII3.
V namem tekcry OB.

VY nasem Tekery KP.

VY nassem Tekery OO.

VY namem tekcty YII.

V¥ namem Tekcty JI.

VY nasem Tekery JC.

V namem Tekcty b.

O 0 N AN W AW

V namem tekcry C.
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cmanovi¢ 2011) u Top je bio vreo' B. Kenimanosuha (Kecmanovié¢ 2008).

Pan wma cnemehe mmbeBe: 1) nma cariiega TIONPHIEBIEEHE Y OKBHPY
KIbIDKEBHOYMETHHUKOT CTHJIA, 2) J1a YTBPAU KOj€ Ce CBE BPCTE peuH MpeTBapajy
y IpuAeBe U y K0joj Mepu U 3) nma goOujeHe pesysiTaTe yHOpeau ca CTameM
3a0€eJIe)KEeHUM y PEJICeBAaHTHO] JIMHTBUCTUYKO] JIUTEPATYPH.

2. AHaJim3a Kopmyca

2.1. TpHM ry1aroJICKu Npujes

TpnHHM TIaroJcKu TPHIEBH CE€ Yy BEJIWKO] MEpH IMONPUAEBIbABA]Y, OJHOCHO
MpeTBapajy y npuaeBe. AHAIU3UPAHU KOpPIyC OellexkH BeTMKU Opoj mpumepa.

TproHU TIaroJCKyW NMPHJIEBH MYIIKOT PojJia jeHUHE cE MPETBapajy y MpujeBe y
Behoj mepu. M3nBajamo jeman meo:

Kocanuuh 3apu Mau y merose rpyau, npobujajyhu 3maTom u aparysbuma okuheHu''
nqamacku okion (JJHII3: 268)'%. ...1a My ymecto ocBojeHor IIupoTa Hyje 3rapuiire
(AHLL3: 309). ...mupuc nonena u tek ucneueHor xieba (OB: 19). Tpu nana HakoH
TOra Ha UCTOM MECTY HAllUTH Cy YTOIUbeHOr ceockor koBada (OB: 155). Kan je jomr
MaJio cTajao Ha ynaszy ca ynepenum numrosbeM (KP: 206). XKena mocerny pykom
y YHYTpAIIlOCT CBOT jeneka W u3Bamu Oenu 3ameuahenu kosepar (KP: 225). U3
IapKUPaHOT KaMHOHA jJoBejole jour Tpojury Jeyau (KP: 250). ...6am ucmon mecta
re ce Buaeo 3ammibeHd Bpx koxkape (KP: 168). ...a onma ce 3aycTaBHo Ha CpeauHA
Kpyra, kox 3abonenor mada (KP: 205). 36auenu Brnagucias uBeo je jomr BUIIE Of
nmBageceT roxuHa y Cpbuju u 'y mupy ca 6patom Ypomewm ([IC: 132). 3apuja my je
npyxkuo napue npecasujeror mamumpa (b: 20). Ckpomuom wucnpahajy Bojuciasa
AmnhenkoBnha, DeH3MOHUCAHOT ITyKOBHUKA J[prkaBHe 6€30eTHOCTH 1 HApOJHOT Xepoja,
MIPUCYCTBOBAJIO j€ TEK AECETaK JbY/IH: IPBE KOMILHU]je, TaJbu pol)anu 1 ABe-TPH CTapuIle
(b: 7). Ca yrameHuM TpaH3UCTOPOM y pyKama rpemrao cam y xonHuk (TbB: 47). Uy
xaycTop cy yrpyanu JIyTteo u jenan Haopykan muaauh (TBEB: 97). A Munany je, u3
IPEKJIaHOT BpaTa, el MOjUM O4KMa joul yBHjek muksbaia kps (TBB: 204).

Ca npyre crpaHe, W TPIHH TJIAroJICKM TPHJIEBH JXEHCKOI POJa jeIHUHE cCe
npeTBapajy y npuaese y Behoj mepu. M3asajamo jenan aeo:

CroasseHa 3emipa ce mporesana y Hemornmexa. (JHII3: 211). OmpybibeHa riaBa ce
3akorpsba 1o moxay (JAHII3: 271). Hajamuuk ra moriena, ucrpsa 30ymHeH, OHIA y3e

10 V¥ namem texcry ThB.
11 IIpumepu HacTanu NONPUAEBILEHEM CY NOJBYUEHHU.

12 Pedenuie cy jaaTe hHUpWIUIIOM, MOLITO CMO C€ OIYYMJIHM Ia OBaj pan Oyae mucan hupwmmmmom. Herme cmo
HaBOJIMIIU CaMO JIEJIOBE AYTUX PEUCHUIIA.



38 Resistance and its Echoes in Slavic Languages and Literatures

jeIHy OJICEYCHY IpaHy, IMOJIOMH je 0 KojeHo u Oaru y Barpy (JAHII3: 286). BojBona
Usan Kocanuuh npuhe Cranojy ['maBoceun u npyxu My 3amajbeHy Oakspy (JJHII3:
302). KuBoT, ca H3BE3€HOM IUTAIIITAHUIIOM Ha MMOKJIOMNILY, cTajao je orBopeH (OB: 217).
Mutagu BuTe3 moamxe okpeaBsbeHy pyky (OB: 221). Kana je cturao j0 ctoja, 3actao
je U pykoMm obOprcao HaTaJoXeHY MpamuHy ca rpyde apeeHe mospmmae (OB: 286).
...Kao mTo mac y crpany rypae omionany koct (Ob: 35). buna je To Hekan nena a caga
n3bienena u norenana mapama (Ob: 142). Onmusepa ycTane, mopaBHa Habop Ha CBOjOj
OecripekopHO KpojeHoj rocoackoj xasbuau (Ob: 155). XapMoHuKan U3 [iena npJpaBux
MaHTaIOHA W3Ba/u moxabany Tabakepy, OTBOPH je U y3e pyuHo motany nurapety (KP:
36). Y3eo je momosa yrameHy Iurapery M3 Iremnejbape 1 rmoykao xyradku auMm (KP:
177). BuguM joj moTusbak u JyK caBHjeHe KHUMe, y MpTBOj TUIuHM cobe (YII: 173).
IMocirykeHy Beuepy, TECTEHHUHY Ol KECTEHOBOT OpalllHa ¢ MPeJMBOM 0J] OyTa JANUBJbET
BeIpa C I[PHAM BHHOM, ocTaBJha Ha moiia (JI: 91). Bpara um je oTBopmia 3abpaljeHa
skeHa y mansapama (b: 33). Bojucnas je onrypHyo crmce 1 y3eo moJpHily Beh oxiahene
kage (b: 120). [lok ce HeCHUTYpHO HKUXa0 3aMP3HYTOM KaJJPMOM, IoYelie Ccy Ja ra
3acuIajy KpymHe maxysbe 3amomnesor cuera (b: 125). Bumumr jeqHy moJoMJ/bEHY U
jemny obopeny cromumy (C: 126). Taga ce Ha BpaThMa 10jaBHjIa 33iMXaHa KOMIIWHHUIA
Tuga (TBB: 69). Ymehepena Boma cimBana mu ce Hu3 Opany (TEB: 34). bu mu je
OJ[jeTHOM CTpAIITHO K0, Y TOj 3aCBULCHO], He3arpejanoj npoctopuju (O0: 279).

TprHHM TIarojcKu NPUACBH CPENIET poja jeJAHUHE TPETBapajy ce y MpHICBE Y
Mam0j Mepu. [Ipumepu cy crenehu:

Kpunu nocrajy jaun u Melajy ce ca OmTpUM MHUpHCOM cnasbeHor meca (JAHL[3:
247). I1pBu o KOWAHWKA, CTACHTH CIIaXHja ca MOJUTHYTHM KOIJbeM Beh je 0o
onacHo Omm3y (AHLI3: 278). Ha meroBoM yHaka)X€HOM IPHOM JIMILYy MELIATIH CY
ce n3pasu 6oia, 6eca n Hemohu (OB: 18). Henama 6anm o/utoMsbeHO mapye xjiebda y
3peny npea cooom (Ob: 35). IlpuBnjena y3 orpaay on 1pHor kopaHor reoxha (KP:
12). ..muuu Ha cBexe ocTarke Tek 3raxeHor kydera (YII: 227). Hagomax [luga,
Ha OpoHTY, TaHKUMa je Ty3a0 [0 3aMP3HYTOM OJIaTy U HepeTKo crnaBao y cHery (b:
78-79). Bunno cam na joj je HabopaHo JHIle HCKPUBJbEHO y rpumacy 6oia (THB:
31). U36opano nuie komimuHUIe THle HUje OMII0 HCKPUBJHEHO y rpuMacy 0ojia
(TBB: 150).

TprHM IJIaroJICKU MPUICBH MYIIKOT poJia MHOXKHHE TPETBapajy ce y MpUAEBe y
Behoj mepu. M3nBajamo jenan neo:

TormHy Ha HenMa racu oIMepeHuM TyTibajuMa BuHA (Ob: 35). 3a muM je crymao
onpen 100po Haopyxkauux patHuka (Ob: 37). ...spehe monaxy y okoBane canayke (Ob:
49). OH wByHY y CTpaHy, KpB U cioMibeHe 3y0e (Ob: 221). ... mua Koje cy Kpacuiu
ypeaHo noTkpecanu 6pkosu (KP: 78). ...ca 3aHuMameM ce 3ariie/ia y hilapaHe 3u10Be
(KP: 214). ...neH3WOHKWCAHU YHHOBHUIIM MPojajy huuljyBe u omnpapibajy KuiroOpaHe
(OO0: 155). Ilo pmorepanuMm OpumhmMa M Xep-KaTy BHIUII Ja HHjE WO PyKe Of
cebe (YII: 34). ..BumocaB mpeBphe mo pynu INyHOj H3HakakeHux JemeBa (YII:
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244). ..u mpUIIPEeMUIH OpaIllHO, MECO, HAMUTKE 3a Tpoda, ca MPEIU3HO U3MEPEHUM,
HacTpyranuM, uciiehenum, cmieBenum goxanuma (JI: 68). Joan Anekcanmap je 6uo
JbyOHTEsh KEbHKEBHOCTH — 32 Hhera Cy IpeBoleHa rpuka Jiejia — HITO ¢e MOXKE BUJIETH
13 jOIII QUYBAHMX U JIeTO ykparineHux pykonuca (JIC: 118). Y nocnenmeM TpeHYTKY je
OIIHEKy]l CTHIIIA Tpymna yHubopmucanux BojHuKA (b: 17). AreHT je maxJbuBO mpemiao
MPEeKO OTKYIAHUX pefoBa, camo O mopemeno moxaurao morien (b: 123). Jlok joj je
TAJINO IUTapEeTy, TaXby Cy My MPUBYKIH BeHH ApXTaBu, ucymenn npetd (b: 193).

TpoHU TJIaroJCKH HMPHUAEBH KEHCKOT poja MHOXHHE ce, Takohe, y Behoj Mepu
nperBapajy y npuaese. M3asajamo jenan aeo:

Xumiiep U3 jefHe oj mopehaHux KOKHHUX (HACHUKIM U3BYYe KOMaJ Harupa U CTaBU
ra Ha cto (KP: 19). Cjaj necermna ynasbenux cseha crBapao je y cobu cabmacHy
atMmochepy (KP: 188). Cenka HeneduHHCAHUX KOHTYpa MUHY KPO3 TaMy U U3ryOH ce
(KP: 208). ...necerak ypamsbeHux ¢ororpaduja Ha KojuMa Cy YIJIaBHOM OH M HEroBa
Majka (OO: 28). ...ycaMibeHa Cpell jaTa packoKoaakaHux Bpiimakumba (YII: 173). Cuer
je TMoJIOMHO JTaBHO IocaljeHe, HEMoTKpecaHe pyke, a 3eMJba Ha XyMi je yieria (b:
158). U Bujane cy ce Habuinosane, TetoBupane rpyau (TbB: 67). Ha Horama cy my
kionapaie Hezakomdade gm3me (TBB: 98). U — cammihyhu ce o coymireHe manTanone
— 3a muMa otpuao (TEB: 138). A mox Horama — rommna nirakeHux jguMeHkd (TBB:
166). Y1 Hucy morue na My ce Buzae uckonadeHe oun (TEB: 204).

TprHHM TIAaroJcKu MPHICBH CPENIEr POAa MHOXKHHE C€ PETKO IMPEeTBapajy y
npunese. [Ipumepu cy cnenehu:

bpana joj ypawa Mel)y cTucHyTa KojieHa, ITo He BUAMM, Beh HacimyhyjeMm 1o nonoxajy
rmaBe (YII: 173). ..cByma cy Jexana M3MacakpupaHa W ClaJbeHa Telia BOJHHKA U
Bute3oBa (JI: 69). Coma je cefena Ha KPEBETY Kpaj Mpo30opa M HEIIOMUYHO TiIealia
kpo3 3amaimihena okua (b: 192). Kpo3 3aramibeHa crakia [HIa y KOM CEIHII,
Buguns: @epann-Ppamo Maire (C: 208). [Tog ctyboBuMa cTOje TUIIOBH, Y TOZ KOHAIT
ucnernanuM Bepcahe ogennma (C: 140).

2.2. PaaqHu 1aroJicKu Npuaen

Kao u TprHu r1arojcku NpuaeBy, U paJHu II1aroJICKU IPUIIEBHU CE ONIPUAEBIbaBajy
y BEJIMKO] MepU. AHAIN3UPAHU KOPILYC OeexH BEeIUKH Opoj mpumMepa.

Pagau rmaroicky mpuaeBH MYIIKOT poja jeJHHHE MPETBapajy ce y IpuieBe y
Behoj mepu. M3nBajamo jenan nieo:

Jluuno je Ha onumaor Byka Koju je mMao cpehie ga yxeartu komyty (OB: 225).
...npe3apasenu 6osecuuk (OB: 285). Ilerpuma ce Hakamba M ca HAIOPOM MOYE Ja
npoy4aBa noxyrean koman xapruje (KP: 90). Mnak, taj npepano caspenun momuuh
TpY JaHa je nytao no Hajropum 3abutuMma (KP: 134). ..pa3Bykia je BUXOBE CEHKE
MPEeKo HamykKJor, nocusenor 3unaa cee 1o Tasanuie (KP: 159). Hucmo o muHynmoMm
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norahajy pasrosapainu (OO: 177). ...moBepoBao je 1a y )KMBOTY UMa CMHUCIIa OUTH caMo
npexupenud naptuzan (O0: 247). ...mpeko dujer ce HabPeKIor TpOyxa ISy pH JaHaI]
ox yensor cata (OO: 261). ...3aphao Hox (VII: 182). 3amiTo aa ce apkaBa Ha30BE IO
motonysioM opoxy (JI: 103)? ...0yrapcku TPOH je 0CTa0 YIPaXEHEH jep IPEMHUHYIN
rap Huje nmao motoMctBo (IC: 47). Jlerenna Benu xa je boropoauma mo Ba3Hecewmy
XpucroBom kpeHyna Ha Kumap y mocery Backpciom Jlazapy (HAC: 148). ok ce
HECUTYPHO FbHXa0 3aMP3HYTOM KaJJJPMOM, [TOYEIIe Cy Ja I'a 3aCHIIajy KPYITHE Maxysbe

3ajorHeor cHera (b: 125).

PajHu riarosicku mpuaEBU JKEHCKOT Pojia jeJHHHE MPEeTBapajy ce y MpUICBE Y
Behoj mepu. M3nBajamo jeman neo:

...y IO30pHOM CBeTY jeane octapene ummnepuje (JJHL3: 299). ...Hag ucnynaiom 3eMJboM
Turenny jienyjase nposupHe yrBape (Ob: 13). buna je To Hekax nena a cana u3bnezaena u
norerrana mapama (Ob: 142). Jenna Haropena rpejia UCTpe]] iera Au3alia ce ca TOMUIIe
manrtepa (KP: 227). ...mnaha xxena ce Beh JpyOma ca npuciesnom nytauiioM (0O0: 16).
...ko fie TIpe omwmcaTH I1ITa je OCETHO Y KOM Yacy BelUKe, caaa Munyie onacuoctd (OO:
171). ..m 1y ce mhyhypuna xao mokuciaa ryrytka (OO: 308). HesagoBospHE cpricke
BEJIMOJKE TIoJIaraje cy y mera Haxy aa he ojaganry CpOujy mOBECTH y HOBa OCBajama
(AC: 53). Coma je ca 3aHHIMameM IIPENUCTAaBaja MOXKYTENY IMTAMITY M IaXJBHBO
gurana (b: 28). Ox mane, 3akpxipalie Tyje, 3acaljeHe y CakCHj! ITyHOj YUKOBa, YIHHHIIO
My Ce Jla BUJH CTaplia, OrPHYTOT TAMHOM IMeJeprHOM Uitk Moxkaa MautijoM (b: 124).
Jomnomna poropeny msyry racu (C: 67).

PajHu riiarojiicku MpUAEBU CPENIET poJia jeJJHMHE MPETBapajy ce y MpPUICBE Y
Maw0j Mepu. [Ipumepu cy cienehu:

Konauno je y ceny npomwior neta (Ob: 32). Crage kpaj Torumie, na morsiena y
ocUBe0 HeOO ¢ kKora Huje mpecrajao na auje denuk (Ob: 194). ..ymano nwuime
ca ymaJJbUBHM KPYIMHUM TaMHUM ouuma Owmio je Omehe wero mkam (KP: 12).
..3BYK Koju je pomupao u3 JparytunoBor oreksor rpia (KP: 161). HaGpekio
ocehame ponospy0iba jeqHocTaBHO HHje My AaBaiio aa ce ckpacu (OO: 43). Bbeno
npebIIeieno JiMie yramwio je aBojuiry myikapana (b: 177). ...mocmartpao je
weroso n3baeneno quue (b: 179). Kaga cy ce Bpatwiu, ['opaana je cexena cama
Ha TepacH, Cy3HuX ouujy u nmoaoysor ymmna (b: 231). Kax umam oapacio aujere
(TBB: 51).

PajHu raroicku MpuaeBu MYIIKOT pojJia MHOXKHHE TPETBapajy ce y MpHICBE y
Behoj mepu. M3aBajamo jenan neo:

...y npeBHu KoHcTaHTHHOB Tpaj npucnena apyxuHa nanux anhena (Ob: 26). ...ynura
Opnoeuh Beh BumHO 3apymenenux obOpasza (OB: 44). Crapan jy je cimagocTpacHO
rocMmarpao rnposiazehu cBojuM KpUBHM YBEIHM IIPCTHMa Kpo3 BeHy rycty kocy (Ob:
225). ..jemaH HeMayku O(QHIHUpP JHKYje HaJ INIAYUIOM YIUIANMCHUX M H3MNIATHETNX
seyau (KP: 35). buhe nana xax hy ce Hamie okymarujcke Oeme cehatu ca ceToMm OHE
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BpCTE KOjy M3a3MBa yCIIOMEHa Ha Jierne M 3aHaBek Hectaie yacose (OO: 235). ..na
u3By4e npomane Toukose u3 rmbda (OO: 343). Bugocas — 0OpoBauku BemITall, Tparay
3a prrye3nuM mprarumMa (YII: 243). ...moxyrenu uceury u3 HoBuHa (JI: 73). Unak, y
bopbu je Bue nmpocropa AaTo JUYHUM HCHOBecTUMA mpexuBenux nytauka (b: 70).
...4 3aTHM C€ YIMYTWJIN TyTUM XOIHHUKOM Ca YHjUX je Ha0yOpenux 3ugoBa MECTUMHUIIC
ormagao mantep (b: 110). ...peue MusoBaH, jegaH o JBOjHIIE IPUCTHUIIINX BapOIIaHa
(b: 142). ...rpo3HKYaBO je mornenoM Tpakno Comy Mely 3a0IHEINM Ty THAIIMA Ha
obanu, anmu je Tamo Huje Oomio (b: 153). ...momonpenu mperu Ha pykama (b: 197).

PajHu T7aroicku MpuIeBU KEHCKOT pojJa MHOXKHHE MPETBapajy ce y MpHuaeBe y
Behoj mepu. M3nBajamo jeman neo:

CenumM je 3aro, cmiasehn ¢ koma, o00mm3Hyo ucnyiaine ycue (Ob: 14). Toma Ille6bex
610 je KpymaH YOBEK y MOOIMAKINM YETPACCETHM U HEKanaa je Urpao JICBOT Oeka y
Cunbhenuhy (KP: 37). Kaxxem Bam, Te cTBapu HHCy oOuuHe noaussbaie 3Bepu (KP:
118). OkpyxuBana jy je HHUCKa, IpBeHA orpaaa oj mcrpynenux macaka (KP: 132).
[IpBu MyT HAKOH MUHYJIMX JCICHH]a BUIECO j¢ JHUIIEC JCBOJKE KOjY j& HCM3MEPHO BOJICO
1 K0jy je cBojom rpemkoM u3ryouo (b: 11). Mely MmoHaxumama, MaxoM OPOHYIMM
cTapuiiama, HUje 6uio HujenHe Koja ce nuera cehama (b: 142). [Toma je omycrennm
rpobspanckuM crazama (b: 158). JIok cy ce meroBe oYM MaxoM 3ayCTaBjbaje Ha
omuctranuM kpommama (b: 199). U xako, y3 MukujeBy momoh, crajemr Ha yTpHYyJIe
Hore (C: 124).

PajgHu TIaroiicku MpUICBH CPENIEr pOJa MHOXKHUHE PETKO C€ IMPEeTBapajy y
npunese. [Ipumepu cy cnenehu:

...TIOTJIEZl My C€ CPeo ca YMOPHHUM, M3IJIaJHENINM JIMIFMa Ha KOjUMa CE oJpakaBasia
CBa MyKa paToBama U ropurHa nopasa (JJHII3: 310). ...nornex ka orosieanm opauMa y
nmassuad (OB: 19). Onet npelje normeaom npexo 3aHemenux U yiamenux jumna (Ob:
118). V Tamupe npebairyjem 3aropena jaja (C: 55).

2.3. I'naroJicKu mNpuJior caganrmbu

['marojicKku MpHWJIO3M CE MpeTBapajy y MPHUIACBE y MambOj MEpH. AHaTH3UpaHH
Kopiryc Oerexy 3HaTHO Mamu Opoj MprMepa y 0JIHOCY Ha IJIarojcKe IpueBe.

[TonpuaeB/bEHN TIArOJICKU MPHIO3H Y MYIIKOM POy jeHUHE 3a0€NIekKEeHU CY Y
Mam0j Mepu. [Ipumepu cy cienehu:

...eeh cieneher tpena 6uo je y merosoj ceniu (Ob: 176). ...u3yctu nperehinm rimacom
kpo3 mkpbase 3yoe (KP: 73). ...u rmaBma mpema m3iasy, roroBo Tpuehum xopakom
(O0: 276). ...pohen u Jlyman, oyayhu npeu cprcku map (JIC: 22). Cienehu Credanos
npobsem 6uo je Baamucnas (JIC: 32). Tako je BU3aHTH)CKO MMPaBo mocTtano Hocehu cTyo
CpelOBEKOBHOT MpaBHOT cuctema cprcke apxase (JIC: 260). ...nmpeMaa joj ce Haym
HHje J101ao, KOJIMKO 300T JeeHe Komase, Tonuko 30or gomaseher cympaka (b: 11).
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Hasanoct, cturiu cy camo 11a je Buje y kiedehem nonoxajy (b: 159). ®epann-dOpamo
u3 Ooraror, mupamreher 6apa, n3piaun jenHy Heyrienny oomy (C: 153). [ocnenwu
pasroBop ca Anaxom npexa omryayjvhu jypurn (JHII3: 277). ...nucy umanu cpehy aa
HaJleTe Ha jellaH oBako ouapaBajyhu komanuh nenore (Ob: 14). U 3aucra, y TpeHyTKY
KaJa ce CEYMBO Maya 3apHiio y ApBeHH o, npahen 3armynryjyhum npackom, Girecax
CjajHe CBETJIOCTH HCITyHH cOOy moTiyHo ra 3acienusi (KP: 201).

Ca npyre cTpaHe, U MONPHIEBIbEHH ITIAr0JICKU MPHIIO3H Y )KEHCKOM POJLy jeTHHHE
3abenexxeHu cy y Mamwoj mepu. [Ipumepu cy cnenehu:

Otyn n aukyjyha mosa xoja cama 3a ce6e rosopu goBosbHO (KP: 35). ...xako je jeman
0J1 ceJbaHa Bueo ceetiely 3Mujy ca BEJMKOM I1aBoM U qyradkuM jesukom (KP: 116).
Co0y je ocBerspaBaia crojeha mamma y yriy W IjiaBKacTH 0JICjaj IUIMHCKE BaTpe U3
umutuiyje kamuHa (00: 29). Anu nopoauiu TBoje Oyayhe Hesecte ayryjem (Ob: 50).
Cawm Tapuep HUje HUKaa, HY Tocie ocaobahajyhe mpecy/e, MpOroBOpHO HUjEAHY ped
o porahjajuma Ha OpOJY, M OCTAaTaK JKUBOTA MIPOBEO je y ynaabuBoj Tumuau (JI: 32).
...0JIMax ce mpasza onakmagajyhiom okomnrorrhy (OO: 276). ...a cBe To OmIo je npaheHo
HEKOM 4yaHOM, odapaBajyhom Oykom (KP: 201). To nonako, ycien 3arnymryjyhe 6yke
aBMOHA, HUKO HHje Morao gyt (KP: 205).

[TonpuieB/beHN TNAroJICKM TMPUIO3H Yy CpelmbeM pOoIy jeAHHHE cy, Takobe,
3abenexxeHn y Mamwoj Mepu. [Ipumepu cy cnenehu:

Tommmua u oH cy caeneher nponeha otummm y 3emsbe nemamnthancke (JJHL3: 287).
Jbynn He Om Tpebano na mosHajy tajue Oynyher Bpemena (JHLI3: 299). ...kpo3
npo3ope ce jacHo uyno Hagonazehe 3yjame (KP: 203). [Tommke pyke 1a ce 3alITHTH
on 3aciemwnyjyher ceerna (JHII3: 297). Oceexarajyhe nutie, [lencu Koma, HOBH
je TIOoMyJIapHH MPOM3BOA Ha amepudkoM Tpxkumty (JI: 91-92). buno je To orpoMHO
yBenuuaBajyhe crakio, cnuuno synama (KP: 18). bamr kao HE Ouilo kakBor 3ByKa
ocuM y3Hemupyjvher 3yjama y gaspunu (KP: 208). ...u nasse mamnyhe cBoje 3amamyjyhe
otkpuhe HecpetHn Muxajno (OO: 193). ..na 6u Enuzabery momreneo u of CBOTra,
cMmarpao je, onrepehyjyher npucycrtsa (OO: 197).

[TonpuaeB/beHH TIArOJICKH NPUIO3M Yy MYIIKOM pOJIYy MHOXHHE Cy PETKH.
3abenexeHa cy caMo TpHU IpuMepa:

...J1a Oynemo Majke Oynyhum patanimma (Ob: 68). ...xonajyhux nokasa muxose moodese
(OO0: 263)? Hakon cBake 00ayKIMje XUPYp3HU Cy ITOJHOCHIIN 3amamyjyhe n3Bemraje
(KP: 44).

Ca npyre cTpane, ¥ TOTPH/ICBI/HEHH TTIAr0JICKU IPUIIO3H Y )KEHCKOM POJY MHOXHUHE CY
peTku. 3a0ernekeH je CBera jeiaH mpumep:

...nu ®upepose nerehe 6omoe HUCY Omite o momohu (KP: 150).

Huje 3a0enexxeH HUjenaH MONPHUACBIBEHH TJIATOJICKH TPWIOT Y CPEIHEM POIY
MHOXHHE.
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2.4. I'naroJyicku NpuUJIOT NPONLIH

['maroyicku MpUIIOT MPOIIUTHA C€ PETKO MPEeTBapa y MpuaeBe. AHATH3UPAHH KOPITYC
Oenexxn Mau Opoj mpuMepa.

[TonpuieB/beHN TIIATOJICKU TPHJIO3W Y MYIIKOM pPOAY JEJHHHE Cy PETKH.
3alenexxeHa cy Tpu npuMmepa:

Y3umajyhu MemmHy o/ CBOT OMBIIET 3aI0BEAHNKA JINYHE cTpake, O6miuh ra moryan
nma cemHe kpaj Batpe (JJHLI3: 286). U 3aro je yecTuTH KHe3, Kao 0JIaKCHOIIOYHBIIIH
map Ypour mmpe mera, 3a Tako Hemro n3adpao meHe (Ob: 88). ...neceroroaummer cuHa
nmounBIrer BacmieBca Aanaponunka 111 Jopana V Iameomora (IC: 85).

Ca npyre cTpaHe, U IONPHIEBIHEHH TTIar0JICKH MPHIIO3U Y )KEHCKOM POJLy jeTHHHE
Cy peTku. 3a0emeKeH je CBera jean mpumMep:

...kao yine oxasHo ousiue nernoruie (YII: 202).

Huje 3abenesxeH HYje1aH riaroJICKi IPUJIoT Y CPEAmhEeM POy jeTHuHE. MHOKUHCKA
OOJIMIIN TITaroJICKOT MPUJIOTa, Takohe, HUCY 3a0eNeKeHH .

3. Pe3yaraTu McTpaKuBamba U 3aK/bYYLH

Kao mro ce U3 aHanm3upaHor Kopiryca MOKe BUJIETH, TPIIHU IJIaroJCKU MPHIEBU
ce 4ecTo mpeTBapajy y mpase npujeBe. CrpoBesneHa aHajgu3a MOKasyje Ja ce y
Behoj Mepu nornpuIeBIbaBajy TPIHU TIAroJCKH MPHIECBU MYIIKOT U XXEHCKOT poja
JeTHUHE W MHOXHHE, TOK C€ TPIIHU TJIArOJICKU NPUIEBU CPEIIEr pojia jeTHUHE
NONIPUCBIbABA]Y Y MamOj MepH. TpHHM TJIarojcKd MPUIEBH CPEAmEr pojaa
MHO’KHHE C€ PETKO MOMPUICBIHaBAjy.

Jla ce TpIHU IIIaroJicku NpUAEBH YECTO MPETBapajy y mpase mpuaese NoTeplhyjy
1 OpOjHHU JIMHTBUCTH y OKBUPY cBojux rpamaruka (Kmaja 2003: 383; Cranojuuh,
[TomoBuh 2005: 134; Bari¢ i dr 1979: 239). Mehyrtum, nperBapame TPITHUX
TJIATOJICKUX TpHJEBa y TpaBe MpHIeBEe HUje aeTalbHO oOpaheno. Y cBakoj
rpamMaTUI HAJIA3UMO TI0 je/laH MpUMeED: suuie ieno nogezanux krwuea (Ctanojunh,
[Tonoruh 2005: 134), Rado kupujemo uvezenu tkaninu (Bari¢ i dr. 1979: 239).
B. JoBanoBuh y moHorpaduju Kousepsuja y eHeneckom u cpnckom jesuxy camo
y3rpell CIIOMUILE TPeTBapame TPIHUX TJIArojCKUX MpPUIEBA Yy MpaBe MPHICBE H
HaBOJM NpUMeD: nosesana krwuza (Josanosuh 2007: 127).

[Topen TpmHUX TIJIAroJCKUX MPHUAEBA, W PaJHU TIATOJCKH TPUICBH CE€ YECTO
MpeTBapajy y nmpase npuaese. Y Behoj Mepu ce MonpuaeBIbaBajy palHu II1arojCKu
MPUACBU MYIIIKOT 1 )KEHCKOT poJia jeIHuHE U MHOXHHE. Ca Ipyre cTpaHe, y Mamoj
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MepHu ce TMONPHIEBIbABAj)y PaJHH TJArojCKH NPUACBH CPENI-Er poja jeJHUHE.
PajHu rinarojcku npuaeBu Cpeamber poJa MHOKHUHE Ce PETKO MONPU/IEBIbaBajy.

[IpeTBapame paJHUX TIAroJCKUX MpUIEBa y MpaBe MPHUIACBE HHUjE JETaJbHO
obpaheno y nuarsuctnukoj iureparypu. Y. Kiaju y monorpaduju Teopba peuu y
caspemerom cpnckom jesuxy, 11 0eo, Cygukcayuja u Koneéep3uja HABOAN HEKOIUKO
NpUMepa: npoutia Hedesmd, 0o0pacia 0esojKka, ocmapenu 4uxd, npespeno 6ohe,
NO0OMAKIU camu, 02pybenu O1aHo8uU, ycmajaie ooe, HaOyjana peka, yice2io y/ve,
NPOKUCTO MIIEKO, 3a20peno jeno, 3aphanu nooc, yeunyra kpasa (Kimaja 2003: 384).
B. JoBanoBuh HaBou Ba puMepa: 0boieo opear, npoysemao 3ymoyn (Joanosuh
2007:127). XK. Cranojunh u Jb. [Tonosuh HaBoze jexan npumep: Jleuunu cy oborene
wyoe (Cranojunh u [Tomosuh 2005: 134). E. bapuh u rpyna ayropa, Takohe, HaBoie
jenan npumep: Ne vidi se kuca od rascvalih krosanja (Bari¢ i dr. 1979: 239).

Y momenyToj MmoHorpaduju B. JoBaHOBUh micTHYe 1a Yy BEIUKOM Opojy CilydajeBa
TJIArOJICKU TPUICBU PAIHU U TPITHU O] HETIPEIa3HUX U MEJIHjaTHUX IJIaroja Mory
Jla CIy’e Kao OCHOBa 3a KOHBep3Wjy y mpase mpuzaese (JoBanosuh 2007: 127).
AHaIM3MpaHu KOPITYC JI0Ka3yje OBY TBPAY.

AHanu3za je mokaszaja Ja ce TJIaroJICKd NPWIO3W y Mam0] MEpH NpeTBapajy y
IpHUIeBe Y OJHOCY Ha Irilarojcke mpuzaese. Yemhe ce mpeTBapa riarojacku IpuiIor
cajammbi. Y Mamoj MEpPH Ce IMONPHICBIbABA]Y TJIArOJICKU TPHIO3U MYIIKOT,
JKEHCKOT M CPEIIher POjia jeJHUHE. [ J1aroiIcKu MpIiIo3u MYIIKOT U XKEHCKOT poja
MHOKHHE C€ PETKO MomnpuaeBbaBajy. Ca apyre cTpaHe, HHje 3a0elie)KeH HUjeTaH
npUMep NOMPUICBIbEHA TIATOJICKOT MPHIIOTa CPEIHET POJIa MHOKHHE.

K. Cranojuuh u Jb. IlonmoBuh y [Ipamamuyu cpncrkoca jezuxa HaBOAE JBa
npumepa: ceemaeha pexnama, nemeha 6pucada (Cranojumh, ITomouh 2005:
134). B. JoBanoBuh HaBoaM Tpu mpumepa: cgemaeha pexiama, iemehu maroup,
sucehu mocm (Josanosuh 2007: 128). W. Knaju tpetupa -Au xao cydpukc (Knaju
2003: 308-309). Camum TuM oOnuKe TUTA temehiu, eucehu cMaTpa W3BEACHHM,
a He konBeproBaHuM (Kimaju 2003: 384-385). M. Huxonuh oBakBe mpumepe
TpeTupa kao kouBeproBaHe (Hukommh 2023: 1-26). E. bapuh u rpyma ayropa
HaBoje jenaH npumep: U naSim trgovinama ima razlicitih osvjeZavajucih pica
(Bari¢ 1 dr. 1979: 239). [lozuBajyhu ce na apyre nunrsucte, b. Tadpa cmarpa
Jla IPUAEB osvjezavajuci HUje HaCTa0 KOHBEP3UjOM, HETO YHYTPAIIHOM TBOPOOM
(Tafra 1998: 351).

CripoBenieHa aHaIM3a je MoKa3alia Jia ce IJIaroJCKH MPUIIOT MPOIUTH PETKO MpeTBapa
y npuzes. IlonpuaesipaBajy ce caMo II1arojacKy IPUIO3U MYIIKOT M )KEHCKOT poja
JETHUHE.
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XK. Cranojunh wm Jb. I[lonoBuh HaBoxe jeman mpuMmep: Ousuiu npeoceoOHUK
(Cranojuuh, ITomoBuh 2005: 134). B. JoBanoBuh HaBoau mnpumepe: oOuguiu
npedceonuk, nouusuiu npemujep (Joanosuh 2007: 128). W. Knaju tperupa -6uiu
kao cyduxc (Kmaju 2003: 385). Camum TUM HU OOJNMKE THIA OUSUU, NOYUBLULU
cMmatrpa u3BelleHUM, a He koHBepToBaHuM (Kmaju 2003: 384). E. bapuh u rpyna
ayTopa He HaBojie HujenaH npumep (Bari€ i sar. 1979).

3a pasnuKy O] TIIaroJICKHMX MPHIEBa, TJIAr0JICKH PUJIO3H CY JAeTajbHuje oOpaheHn y
cryauju M. Hukonuha (Hukomuh 2023). M. Hukonuh 6aBuo ce kpahum oOnunmma
NpUEBa HACTAJIMX KOHBEP3HjOM OJ] IJIarojckor npuiora cagammer (Hukomuh
2023). AHanu3upaHu KopIryc Oeeku camo ayxke 0OJuKe.

JloOujeHu pe3yniTaTi KOjH ce THUY IIaroJCKOr MPHUJIOra MpOILUIOr ¢e Y MOTITYHOCTH
MOJIy1apajy ca CTambeM 3a0elIeKEHUM Y PEIeBAaHTHO] JIMHTBUCTUYKO] JINTEPATypH.

Ha xpajy tpeba pehu nma oBaj paj mpeacraB/ba camMO Majld JIOMPUHOC HAyLU
0 je3uKy, OJHOCHO TBOpOM peun. Jla OucMO JOOWIM TICIOBUTH]Y CIHKY O
MOTIPHU/ICBIbCHY (M KOHBEP3UjH YOIIIITE), MOPAaMO CIIPOBECTH HCTPAKHUBAKE HA
MIMPEM KOPITyCy M YKJbYYHTH HpUMepe U3 JAPYIHX (QYHKIHOHAIHUX CTHJIOBA
(Hay4yHOT, aJJMHHUCTPATHBHOT, HOBUHAPCKOT, pa3roBopHor). C TUM y Be3H, OBaj
pan Tpeba nma mojacrakHe Oyayhe nmuHrBHCTE Ha ce TeMesbHHUje OaBe mpobiIeMoM
HONPHUJICBIBCHA H IPOOJIEMOM KOHBEP3HjE YOIIIIITE.
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SUMMARY

The subject of the paper is the adjectivization as a type of conversion on examples of a literary
style in the modern Serbian language. The aim of this paper is to look at the adjectivization wi-
thin the literary style and to determine which types of words are converted into adjectives and
to what extent and to compare the obtained results with the situation recorded in the relevant
linguistic literature. The prose works of contemporary Serbian writers served as the corpus.
On the basis of the analysis, the following results are reached: 1) to a large extent passive verb
adjectives and active verb adjectives are used as adjectives; 2) to a lesser extent, the present
participle is used as an adjective; 3) the past participle is rarely used as an adjective; 4) a large
number of examples are not mentioned in the linguistic literature and 5) in some cases, the ob-
tained results completely match the situation recorded in the literature. In order to get a more
complete picture of adjectivization (and conversion in general), we need to conduct research on
a wider corpus and to include examples from other functional styles (scientific, administrative,
journalistic, conversational).
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Language of propaganda in selected Russian
legal acts published after 24.02.2022

The paper concerns the topic of the language of propaganda in legal acts and contains the
analysis of selected Russian legal acts, published after 24.02.2022, focused on traces of the
Russian state propaganda. The author describes the functions and features of the language of
propaganda and features of the legal language and how they could interact. In the analysis part,
examples from the Russian legal acts, including the «agreements» with Ukrainian oblasts were
given. The acts were analysed to find the features of the language of propaganda in them, de-
termine how it is related to the Russian state propaganda in general and whether it violates the
lawmaking principles.

Keywords: Propaganda, Russian language, legal language, Russia

Jezyk propagandy w wybranych rosyjskich aktach prawnych opublikowanych po
24.02.2022

Artykut dotyczy tematu jezyka propagandy w aktach prawnych i zawiera analiz¢ wybranych
rosyjskich aktow prawnych, opublikowanych po 24.02.2022 r., skoncentrowana na §ladach ro-
syjskiej propagandy panstwowej. Autor opisuje funkcje i cechy jezyka propagandy oraz cechy
jezyka prawnego i sposob ich wzajemnego oddziatywania. W cze$ci analitycznej podano pr-
zyktady rosyjskich aktow prawnych, w tym ,,uméw” z ukrainskimi obwodami. Akty te zostaty
przeanalizowane w celu znalezienia w nich cech j¢zyka propagandy, ustalenia, w jaki sposob
jest on powiazany z rosyjska propaganda panstwowa w ogodle i czy narusza zasady stanowienia
prawa.

Stowa kluczowe: Propaganda, jezyk rosyjski, jezyk prawny, Rosja

1 Introduction

Propaganda is not designed to be a part of legal acts. Their audience is limited and
legal language should not allow elaborate propaganda techniques. Because of that,
legal acts are ineffective as tools for transmitting propaganda. On the other hand,
they must be in line with the government agenda and state propaganda present in
the media and all other spheres, so that the message from the state is unambiguous
and unshakeable. There are two possible ways to achieve that, either the language
of the legal acts will adopt the terms and rituals used in the media, or the media will
adopt the terms introduced in the legal acts.
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As follows, what we can observe in Russian legal acts, probably isn’t a deliberate
attempt at propaganda, because it simply doesn’t fulfill most of its functions (in a
pragmatic and not necessarily linguistic sense). We can hear the echoes of state pro-
paganda developed earlier for the media and in other cases we can find the sources
for the propaganda present in the media. In this paper, we will focus on finding some
of those echoes in selected legal acts and examples of pro-government Russian media
borrowing terms from them. We will try to achieve that by looking at the linguistic
side of the texts and finding the features of the language of propaganda in them.

Another interesting topic is how the language of propaganda interacts with the legal
language. Do they contradict each other or do they have common features and does
the use of the language of propaganda devaluate legal acts from the point of view of
legal doctrine? We will try to consider those questions briefly, but a detailed answer
to them is beyond the scope of this work.

2 Features of the language of propaganda and the legal language

Propaganda is usually considered a pejorative word. It connotes with terms such as
deceit, manipulation and lies. While a colloquial definition is straightforward, we sho-
uld focus on finding a more objective one. According to Garth S. Jowett and Victoria
O’Donnell (Jowett, O’Donnell 2012: 1): «Propaganda is a form of communication that
attempts to achieve a response that furthers the desired intent of the propagandist». In
this paper, we will focus solely on the political state propaganda of the Russian Fede-
ration, which is supposed to further the agenda of its current government and their de-
sired intent. Propaganda is usually transmitted by language (although it could also use
graphic art or music). This subtype of language developed some distinctive features
which we will try to describe to be able to find them in the texts which are being analy-
sed. We need to underline that we assume that the creation of propaganda is always a
deliberate action, but the language of propaganda (id est a language with certain cha-
racteristics) could be used by individuals without knowing that it was created as a tool
of popaganda. It could be a result of exposure to this kind of language rather than an
action intended to further a certain agenda. That’'s why we will focus on analysing the
linguistic features of the text or quantitative data on the use of certain phrases and not
try to reconstruct the intent of its author. Nonetheless, reconstructing the agenda of the
Russian state propaganda regarding a given issue might be necessary in some cases.

As follows, the legal acts are usually not propaganda texts by themselves, they
serve primarily to regulate certain aspects of social life, but they may contain some
degree of the language of propaganda.
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Features of the language of propaganda are subordinate to its functions, both in a
pragmatic and linguistic sense. Its pragmatic function was well described in the
definition from the last paragraph: to achieve a response that furthers the desired
intent of the propagandist. Linguistic functions and features are dictated by this
principle. The Language of propaganda can fulfill a lot of linguistic functions, but
the most prominent, according to J. Bralczyk (Bralczyk 2003, 25-29), are:

— Informative function
— Ritual function
— Conative (or persuasive) function

The informative function is considered to be the main function of most texts pro-
duced by humans. Its realisation in propaganda texts is however heavily influenced
by the conative function. Propaganda informs, there’s no doubt about it, but the
information is distorted by using various techniques, such as euphemisms, words
with strong connotations or words that play down negative phenomena or exagge-
rate positive phenomena. Another very characteristic feature of the language of
propaganda is the «neutralisation of the opposition should be:is».

«With the blurring of the opposition between reality and its image, by which is made a
general agreement to give equal value to the biased reflection of facts and to these facts
themselves, the creation of this world would be the same as the creation of an image of
this world. One way of creating an image is simply to present it. Propaganda thus pre-
sents a certain world as already existing. It is only when it particularly emphasises the
truthfulness of this world it has created that certain linguistic behaviour, such as empha-
tic emphasis on truthfulness (of the type: we have real achievements), can give the
impression of an awareness of fictional conventionality» (Bralczyk 2003, 29, 32-45).

The ritual function is related to the fact that the language of propaganda is heavy on
phraseology. Certain phrases have to be used for the text to be compatible with the
canon and there is a set of words that can never be used. The realization of this func-
tion results in a high degree of fossilization and conventionalization of the language.

There are two main aspects of the conative function of the language of propagan-
da: calls for certain actions on one hand, and evaluations to stimulate attitudes on
the other (Bralczyk 2013, 69). Normative legal acts are, by definition, designed to
sanction certain actions. Therefore, features directly related to this function will be
difficult to identify. That's why we will focus on the features associated with the
informative function.

There’s also one interesting question. Do the features of the language of propagan-
da contradict the features of the legal language? In order to answer this question,
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we need to define legal language. This paper will use the term legal language to
indicate a register of a natural ethnic language used in official legal acts (Chauvin,
Stawecki, Winczorek 2018, 80)'. The basis for legal language consists of the natu-
ral language modified with a set of principles it should follow. In some countries,
those principles are even codified by the lawmaker, for example, a Polish ordinance
regarding the principles of legislative technique (rozporzadzenie w sprawie “Zasad
techniki prawodawczej”). Those rules may, of course, vary from country to count-
ry. In Russia, there are no acts directly codifying them, but Russian authors develo-
ped a set of doctrinal lawmaking principles (for example Peinarox 2013, 302-306).
Those rules include:

— the principle of (grammatical) correctness,
— the principle of stability,
— the principle of informativeness (I'y6aesa 2004, 39)

Those rules are intended to make the legal language understandable for the addres-
sees of legal acts. The principle of informativeness is not interesting from the point
of view of this work, so we will not be describing it more thoroughly. However,
there are cases when the principles of correctness and stability seem to contradict the
features of the language of propaganda. We will examine those cases in the analysis
part of the work, here we will only describe the main aspects of those principles. Ac-
cording to Gubayeva, the principle of stability indicates the need to use common and
understandable word combinations and standardized language expressions that are
traditionally used in writing and have a strictly defined interpretation; this principle
is violated, for example, when obscure loan words are used in legal texts. (I'ybaeBa
2004, 42-45). The principle of correctness indicates that the language of the legal
act should be grammatically and lexically correct. That means, for example, that the
words should be used following their dictionary definitions.

3 Texts

Not including the constitution, there are three types of federal laws in Russia:

— Laws of the Russian Federation on the adoption of an amendment to the
Constitution of the Russian Federation (3axonb1 P® o mpuHATHN TIOTIPaBKH K
Kouncturynuu P®),

— Federal constitutional laws (denepanbHble KOHCTUTYLHOHHBIE 3aKOHBI)

1 But not in the technical jargon of the legal profession, books on law interpretation, court judgments etc.
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— they are adopted on issues specifically mentioned in the Constitution of the
Russian Federation or the federal constitutional laws themselves;

— “Ordinary” federal laws (¢enepanbubie 3akonbl) (IllabnoBa, JKeOHsk,
Mumynuna 2016, 106)

In this work, we will analyse all the federal constitutional laws published after
24.02.2022. Not counting the amending laws, there are 4 of them (not including
the amending laws) and all are related to the formal annexation of new territories
by the Russian Federation. We will follow up with a selected example from the
ordinary federal laws. Another type of legal act is international agreements?, we
will focus on Russian agreements with the annexed oblasts, DPR and LPR with
the most interesting part of each one of them being the preamble which contains a
description of motives for the following agreement. We will also briefly describe
one example from a decree of the president of the Russian Federation. All the fra-
gments of Russian legal acts are taken from the official Russian site for publishing
legal acts (OdunmansHOE OMyOIMKOBaHUE MPABOBBIX aKTOB - http://pravo.gov.ru/).
The analysis doesn’t cover draft laws.

4 The analysis
4.1. The preambles of international agreements

The preambles of two agreements between the Russian Federation and Kherson
oblast and Zaporozhian oblast are identical, the only difference being the names of
the oblasts. The common feature of a preamble in general is a description of the mo-
tives for signing the agreement in an elevated tone and high style. The texts focus
on the common history of Russia and the two oblasts and emphasise the importance
of the fictional referendums’ that took place in September 2022.

Both preambles contain many words with positive connotations, which is not un-
common for this type of legal text. Still, here they are placed to highlight the parts
widely considered dubious. We will take a look at a fragment regarding the refe-
rendums: 0cHO8bIBACL HA C80OOOHOM U OOOPOBOILHOM BONEUZBABIEHUU HAPOOA
Xepconckou obnacmu na pegpepenoyme’ (based on the free and voluntary expres-
sion of the will of the people of the Kherson Oblast in a referendum). Unfortunately,

2 Terminology used is a translation from Russian.

3 The United Nations condemned the referendums and they are widely considered to lack legal force.
Yet still, they were important for Russian propaganda to justify the annexations.

4 In the second agreement analogically: ocrogeisascy Ha c60600HOM U O0OPOBOILHOM BONCUILAGIEHUU HAPOOA
3anopoorcckoii obnacmu Ha pegpeperdyme.
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the data of the National corpus of the Russian language ends in 2021, but we can
use earlier entries for comparison. The lexeme ceo600nwbui (‘free’) is not usually
used to describe the lexeme referendum, unless when referring to the referendum in
Crimea®. We need to wait for new corpus data in order to check if the same pheno-
menon occurred in relation to the 2022 referendums, but based on the earlier data
we can assume that’s the case.

This example shows the aforementioned neutralisation of the opposition should
be:is. Generally, the referendums should be free and voluntary, so these “are” too.
As follows, this example could be classified as the language of propaganda because
it does use loaded words to display a certain phenomenon in a positive light, but in
general doesn’t violate any of the lawmaking principles. It is also a reflection of the
Russian propaganda effort trying to make the referendums look just and free.

4.2. Foreign agents

The phrase unocmpannwiti acenm (‘foreign agent’) and its common shortened ver-
sion unoacenm were widely used even before the start of the war. The lexeme
unoazcenm means, according to Russian Wiktionary (https://ru.wiktionary.org/wiki/
MHOAreHT) ‘a person or organisation engaged in domestic political activities on
behalf of a foreign state’. The word has clear negative connotations, yet it’s still
present in legal acts. Since 2018, people and legal entities condemned to a fore-
ign agent’s status had to be marked® in the media, probably to stigmatise them in
the eyes of the public. The Minister of Justice could grant this status on the basis
of ambiguous criteria. This way, the word unoacenm became widespread in the
media and is even used as a slur against people with opposing views (National
corpus of Russian language newspaper corpus, HarpoHansHbIH KOpITyC pycCKOTO
sI3bIKa Ta3€THBIN Kopiyc— «uHoareHT»). Here we will focus on the federal law from
14.07.2022 On controlling the activities of persons under foreign influence (O
KOHmpOJie 3a 0esimeIbHOCMbIO IUY, HAXOOAWUXCS NOO UHOCMPAHHBIM GIUAHUEM).
It added new regulations regarding foreign agents and new definitions of them.

Article 1 of the act contains a legal definition of unocmpanmuwiii acenm. According
to it “a foreign agent shall mean a person who has received support and (or) is un-
der foreign influence in other forms” (noo unocmpannvim acenmom nonumaemcs
JIUYO, ROTYHUBULEE NOOOEPIHCKY U (UNU) Haxoosujeecsi NOO UHOCIMPAHHBIM GAUSTHUEM
6 unvix ghopmax) and who takes actions listed in article 4, such as political or media

5 Based on the search for word collocations of pegpependym with ceob6o0nwiii in the main corpus and the newspaper
corpus.

6 Next to their name there’s always a phrase npusnan unoacenmonm (recognized as a foreign agent).
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activity. As is evident, this definition suggests that everyone under foreign influen-
ce should be considered a foreign agent, and not necessarily does he need to act on
behalf of a foreign state.

This broadening of the sense of a word seems to violate the lawmaking principle
of correctness as the lexeme in a legal act is used differently than its history of use
and even current dictionary meaning would suggest. It also serves to increase the
scope of the provision. Moreover, uroacenm has been popularised through its use
in legal acts to become one of the most characteristic words in the Russian state
propaganda.

4.3. The acts on the admission of territories

There are 5 federal constitutional laws regarding the annexation of Ukrainian ter-
ritories by the Russian Federation, 4 of them (Donetsk, Luhansk, Kherson and Za-
porozhe) were published in 2022 and 1 (Crimea) in 2014. We will focus on the 4
newer ones. These acts are also almost identical. There are small differences, but
they appear to be due to the sheer size of the documents (over 100 pages each).

Because of their close relation to the war, those acts would seem to be a good place
to look for the language of propaganda, but they are for the most part technical and
contain transitional regulations on adapting the territories to the legal system of the
Russian Federation. The only part where we have found some traces of the langua-
ge of propaganda is the first article of each act. It lists the grounds for the admission
of a territory, such as:

— declaration of sovereignty of the subject entity,

— the proposal on its admission to the Russian Federation,

— the results of a referendum,

— the agreement between the Russian Federation and the subject entity
— and this constitutional federal law.

This could be classified as fulfilling the ritual function of the language of propagan-
da. It echoes the fossilisation of the language regarding the events in Ukraine. Even
though the annexation of Crimea took place eight years earlier, the language of the
document on its admission to the Russian Federation uses almost exactly the same
wording, the only meaningful difference being the lack of an agreement between
Russia and Crimea. It has to be mentioned that the Russian media also borrowed
this wording and uses it as some kind of phraseology that reshapes the events in the
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eyes of the public and emphasises the importance of the referendum and the propo-
sal on admission to the Russian Federation made by the subject entities. Nonethe-
less, in this example, there seem to be no violations of the principles of lawmaking.

4.4. Decree of the president of the Russian Federation “On Additional
Temporary Economic Measures to Ensure Financial Stability of the Russian
Federation” (Yka3 Ilpe3uoenma P® «O 0onoanumenpbHslX 6PEeMEHHBIX MePAX
IKOHOMUYECKO20 Xapakmepa no obecneuenuro QuHaAHco60i cmaduibHOCmU
Poccuiickoii Dedepayuuy)

This decree classifies certain states as “unfriendly” (vedpyorcecmsennwiii). This cle-
arly negatively loaded word antagonizes the selected states in the eyes of the reader,
thus it should be classified as the language of propaganda. Unfortunately, we can’t
thoroughly analyse its current impact on the media discourse because of the lack
of up-to-date corpus data. This term, however, was first introduced in Russian law
(when referring to “unfriendly countries”) in April 2021 and we can already see
that its popularity grew in 2021 according to the newspaper corpus data (National
Corpus of Russian language newspaper corpus, HamoHanbHbI KOpITyc pyccKOro
sI3bIKA TA3E€THBIM KOPIyC— «HEApYXecTBeHHBI» ). Out of 80 entries from 2021, all
are describing international relations. This suggests that introducing this term to
legal acts had an impact on the media, which started using it more often, although it
needs to be underlined that in this case, we don’t have complete data.

5. Conclusion

The language of propaganda can be found in Russian legal acts, but it’s rare. On
almost 1000 pages of legal text, we’ve only found a handful of examples. The main
reason for this is the fact that the language of legal acts has a very limited scope of
influence on the public opinion, because a typical addressee of propaganda simply
doesn’t read them. Moreover, legal acts must be written in a language that allows
them to be applied effectively; this is usually the lawmaker’s priority. The traces of
the language of propaganda found in them are the result of their need for compa-
tibility with the government agenda, and therefore state propaganda. For the same
reason, pro-government media borrows certain terms from the legal acts and starts
using them as tools of propaganda. A good example of this is the seemingly man-
datory use of the adjectives ceob6oduwiii and dobposoavmbiii in newspapers when
referring to the referendums in Ukrainian territories.

The language of propaganda doesn’t necessarily contradict the legal language and
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the lawmaking principles. Interestingly, in some cases, their features overlap, fos-
silisation of certain terms could be an example.
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STRESZCZENIE

Artykut dotyczy tematu jezyka propagandy w aktach prawnych i zawiera analiz¢ wybranych
rosyjskich aktéw prawnych, opublikowanych po 24.02.2022 r., skoncentrowanych na $ladach
rosyjskiej propagandy panstwowej. Autor opisuje funkcje i cechy jezyka propagandy oraz ce-
chy jezyka prawnego i sposob ich wzajemnego oddziatywania. W czgsci analitycznej podano
przyktady wybranych rosyjskich aktéow prawnych, w tym ,,uméw” z ukrainskimi obwodami.
Akty te przeanalizowano w celu znalezienia w nich cech jezyka propagandy, ustalenia, w jaki
sposob jest on powiazany z rosyjska propaganda panstwowa w ogole i czy narusza zasady
stanowienia prawa. Badania doprowadzity do wniosku, ze jezyk propagandy jest obecny w ro-
syjskich aktach prawnych, ale jest stosunkowo rzadki. Wynika to z faktu, ze jezyk propagandy
nie spetnia swoich zwyktych funkcji w aktach prawnych. Co wigcej, rzadko jest on sprzeczny z
jezykiem prawnym i zasadami tworzenia prawa.
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Tematiziranje vojne v berilih za pouk slovenscine
v 60. letih 20. stoletja na primeru beril za prvo
triado osnovne Sole

Clanek obravnava nekatere znailnosti besedil v berilih iz Sestdesetih let dvajsetega stoletja.
Berila so bila med drugim tudi pomembno ideolosko orodje drzave, ki je mlade seznanjalo s
temelji domovinske vzgoje. Domovinska in vojaska tematika sta v besedilih zato mnogokrat
prepleteni. Opisi vojakov in vojnega Casa se pogosto prepletajo ne le z zgodovinsko naracijo,
temvec tudi z moralnimi nauki in ideoloskimi sporo¢ili. Izrazit poudarek je na partizanski vse-
bini, kar se odraza tudi na ravni besedis¢a. Ucenci so z obravnavo taksnih besedil pri pouku
slovens¢ine bili seznanjeni z vojnim ¢asom, z glorificiranjem same podobe vojaka, a tudi s
spostovanjem funkcije vojaka in dejstva, da Zivijo v mirnejSem Casu.

1 Uvod

Ze francoski filozof Althusser je v dvajsetem stoletju opominjal in razvil tezo, da
je Sola “ideoloski aparat drzave™ (Tavcar Kranjc, PoCkar 2012: 145). S pomocjo
dolocenih sredstev naj bi ucila spretnosti, prilagojene neki ideologiji pozamezne
drzave. Taksne preslikave ideoloskih vsebin so prisotne na mnogih podrocjih,
med drugimi pa zelo izrazite tudi v Solstvu, sploh v preteklosti. V Sestdesetih letih
dvajsetega stoletja se je pouk slovensc¢ine nekoliko razlikoval od danasnjega — poleg
osnovnega usvajanja pravil in temeljev slovenskega jezika (oziroma materinscine)
je privzgajal tudi drugacne, za tisti Cas pomembne, drzavljanske vrednote. Ob
tem je pomembno vlogo odigral izbor besedil, ki je med drugim (poleg ucitelja in
podane snovi) v ”’/.../ ucencih razvijal estetska in eti¢na Custva, zlasti ljubezen do
socialisticne domovine, do delovnih ljudi in jim dajal pravilen pogled na svet/.../<
(Predmetnik za osnovne Sole 1962). Poleg mnogokrat prisotne ideoloske obarva-
nosti pouka je delcek tega mogoce zaslediti tudi pri pouku slovens¢ine v povojnem
casu. Posledice vojnega Casa so se namre¢ Se leta zrcalila tudi v Solstvo. V ¢lanku
se bom osredoto¢il na obravnavo besedil v berilih za osnovne Sole, ki so vezana
na tematiko vojne in orisal ter izpostavil nekaj pomembnejsih prvin taksnih bese-
dil. V obravnavo sem vkljucil specificno serijo beril za osemletno osnovno Solo.
Analizirana gradiva so zaradi ovir pri pridobivanju razli¢nih izdaj (izdane so nekaj
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let narazen),' a kljub temu dajejo jasen pregled nad obravnavo besedil v celotnem
desetletju med 1960 in 1970. Zaradi obseznosti preucevanega gradiva se v ¢lanku
osredoto¢am le na nekatere prvine (posrednega ali neposrednega) vojnega diskurza
v berilih, namenjenih najmlajSim ucencem — v prvih treh razredih osnovne sole.

1.1 O vojno obarvanih in ideoloskih vsebinah

Ne glede na zgodovinsko obdobje, ki ga vzamemo pod drobnogled, je dejstvo, da
dolocene vsebine, nastale v tem obdobju, moc¢no odsevajo in na razlicne nacine
izrazajo element svojega ¢asa. Eno izmed najobcutljivejSih obdobij zagotovo pred-
stavlja 20. stoletje, v okviru katerega lahko v osnovi preucujemo predvojni Cas, Se
bolj intriganten pa je povojni Cas, ki je pustil kar nekaj posledic na u¢nem gradivu.
DrZava in drzavni ideoloski aparat sta v preteklosti mnogokrat imela pomembno
vlogo pri oblikovanju mladega posameznika — bodocega drzavljana, ki bo krojen
po meri tistih, ki so si za to prizadevali. Znatno uporaben pripomocek za oblikova-
nje drzavljana je postalo Solstvo, kjer so s pomocjo ucbenikov (v to kategorijo na
nek nacin sodijo tudi berila, knjige za Solsko rabo) lahko to poceli. Mnogi avtor-
Ji piSejo o ideoloskih indoktrinacijah Solskega sistema, kjer posegajo tudi stoletja
nazaj v preteklost, zavedati pa se je treba, da niti ni potrebno vkorakati globoko v
zgodovino, da najdemo taksne primere. Kajti to se je dogajalo tudi v bliznji pre-
teklost (ob tem pa zagotovo tudi danes, ko skuSamo izraZati ¢im bolj objektiven
odnos do mnogih vsebin). Zgodovinarka Dubravka Stojanovi¢ (2023: 9), ki se ve¢
kot trideset let ukvarja s preu¢evanjem ideoloskih in tematskih vplivov na (sicer)
zgodovinske ucbenike je v svojem delu Proslost dolazi zapisala: “Vaznost udzbeni-
ka ne zavisi od toga koliko su oni interesantni. Oni su vazni zato $to iz njih govori
drzava.” in ob tem poudarja tudi misel hrvaSke zgodovinarke Snjezane Koren, ki
pravi, da je zgodovinski ucbenik knjiga o preteklosti s pecatom drzave.

Almasy (2016: 493) v svojem c¢lanku pise, da zacetki ideoloske vzgoje segajo Ze
v 19. stoletje, ko sta jezik in Sola stopila v ospredje kot sredstvo nacionalizacije in
ideoloske usmeritve mladih. Ze takrat so tudi v nasem prostoru zaceli vklju¢evati v
Solski kanon vsebine, ki so bile narodnega pomena — temu pravi “nacionalni knji-
7ni kanon“. Ce za kontrast in oris stanja naredimo primerjavo vkljuenosti vojnih
ali ideoloskih vsebin v berila v ¢asu enega stoletja pred besedili, ki jih v prispevku
analiziram, torej v 60. letih 19. stoletja, ugotovimo, da avtorica podaja natancen
opis snovi, ki bi jo berilo naj obsegalo. Med drugim so to kratke moralne pesmi,
politi¢ne pripovedi in opisi, uganke, pripovedi v nevezanem govoru, namenjene

1 Izdaje med 1960 in 1970 med sabo ne vsebujejo izrazitih razlik.
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poucevanju moralnih resnic ipd.> Razvidno je, da se prav omenjene sestavine berila
(oziroma vrste besedil) pojavljajo tudi v berilih za najmlajSe, ki bodo v prispevku
kasneje analizirana.

Na slovenskem ozemlju 20. stoletja segajo zacetki konkretne ideoloske vzgoje v
medvojni &as, kjer zasledimo knjigo Solo smo odprli, ki jo je leta 1944 izdal Pokra-
Jjinski odbor Osvobodilne fronte za Gorenjsko. V tem besedilu zasledimo ideolosko
obarvanost v tekstu, ki mlade uci branja ob dolocenih ¢rkah. Natan¢neje je to knji-
zico analiziral Anton Arko, ki je izpisal naslednje primere (2020: 87):

— Ob ¢rki Z: “Zaga reze les za vasi, ki so zgorele. Kdo je kriv tega? Nemci.
Smrt tistim, ki unicujejo nase vasi. Nasa vojska nas $¢iti. Zivela nasa vojska,
zivel marsal Tito.”

— Ob ¢rki B: »Boben br-bom. Pionir Branko zna bobnati. On vodi pionirje v
vasi. Ceta je dobra in zna ubogati. Postavlja zasede. Ujeli so Ze veé izdajalcev
izrocili so jih partizanom.«

Arko (2020: 87) pravi, da so slikanice (pa tudi berila) v ¢asu med svetovnima voj-
nama poudarjala naboZne vsebine, ki so bile ve¢inoma povezane s Karadordevi¢i,
medtem ko se v daljSem razponu povojnega obdobja v berilih pojavljajo vojni pri-
zori, nasilje, in revolucionarne ideologije tistega ¢asa. Po drugi svetovni vojni smo
tako prica izkazovanju predvsem partizanske tematike in prenasi¢enja s takSnimi
vsebinami.

Socialisticna Jugoslavija je v u¢nih nacrtih, uc¢benikih (posredno tudi v berilih)
uveljavljala osrednje ideje antifaSizma, narodnoosvobodilnega boja in ljudske re-
volucije, velik poudarek je bil tudi na nacelu bratstva in enotnosti. (Rezek 2020:
134). V kasnejsih obdobjih je zlasti pri pisanju ucbenikov za zgodovino obveljalo,
da so pomembne smernice dolocali tudi najvisji partijski voditelji, kar se je zago-
tovo odrazalo tudi v smernicah za pisanje in izbor vsebin, ki so na koncu pristale v
osnovnosolskih in srednjeSolskih berilih.

2 Analiza nekaterih primerov reprezentacije vojnih vsebin v berilih
2. 1 Analizirano gradivo

Izhodisce za analizo besedil predstavljajo tri berila: Prvo berilo (Zavrsnik, Gerlanc,
Ribici¢; 1967), Drugo berilo (Cvetko, Gerlanc, Ribicic, Savli, Winkler, 1967) in

2 Tukaj navajam samo tisto vsebino beril iz 60. let 19. stoletja, ki je relevantna vsebini stoletja kasneje (60. leta 20.
stoletja) in jo povzemam po avtorici. Ve¢ o tem si lahko preberete v prispevku Karin Almasy (2016), »...za Boga in
véro, za cesarja in domovino!« Kultura prevajanja in ideolosko usmerjanje v slovenskih Solskih berilih (1848-1918).
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Tretje berilo (Cvetko, Gerlanc, Ribicic, Savli, Winkler, 1967). Pri analizi ideolo-
Skosti besedil ali vsebnosti vojnih vsebin se je predvsem treba osredotociti na izbor
besedil v berilu in interpretacijo besedila oziroma element sugestivnosti, ki ga je
mogoce razbrati iz danega teksta (Kropivnik 2017: 114). Prvo berilo (za razliko od
Drugega in Tretjega) ni razdeljeno na tematske sklope in vsebuje §tiri besedila, v
katerih je vojna tematika v ospredju, sicer pa je prisotna tudi v nekaterih drugih. Z
vsakim letom v tej seriji beril sicer Stevilo vojasko obarvanih vsebin narasca. V dru-
gem berilu, ki se je (od prve izdaje) uporabljalo od leta 1959 in vse do leta 1975, so
tovrstne tematike osredotoCene v poglavju oziroma tematskem sklopu, ki prepleta
domovinsko in vojno temo, imenovanem “Skozi trpljenje v svobodo®. (Arko 2022:
51) Ta zajema trinajst takSnih besedil, nato pa se pojavijo Se tri v poglavju “Nasa
vojska”. Osredotoc€il sem se na poglavja, ki so izrazito namenjena gradivu z vojno
tematiko, Ceprav se v nekaterih ostalih delih vseh treh beril le-ta prav tako pojavlja,
a v precej manjsi meri. Tretje berilo vsebuje poglavje “Po hribih in dolinah®, kjer
je besedil z vojno tematiko sedemnajst. Na podlagi analize gradiva na izbranih
primerih predstavljam klasifikacijo nekaj najpomembnejSih opazanj in znacilnosti
besedil z vojasko tematiko v tistem Casu.

2. 2 Reprezentacija podobe vojaka in vojne

V Prvem berilu je opazna izrazita povezanost domovinske in vojne tematike. Po-
javlja se nekaj elementov prikazovanja narodnega — poleg besednega tudi likovno
gradivo, ki jasno nakazuje drzavne praznike, Josipa Broza — Tita ter mnoge druge
aluzije na domovinsko pripadnost. Slikovno gradivo, ki popestri berilo, namenjeno
najmlaj$im Solarjem (v primeru berila za 1. razred osnovne Sole) celo oplemeniti
dano besedilo z resitvijo — takSen primer je uganka, kjer risba petelina mlademu
bralcu namigne resitev:

CUDEN VOJAK

“Ne vem, poznate li vojaka? Na glavi mu je rdeca ¢aka, ponosno se vam on drzi, a
spodaj slin¢ek mu visi.” (Gerlanc idr. 1967: 43)

Iz verzov o “Cudnem vojaku®, ki je sicer zival, je preprosto lahko razbrati tudi po-
sredne paralele z realnim svetom, kjer se vojaki prav tako drzijo ponosno, “rdeca
¢aka“ na njihovi glavi pa je pravzaprav le del vojaske opreme. Ilustracije so sicer
(predvsem) v prvem berilu vezane tudi neposredno na vojasko tematiko. V preu-
¢evani izdaji prvega berila so na strani 26 prikazani dobesedno ob sklopu, kjer se
najmlajsi ucijo branja in prepoznavanja besed, besednih zvez in krajsih stavkov ob
posameznih ¢rkah.
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Podobne primere, kot smo jih navedli na zacetku (iz analize Antona Arka) je mo¢
zaslediti Se celo v Sestdesetih letih, tudi v berilih za prvi razred osnovne Sole pri
enakem sklopu (ucenje ¢rk). Iz analize Prvega berila sledijo naslednji primeri (v
originalu zapisani z velikimi tiskanimi ¢rkami):

— Ob ¢rki T: Tito! Tito! /.../ Mi imamo Tita. (Gerlanc idr. 1967: 15)

— Ob ¢rki V: Vojaki. Janko je kurir. Luka ima kolo. Jernej vlece tank. Mirko,
Rok in Kekec nimajo ni¢. Oni korakajo. (Gerlanc idr. 1967: 26)

— Ob sliki talcev: Talci. Talci so nasi junaki. Umrli so junaske smrti. Slava jim!
(Gerlanc idr 1967: 30)

Slike 1, 2, 3: Podoba vojakov v prvem berilu (Gerlanc idr. 1967: 26, 49, 154 )

Ko se pri¢akuje, da so mladi bralci usvojili abecedo in branje, berilo preide k bese-
dilu, ki je sicer Se zapisano z velikimi tiskanimi ¢rkami, a se od preteklih razlikuje
po dolzini. Gre za besedilo z naslovom “Nasa domovina”, ki prvoSolcem sluzi kot
nekaksen uvod v vzgojo mladega Jugoslovana — poleg opisa temeljnih lastnosti Ju-
goslavije se zatne s stavkom: “Partizani so premagali fasiste.” In zaklju¢i z “Ziveli
Partizani!”. Vojna tematika se v Prvem berilu zopet pojavi proti koncu, na straneh
154 in 155) s tremi besedili, in sicer “Srecanje s partizanom”, “Ranjeni tovari§” ter
“K vojakom”. Ta besedila so zapisana z malimi tiskanimi ¢rkami, ki bi jih naj do
takrat prvosolci ze usvojili. V vseh treh opazimo z vojaskimi izrazi obarvan govor.

V prvem primeru iz opisa vojaka lahko ucenci jasno razberejo, da so bili vojaki
vec¢inoma mladi fantje, ki so odhajali v boj in pri tem uporabljali puske, bombe in
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podobno. V besedilu Srecanje s partizanom je razvidno tudi spostovanje do voja-
kov zaradi opravljanja njihove dolZnosti. V vseh treh omenjenih besedilih vojne
tematike sem razmejil tri kategorije, ki glede na kontekst besedila in uporabo voja-
$kih oziroma vojnih izrazov uéencem nekaj sporoéajo. Ze v prvem razredu osnovne
Sole so torej najmlajsi ucenci bili seznanjeni s podobo vojaka, krutimi posledicami
vojne, tudi odhodom vojakov v vojno, a Se vseeno (glede na tretje besedilo, glej
spodaj) besedilno nekoliko indirektno usmerjeni k dejstvu povojnega Casa, da se v
taksni vlogi neko¢ morda celo znajdejo sami. Tretje besedilo namrec oriSe simpa-
tiziranje s ponosom bratovega odhoda v vojno in zgledovanje mladega Janeza po
starejSemu bratu.

Opis podobe vojaka

/../mlad fant, ki je imel puSko na rami/.../Bala sem se ga, ker je imel bombo./.../ Ob
opisu vojaka v besedilu Srecanje s partizanom (Gerlanc idr. 1967: 154)

Opis srecanja najmlajSih s posledicami vojne

/.../Med vojno sva jaz in sosedov Toncek pasla krave. V_grmovju sva nasla ranjenega
tovarisa. Ze vec dni se je skrival brez hrane in brez vode. Ker mu nih¢e ni mogel pre-
vezati rane, niti hoditi ve¢ ni mogel./.../

Ob opisu srecanja z vojakom besedilo otroku prikaze posledice vojnih grozot na ¢lo-
veskem, natan¢neje vojakovem telesu. [z besedila Ranjeni tovaris. (Gerlanc idr. 1967:
154).

Odhod vojakov v vojno in vzgoja “vojaske mladine*

Janez se je odpravljal k vojakom. V gumbnici je nosil rde¢ nagelj, v levici kovcek, z
desnico pa je pozdravljal: “Oj, zdaj gremo, nazaj $e pridemo!*“ Nazadnje je pomolil
roko $e najmlajSemu bratcu: “Zdravo, Tine, pa pridno se u¢i, da bo§ neko¢ general v
nasi vojski!“ »Kaj bos pa ti?« je vprasal Tine in stisnil bratu roko. »Ali gres k peScem,
k tankistom ali k topni¢arjem ali k mitraljezcem!« »Kjer me bodo potrebovali, tam pa
bom,« je dejal Janez. »Morda pridem celo med letalce in postanem pilot v bombniku.
Takrat pridem in vrzem nate bombo, polno bonbonov.« »No, kar daj,« se je smejal Tine
in pospremil brata na postajo. (Gerlanc idr. 1967: 155)
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Sliki 4, 5: Levo podoba vojaka v besedilu Sre¢anje s partizanom (Cvetko idr. 1967: 60), desno
podoba pric¢ujocih ob odhodu vojakov v vojno iz besedila K vojakom (Gerlanc idr. 1967: 155)

2.3 Reprezentacija spomina, junaskosti in poZrtvovalnosti

Posebno poudarjene so tudi junaSkost vojakov, njihova pozrtvovanost in ohranjanje
vsega, za kar so se borili, v spominu. V mnogo besedilih sta torej prisotni izra-
zita heroizacija in mitizacija vojakov — predvsem partizanov kot nepremagljivih
junakov. Izrazit primer je Grudnova pesem Spomin iz drugega berila, ki smrtne
posledice vojne pretvori v nauk o pomembnosti njihovega dela. Vojaki so pogosto
primerjani z resitelji naroda, s tistimi, ki so pozrtvovalno popeljali narod v nove,
svetlejSe case. Nujno jih je ohraniti v spominu in poskrbeti za njihove grobove.

Zbrano pojdimo na polja, v gozdove, lucke prizgimo junakom v spomin: ljudstvu so
strli sovrazne okove, k soncu kazali mu pot iz temin. S cvetjem, ki smo ga v vrtovih
nabrali, bomo lepo jim grobove nastlali v strmih pobo¢jih, v naro¢ju dolin. (Cvetko idr.
1967: 58)

Nadalje spremljamo kratko besedilo z naslovom Nasa Zivina, ki govori o spominu
na dom med internacijo, ki je bil v vojnem ¢asu uni¢en. Mnoga besedila opozarjajo
na hudo pomanjkanje ob vojnem casu.

V Internaciji sem bila devet mesecev. Veckrat sem se spomnila nasega pokoncanega
doma. Najtezje pa mi je bilo za naso izgubljeno Zivino. Najraje sem imela kravi, ker sta
nam dajali dosti mleka. /.../ Doma sem mislila, kako tezko je pasti krave, a v internaciji,
kjer nismo imeli ne dela ne hrane, sem mislila, kako lepo je biti sit in delati. (Cvetko
idr. 1967: 61)

Pesem Mateja Bora Skozi mesecino prikazuje izrazit motiv vojakov pri bojevanju:
svobodo, ko pravi /.../Mi gremo, gremo s pusko na rami v napad, za svobodo, za
kruh!/.../
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Vojna tematika v berilih je torej izrazito povezana tudi s socialno, kajti vojna na-
rekuje nacin ¢lovekovega zivljenja. Motivika boja za svobodo se ponovi v tretjem
berilu, ko v besedilu Spomin na junaka mati pravi /.../ Moral je zrtvovati zivljenje
za naso svobodo./.../ (Cvetko idr. 1969: 80)

O spominu pri¢a tudi ilustracija na strani 30 v prvem berilu, kjer so z rdec¢o barvo
zapisane besede, vezane na vojne talce. [lustracija prikazuje spomenik z zapisom
“slava junakom!* in ljudi, ki s zalostnimi pogledi polagajo venec zraven.

Slika 6: O talcih v Prvem berilu (Gerlanc idr. 1967: 30)

2. 4 Motivika smrti in posledic vojnih grozot

Ko govorimo o vojni literaturi je skoraj neizogibna tudi tretja kategorija analize
besedil, in sicer reprezentacija smrti in posledic vojne. Otroci (danasnje) prve triade
so bili takrat ozavesceni o vojnih grozotah ze zelo zgodaj. V krajSem besedilu Ubili
so Bibiko spremljamo najprej opis vojnega stanja:

/.../ “Komaj se je pricel pouk, Ze so pridrveli nemski tanki in streljali na obe strani

ceste.”“ /.../, otroci so se bali in kasneje izvedeli, da so mlado deklico vojni naspro-
tniki ubili. /.../ “Otroci v Soli smo se od strahu tresli in jokali.“ /.../ “Ko smo §li iz
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Sole, smo zvedeli, da so med streljanjem ubili na cesti pred hiSo Bibiko, tri leta
staro deklico. Njenega bratca in sestrico pa ranili.” (Cvetko idr. 1967: 61).

Pesem Ocku na grob pri€a o tematiki smrti — zalosten lirski subjekt namre¢ ne najde
ocetovega groba, kljub temu da ga vztrajno isce:

/.../ Ali kje si, grobek mali, na Siroki gmajni tej, kam naj roka dene zvoncek, kam naj
solzo potoc¢im?

Kam, o veter svetlih sanj, kje je ocka pokopan?

(Cvetko idr. 1967: 63)

Vojne grozote so v besedilih torej predstavljene na ve¢ ravneh — od neposrednega
nasilja, smrti in vse do dolgoro¢nih psiholoskih (in custvenih posledic), ki jih vojna
pusca na prezivelih. TakSna besedila so mocno orodje za izobraZevanje najmlajSih
o posledicah grozovitnega ¢asa vojne, hkrati pa vzbujajo empatijo in zavedanje o
vrednosti miru.

3 Sklepi in zakljucek

Clanek prikazuje nekatere znacilnosti besedil v berilih, ki so v $estdesetih letih
dvajsetega stoletja, torej v povojni Jugoslaviji, pri pouku slovens¢ine oblikovale
mlade ljudi. Ugotavljam, da je Stevilo vojnih vsebin v posameznem berilu vsako
leto (skladno z narascanjem starosti mladostnikov) narascalo in nosilo pomembno
vlogo pri oblikovanju drzavljanskih vrednot posameznika. Mnogokrat so bila bese-
dila v berilih v ve¢ji meri skladna s socialisticno domovinsko vzgojo posameznika,
kar se kaze tudi v mocni prepletenosti vojaske in domovinske tematike v besedilih.
Vecinoma prozna, a v manj$i meri tudi lirska besedila so na mlade ljudi prenasala
temeljne znacilnosti vojnega Casa in jih seznanjala tako z junasko kot tudi strahotno
platjo vojn. Glede na analizo izbranih primerov iz beril sem vlogo in vsebino teh
besedil klasificiral v ve¢ kategorij in sprejel naslednje sklepe. Vojasko obarvani
teksti so mnogokrat nosili opise vojakov in vojnega ¢asa, ki so se prepletali ne le z
zgodovinsko naracijo, temvec¢ tudi z moralnimi nauki in ideoloSkimi sporo¢ili (ki
so le odrazala duh Casa Jugoslavije). V besedilih je izrazito poudarjeno (in hero-
izirano) partizansko gibanje, zato je ve€ besedil namenjenih izklju¢no partizanski
vsebini. Pomembno je poudariti (in morda Se enkrat opomniti), da so vsa ta gradiva
oziroma besedila o katerih v prispevku piSem namenjena obravnavi pri pouku naj-
mlajSih ucencev (med 6 in 9 let). Le-ti so se v primerjavi z danasnjim ¢asom, ko se
vojne vsebine v berilih pojavljajo precej redkeje in Se to v visjih razredih osnovne
Sole in kasneje, bili o tako zahtevnih temah pouceni precej hitreje in na drugacen

e

nadin. Se vedjo “utez” na tovrstna besedila poda prikazovanje vojnih in povojnih
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grozot v povezavi s smrtjo in obubozanim (socialnim) zivljenjem. Besedisce v voj-
nih besedilih je vkljucevalo specifi¢no, vojasko izrazje, mnogokrat pa so besedila
v analiziranih berilih tudi likovno podkrepljena — zopet seveda z vojaSko vsebino.
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Supkultura vs. mainstream kultura : supkulturni
Zargon vs. standard

Ovaj se rad bavi odnosom i polozajem supkultura prema dominantnoj mainstream kulturi i
proucava jezicni aspekt tog odnosa, s naglaskom na razlike izmedu supkulturnoga zargona i
jezicnoga standarda. S obzirom na to, osim teorijskoga okvira kulture i supkulture, u zaristu
je rada jezicni otpor supkulturista prema dominantnoj kulturi i njegov utjecaj na standard koji
je primjetan na svim jezi¢nim razinama. Specifi¢na uvjerenja, rituali i jezi¢ni oblici supkultu-
ra predstavljaju vazno identifikacijsko obiljezje supkulturista i pridonose stvaranju zajedniStva
unutar takva drustva, kao i otpor onomu $to je mainstream. Rad proucava sociolekte supkulturi-
sta kao temeljni alat otpora prema dominantnom idiomu, stoga doprinosi sociolingvistickom ra-
zumijevanju dinami¢noga odnosa izmedu jezika i drustva u suvremenom hrvatskom kontekstu.

Kljuéne rije€i: supkultura, Zargon, kultura, standard, sociolekt
Subculture vs. Mainstream Culture : Subcultural Jargon vs. Standard

This paper deals with the relationship and position of subcultures towards the dominant ma-
instream culture and studies the linguistic aspect of this relationship, with an emphasis on the
differences between subcultural jargon and the standardized language. In this view, besides the
theoretical framework of culture and subculture, the focus of the work is the linguistic resistance
of subculturists towards the dominant culture and its influence on the linguistic standard, which
is noticeable at all levels of language. Specific beliefs, rituals and linguistic forms of subcultures
represent an important identifying feature of subculturists and contribute to the creation of com-
munity within such societies, as well as resistance to what is mainstream. The paper studies the
sociolects of subculturists as a fundamental tool of resistance to the dominant idiom, therefore it
contributes to the sociolinguistic understanding of the dynamic relationship between language
and society in the contemporary Croatian context.

Key words: subculture, jargon, culture, standard, sociolect

Uvod

Supkultura je pojam koji se odnosi na skupinu koja se od dominantne kulture razli-
kuje i izdvaja po svojim uvjerenjima, vrijednostima, stilom zivota i odijevanja, ri-
tualima, jezikom i sl. Dominantna ili mainstream kultura prevladava u drustvu, sto
u pojedincima i njihovim skupinama koje se ne mogu ili ne Zele identificirati kao
dio dominantne kulture, izaziva otpor prema njoj i identifikaciju s manjom, katkad
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smatrano i drustveno ,,nizom* supkulturom. Takve supkulture mnogim aspektima
svoga ponasanja i djelovanja odudaraju od mainstreama, stoga ih pretezito svih
veze sam otpor prema mainstreamu. Supkulturisti otpor pruzaju i svojim izgledom,
stilom odijevanja i ritualima, glazbom koju slusaju, ali i jezikom kojim komuni-
ciraju. Jezik supkultura zanimljiv je aspekt sociolingvistike koji primarno nastoji
izraziti stavove i promisljanja svojih ¢lanova. Pripadnici se odredene supkulture
medijima jezika i govora uspijevaju opirati dominantnoj kulturi i na taj nacin stva-
raju vlastiti idiom i1 obogacuju jezik, a kao takvi su onda i predmetom lingvistike.

Teorija kulture i supkulture

Sam je pojam kulture tesko definirati, pa tako i termin supkulture. Engleski knjizev-
ni teoretiCar Terry Eagleton, u€enik intelektualca Raymonda Williamsa, posvetio
je Citavu knjigu teoriji 1 definiciji kulture, svjestan slozenosti i viSezna¢nosti ovoga
pojma. U svojem je djelu Ideja kulture (2000) kulturu razdijelio na tri njezine inaci-
ce: kulturu kao op¢eljudsko djelovanje; kao pluralizirani oblik pojma koji se odnosi
na cjelokupni nacin Zivota razlicitih naroda i drustava; kao intelektualnu djelatnost,
narocito na podrucju umjetnosti (Eagleton, 2000: 24). Eagleton takoder navodi da
termin kultura veéina najcesce asocira uz ,,visoku kulturu”, koja se odnosi na eli-
tno ponasanje i interese intelektualaca koji su taj pojam i skovali, odnos ,,napre-
dnoga” prema ,,nazadnomu” drustvu. Otpor dominantnoj kulturi, pojmu najcesce
sinonimnom ,,visokoj” kulturi, pruza supkultura zbog razlicitih interesa, uvjerenja,
rituala, stilova, jezika i sl. Definiciju pojma supkulture nude Robin Wooffitt i Sue
Widdicombe u svojoj knjizi The Language of Youth Subcultures: Social Identity
in Action (1995). Naime, Wooffitt 1 Widdicombe isti¢u da supkulture predstavlja-
ju specificne drustvene grupe koje se definiraju zajednickim interesima, stilovima,
ponasanjima i vrijednostima koje ih razlikuju od dominantne kulture (Wooffitt i
Widdicombe, 1995: 26-27). Osim jezika za koji je poznato da je sustav znakova
1 kao takav je dijelom semiotike, 1 o stilu valja razmisljati semioticki, istrazujuci
sve poruke koje se njime $alju (Hebdige, 1980: 28). Stil je nacin ili sredstvo kojim
se identificira ili prepoznaje odredena supkultura, primjerica irokeza kod pankera
ili duga kosa metalaca (Vukusi¢, 2022: 46). Premda se stil supkulturista, kao oblik
otpora mainstream kulturi, Cesto osudivao (upravo zato $to nije mainstream), neki
su se modni stilski izri¢aji, razvijeni unutar supkultura, komercijalizirali i postali
dijelom dominantne kulture, na primjer tenisice popularno nazivane starkama koje
su od kosarkaske obuce, preko mode pankera i metalaca, postale modnim detaljem
dominantne kulture (ibid.). Hrvatski sociolog Benjamin Perasovi¢ u knjizi Urba-
na plemena: sociologija supkultura u Hrvatskoj (2002) pise kako supkultura ¢esto
oznacava konkretnu drustvenu skupinu, primjerice skupinu pankera iz Zagreba ili
pak skupinu nogometnih huligana iz Splita, ali se moZe promatrati i na individualnoj
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razini, naglasSavajuci da se pojam supkulture odnosi na skup vrijednosti, vjerovanja
1sl., a ne nuzno na skup aktera koji tu supkulturu zive (Perasovi¢, 2002: 490). Pera-
sovi¢ nadalje oprimjeruje svoju definiciju navodeci da netko moze biti pankerom (s
obzirom na nacin odijevanja, izbor glazbe, slang i sl.), a da nema svoju neformalnu
skupinu s kojom se druzi. Klju¢an je motiv koji povezuje sve supkulture motiv
otpora, a manifestira se ponajvise u ritualima (Vukusi¢, 2022: 49). Primjer je otpo-
ra uporaba pirotehnike na nogometnim utakmicama: baklja, u slangu poznata kao
bengalka, navijackoj je skupini ritual sa snaznom porukom otpora — otpor zabra-
njenosti paljenja baklje 1 otpor represiji navijacke skupine, ¢cime baklja simbolizira
slobodu 1 bunt, a sam ritual postaje otpor u praksi (ibid.). I u suvremenom drustvu
javljaju se mnoge supkulture koje se svojim ponasanjem, stilom i jezikom razlikuju
od ostalih supkultura i od dominantne kulture, primjerice pankeri, rejveri, gotica-
ri, hip-hopovci i dr. Pripadnici odredene supkulture, supkulturisti, medusobno se
identificiraju navedenim obiljeZjima, a sociolingyvistici je zanimljiv idiom pojedine
supkulture, dakle, specifi¢an sociolekt.

Supkulturni Zargon vs. standard

Jezik je supkultura iscrpno i sociolingvistici zanimljivo podrucje upravo zbog mno-
Stva varijeteta. Engleski lingvist Martin Montgomery u svojoj knjizi An Introducti-
on to Language and Society (prvi put objavljena 1986.) proucava jezik supkultura
u okviru termina anti-language, ‘antijezik’. Montgomery opisuje antijezike kao
ekstremne inacice drustvenih dijalekata kojima komuniciraju pripadnici supkultura
koji Cesto imaju ulogu antagonista i otudenika u usporedbi s druStvom u cjelini
(Montgomery, 1995: 96). Takoder, Montgomery objasnjava kako antijezici nastaju
releksikalizacijom — postupkom zamjene nove rijeci starom (ibid.). Vokabular se
supkultura razvija i stvara na inovativan, jezi¢no-kreativni na¢in. Supkulture najce-
S¢e stvaraju nove rijeci i poznatima dodaju ili mijenjaju znacenje karakteristicno za
njihove osobine, vrijednosti, rituale i stil zivota, inspirirani onime ¢ime su okruze-
ni; zato je u mnogim supkulturama ¢iji su pripadnici prepoznati po delinkventskom
ponaSanju (Montgomery najveci interes pokazuje za jezik zatvorenika) i ilegalnim
radnjama primjetan specifican vokabular koji upucuje na policajce, zakon, zene, al-
kohol, drogu i sl. Takav vokabular obiluje vulgarizmima kojima se, pomocu jezika
kao medija, postize vrsta otpora. Medutim, leksicke inovacije i vokabular supkultu-
rista nisu ekstenzivno kreativni, tako je rije¢ za policiju bears, za policijsku postaju
bear cage ili bear cave, a za policijski helikopter bear in the air. Montgomery
(1995: 97) u svojoj knjizi biljezi 1 da mnoge rije¢i koje pripadaju karakteristic-
nom vokabularu supkulturista brzo izlaze iz upotrebe i1 postaju dijelom pasivno-
ga leksika, Sto je jedan od razloga zasto je ova tema, unato¢ svojoj jezikoslovnoj
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zanimljivosti, opskurnije analizirana od nekih drugih. Nadalje, antijezik kao pojam
nastoji opisati 1 upozoriti na razliite jezi¢ne varijetete neke jezicne zajednice, sv-
jestan dakako Cinjenice da su neki sociolekti cjenjeniji od drugih, unato¢ njihovoj
toboznjoj lingvistickoj ravnopravnosti.

Jezik supkultura najSire se moze obuhvatiti zargonom, supstandardnim idiomom
koji, uglavnom namjerno, odstupa od jezi¢noga standarda. U hrvatskoj lingvistici
postoji problem u terminologiji zbog nesuglasja u vezi s pojmom zargon i blisko-
znacnih pojmova slang, argot, vernakular i Satra. Naime, naj¢esSce se Zargon smatra
nadredenim pojmom, dok su mu potonji smatrani subordiniranim. Svi se hrvatski
jezikoslovci, doduse, slazu kako zargon niposto nije dijelom standardnoga jezika
koji mu je nadreden, ve¢ kolokvijalni oblik koji su mnogi ranije smatrali destruk-
tivnim za jezik, a danas je prepoznat kao jezi¢no bogatstvo. Anita Skelin Horvat i
Vesna Muhvi¢-Dimanovski (2010: 339) pisu da je zargon ,,govorna varijanta koja
obiluje rijecima i izrazima koji nisu dio standardnoga jezika”. Sli¢no, Ranko Bu-
garski (2006: 111-113) Zargon definira kao ,,neformalni i pretezno govorni varije-
tet nekog jezika koji sluzi za identifikaciju i komunikaciju unutar neke drustveno
odredene grupe”. Uloga je uporabe zargonizama stvaranje zajednickoga jezika i go-
vora odredene skupine ljudi, pa tako i supkulture, koja se Zeli razlikovati ili se pak
opire drugoj skupini ili supkulturi (Palini¢, 2019: 5). Mnogi su motivi ovakva je-
zi¢noga otpora stvaranje govora nerazumljivog ostalim skupinama, nezadovoljstvo
i opiranje standardu i jeziéna igra te kreativnost (ibid.). Zargonizmi su &esto kratka
vijeka i zato se smatraju pomodnicama, ali vrlo brzo mogu postati zastarjelicama
(Kuzmanovi¢, 1970: 135). Medutim, unato¢ svojoj ranije negativnoj reputaciji, nije
neobicno da zargonizmi prijedu u leksicki sloj standardnoga jezika, upravo zbog
Ceste 1 dugotrajne uporabe. Neke rijeci za koje danas ne bismo rekli da su nastale
kao zargonizmi u svakodnevnoj su uporabi kao leksemi standardnoga jezika, poput
rijeci ,,kafi¢” (Sabljak, 1981: 10) i ,,0lovka” (Hamm, 1939-1940: 556). Dakle, zar-
gon treba smatrati zasebnim sustavom u odnosu na standardni jezik (Palini¢, 2019:
6), ali je moguc¢ 1 ulazak Zargonizama u sloj jezicnoga standarda.

Supkulturnim Zargonom zapravo se smatra njegova bliskoznac¢na podredenica — Sa-
tra, uglavnom tumacena kao ekstremni podtip zargona i kao takva je, barem ranije,
bila negativno promatrana. Satrovacki je govor Zargon ulice i najée$ce se veZe uz
supkulturni, tajni, mladenacki, delinkventski ili pak ilegalni govor (Palini¢, 2019:
7). Kovacevi¢ (2001: 379) biljezi da se Satrovacki zargon u shemu supstandarno-
ga govora uklapa ¢esto kao govor deklasiranih druStvenih skupina, stoga se Satro-
vacki, u hijerarhiji supstandardnih idioma, nalazi ispod Zzargona. Supkulturni se
zargon moze proucavati na svim jezi¢nim razinama, a najplodnije ga je analizirati
na morfoloskoj, leksikoloskoj i sintakti¢koj razini. Takvi su zargonizmi uglavnom
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pejorativni i vulgarni. Cesti su rjeGogradni postupci pri stvaranju zargonskog voka-
bulara supkultura (primjeri su uglavnom Zargonizmi mlade dobne populacije, koja,
u odnosu na ostale dobne skupine, uglavnom i pripada odredenoj supkulturi):

— sufiksacija: -er (seljober ‘neodgojen Covjek, prostak’), mnoge su izvedenice
s ovim sufiskom preuzete iz engleskoga jezika, npr. bajker, luzer, panker,
-izam (kretenizam, debilizam, idiotizam); -usa (likusa, frikusa)

— metateza: lerdi ‘diler’; Zisku ‘kuzis, razumijes’; bordo ‘dobro’

— reduplikacija: seljo-beljo ‘priprost Covjek’; laganini ‘lagano’ i sl. (Palini¢,
2019: 11-18).

Na leksikoloskoj razini najucestalije je nastajanje zargona leksicko posudivanje,
npr. hudica ‘majica dugih rukava s kapuljacom’; krindz ‘susramlje, engl. cringe’
(Palini¢, 2019: 23-24).

Vrlo je Cesta i neologizacija, prisutna u mnogih supkulturista, npr. u onih koji kon-
zumiraju cigarete i marihuanu: pljuga ‘cigarete’; frula, truba ‘joint, dzoint, cigareta
od marihuane, hasisa i sl.’; gariti, dimiti ‘puSiti marihuanu’ (Palini¢, 2019: 24-25).

Nadalje, tvorbi Zargona doprinijela je 1 komunikacija na internetu, gdje su govor-
nici zargona dobili jo§ vecu potrebu za jezi€nim igrama (Skelin Horvat i Muhvi¢-
Dimanovski, 2010: 355).

Zargon hip-hop supkulture

Supkulture su Cesto nazvane prema glazbenom zanru koji odredena supkultura
slusa, pa tako prepoznajemo pankere, rokere, rejvere, metalce i supkulturiste Aip-
-hopa te mnoge druge. Prepoznatljivi su i specifi¢ni tekstovi pjesama odredenih
zanrova i uglavnom u njima izvodaci progovaraju o svojoj supkulturi, odnosno
njezinim karakteristikama. Lingvisti¢ki je zanimljiva ¢injenica koju su dokazali
Varun Jewalikar i1 Federico Fragapane u svojoj studiji saznavsi da je hip-hop Zanr
s najbogatijim vokabularom medu svim glazbenim zanrovima (Jurisi¢, 2023: 12).
Naime, najpopularniji 4ip-hop izvodaci imaju vokabular od prosjecno gotovo dvije
tisuce rijeci, a drugoplasirani su izvodaci heavy metala s u prosjeku petsto rijeci
manje. Stovise, hip-hop pjesma ima otprilike dvostruko ve¢i broj rije¢i od pjesama
vecine ostalih glazbenih Zanrova, u prosjeku 478 rijeci, od ¢ega 94 novih, unikatnih
rijeci po pjesmi (ibid.). Unato¢ tomu §to je zargon hip-hopa Cesto vulgaran, mnoge
su rije¢i koje su niknule unutar toga zanra postale i dijelom standardnoga jezika.
Budu¢i da je hip-hop nastao u SAD-u i ondje se razvijao, ne ¢udi $to je velik broj
engleskih rije¢i prisutan i u ostalim zemljama pa tako i u Hrvatskoj. Zargon je u
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hip-hop glazbi neophodan i neprestano se u njoj dinamic¢no razvija, medutim, sve-
prisutan je 1 stalan utjecaj afroamerickoga vernakulara engleskog jezika (JurisSic,
re zargonizmi u americkoj hip-hop glazbi jest sufiks -izzle, ¢ijom su sufiksacijom
nastali npr. fo’shizzle ‘engl. for sure, zasigurno’, fizzle ‘engl. female, zena’, rizzle
‘engl. real, stvarno’ (Jurisi¢, 2023: 13; prema Peovska, 2019). Nadalje, pjesme
hrvatske hip-hop scene korpus su ovoga istrazivanja, naroc¢ito pjesme izvodaca iz
Splita i okolice koji vrijedi za ZariSte hrvatskoga hip-hopa, s izvodacima kao Sto
su Vojko Vru¢ina, Grse, Djecaci, KiSa metaka 1 drugi. Cilj je prikazati jezicne ka-
rakteristike hrvatske Aip-hop glazbe koja uziva sve vecu popularnost u Hrvatskoj
i susjednim drzavama. Ocekuje se istrazivanjem zakljuciti da hrvatski jezik sadrzi
jezi¢no bogatstvo unutar supkulture sip-hopa, ¢ime je ocigledna i jezi¢na kreativ-
nost koja omoguc¢ava hrvatskim hip-hopovcima pisanje lingvisticki i stilisticki za-
nimljivih stihova. OboZzavatelji hip-hop glazbe, koji se mozda smatraju i dijelom te
supkulture, mogu po razli¢itim pojedinostima sluSanjem prepoznati vrste hip-hop
glazbe nastale u odredenom gradu 1ili regiji, primjerice uociti unutar hrvatskoga
hip-hopa pjesmu zagrebacke ili splitske hip-hop scene (Jurisic, 2023: 13). Takvo
je Sto vjerojatno prepoznato uporabom dijalektizama i/ili lokalizama u pjesmama.
Regionalizmi prisutni u Aip-hop supkulturi na podru¢ju Dalmacije jesu primjerice
pleska ‘pljuska, Samar’; besa ‘pozdrav Sakom’; botun ‘droga ekstazi’; cvit ‘marihu-
ana’ i dr. Takoder, mnoge su leksicke posudenice prisutne u jeziku Aip-hopa, npr.
anglizmi wannabe ‘osoba koja zeli biti kao netko drugi’; trip ‘haluciniranje pod
utjecajem droga’; freak ‘Cudak’; beef ‘svada’ isl. (Jurisi¢, 2023: 41 — 42). Neke od
posudenica koje su se uglavnom prilagodile hrvatskomu jeziku, a este su unutar
hip-hop supkulture, jesu primjerice blok ‘kvart’; traka ‘pjesma’; hejter ‘mrzitelj’;
reper ‘izvodac hip-hop glazbe’. Osim anglizama, pojavljuju se i posudenice iz dru-
gih jezika: talijanizmi ledero ‘opusteno’ i mafija, turcizam skija ‘duhan’ i galici-
zam gaza ‘rad na neodredeno vrijeme po ugovoru’. Na hrvatskoj hip-hop sceni
prisutne su i prevedenice; splitski reper Vojko Vruéina, poznatiji kao Vojko V,
engleski pridjev fake-ass prevodi kao laznoguzan, zadrzavaju¢i znacenje ‘neiskren’
(ibid.). Jezik hip-hopa bogat je neologizmima i neosemantizmima. Juri$i¢ (2023:
25) navodi kako izvodaci hip-hop glazbe zZele, zbog svoje kompetitivnosti, pokazati
svoje jezicne vjestine, kreativnost, inovativnost i dosjetljivost te na taj nacin
nadmasiti glazbene konkurente i privu¢i publiku. Nadalje, Cesti neosemantizmi
koji obiljezavaju tekstove hip-hop pjesama opisuju pojave poput alkohola i1 dro-
ge, musko-zenskih odnosa, novca, automobila, nakita, oruzja i slicnih materijalnih
stvari. Metafora je, kao i u ostalim glazbenim zanrovima i umjetnosti opéenito,
nepobitno prisutna i u hip-hopu; na primjer, pridjev tvrd, zajedno sa komparativ-
nom i superlativnom inac¢icom, iznimno je popularan u hrvatskom Ahip-hopu 1 znaci
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‘najbolji, s jakom i snaznom porukom’, i prisutan je u pjesmi Konan splitske hip-
-hop skupine pod nazivom Kisa metaka: ,,Ovo je najtvrdi rep u tvome Zivotu®.
Hrvatska je scena poznata i po igrama rijeci, odnosno ludizmu; Vojko V u svojoj
pjesmi Sharebedzija, kreativnom ve¢ u samome naslovu, poigrava se jezikom:

,Jeden janjetinu, pa me zovu lamborghini*,
,Pijen na Valentinovo, zovu me osmi martini*,
,,Nosin uske majice, pa me zovu usklicnik*,
,Ulazen u sebe, pa me zovu ulozak*,

,»Stalno se Zenin, pa me zovu piroman®.

U navedenoj se pjesmi Vojka V moze primijetiti vrlo dosjetljivo poigravanje rijeci-
ma prisutno u svakom stihu. Ovaj autor poznat je po svojoj domisljatosti, a njegove
su pjesme, napose citirana pjesma Sharebedzija, primjer promisljene i inovativne
uporabe jezika u kantautorstvu.

Dakle, i na hrvatskoj je hip-hop sceni primjetna iznimna razina jezicne razigranosti,
kreativnosti i inovativnosti. Osim svuda neophodnog prodora anglizama, ali i po-
sudenica iz drugih jezika, hrvatski hip-hop izvodaci vjesto upotrebljavaju domace
rijeci, nekad mijenjajudi ili dodavajuci im znacenja, ali 1 na lingvisticki zanimljiv
nacin tvore nove rijeci.

Zakljucak

Cilj je ovoga rada prikazati karakteristike supkultura na jezi¢nim i sociolingvi-
stiC¢kim razinama, najviSe u suvremenoj supkulturi sip-hopa u Hrvatskoj. Moze se
zakljuciti da se supkulturisti, za koje je poznat motiv otpora prema mainstreamu,
izdvajaju od ostalih supkultura i prevladavajuce kulture u mnogo¢emu: uvjerenjima
1 obrascima ponasSanja, stilu zivota i odijevanja, ali 1 jezi€nim karakteristikama koji-
ma je ovaj rad obratio najvise pozornosti. Jezi¢na posebnost unutar supkultura prim-
jetna je ponajprije u uporabi zargonizama koji su itekako raznoliki: od anglizama
1 posudenica iz ostalih jezika, preko lokalizama i1 regionalizama, do pejorativnih
vulgarizama. Glazbeni zanrovi poput Aip-hopa takoder obiluju pojedinostima koji-
ma se pripadnici takvih supkultura osnovanih prema glazbenom Zzanru izdvajaju i
pruzaju svojevrstan otpor, ponajprije tekstovima svojih pjesama koji opisuju nji-
hovo ponasanje i uvjerenja. Premda je analiza ovakva korpusa iznimno zaniml-
jiva 1 doprinosi boljem poznavanju jezika koji se uspijeva prilagoditi pojedincu
koji moZze biti pripadnik bilo koje supkulture i nudi mu ekspresivne alate koji mu
omogucavaju iznosenje misljenja domisljatim i inovativnim oblikovanjem jezika,
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ovakva je tematika rijetko predmetom lingvistickih istrazivanja. Sve ve¢om po-
pularno$c¢u hip-hop glazbe, ¢iji tekstovi opisuju supkulturne zanimljivosti, ovakve
bi teme mogle postati sve ucestalije u znanstvenom svijetu, i to ne samo u okviru
sociologije i njoj srodnih znanosti, ve¢ i u filologiji i lingvistici.
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CITIRANE PJESME

Vojko V, ,,Sharebedzija®, preuzeto s https://genius.com/Vojko-v-sharebedzija-lyrics
Kisa metaka, ,,Konan®, preuzeto s https://genius.com/Kisa-metaka-konan-lyrics

SUMMARY

For decades, many subcultures have been established in every society, which by their very exi-
stence show great resistance to the dominant culture. Members of the same subculture identify
with each other with respect to the same ideas and interests, and are seen as different from other
subcultures and especially from the dominant culture. They share the same or similar ideas, va-
lues, beliefs and rituals, as well as the language, or sociolect, that they use. Many communities,
like the youth subculture, are different from other cultures and subcultures in different aspects,
and of course in language. In the theory of subcultures, the key element is the resistance that
subculturalists provide, in an active or passive way, most often to mainstream or dominant cul-
ture. The dominant culture is most often perceived as a “high* culture, and therefore resistance
to this “high* culture, which is placed at the very top of the cultural hierarchy, is expected. High
culture, on the other hand, is associated with the use of a standard language that is also at the
top of the hierarchy. The various idioms of the subculturalists are precisely a form of resistance
to such a high culture, which is why we know different subcultural jargons. Such linguistic
resistance is observed at all levels in the Croatian language, above all at the lexical and syntac-
tic level, therefore an extensive linguistic analysis of subcultural jargon is possible. It is also
interesting to analyze the musical texts performed by members of the subculture, which again
provides resistance, for example, in the subcultures of rave or hip-hop music. Of course, many
of the characteristics of subculturalists differ from generally accepted norms and values, which
then makes them non-normative, and this resistance to explicit norms is also evident in langua-
ge. The forms of resistance manifestation vary in different subcultures, because, of course, they
depend on different extra-linguistic factors.
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Wojna oczami dzieci na przykladzie ksiazki
Magdaleny Grzebatkowskiej

pt. ,Wojenka. O dzieciach, ktore dorosty bez
ostrzezenia”

Celem artykutu jest przedstawianie obrazu wojny, jaki jest budowany w zbiorze reportazy
Magdaleny Grzebatkowskiej pt. Wojenka. O dzieciach, ktore dorosty bez ostrzezenia. Zna-
czacy jest fakt, ze w tej ksiazce wojna jest pokazywana z perspektywy dzieci, w zwiazku z
czym jej obraz jest specyficznie nacechowany. Podczas analizy i interpretacji dzieta skorzystam
ze studiow nad pamigcia oraz pojgcia traumy. Zbadam, w jaki sposob bohaterowie ksiazki
zapamigtali wojng i jaki wplyw na ich doroste Zycie mialy tego rodzaju doswiadczenia
w dziecinstwie.

Stowa kluczowe: wojna, perspektywa dziecigca, Magdalena Grzebatkowska, trauma,
studia nad pamigcia

War through the eyes of children based on the example of Magdalena Grzebalkowska’s
book entitled ,,Wojenka. O dzieciach, ktore dorosty bez ostrzezenia”

The aim of the article is to present the image of the war that is built in Magdalena Grze-
batkowska’s reportage entitled Wojenka. O dzieciach, ktore dorosly bez ostrzezenia.
It is significant that in this work the war is shown from the perspective of children, and there-
fore its image has a specific character. In analyzing and interpreting the work, I will use studies
on memory and the concept of trauma. I will examine how the book’s characters remember the
war and what impact such childhood experiences had on their adult lives.

Key words: Magdalena Grzebatkowska, war, children’s perspective, trauma, memory studies

Wprowadzenie

Doswiadczenia zyciowe 0sob, ktore przezyty okres I wojny Swiatowej sa waz-
nym elementem pamieci narodowej wielu narodéw, w tym Polakéw. Swiadczy
o tym chociazby ilo$¢ réznorodnych publikacji, ktore wiaza si¢ z tym tematem.
Ukazuja si¢ nie tylko ksiazki historyczne dotyczace tego okresu, lecz takze bele-
trystyka czy literatura faktu. Tematyke wojenna w swoich ksiazkach reporterskich
podjeta takze Magdalena Grzebatkowska. Jest ona utytutowana w Polsce pisarka,
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wielokrotnie byta nominowana do rozmaitych nagrod, chociazby za napisane przez
siebie biografie: Ksiqdz Paradoks. Biografia Jana Twardowskiego, Beksinscy. Por-
tret podwdjny oraz Komeda. Osobiste Zycie jazzu. Temat drugiej wojny Swiatowej
porusza natomiast w tytutach: 1945. Wojna i pokdj oraz omawiana w ponizszym
artykule Wojenka. O dzieciach, ktore dorosty bez ostrzezenia. Co interesujace, za
obie ksiazki reporterka byta nominowana do Literackiej Nagrody ,,Nike”, sa to je-
dyne nominacje do tej nagrody w dotychczasowej karierze Grzebatkowskiej.

Temat II wojny $wiatowe] jest podejmowany w literaturze polskiej na wiele
réznych sposobow. Jest wciaz aktualny, zwtaszcza w konteks$cie obecnie toczacych
si¢ wojen warto go podejmowaé, zastanawia¢ si¢ nad przyczynami i skutkami
wojen. W Wojence wyjatkowe jest przede wszystkim to, ze w reportazach w niej
zawartych przedstawione zostaja wydarzenia wojenne z perspektywy dorostych
0soOb, ktore na przetomie lat 30. 1 40. byly dzie¢mi. Reporterka nie ograniczyta
si¢ tylko do historii dziejacych si¢ na terenie Polski. Grzebatkowska starata si¢
przede wszystkim pokaza¢ przeszto$¢ swoich bohaterow, stara si¢ nie ingerowac
w ich wspomnienia.

Zdecydowata si¢ w zwiazku z tym na do$¢ prosta formeg narracji, tekst jest pod-
zielony na wiele krotkich akapitow, a komentarze odautorskie i opisy kontekstu
sa ograniczone do minimum. Moze to przypominaé¢ reportaze pisane przez Hanng
Krall, ktorej reporterski styl takze wyrdznia si¢ oszczednoscia zastosowanych srodkow.

Reporterka opowiada dzieje wielu osob pochodzacych z réznych miejsc, takich jak:
Wolne Miasto Gdansk, Syberia, Hiszpania czy Prusy Wschodnie. W ksiazce zawar-
tych jest 12 reportazy, czasami maja one jednego bohatera, ale zdarza si¢ takze, ze
pojawia sig kilka osob, ktorych taczy dane wydarzenie, np. Powstanie Warszawskie
lub miejsce — front wschodni. Juz na pierwszy rzut oka mozna zauwazy¢ uniwersal-
no$¢ przezy¢ bohaterow. Wszystkie te osoby byty po prostu dzie¢mi i powinny cie-
szy¢ si¢ beztroska, a niestety zostaty zmuszone do nagtego dorosnigcia i ciagtej walki
o przetrwanie. W niniejszym artykule blizej przyjrze si¢ wybranym kilku tekstom
zawartym w calym zbiorze, ale podejmg takze refleksj¢ nad catoscia ksiazki.

Przed przystapieniem do czytania ksiazki warto przeanalizowac jej tytut: Wojenka.
Odzieciach, ktore dorosty bez ostrzezenia. Uzycie zdrobnienia pozornie moze
sugerowa¢ pewna infantylnos¢, dziecinnos¢.Jednak po zapoznaniu si¢ z trescia
ksiazki trudno nie dopatrywac¢ si¢ pewnej ironii w tym sformutowaniu.

Historie osob, ktore w czasie wojny sa tak wstrzasajace, ze nie sposob zgodzi¢ si¢
ze stwierdzeniem, ze dorosli mieli ,,wojn¢” a dzieci swoja ,,wojenke”. Doswiadczaty
tego samego, co ich rodzice, jedynie nie zawsze rozumialy wszystko, co je spotkato.
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»Wojenka” w kontekScie studiow nad pamiecia i badaniach nad pojeciem
traumy

W trakcie analizy Wojenki wydaje si¢ zasadne skorzystanie z zagadnien podsu-
wanych przez studia nad pamigcia. Jest to bowiem posrednio takze opowies¢ o
pamigci, przede wszystkim o jej utomnosci. Problematyka dotyczaca pamigci jest
obecnie szeroko wykorzystywana w badaniach humanistycznych. We wspotcze-
snym dyskursie naukowym studiami nad pamigcia zajmuja si¢ naukowcy z réznych
dziedzin, chociazby literaturoznawcy, kulturoznawcy, socjologowie czy historycy.
Jak pisze Elzbieta Rybicka:

Pamig¢ jako kategoria transdyscyplinarna okazata si¢ zatem doskonatym pomostem
pomiedzy dyskursem historycznym i literackim, zapewne gtéwnie ze wzgledu na in-
dywidualny, prywatny charakter. Domena literatury jest przeciez pamig¢ jednostkowa,
migawkowa, zawodna, a nie zobiektywizowana wizja historii'.

Reportaze zawarte w Wojence opieraja si¢ na pamigci jednostkowej, jednak w nie-
ktrych opowiesciach zastyszane relacje naktadaja si¢ na indywidualne doswiad-
czenia. Czgsto dzieje sig¢ to niepostrzezenie — niewiele osob ma $wiadomos¢, ze
czesto powielana w zbiorowej pamigci wizja dzieci zawracanych z drogi do szko-
ty 1 wrze$nia nie ma nic wspolnego z rzeczywistoscia. U niektorych bohaterow
utomno$¢ pamigci jest uswiadomiona — na przyktad u Alexa Hershafta: ,,Nie wiem
juz, co jest moim do$§wiadczeniem a co zaczerpnatem z lektury. Nie potrafi¢ tego
rozdzieli¢™?. Mgzczyzna sam przyznaje, ze nie wie, ile jego wspomnien nalezy
tylko do niego, a ile jest w nich informacji przeczytanych w prasie, ksiazkach
lub jest wspomnieniem nalezacym do jego matki. Najbardziej skomplikowanym
przypadkiem osoby probujacej poradzi¢ sobie z mechanizmami pamigci jest Dina
Szulkiewicz. Bohaterka nie w petni §wiadomie stosuje mechanizm budowania sobie
swiata z fatszywych wspomnien, czgsto wzajemnie si¢ wykluczajacych. Dina stara
si¢ w ten sposob zrekompensowaé sobie niemozliwe do odtworzenia luki w osobi-
stej biografii. Kazda z wytwarzanych opowiesci przekazuje z pelnym przekonaniem
i tak silna wiara we wlasne stowa, trudno wigc zarzucic jej ktamstwo. Jest to jedyny
reportaz w ksigzce, w ktorym autorka wychodzi poza ramy zdawania relacji i stara
si¢ pomoc Dinie w odkryciu historii jej zycia. Podejmuja probg ustalenia pochodze-
nia Diny na podstawie badan DNA. Niestety, nawet te wyniki niewiele rozjasniaja
w zagmatwanej historii zycia bohaterki.

Motto Wojenki jest istotne dla analizy ksiazki, poniewaz wskazuje ono na spo-
sob, w jaki autorka podchodzita do swoich rozmoéwcow, a takze czym kierowata

1 E. Rybicka, Miejsce, pamieé, literatura (w perspektywie geopoetyki), ,,Teksty Drugie” 1-2, Krakéw 2008, s. 22.

2 M. Grzebatkowska, Wojenka. O dzieciach, ktore dorosty bez ostrzezenia, Warszawa 2021, s. 304.
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si¢ przy opracowywaniu ustyszanych historii: ,,Oto caly ktopot z literatura fak-
tu. Trzeba odlozy¢ na bok to, co wszyscy juz wiemy — co wiemy teraz — 1 stara¢
si¢ towarzyszy¢ moim dwojgu niewiniatkom w $wiecie takim, jakim go widzieli”.
Jednoczesnie moze by¢ wskazowka dla czytelnikow, proponuje im, aby odtozyli
swoja og6lna wiedzg o wielkiej historii i zaangazowali si¢ w osobiste przezycia
poszczegblnych osob.

W Wojence zawarte sg reportaze na podstawie historii 0sob, ktérych wojna dotkngta
bezposrednio. Przy ich analizie moze okaza¢ si¢ przydatne ,,pojgcie traumy, ktora
jest wynikiem bezposrednich trudnych przezy¢ poszczegdlnych oséb czy grup™.
Jak wskazuje Katarzyna Goérowska: ,,Trauma to rodzaj kryzysu sytuacyjnego, kto-
ry jest konsekwencja okoliczno$ci trudnych do samodzielnego przezwycigzenia.
Najczesciej jest to zdarzenie nieoczekiwane lub tak silne, ze przecigtny sposob ra-
dzenia sobie jest juz nieskuteczny™. Przezycia wojenne, zwtaszcza gdy dotykaja
dzieci, zdecydowanie moga wywota¢ silng traumeg. Poradzenie sobie z niag moze
trwac¢ wiele lat, nawet do konca zycia. Piotr Sztompka w ksiazce Trauma wiel-
kiej zmiany interpretuje traume¢ w duchu socjologii. Zgodnie z jego mysla pojecie
traumy obejmuje zjawiska, ktore wynikaja z wielu r6znych przemian kulturowych,
takich jak chociazby zmiany gospodarcze, religia, wszelkiego rodzaju rewolucje i
oczywiscie takze wojna’. Badacz wyroznia takze traumatogenne zdarzenia®, czg-
sto zwigzane ze zranieniem, zagrozeniem zycia czy $miercia. Wiele z tych wyda-
rzen spotkato bohaterow Wojenki Magdaleny Grzebatkowskiej. Zaprezentowane
sq traumy poszczeg6élnych osob, ale przez ich rozmaito$¢ mozna powiedzieé, ze
pokazano spektrum traumy catego spoteczenstwa.

Trauma to jednak nie tylko trudne doswiadczenie w danym momencie, ale tez
wptyw na cate zycie. Hanna Kostyto wskazuje, ze ,,(...) traumatyczne doswi-
adczenia wojenne dzieci nie odchodza w niebyt, lecz w rézny, najczesciej ne-
gatywny sposob oddziatuja na zycie dzieci na dalszych jego etapach (Tha-
bet i Vostanis, 1999)”". Bohaterowie Wojenki czgsto maja $wiadomo$¢ pr-
zezytych traum, probuja sobie radzi¢ z nimi na roézne sposoby. Niektorzy
na przyktad spisuja wspomnienia, poswigcaja si¢ walce o prawa zwierzat, inni sta-
raja si¢ przej$¢ nad dawnymi wydarzeniami do porzadku dziennego i chca uznad
wojng za zamknigty rozdziat.

K. Goérowska, Wojna nie umiera nigdy. Trauma, postpamiec i sztuka, s. 68.
Tamze, s. 69.
P. Sztompka, Trauma wielkiej zmiany. Spoleczne koszty transformacji, Warszawa 2000, s. 23.

Tamze, s. 20.
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H. Kostyto, Sens zycia w doswiadczeniach wojennych dzieci, ,,Paedagogia Christiana” 2/50, Torun 2022, s. 166.
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W badaniach nad trauma wyrdzniana jest takze posttrauma, ktora w kontekscie
wojny jest rownie istotna. Wojna bowiem ,,Z cata pewnoscia jest doswiadczeni-
em traumatycznym zaréwno pod wzgledem indywidualnym, jak i zbiorowym.
Jest stanem, z ktorym mierza si¢ jej uczestnicy, ale takze nastgpne pokolenia™.
Trauma wojenna nieustannie powraca w opowiesciach poszczegolnych osob czy
szerszej narracji zbiorowej. Wojna byta doswiadczeniem na tyle trudnym, ze bol
wspomnien nosza w sobie kolejne pokolenia 0sob, ktére bezposrednio nie zetknety
si¢ z wojenna rzeczywistoscia.

W historii Polski jednym z najwazniejszych i najczgsciej wspominanych wydarzen
I wojny $wiatowej jest Powstanie Warszawskie, ktorego okragla 80. rocznicg
obchodzilismy w roku 2024. Nie dziwi wigc, Ze 1 ono si¢ pojawia w omawianej
ksiazce. W reportazu Warszawskie dzieci przedstawione sa wspomnienia Janiny
Suchorzewskiej, ktora w petni poswigcita si¢ walce w powstaniu: ,,Nie teskni-
tam za domem, nie zajmowatam glowy mama. «Zeby$my zwyciezyli», «zebym
wyszta z tego zywo» — tylko o tym mys$latam™. Ostabienie wig¢zi rodzinnych,
dla wigkszosci dzieci w zwyczajnych warunkach matka begdzie najwazniejsza
w zyciu, jest to w pelni naturalne. Ekstremalne warunki wojenne wokot powo-
duja ostabienie wigzi rodzinnych. Jednoczes$nie bohaterka jest bardzo $wiado-
ma emocjonalnych skutkéw przezycia powstania, z ktorymi musi si¢ cale zy-
cie mierzy¢: ,,Ludzie si¢ dziwia, ze przez cate zycie jestem pesymistka. A ja w
srodku pozostatam matym dzieckiem, bardzo okaleczonym psychicznie™™.
Inna bohaterka tego samego reportazu, Agnieszka Wroblewska, wspomina,
ze jako dziecko nie rozumiata powstanczego zamieszania'', nowa rzeczywisto$é
byta dla niej obca i trudna. Agnieszka doktadnie zapamigtata moment, w ktorym
symbolicznie skonczylo si¢ jej dziecinstwo. Stato si¢ to, gdy obserwowata pogrzeb
jednej z sanitariuszek, ktora zostata pochowana w ogrodku: ,,Bawitam sig tez i
potem, ale wtedy co$ we mnie zgasto”!?. Znaczace jest whasnie ostatnie stowo ,,zga-
sto”, ktore metaforycznie oddaje to, ze czysto dziecigca rado$¢ 1 beztroska bezpow-
rotnie opuscity bohaterke tekstu.

Alex Hershaft, o ktérego historii wspominatam przy okazji studiow nad pamigcia,
jestjednazosobocalatychzHolokaustu. Reportazonimnosiznaczacytytut Czego Olek
nie wie. Przez cale swoje zycie szuka odpowiedzi na pytania: ,,Dlaczego ocalatem,

8 K. Gorowska, dz. cyt., s. 68.

9 M. Grzebatkowska, dz. cyt., s. 272.
10 Tamze, s. 268.

11 Tamze, s. 269.

12 Tamze, s. 276.
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skoro tylu wspaniatych ludzi zgingto? Co mogg zrobié, zeby sptaci¢ dtug? Jaka
lekcje nalezy wyciagnaé z tej tragedii, zeby si¢ wigcej nie powtorzyta?”*. Wi-
doczny jest wigc wyrazny wptyw wojny na jego zycie. Bycie ,,ocalonym” zde-
terminowato jego decyzje zawodowe — w pelni poswigcit si¢ pracy na rzecz
zwierzat. Zaangazowal si¢ w nig do tego stopnia, ze zdecydowat si¢ zakonczy¢
swoje matzenstwo, aby zycie prywatne nie zawadzalo mu w realizacji celu'.
Mimo rozczarowania i zmegczenia ludzmi, ktorzy deklaruja mitos¢ do zwierzat a
nie s3 w stanie przejs¢ na wegetarianizm, wciaz ,,(...) ma nadziej¢, ze uda mu
si¢ zmieni¢ stosunek Swiata do wszystkich istot zyjacych. Przeciez po to ocalat z
Holokaustu™?.

W reportazu zatytutowanym Wszystko cacy znalazty sig historie kilku osob, ktore
czas wojenny spedzity w duzej mierze na froncie wschodnim. Kazdemu z nich
poczatkowo wojna wydaje si¢ dobra zabawa. Jak mowi Gotfryd o pobycie w woj-
sku: ,,Nikt nam tutaj szyj nie sprawdza i nie kaze moéwi¢ pacierza na dobranoc. Do
szkoty chodzi¢ nie trzeba 1 nikt nie pilnuje, kiedy ktadziemy si¢ spa¢. Podoba mi si¢
tutaj”'%. Widoczny jest tutaj bardzo dziecigcy odbior wojny, bohater jako chtopiec
cieszy si¢ wigksza swoboda i brakiem szkoty. Zdzistaw, kolejny z bohaterow repor-
tazu, takze traktuje wojne jako przygode: ,,Wojna to byta nawet dobra zabawa”"".
Jednak kawatek dalej dodaje, ze w pewnym momencie to si¢ zmienito. Po $mierci
kolegi, ktorej byt §wiadkiem, wszystko si¢ zmienito —,,(...) wtedy, bez ostrzezenia,
dorostem™8,

Sposrod reportazy zawartych w ksiazce wyrdznia sig tekst, ktory nosi tytut Kinder-
szenen. Jego gtdéwny bohater — Niklas Frank, syn Hansa Franka — dopiero w dorostym
zyciu, gdy zostat korespondentem wojennym, uswiadomit sobie, ze w dziecinstwie
doswiadczatl wojny w zupehie inny sposéb niz jego rowiesnicy. Jego oswiadcze-
nie: ,,(...) w czasie Il wojny $wiatowej tak naprawdg nie widziatem wojny”' moze
by¢ dla czytelnikow zaskakujace. Jako syn Hansa Franka (generalnego gubernato-
ra) nie doswiadczyt biedy czy gtodu. Z historiami pozostatych bohaterow ksiazki
jego przezycia taczy z pewnoscia doswiadczanie skutkéw dziatan wojennych pr-
zez dhlugie lata po zakonczeniu konfliktu. Reporterka tak opisuje Niklasa: ,,Jedyny

13  Tamze, s. 296.
14 Tamze, s. 323.
15 Tamze, s. 324.
16 Tamze, s. 343.
17 Tamze, s. 352.
18 Tamze, s. 356.
19 Tamze,s. 131.
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cztowiek rodziny, ktory zaakceptowal prawde o ojcu i powiadomi o tym $wiat™.
Taka postawa wigzata si¢ jednak z konieczno$cia zmierzenia si¢ z negatywnymi
reakcjami zarowno najblizszej rodziny, jak 1 zupetnie obcych ludzi, ktorzy chcieli
podzieli¢ si¢ z nim swoja opinia na temat jego lub jego ojca. Wedtug niektorych
jest odwazny, wedlug innych niszczy pamig¢ o zmartym ojcu. Analizujac swoje
dziecinstwo z perspektywy czasu dostrzega, ze okolicznosci zewngtrzne na niego
wptywaty, cho¢by na tak prozaiczne rzeczy jak wybierane zabawy czy agresja wo-
bec zabawek i innych ludzi. Jako maty chtopiec jednak nie dostrzegat tego wptywu,
byt zbyt odizolowany od otaczajacego go §wiata. Dopiero w wieku 20 lat zaczat
interesowac si¢ dziataniami swojego ojca, od tej pory gromadzit dokumenty i pr-
zedmioty z nim zwiazane. Jego powojenne dziatania pokazuja proby zrozumienia
dziecinstwa, ale kluczowe sa proby pogodzenia si¢ z trudng prawda o dziataniach
ojca. Kontrast migdzy jego szczesliwym dziecinstwem w czasie wojny a pozna-
wanymi w dorostosci faktami, jak wygladalo w tamtym czasie zycie pozostatych
mieszkancow Generalnego Gubernatorstwa.

Podsumowanie

Ksiazka Magdaleny Grzebatkowskiej wpisuje si¢ w literacki i historyczny dyskurs
o przesztosci, realizuje obowiazek pamigtania i przypominania. We wszyst-
kich reportazach zawartych w Wojence mozna zaobserwowaé swoi-
sta powtarzalno$é sytuacji i do$wiadczen wojennych. Swiadczy to wrecz
o istnieniu prawidtowosci dotyczacych narodéw, zdarzen, ludzkich zadz
1 motywacji. Bohaterowie w czasie wojny byli dzie¢mi, wojna wptywata
na ich zycie, mimo ze nie zawsze rozumieli co si¢ wokot nich dzieje. Starali si¢
obserwowac¢ i przystosowywac¢ do nowej rzeczywistosci.

Elementem laczacym wszystkich bohaterow ksiazki jest nagle za-
konczenie dziecinstwa, bezpowrotnie je traca 1 od razu musza staé
si¢ dorosli, odpowiedzialni, samodzielni.

Znajduje w tym odzwierciedlenie zdanie zawarte w rozprawie Hanny Ko-
styto Sens zycia w doswiadczeniach wojennych dzieci: ,,W kontekscie woj-
ny sensem zycia dla dzieci najczeSciej jest po prostu przezycie, ich witasne
oraz ich rodziny’. Bohaterow taczy takze to, ze wszyscy maja w sobie jaki$ rodzaj
tesknoty, melancholii, braku, ktore probuja sobie na rdzne sposoby zrekompenso-
wac¢ juz w dorostym zyciu.

1 Tamze, s. 93.

2 H. Kostyto, dz. cyt., s. 179.
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Obrazy wojny, zawarte w reportazach, sa do siebie w pewien sposob podobne.
W roznych sytuacjach, ale w kazdym z nich pojawia si¢ groza, strach 1 lgk oraz
silna ch¢¢ przetrwania. Dla wszystkich bohateréw wojna byta kluczowym doswi-
adczeniem zyciowym, zdeterminowata ich dalsze losy. W pewien sposdb mozna w
tym odnalez¢ potwierdzenie tezy Katarzyny Gorowskiej:

»Dla tych, ktorzy ocaleli, wojna wciaz trwata. Dla wielu nic, co wydarzyto si¢
pdzniej, nie miato wigkszego znaczenia™.

Ksiazka jest w duzej mierze oparta na wspomnieniach dorostych dzis ,,dzieci woj-
ny”, jest to istotne takze z tego powodu, ze opowiadaja o swoich doswiadczeniach
z dystansu, po przezyciu juz wielu innych chwil, bedac juz u schytku zycia — to ma
na pewno wplyw na tresc i sposob opowiadania.

W ksiazce pojawiaja si¢ takze wzmianki o powojennym zyciu bohaterow, co poz-
wala autorce na uzupetienie obrazow, ktore chciata przedstawic.

Poprzez zgromadzenie kilku bardzo r6znorodnych historii w jednej ksiazce
autorka nie tylko odmalowuje portrety poszczegdlnych osob, lecz tak-
ze prezentuje obraz catego pokolenia dzieci naznaczonych wojna. Pozwa-
la to spojrze¢ na wojenne tragedie ich oczami, ktore jednak patrzyly w tam-
tym czasie na $wiat inaczej niz dorosli. Do tej pory w narracji o zyciu dzieci
w czasie wojny czg¢sto podkreslano ich bohaterski udziat w walkach czy powsta-
niach, pomijajac jednak realne perspektywy wielu dzieci, ktore spedzaty dziecin-
stwo ukrywajac si¢ w piwnicach czy tulajac po kolejnych obozowych domach
dziecka. Wielo$¢ historii i ich réznorodno$¢ pokazuja tez, ze nie istnieje jeden wia-
$ciwy sposob na pamigtanie wojny i opowiadanie o niej. Wojna byta dla dzieci
normalnym $wiatem, pewnie tez dlatego nie zawsze zdawali sobie sprawe z grozy
sytuacji, poniewaz nie znali innej rzeczywistosci.

Wojenka spetia jeszcze jedna wazna funkcje literatury zachowuje fragmenty in-
nych tekstow, ocala je i prezentuje szerszej rzeszy czytelnikow.

Mozna w niej bowiem znalez¢ fragmenty osobistych zapiskéw bohate-
row, stanowia one dopetnienie opowiadanych reporterce historii. Proba oca-
lenia przesztosci od zapomnienia, zwtlaszcza przesztosci indywidualne;j,
nie zbiorowej, o ktdrej mimo wszystko czgsciej si¢ mowi w dyskursie publicznym.

Jednoczesnie Wojenka jest takze opowiescia o pamigci, sposobach pamigtania wy-
darzen i opowiadania o nich. Jak zauwaza autorka we wstepie: ,,To prawda uniwer-
salna, dotyczy kazdego z moich bohateréw i nas samych — nasza historia zmienia

3 K. Goérowska, dz. cyt., s. 75.
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si¢ za kazdym razem, gdy ja opowiadamy. Fakty sa jedynie szkieletem, na ktory
nawlekamy wilasne wersje zdarzen. Widoczna jest uniwersalno$¢ zarowno przed-
stawionych historii, jak i ogolnych probleméw ludzkich czy nawet traum. Mimo ze
historie pochodza sprzed kilkudziesigciu lat, wciaz sa wazne w kontekscie wspot-
czesno$ci. W kontekscie Wojenki istotna jest takze refleksja nad praca reportera i
jego ,,obowiazku dotarcia do prawdy”, bowiem ,,Bywaja jednak historie, ktérych
sprawdzi¢ nie mozna, zdarzaja si¢ rézne wersje tych samych wydarzen. Jak wow-
czas rozsadzi¢, ktora opowies¢ jest prawdziwsza, wiarygodniejsza? I czy w ogodle
nalezy to robic¢?”®.

Jako rozszerzenie badan nad Wojenkq interesujace mogloby by¢ poréwnanie re-
portazy ze wspomnieniami dorostych zawartymi w innych publikacjach, zapewne
jeszcze wyrazniej wytonityby si¢ wtedy réznice w postrzeganiu wojny. Takie ba-
dania sa juz mozliwe dzigki temu, ze zarowno literatura, jak i dyskurs naukowy
coraz bardziej otwieraja si¢ na perspektywe dziecigca, poszerzajac tym samym
mozliwosci postrzegania doswiadczen wojennych.
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SUMMARY

The aim of my article is to present the image of war that is constructed in Magdalena
Grzebatkowska’s reportage entitled Wojenka. O dzieciach, ktore dorosty bez ostrzeZenia.
The life experiences of survivors of World War II are an important element of the national
memory of Poles. It is significant that in this work the war is shown from the perspective
of children, and therefore its image is specifically characterised. The reporter tells the story
of many people coming from different places, it is worth mentioning at least some of them:
Free City of Danzig, Siberia, Spain or East Prussia. The book contains 12 reportages, some-
times with a single protagonist, but it also happens that there are several people connected by
a given event, such as the Warsaw Uprising or the place — the Eastern Front. The universality
of the protagonists’ experiences can be seen at first glance. In this article, I will take a closer
look at a selected few texts included in the entire collection, but I will also reflect on the book
as a whole.

In analysing and interpreting the work, I draw on memory studies and research
into the concept of trauma. The reports contained in Wojenka are based on individual me-
mory, but in some stories, heard accounts overlap with individual experiences. War experi-
ences, especially when they affect children, can definitely cause strong trauma. Coping with
it can take many years, even up to the end of life. The traumas of individuals are presented,
but by their variety it can be said that the spectrum of trauma of society as a whole is shown.

I am also interested in how the book’s protagonists remembered the war and what im-
pact such childhood experiences had on their adult lives. The images of war included
in the reportages are similar in some ways. There is fear and anxiety in different situations,
but in each there is a strong desire to survive.
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UroS Kotlaji¢: The Revolutionary Potential of
Literary Samizdat in Contemporary Literature

The aim of this paper is to shed light on the poetic work of contemporary Serbian poet Uros
Kotlaji¢ from the perspective of Marxist literary criticism. Kotlaji¢ belongs to the generation of
poets often labelled as “new poetry”. From this generation, the Caché group (Tamara Suskic,
Goran Korunovi¢, Uro§ Kotlaji¢, Vladimir Tabasevi¢, Bojan Vasi¢) stands out among their
peers, particularly because of their poetry books from 2011 to 2014 which were published as
samizdat. With the help of Marxist theory (W. Benjamin, L. Althusser, T. Eagleton, P. Bour-
dieu, A. Badiou), this research aims to show how Kotlaji¢’s poetry functions in relation to the
social context of literature, as well as how the author uses poetic language and style as tools
for experimenting with the form of the book, understood as an object, which Kotlaji¢ gradually
implements and achieves throughout his samizdat works.

Keywords: samizdat, Marxist literary criticism, Caché group
Uros Kotlaji¢: Revolucionarni potencijal knjiZevnog samizdata u savremenoj knjiZevnosti

Rad istrazuje poeziju savremenog srpskog pesnika UroSa Kotlaji¢a iz perspektive marksisticke
knjizevne kritike. Kotlaji¢ pripada generaciji pesnika i pesnikinja koja se ¢esto oznacava kao
,,nova poezija”. Caché grupa (Tamara Suski¢, Goran Korunovié, Uro§ Kotlaji¢, Vladimir Ta-
basevi¢, Bojan Vasi¢) izdvaja se iz ove generacije zbog knjiga poezije iz perioda od 2011. do
2014. koje su objavljene u formi samizdata. Uz pomo¢ marksisticke teorije (V. Benjamin, L.
Althusser, T. Eagleton, P. Bourdieu, A. Badiou), istrazivanje ima za cilj da pokaze kako Kotla-
jiceva poezija funkcioni$e u odnosu na drustveni kontekst knjizevnosti, kao i kako autor koristi
poetski jezik i stil kao alatke za eksperimentisanje sa formom knjige, $to Kotlaji¢ postepeno
implementira i ostvaruje kroz svoje samizdate.

Kljucne reéi: samizdat, marksisticka knjizevna kritika, grupa Caché

1. Introduction

Uro$ Kotlaji¢ is a contemporary Serbian author who has been active poetically
since 2005, when his first poems were published in Trec¢i Trg magazine (Kotlaji¢
2005: 240-242), which was, at the time, an annual publication by a new and alter-
native publishing house of the same name. Even though his work has not yet been
interpreted in the academic context, some overview critical texts (e.g. Vasi¢ 2022:
158-159) that followed the publication and reception of his poems and poetry
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books, distinguish three phases’ of his work:

1) Publishing in Tre¢i Trg: Iris (2008), Poslednji gran Zete velike ane andrejev-
ne (2010);

2) Publishing in the Caché samizdat edition: Pesme (2011), Soneti o rupama i
Price o sili (2012), untitled (2013);

3) Publishing after Caché, individual samizdat: Pesme Cvetka Zecevica (2017—
2018), Iz dubine (2022).

In this paper, we will be focusing on the second phase — Kotlaji¢’s Caché edition
samizdat — which he created while being part of a poetry group together with Ta-
mara Suski¢, Goran Korunovié¢, Bojan Vasi¢ and Vladimir Tabasevi¢. We will also
refer to his third phase, as it similarly consists of samizdat publications, only now
in an individual context. When it comes to choosing Kotlaji¢’s poetry as a focus of
this paper, over other members of the group, we will be discussing his work for two
reasons: (1) he was the one who experimented most with book formats in the Caché
phase; (2) he is the only member of the group who still publishes via samizdat.®

Considering that Marxist literary criticism’ forms an “explanatory framework
supplied by the base-superstructure paradigm” (Foley 2019: 125), we will firstly
analyse the context of emergence and reception of the Caché samizdat edition, i.e.,
its position in the literary field"’ (Bourdieu 2003: 321-397). By mapping out both

7 Bojan Vasi¢, for example, marks these phases as: 1) cubistic, 2) intimistic and experimental, 3) melancholic and
expressionistic (Vasi¢ 2022: 158). We don’t find these terms to be the most accurate descriptors of Kotlaji¢’s poetics as
they: 1) use terminology from fine arts unsystematically; 2) said characteristics are not exclusive to only one phase — for
instance: the cubistic phase could also be marked as experimental, or it can be said that melancholy is the most dominant
emotion of the lyrical subject in both the second and third phase. With this in mind, we will stick to the chronological
order and reference the phases based on their publication.

8 In contemporary literature on samizdat, the question “What is samizdat?” still remains relevant and unanswered
(see Von Zitzewitz: 2021: 8). It is understood as a publishing practice, reading practice, a set of texts, a state of mind
(Kind-Kovécs & Labov 2013: 2); as well as a medium, genre, corpus of texts or textual culture (Komaromi 2015: 72).
The first wave of academic papers on samizdat appeared in the 1970s, and was characterized by a political perspective
towards the interpretation of the role of samizdat in socialist systems, primarily in the Soviet Union (Kind-Kovacs &
Labov 2013: 4). The second wave began in the 1990s, and is marked by a greater interest in the materiality of the text
itself, its physical and formal properties and material value, like in the work of Ann Komaromi (Ann Komaromi: 2004):
The Material Existence of Soviet Samizdat (cf. Kind-Kovacs & Labov 2013: 5-6, Wcislik 2021: 6). In the most recent
papers, which can generally be classified as the third wave in the study of samizdat, the focus shifts to new media — the
Internet and social media, in relation to which, in an interdisciplinary key, freedom of expression is interpreted in com-
parison to the practice of historical samizdat (see Kind-Kovacs & Labov 2013: 11, Schmidt 2013: 221-243, Komaromi
2015: 159, Wcislik 2021: 23-35, Von Zitzewitz 2021: 21).

9 Although we rely on the following quote, we are aware that there are various currents of Marxist literary criticism,
as well as that the views of the authors we reference in this work, aimed at illuminating the poetic and social activity of
Kotlaji¢’s samizdat publications, do not necessarily align on all points.

10 We understand the term “literary field” as Bourdieu defined it: “The literary (etc.) field is a force-field acting on
all those who enter it, and acting in a differential manner according to the position they occupy there (whether, to take
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the dominant motifs, themes, sensibility and preoccupations of Kotlaji¢’s poetry,
as well as the relationship between the content and the form(at), we will try to in-
terpret the author’s motivation for not wanting to participate in “the reproduction
of the conditions of production” (Althusser 2014: 232) of contemporary Serbian
literature. Moreover, our aim is to show how, by experimenting with samizdat as
a space of poetic articulation, while “reflecting upon his position in the production
process” (Benjamin 1998: 101), Kotlaji¢ “revolutionizes the media itself” (Eagle-
ton 2006: 29). Finally, considering the dominant feelings expressed by Kotlaji¢’s
literary subject are melancholy and sadness, we will try to understand their revolu-
tionary potential through the lens of Badiou’s concept of failure, as proposed in The
Communist Hypothesis (Badiou 2010).

2. Context: The Power(lessness) of New Poetry in the Literary Field

In order to understand Kotlaji¢’s position in the field of (contemporary Serbian)
literature, we would first need a short overview of the socio-political and poetical
factors that outline the emergence of his poetry: the formation of new poetry, as
well as the position and reception of Caché within new poetry.

2.1 The Emergence of New Poetry

The term new poetry refers to the generation of “poets born after 1975” (Lazici¢,
2014: 9), i.e. “born in the mid-seventies and younger” (Stojni¢, 2012a: 9), or, as
Andonovska stated: “they represent the demographic generation of the eighties,
which appeared on the literary scene after 2000” (Andonovska, 2014: 420)." Later,
in 2009 the outlines of a generation became clearer and participants’ activities rapi-
dly increased (Andonovska, 2014: 424, Lazici¢, 2014: 11).

At the time, state-owned publishing houses, such as Prosveta and Rad (Savi¢ Osto-
Ji¢ 2012), were getting shut down (Lazi¢i¢ 2014: 10), while, on the other hand,
small, alternative publishing houses started forming — for instance Tre¢i Trg, which
we already mentioned. When it comes to the publishing of first (poetry) books,
Andonovska pointed out several festivals and literary awards active and relevant

the points furthest removed from each other, that of a writer of hit plays or that of an avant-garde poet), and at the same
time it is a field of competitive struggles which tend to conserve or transform this force-field. And the position-takings
(works, political manifestos or demonstrations, and so on), which one may and should treat for analytical purposes as
a ‘system’ of oppositions, are not the result of some kind of objective collusion, but rather the product and the stake
of a permanent conflict. In other words, the generative and unifying principle of this ‘system’ is the struggle itself”
(Bourdieu 1992: 232).

11 Unless otherwise stated, all translations from Serbian to English are done by the author (E.V.).
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for the generation, like Matica srpska, Mladi Dis, and Rukopisi (Andonovska 2014:
423-424). Moreover, one of the main features of this generation of poets is that it
is predominantly made up of people who have completed philological studies, and
who were also active as critics, editors, translators, young researchers or program-
me organizers, which explains the initial institutional help they have managed to
obtain in the process (Andonovska 2014: 421-422). Several events from 2012 to
2014 helped new poetry constitute itself within the literary field (see: Savi¢ Ostojic,
2012; Milinkovi¢ and Stojni¢, 2012; Andonovska, 2014: 423; Lazici¢, 2014: 9—11).
For instance, three important anthologies of new poetry were published: Prostori
i figure (ed. V. Stojni¢, 2012), Van, tu: free (ed. V. Purisi¢, 2012), Restart (ed. G.
Lazici¢, 2014).

Likewise, poets and editors of new poetry organized their own events and plat-
forms, creating a field within an already existing field of literature. In Bourdieusian
terms, with the emergence of new poetry, changes in the field were initiated by new-
comers (or even the youngest in the field), who, at the time, had almost no specific
capital, and whose existence was defined by their difference (Bourdieu 2003: 338).
However, in order to exist (or stay relevant) in the field they would have to con-
firm their identity and diversity, by being recognized and acknowledged (Bourdieu
2003: 338-339). This is what happened with new poetry in the period between 2009
and 2012 — instead of being referred to generically as the younger generation, they
have become known as new poetry (see: Milinkovi¢ 2010, Milinkovi¢ and Stojnié
2011, Milinkovi¢ 2012). Through creating different platforms within the already
existing field, they have also gained enough symbolic capital'? to become part of
the already established, commercial and traditional positions. With all this in mind,
what would be the position of samizdat in such a field, considering it first appeared
as an intentionally chosen format within the Caché group, as a revolutionized ver-
sion of traditional media (Eagleton 2006: 32)?

2.2 Cache — Unconcealed Reactions

The group of poets around the Caché edition first formed in 2011 (Milinkovié/Stoj-
ni¢ 2011, Savi¢ Ostoji¢ 2012, Cakarevi¢ 2015), and was active until 2014. Some of
their activities included live performances, i.e. taking turns reading aloud without
the intervention of a moderator — a collective act in which one does not know
who is reading whose poetry. Similarly, they self-published a group almanac with

12 As Bourdieu defines it, symbolic capital is “a kind of ‘economic’ capital denied but recognized, and hence legitima-
te —a veritable credit, and capable of assuring, under certain conditions and in long term, ‘economic’ profits” (Bourdieu
1992: 142).
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unsigned texts — essays and poetry, and samizdat publications, which could have
been obtained only at live reading events (Cakarevi¢ 2015). Before the group for-
med, all of its members had already published their first books through the above-
mentioned institutions, by winning literary awards (e.g., Vasi¢ won Mladi Dis and
Maticev $al, Suski¢ was published in Matica srpska). This implies that they had
already gained some symbolic capital individually before organizing themselves
as a group.

Their decision to, from Althusser’s perspective, stop participating in the reproduction
of the already existing conditions of production (Althusser 2014: 232), and therefore
stop supporting the Ideological State Apparatuses (Althusser 2014: 242-254) — main-
ly cultural ones (Althusser 2014: 243) — meant that they had chosen the position of the
avant-garde, which was defined by Bourdieu through negation, as the opposition to
dominant positions (Bourdieu 2003: 397). Through the phase of “initial accumulation
of symbolic capital”, writers and artists with different backgrounds group together
with a strong sense of solidarity (Bourdieu 2003: 397), which helps them to explore
new poetic horizons and provoke the existing conditions for cultural production. As
Bourdieu suggests, newcomers to the field, who refuse to participate in the cycle of
(re)production, within existing creative norms, usually cannot force the recognition
of their products, thus going against the literary field’s horizon of expectations (Bour-
dieu 2003: 359-360). Such a “let down” can be read from the reactions of contempo-
rary critics and other poets to Caché’s samizdat practice.

For example, Bojan Savi¢ Ostoji¢ argued that through their independent, samiz-
dat practices, Caché’s poets didn’t go against the grain, but rather complied with
existing power dynamics and the current state of the publishing industry, which
then only helped reinforce the dominant cultural paradigm, while determining their
position as subordinate. He also understood their work as “the articulation of the
margin of the margin” (Savi¢ Ostoji¢ 2012). Even though Savi¢ Ostoji¢ was aware
of “Bourdieu’s category of avant-garde practice” (Savi¢ Ostoji¢ 2012), he wrote
from a perspective that only acknowledged utilitarian and consumptionist aspects
of poetical and ideological articulation. From this point of view, he was not able to
recognize the revolutionary potential of changing the medium (i.e. book format),
nor of functioning outside the system, because he still operated within the system’s
coordinates, with terms like “dominant” and “subordinate”. Understanding success
as a compliance with and integration into the current state of affairs, at the same
time meant the reproduction of existing conditions of production.

A similar contradiction appears in the critical texts of Vladimir Stojni¢, who noted
that the “publishing industry is in crisis”, and how poetry was already marginalized
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to begin with (Stojni¢ 2012b: 307). He also stated how young poets, after the pu-
blication of their first books as winners of state-funded competitions, often failed
to remain present through continuous writing and publishing (Stojni¢ 2012b: 306—
307). For Caché’s samizdat publications, he argued that it was hard to claim their
“subversive potential”: “On the contrary: this type of activity additionally limits
access to poetry and (un)consciously supports stereotypes about it as a ghettoized
form of literature detached from reality” (Stojni¢ 2012b: 307).

However, members of the group participated in all the previously mentioned events,
and were part of every anthology mentioned, some of which Stojni¢ himself edited
(Prostori i figure) or co-edited (Van, tu: free), meaning they weren’t ghettoizing or
marginalizing poetry, but were instead as present and active on the scene as others.
Moreover, this type of avant-garde activity (that is samizdat) created new perspec-
tives for observing both poetic and experimental practices, and the contemporary
publishing industry. It seems that the group’s samizdat edition brought the discus-
sion on the current state of affairs into the centre of contemporary critical thought,
instead of further marginalizing it as both Savi¢ Ostoji¢ and Stojni¢ had claimed.
As Bourdieu stated: “by refusing to play the game, by challenging the rules of art,
the authors question not only the rules of the game, but the game itself and the be-
lief that underpins it, the inexplicable transgression itself” (Bourdieu 2003: 246).

3. Uros Kotlaji¢ — Revolutionizing the Medium by Destroying the Form(at)

In relation to Walter Benjamin’s statement on how “technical progress is, for the
author as a producer, the basis of his political progress” (Benjamin 1998: 95), the
authors of Caché “carefully thought about the conditions of production” (Benjamin
1998: 97), while being constantly concerned with the product, and at the same time
with the means of production (Benjamin 1998: 98). In Caché, the one who experi-
mented most with the technical aspect of samizdat production was Uros Kotlajic.
In his autopoetic essay “Napredovanje stila” [“Progression of Style”] (4gon, Vol.
7, 2010), Kotlaji¢, in the style of Benjamin, states: “I see the progression of style
as an abandonment of style” [“Napredovanje stila vidim kao napustanje stila”]. In
the next section, we will aim to explore his credo through the three books from the
Caché edition: Pesme, Soneti o rupama i Price o sili, and the untitled book.

As is the case with Caché’s other publications, Kotlaji¢’s books are not catalogued,
meaning they have no CIP or ISBN, and they cannot be regularly stored in libraries
and bookstores. Similarly, they are then not considered for literary awards, there
is no copyright and the author gains no material profit for his work. This means
that his (and Caché’s) work is not part of the publishing industry, his books are not
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“commodities produced by publishers and sold on the market at a profit” (Eagleton
2006: 28), and he doesn’t “enrich the publisher” or work for a wage (Eagleton 2006:
28). However, that does not mean that his/their work is not part of the superstruc-
ture. Eagleton stated that superstructure “ensures that the situation in which one
social class has power over the others is either seen [...] as ‘natural’, or not seen at
all” (Eagleton 2006: 3). For instance, this means that public discussion is almost
never led about an author’s decision to publish in one publishing house or the other,
because such forms of publishing are perceived “as natural”. By contrast — Caché’s
decision to publish samizdat led to the discussion within the superstructure, which
shed light on the whole process, or, as Eagleton explains it: “Authentic art always
transcends the ideological limits of its time, yielding us insight into the realities
which ideology hides from view” (Eagleton 2006: 8)."

When it comes to the formal and technical aspects of Kotlaji¢’s samizdat — his bo-
oks are handmade, reprinted and copied, bound, glued or stapled. None of them has
numbered pages. Only the first book of the Caché edition — Pesme — was typewrit-
ten and then multiplied, while the following two were typed on a computer and
printed. By titling his book Pesme, Kotlaji¢ plays with the titles of early modernist
poets, such as Santi¢, Du¢i¢, Rakié, Boji¢ etc. However, instead of with strict form,
his poetry book is filled with dreamlike fragments, repetitions, spotty pages covered
in ink, and verses written in a language dictated in the tradition of surrealist tech-
niques, such as automatic writing.

His next book, Soneti o rupama i Price o sili is even more radical when it comes to the
development of its form(at). The book is divided in two parts: the title of each part is
found before the text, while the main cover page has no collective name, but instead — a
drawing, by hand, of a razor blade (see: Attachment 1), which combines the two motifs
from the book’s cycles: holes and force. The tension between these motifs is also illu-
strated at the end of the book — through a photograph from student protests held outside
the Faculty of Philosophy in Belgrade, which, on their own, represent force — e.g. force
of youth or possibility of change by collective force. Simultaneously, vertical holes on
the photo cut through the paroles (see: Attachment 2), which could also be understood
as part of Caché’s play with hidden meanings and symbolism.'

Other than in paratextual elements, holes are materialized on a formal level as well.
For example, a “hole” is suggested at the beginning of the first cycle, as the first son-
net is titled “VIII”. The streak then continues until the “XI” poem, after which another

13 This discussion is still relevant on the contemporary scene, but is now only focused on Kotlaji¢’s poetry (see: Vasi¢
2022: 159), as he is the only one from the group who still publishes in samizdat.

14 Caché means hidden in French.
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hole appears, hiding potential text up to sonnet “XV”. On the following pages, the ho-
les appear more often, and are occasionally much bigger. Near the end is the “XLVI”
sonnet, but instead of the 47" to follow, the 21% sonnet is now suddenly unhidden.
The disappearance of sonnets is suggested by the gradual destruction of their form as
well — only the first two sonnets (“VIII” and “IX”) simulate the structure of a clas-
sical sonnet, even though they are without rhyme, while in other cases the form is
almost unrecognizable — e.g. “XLIII” or “XLVI” are quatrains, “XL” is a tercet etc.
The only thing that reminds us of the possibility that these poems/fragments might
have once been (part of) a sonnet is the title of the cycle. The same can be said for the
stories in Price o sili — some of them are titled and some aren’t, and they usually only
visually remind us of stories. However, their structure is not narrative, nor dramatic —
usually there are no protagonists, no narrator, plot and almost no dialogues. Instead,
Kotlaji¢’s poetic language flows in the same imaginative corpus as in the previous
cycle, just through longer sentences. In this sense, as was the case with Pesme, the
title of the book forms a horizon of expectations, only to subvert them through the
form itself. This method is even more evident with Kotlaji¢’s last Caché book: not
only does it have no title, but it has no (book) cover page at all.

Stripped of a cover, the untitled book (2013) makes the process of stapling the pa-
ges together unmissable, implying from the get-go the constructive nature of books
as objects. The first page has two epigraphs, and the last page — a sign “(...)” (see:
Attachment 3). The first motto, by jazz pianist Bill Evans, could be interpreted in
the context of the author’s explicit decision to not publish commercially, but instead
enjoy the process of playing, producing both ideas and forms. Eagleton suggested
that form is shaped by a “relatively autonomous” (literary) history of forms, which
emerges from greater ideological structures, and carries with it specific, expected
relations between author and audience (Eagleton 2006: 27). By transforming tradi-
tional literary forms and genres (Pesme, Soneti, Price), as well as the composition
and book format itself, Kotlaji¢ created a specific relationship with the audience.
Unlike the aforementioned critics, M. Cakarevi¢ understood this relationship as a
vitalistic act, since “the possibility of getting books exclusively at poetry evenings
affirms a more active, and in a certain sense, a more rebellious attitude towards po-
etry” (Cakarevi¢ 2015). Likewise, this “affirms the mere presence of a living poet,
i.e. a voice that recites poetry live” (Cakarevié 2015).

The composition of this untitled book imitates the holes illustrated previously in
the sonnet-cycle, only this time entire cycles are titled with (missing) numbers. Wi-
thout a cover, the book also lacks a “proper” textual beginning, starting in medias
res with the second cycle (“II”’). Until the “VIII” cycle the sequence is regular, but
then appears another hole leading to the “XI” cycle. With this book, numbers get
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repeated and variations are made — for example, both before and after cycle “X”,
there is an “XI” cycle. Overall, such discontinuity is supported with the symbol that
closes the book — or, more precisely, leaves it open — “(...)".

However, even though Kotlaji¢’s attempt to revolutionize traditional literary forms
and media formats (and ideologies imbedded within them) reaches its peak with this
book, his lyrical subject, by contrast, reimagines this approach through the lens of
melancholy, emptiness, nonsense and pessimism.'* For this reason, it’s important to
analyse the status of Kotlaji¢’s lyrical subject and his (dis)belief in the possibility of
revolution, despite the author’s formal changes and progressive technical practice.

4. Can Melancholy be Revolutionary?

The tension between holes and force, visualized through Kotlaji¢’s second Caché
book, could thematically be presented as the tension between his lyrical subject’s
emptiness/loneliness (most often articulated in ick-form) and his constant and ex-
plicit need for collective organization and (proletarian) revolution (marked with
first person plural or third person plural).

Variations of emptiness can be found through Soneti o rupama i Price o sili, in mo-
tifs like: well (“Otvaram poklopac ovog bunara ove rupe”), hole (“sa druge / Strane
njegova rupa zjapi”’), bucket (Nema toliko / Predela koliko ima ¢udovista iz kofa,
nekad”), empty spaces (“Jedno prazno mesto. Kako je to cudno postavljeno’), emp-
tiness (“‘ceo dan razmislas o praznini druk¢ijoj / Od svoje”, all from Kotlaji¢ 2012).
Similar examples can be found in the untitled book as well, sometimes articulated in
relation to class struggle and workers’ tiredness: “rupe umesto velikih ¢ekica i radni-
ka celicne volje i znojavih / u ¢ijim sendvi¢ima u kasetama ceo Zivot jedan isti mali
dan lezi mrtav izmedu parizera i lista zelene salate” (Kotlaji¢ 2013). However, in
Kotlaji¢’s vision, such emptiness could be overcome through collective action: “kada
bi moglo sve da se ispuni ljudima i kada niko ne bi mogao nigde da se pomeri, i kada
bi svi ti ljudi bili nasi”, or: “malo nas ima, to je, da nas je vise i da se stalno prikljucuju
novi, da krece i preliva, da nas ima u talasima koji udaraju o zidove zgrada i ulica,
prozora da smo gusti i tvrdi, da rastemo, sami bismo, svojim telima, mogli rusiti”
(Kotlaji¢ 2013). However, the lyrical subject’s will is not stable — it is as fragmen-
tary and ambivalent as the form of Kotlaji¢’s poems and books: “nasa volja je jaka
1 nemoc¢na, takva, jaka i nemo¢na”, or: “ne moze, tesko je to i nezgodno, moze nas
biti million i1 niSta ne mozemo promeniti, goreti na ulicama”. If, as Badiou thought:
“for the politics of emancipation, the enemy that is to be feared most is not repression

15 While present in traces in his previous works, said feelings are most intense in this book.



98 Resistance and its Echoes in Slavic Languages and Literatures

at the hands of the established order” but instead “the interiority of nihilism, and the
unbounded cruelty that can come with its emptiness” (Badiou 2010: 32) — how can
this mistrust in the possibility of revolution be justified?

In his book The Communist Hypothesis (Badiou, 2010), which mainly consists of a
compilation of different texts on three revolutionary events — May ’68 in Paris, the
Cultural Revolution in China, and the Paris Commune — Badiou reflects on the Idea of
Communism as a (mathematical) hypothesis, in order to understand its different types
of failures as phases in the development of the Idea: “failure is nothing more than the
history of proof of the hypothesis, provided that the hypothesis is not abandoned”
(Badiou 2010: 7). Out of three main types of failure'® Badiou proposes, Kotlaji¢’s
sensibility is closest to the second type — “that of a broad movement involving dispa-
rate but very large forces whose goal is not really the seizure of power, even though
they have forced the reactionary forces of the state on to the defensive” (Badiou 2010:
34). Historically, an example of such failure Badiou sees in May ’68. He sees it as “a
potential source of inspiration” (Badiou 2010: 44), or a “great idea of radical change”,
which can still be relevant for contemporary thought (Badiou 2010: 62—65). Such an
attitude is similar to Kotlaji¢’s relation to Yugoslav National Liberation Army (NOB),
which is even more prominent in the third phase of his work (Pesme Cvetka Zecevica,
Iz dubine). In more recent poems, his lyrical subject feels a distance between him
and his comarades: “Drugovi, / ne mogu da udem u zrak vise / kao da je nesto upalo
izmedu nas”. Nevertheless, he doesn’t give up on the Idea, despite the all-pervading
feeling of failure: “no¢ za strazu / za nas koji jo$ uvek stojimo” (Kotlaji¢ 2022).

Thematically, emotionally, technically, poetically and ideologically, Kotlaji¢ alter-
nates between the overwhelming loneliness and powerlessness of a contemporary
Subject — or his constant need for belonging — and the proletarian, revolutionary,
poetic collective. As Badiou stated: “Between the idea that it was all imaginary and
the idea that it represented a decisive break in our conception of what is to be done
and what a politics of liberation is, there is a whole range of possibilities” (Badiou
2010: 34), and Kotlaji¢’s lyrical subject is focused on discovering them.

5. Conclusion

At the end of the first decade of the 21% century, Serbia’s contemporary poetry sce-
ne was vibrant and active, as the chapter referring to the formation of new poetry

16 The first type of failure is “the failure of an attempt in which revolutionaries who have briefly taken power over a
country or a zone [...] are crushed by an armed counter-revolution” (Badiou 2010: 32-33), while the third “concerns
an attempt to transform a state that officially declares itself to be a socialist”, where the failure is actually “either the
terrorism of the party-state” or a state that “rallies to the non-egalitarian constraints of capitalism” (Badiou 2010: 35).
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aimed to illustrate. With the help of Bourdieu’s concept of a /iterary field and the
position of avant-garde, the idea was to present the (op)position of Caché authors
within the field, or as Althusser and Eagleton suggested, within the superstructure.
In reference to Benjamin, we argued how the act of redefining a traditional medi-
um, such as samizdat, proved to be a revolutionary act that created space for a new
poetic sensibility, for experimenting with language and form, as well as for discus-
sing and questioning the contemporary publishing industry — its conditions and the
modes of both ideological and technical (re)production.

Furthermore, by discussing the ways in which Uro§ Kotlaji¢ gradually, throughout
the second phase of his work (Pesme, Soneti o rupama i Price o sili, untitled), re-
purposed and subverted traditional forms, genres and book formats, we mapped the
changes in the perception of the ideologies hidden within them. Finally, we focused
on the doubts of Kotlaji¢’s lyrical subject, which manifest as an insecurity about the
revolutionary potential of his own work, to try and explain that it still has revolutio-
nary potential, which is explainable through the lens of Badiou’s concept of failure
in the process of proving the (communist) hypothesis.

In future research, we hope to analyse how Kotlaji¢’s position changed with the
third phase of his work, after the group split and Kotlaji¢ remained the only one still
publishing in samizdat.
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REZIME

Rad nastoji da osvetli poeziju savremenog srpskog pesnika Urosa Kotlajica, ¢lana pesnicke gru-
pe Cache, aktivne od 2011. do 2014, u svetlu marksisticke knjizevne kritike. Delovanje grupe
je u kontekstu ,,nove poezije” prepoznatljivo najpre po produkciji samizdata, u kom Kotlaji¢
objavljuje i1 po prestanku kolektivnog stvaranja. Uz pomo¢ marksisti¢ke teorije (V. Benjamin,
L. Althusser, T. Eagleton, P. Bourdieu, A. Badiou), nas rad nastoji da pokaze kako Kotlaji¢eva
poezija funkcioniSe u odnosu na drustveni kontekst u kom nastaje, kao i da skrene paznju na
nacine na koje autor koristi pesnicki jezik kao sredstvo prevazilazenja forme knjige, $to ostva-
ruje progresivno kroz svoje samizdate. Konacno, rad preispituje revolucionarni potencijal pre-
vladavaju¢e melanholije lirskog subjekta spram intenziteta intervecije u formi i formatu knjige.
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Odpor v retorice ¢eskych populistickych hnuti:
pripad ANO a SPD

Tento piispévek se zamétuje na analyzu rétoriky odporu v projevech a kampanich dvou ¢eskych
populistickych hnuti — ANO a SPD. Rétorika odporu, ktera se stavi proti mj. establishmentu,
elitim a Evropské unii, je kliCovym prvkem jejich politické komunikace. Ptispévek zkouma,
jak ANO a SPD vyuzivaji jazykové nastroje a techniky k vytvafeni pocitu ohrozeni a mobiliza-
ci svych voli¢t. Budeme analyzovat konkrétni pfiklady z jejich vefejnych projevii, volebnich
programti a medialnich vystoupeni. Déle se budeme vénovat emocionalnimu apelu a zptisobtim,
jakymi tato hnuti prezentuji svou opozici vii¢i sou¢asnému politickému systému. Cilem je po-
chopit, jak rétorika odporu ovliviiuje vefejné minéni a politickou scénu v Ceské republice.

Klic¢ova slova: populismus, odpor, politika, politicky jazyk, rétorika, politicka strana, ANO,
SPD

Resistance in the rhetoric of Czech populist movements: the case of ANO and SPD

This paper focuses on the analysis of the rhetoric of resistance in the speeches and campaigns of
the two Czech populist movements: ANO and SPD. The rhetoric of resistance against for exam-
ple the establishment, the elites and the European Union, among others, is a key element of their
political communication. The paper will explore how the ANO and SPD use language tools and
techniques to create a sense of threat and mobilize their constituents. I am going to analyze
concrete examples from their public speeches, election programs, and media appearances. They
will focus on the use of metaphors, slogans and symbols that serve to reinforce their message.
Next, I will focus on the emotional appeal and the ways in which these movements present their
opposition to the current political system. The aim is to understand how the rhetoric of resis-
tance influences public opinion and the political scene in the Czech Republic. This contribution
also includes critical views on the ethical and social implications of the use of such rhetoric.

Keywords: populism, resistance, politics, political language, rhetoric, political party, ANO,
SPD

Populismus je fenomén, ktery se ve svétové politice objevuje stale castéji.Tento
styl politiky se tyka nejen ¢inti, ale také slov, ktera politici pouzivaji, aby presvéd-
¢ili potencialni volice o svych argumentech. Tento trend ovlivnil i ceskou politiku.
Na soucasné Ceské politické scéné si miizeme vSimnout dvou hlavnich hnuti re-
prezentujicich tento trend. Jsou to Akce nespokojenych obcanti (ANO) a Svoboda
a ptima demokracie (SPD). ANO a SPD se snazi svym piijemciim ukazat, proti
jakym skupindm stoji, prezentuji své odptirce jako hrozbu pro dilezit¢ hodnoty.
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Populismus je pojem, ktery je ve vefejném diskurzu naduzivan. Podle Jerzyho
Szackého neexistuje dobra definice tohoto slova, protoZe lidé ho spojuji jak s okra-
jem politického zivota, tak s jeho sttedem. Populismus v dnesni dobé casto zna-
mena totéZ co demagogie. Tento termin se pouziva k oznaceni téch, ktefi chtéji
oslovit davy a nevénuji pozornost podstaté hlaSenych pozadavki a skute¢né mo-
znosti splnéni volebnich slibii (Szacki 2007: 9-25).

Paul Taggart poznamenal, Ze populismus ma své zvlastni rysy. Jsou to: nepratelsky
postoj k zastupitelské demokracii, identifikace s komunitou, které chtéji slouzit,
nedostatek spolecnych hodnot pro vSechny populistické skupiny (mohou byt jak
pravicové, tak levicové), vstup na politickou scénu v dobé krize, neochotny po-
stoj k politice a prizptisobovani pozadavku aktualni politické situaci. Populisté radi
vyuzivaji negativni nalady a povazuji se za ochrance zajmi obycejnych lidi (Ta-
ggart 2007: 111-117).

K politickému diskurzu patii ty vyroky politikl a lidi patticich k mocenské elité,
které souviseji s jejich politickymi funkcemi, naptiklad projevy politikd, prohlaseni
ze stranickych schiizi, setkani s voli¢i, shromazdéni. Pro politicky diskurz je cha-
rakteristické, Ze ma mnoho piijemcti a vykazuje sklon k inscenovani. Kdyz politik
mluvi, musi brat v ivahu rizné typy publika. Existuje n¢kolik typt politické vypo-
vedi, které se lisi stylem a formou: jazyk manifestaci, letakti, projevli, medialnich
prohlaseni, atd. Jsou to také sociolekty politickych skupin. Dnesni bohatstvi po-
litického jazyka dé€la z néj nastroj politického boje (Figiel 2009: 38-43). Bogdan
Walczak definoval jazyk politiky jako funk¢ni druh obecného jazyka, ktery slo-
uzi ke komunikaci v kulturni a spoleCenské oblasti a tyka se politickych problému
(Walczak 1994: 20).

V populistické, dichotomické vizi svéta jsou zdjmy lidu postaveny proti ¢innosti
politickych elit, které se zajimaji pouze o dosazeni svych cild, bez ohledu na ob-
¢any. Populisté d¢laji jasnou hranici mezi spole¢nosti a témi, ktefi ohrozuji jeji
blaho. Stavi se do role obranct lidi, kteti trpi v disledku Skodlivé ¢innosti elit.
Naznacuji, ze ¢lenové vladnoucich tfid mohou vzit obcaniim jejich pravo na moc,
aby hé4jili své vlastni zajmy. Populistické skupiny pouzivaji kategorie my a oni a
vytvareji dichotomickou vizi svéta. Chteji ukazat neptitele, ktery je zodpovédny za
vSechna nestésti, které spolec¢nost potyka. Tento neptitel mize byt jak interni (po-
litici, intelektualové atd.), tak externi (mezinarodni instituce, migranti atd.) Jejich
diskurs vede k zamlzovani skute¢nych spolecenskych problémt a ke vzniku polari-
zovan¢ vetejné debaty debaty (Markowska 2021: 235-275).

Pro jazyk populisti charakteristické jsou: emocionalizace, spoleCenstvi jazyka a
svéta (lexikon vyjadiujici kolektivni identitu), rozdéleni na nas svét a svét jinych,
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cizich, zjednoduSena axiologizace (rozdeleni hodnot na nase, které jsou dobré a
charakteristické pro nas svét a Spatné, charakteristické pro svét jinych), nuceni
pfijemce piijmout zpravu bez intelektualniho Usili (Barafczak 1975: 49). Popu-
listicka prohlaseni jsou plna pridavnych jmen, zejména negativnich. Hromadéni
negativnich pojmtl vyvolava dojem odporu vici nepftiteli. Komunikace je vnimana
populisty jako boj, proto v jejich vypovédich najdeme slovni zasobu souvisejici s
valkou, nebo Casové vyrazy povzbuzujici k boji: je Cas na, uz je Cas, atd.

Tento ptispévek si klade za cil analyzovat rétoriku odporu, kterou pouzivaji Ceska
populistickd hnuti, konkrétné ANO a SPD, ve vefejném diskurzu. Vybér téchto
hnuti vychazi z jejich vyznamného vlivu na soucasnou ¢eskou politickou scénu
a jejich specifického stylu komunikace, ktery Casto stavi do poptedi tzv. ,,my vs.
oni* pristup, charakteristicky pro populistické strategie. Texty, které budou analy-
zovany, zahrnuji projevy, volebni programy a medidlni vystoupeni, coZ umoziuje
komplexni pohled na jazykové prostiedky pouzivané témito hnutimi k mobilizaci
voli¢li a vyvolani pocitu ohroZeni. Politické strany ANO a SPD byly zvoleny nejen
kvuli jejich vysoké podpote mezi volici, ale také kvili tomu, ze oba lidfi - Andrej
Babi§ (ANO) a Tomio Okamura (SPD) - ptedstavuji rizné aspekty populistické
rétoriky a maji jedine¢né ptistupy k vyjadrovani opozice vii¢i politickému establis-
hmentu. Analyza téchto aktérti umoziuje rozklicovat, jakym zptisobem je rétorika
odporu vyuzivana k posileni jejich politického postaveni a jak ptispiva k polarizaci
spole¢nosti. Tento text se bude proto zaméfovat na rétorické techniky obou politiki
a jejich dopad na vetejné minéni.

V projevech Andreje BabiSe 1ze pozorovat specifické uZiti jazykovych prostredk,
které posiluji vyraz jeho rozhoi¢eni nad chovanim politickych elit. Casto vyuziva
interpunkéni prostiedky, zejména vykti¢niky a otazniky, k intenzifikaci emoci a
vyjadieni ironie, napt.: ,, Klaus mluvil o tom, Ze mira korupce v Ceské republice se
ni¢im nevymyka Francii. Prosim?! No, kdyz to fekl, tak jsem se nejdiiv od srdce
zasmal...“ (Babi§ 2017: 4). Takovy jazyk se vyznacujici dirazem pomoci intonace
a interpunkce a pomaha vytvaret osobity styl BabiSova projevu, ktery vzbuzuje u
publika pocit autenticity a poboufeni. Na syntaktické roviné se v projevech objevuji
eliptické a fragmentarni véty, které zesiluji naléhavost a rychlost sdéleni, jako napfi-
klad: ,,Co Dalik a Topolanek? Co Rebicek?“ Tyto kratké vétné struktury umochiuji
nap¢ti a ¢asto se opiraji o rétorické otazky, které evokuji nedtivéru viici politickému
systému. Analyza stylu odhaluje vyuzivani expresivnich slov a frazi s negativnimi
konotacemi, napft. ,,justicni mafie* ¢i ,.kmotti“. Pouzivani lexiky spojené s organi-
zovanym zlo¢inem a mafianskymi strukturami v sobé nese silnou styliza¢ni hodno-
tu, jez predstavuje politiky jako moralné zkazené a poskozujici spolecnost. Tento
postup, typicky pro populistickou rétoriku, vytvari dojem, ze Babis$ stoji na stran¢
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»obycejnych lidi* proti ,,mocnym elitdm*. Pragmatické rovina analyzy poukazuje
na to, Ze pouziti téchto jazykovych prostredkl slouzi k manipulativnimu efektu: po-
larizace na ,,my* (lid) a ,,oni* (elity) podporuje emocionalni reakci publika, které si
Babis ziskava svou odlisnosti od politického establishmentu. Podobnym zptisobem
se vyjadiuje 1 SPD, jez pouziva pojmy jako ,,stranické mafie” a kritizuje ,,demo-
-demokracii®, ¢imz se stavi do role ochrany narodnich hodnot a zajmi vefejnosti.

Kdyz Babis mluvi o politice, misto strana casto pouziva slovo partaj, které ma ne-
gativni kolokace: ,,doSlo mi, jak straSn€¢ moc museli byt lidi frustrovani z politiky,
kterou si pro sebe a pro své kamarady zprivatizovali tradi¢ni partaje” (Babis 2017:
6). Jsou to politici a strany, které obCany neustale podvadeji a okradaji. Pouzitim
téchto slov chce ukazat, ze je proti tomu, co je povazovano za tradi¢ni. Takzvany
stary svét je ukazovan jako zly a zni¢eny lidmi, ktefi se staraji pouze o své vlastni
zajmy. A. Babis je proti starému fadu a chce zavést novy, coz miizeme interpretovat
jako znameni vzpoury a touhy po zmén¢. Chovani politikii hodnoti jako Skodlivé
pro spole¢nost a povazuje je za bezohledné: ,,lidi naprosto neschopné, ¢i naopak
schopné vseho, alibisty a podrazaky” (Babis 2017: 8). Pfi srovnani ostatnich politi-
ki s ¢leny SPD, hnuti pouzilo pfirovnani k zvifatim: ,,Nechci, aby nas ve snémov-
n¢ zastupovali libivé ovce - ale tvrdi vlci, co obstoji za kazdého pocasi” (Okamura
2013). Takové srovnani posiluje schopnost predstavy o situaci a piijemce si lépe
ptedstavi, proti jakym postojim se T. Okamura stavi.

Podle politikii hnuti ANO jsou hlavnim nepftitelem spole¢nosti elity, zejména ty po-
litické. Hnuti zalozilo svou rétoriku v prvnich letech své existence Na jejich ttoku.
Aby ukazali, proti cemu jsou politici z této skupiny, poslouZzily mj. slogany. Pii-
kladem miize byt slogan ,,Nejsme jako politici. Makame “, ktery zdaraziuje rozdil
mezi nekompetentnimi politiky tradi¢nich politickych stran a predstaviteli ANO,
ktefi dosahli skutecnych uspéch, jejichz ptikladem je ekonomické impérium jeji-
ch lidra. Korup¢ni systém politickych stran je v kontrastu zejména manazerskymi
schopnostmi A. BabiSe. Politika a politici jsou proti skutecnému svétu, sféra poli-
tiky jim slouzi pouze k tomu, aby se starali o své vlastni zajmy a zajmy skupin s
nimi spojenych. Co je také dulezité, na zacatku nebyl diskurz hnuti namifen proti
konkrétnim stranam, ale proti kazdé z nich (V. Havlik: 18-19).

Vroce 2021 se v rétorice ANO projevily také namitky proti stranam, které jsou pro-
ti migraci. ANO slibilo, ze bude i nadale zastavat své tvrdé stanovisko k nelegalni
migraci a na rozdil od Piratii a TOP 90 nedovoli, aby nékdo za ¢eskou vladdu rozho-
doval, kdo bude zit v jejich zemi. Nedovoli, aby nékdo nasilim ménil jejich kulturu
a zpusob Zivota. Tento poZadavek tedy ukazuje dva neptatele — na jedné stran€ mi-
granty, pred kterymi je tfeba spolec¢nost chranit, a na druhé politické odptirce ANO,
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kteti chtéji souhlasit s navrhy EU ohledn¢€ kvot na migranty, které musi dand zemé
pfijmout. V takovych vyrocich hraji diileZitou roli ptivlastiovaci zajmena, zejména
zajmeno nas. S jeho pomoci je mozné nastavit hranice toho, co patii mluvcimu a
jeho poslucha¢tim. To, co je na jejich strané, je dobré, a to, co je na stran¢ druhé, je
Spatné a stoji za odsouzeni. Evropska unie byla prezentovana jako instituce, ktera
chce Cechy zbavit prava rozhodovat o sob&, coz miize byt vniméano jako titok na
suverenitu statu V tomto tkolu ji pomahaji ostatni politické strany.

Proti-imigrantska rétorika pokracovala i v knize, kterou A. Babi$ vydal v roce 2021
- Sdilejte, nez to zakazou!. 1 kdyz migrace nebyla v t¢ dobé kvuli epidemii CO-
VID-19 nejcastéji diskutovanym problémem, byla ji vénovana cela kapitola. Je to
ptibch o tom, jak spolu s mad’arskym premiérem Viktorem Orbanem vytrvale bo-
joval za odmitnuti kvét na migranty, které musi Clenské staty pfijimat. Jiz v ivodu
vyjadtil své rozhoiceni nad postojem nékterych zemi: ,, Kvoty na migranty. Skoro
vSichni je chtéli. Drtiva vétSina. Tlacilo je Némecko, Francie, Itélie, gpanélsko,
Svédsko a Recko. Znamenalo to, Ze by Ceské republika musela povinn& pfijimat
migranty. POVINNE, chapete?” (Babi§ 2021: 7). Obvifioval paseraky a ty, kteii
migrantim po piijezdu do Evropy vydavaji nové doklady, aniz by ovétovali jejich
pravou identitu. A. Babi$ pouzil také rétoriku strachu, protoze uvedl piiklady te-
roristickych ¢ind spachanych migranty z mimoevropskych zemi a trestnych ¢inti
spachanych v rtiznych evropskych zemich, véetné Ceské republiky. Ukazal Pirat-
skou stranu jako faleSnou. Zdlraznil, Ze tato strana predstira, Ze viibec nepodporuje
povinné ¢astky, ale ve skutecnosti chce, aby o tom rozhodovala byrokracie v Bru-
selu misto ¢eské vlady (Babis 2021: 27). Za pejorativni miZeme povazovat pojem
byrokracie, nebot’ je spojovan s bezohlednym systémem postradajicim jakékoli
city. Odmitaji proto jak postoj bruselskych Gfednikd, tak Piratské strany. Prezentuji
se jako ti, ktefi haji narodni hodnoty. Za zminku stoji, Ze migrace umoznila ANO
vyvoléavat strach dvojim zpisobem. Na jedné strané je to fyzické ohrozeni (napf.
teroristicky utok) a na druhé stran¢ je to utok na identitu (blize nespecifikované
ohroZeni narodni identity). Narod je prezentovan jako ohroZeny a prioritou je za-
jistit jeho bezpecnost bojem proti subjektiim, které ji mohou ohrozit. Migrace je
zdrojem nebezpeci a je témet vyhradné spojovana s piivlastkem nelegalni, a proti
tomu, co je nelegélni, se musi bojovat.

Z vyse uvedenych piikladi ohledné zpiisobu, jakym byli migranti prezentovani
jako nepfratelé, 1ze usuzovat, ze existoval i druhy nepfitel, a to instituce EU. ANO
neni charakterizovano jako protiunijni hnuti, ¢asto zminuje nutnost spoluprace s
EU, ale v tomto ptipadé se proti nému postavilo. Dikazem toho je program sku-
piny pro volby do Evropského parlamentu v roce 2019. Samotny titul — Cesko
ochranime. Tvrdé a nekompromisné - miiZze naznacovat, Ze existuje urcita hrozba
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ze strany struktur EU, kterou mtize zastavit pouze hnuti ANO. V teto oblasti se sku-
pina snazila prezentovat i vn&jsi svét, za hranicemi Ceské republiky, jako hrozbu.
Prave zahranici je zdrojem nelegalni migrace, hospodatské soutéZze mezi Spojeny-
mi staty americkymi a zbytkem svéta i mezinarodnich konflikti. V souvislosti s
témito jevy se pouziva slovo hrozba (Cesko ochranime: 2). Podle Slovniku spiso-
vného jazyka ¢eského hrozba znamena ,,slib néceho zlého, nepiijemného, jednani
nahénéjici strach, hrizu; to, co budi hriizu; vyhriizka, pohrizka* (Hrozba). Hrozba
je proto néco, cemu je tieba se vyhnout.

v

Jednoducha jsou i volebni hesla hnuti. Nejpopularnéjsi je ANO, bude lip, které v
myslich voli¢li vyvolalo pfimé asociace s touto stranou. Dal§imi piiklady jsou ,,At
uz nam nevladnou balici* (Facebook 1), ,,Jsme schopny nérod. Jen nas fidi neme-
hla“ (TYDEN), nebo ,,Aby se za nas déti nestydély” (Hodoninsky denik). Jsou to
jednoduché slogany, které ale vyvolavaji hodné emoci. Pfimo naznacuji, ze politicti
oponenti A. Babise nejsou schopni plnit svou funkci. Je tfeba si uvédomit, ze pti
jejich nazyvani pouziva bézny jazyk, ktery je povazovan za stylisticky nizsi, coz
miZe byt interpretovano jako dalsi zakrok, jehoz cilem je diskreditovat.

V rétorice T. Okamury a hnuti SPD jsou migranti prezentovani jako ohroZeni ¢eské
spolec¢nosti, pfi¢emz hlavni zodpoveédnost za jejich ptritomnost piipisuji politickym
elitim. Okamura opakované tvrdi, Ze migrace byla povolena proti vali vétSiny
obyvatel, piestoze své tvrzeni nedokladd zadnymi konkrétnimi udaji. Tento réto-
ricky postup slouzi k vykresleni jeho hnuti jako ochrance narodnich zajmu, ktery
se stavi proti vladnoucim elitam a jejich ,,nespravnym* rozhodnutim (Facebook 2).
Toto hnuti bylo jednim z prvnich, které zaalo migranty popisovat jako nepfatele.
Uz v roce 2013 uvedli, Ze jsou ,,proti imigrantiim, ktefi uznavaji ¢eskou kulturu a
ptichodu nabozenskych fanatikti do Ceska“ (Sva¢inova 2018: 175). Nesouhlasi s
piitomnosti téch, kteti se nechtéji ptizpisobovat pravidlim panujicim ve spolec-
nosti, a t&ch, kteii do CR pfichazeji pouze vyuzivat jeji systém socialni pomoci a
a nesnasenlivy (Fanatik). Okamura k oznacCeni migrantli ¢asto pouziva slova ,,pa-
razit a ,,neprizpusobivy®. ,,Parazit“ to ten, kdo je zZiv, tyje z prace jinych (Parazit).
»Nepfizplsobivy* je piidavné jméno. Tato slova jsou také urcena k dehumanizaci
a k projeveni odporu vic¢i migrantim.

Vrchol protiimigracni a protiislamské rétoriky nastal v roce 2015, kdy Evropu za-
chvatila migra¢ni krize. T. Okamura rozdélil migranty na dvé skupiny — ty, ktefti
berou praci ¢eskym obcantim, a ty, ktefi chtéji vyuzivat socidlni podpory statu a
lidi jiného vyznéni. V roce 2015 vénovala tomuto tématu pies 50 % obsahu na
svych komunika¢nich kandlech. Vyroky T. Okamura se ¢asto vyznacoval velmi
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agresivnim jazykem ohledné migrace. V roce 2015 zveiejnil na svém Facebooku
ptispévek, v némz vyzyval k vyvadeéni pst a prasatek v okoli mesit a k bojkotu
podnikt vedenych migranty. Podle n¢j ,,kazdy zakoupeny kebab je jen dalsi jeden
krok k burkam* (Kopecky 2015). V tomhle ptispévku mluvi o lidech pomoci pied-
métl. Nejenze tedy pouziva metafory zalozené na urcitych stereotypech, ale také
dehumanizuje migranty. Od téchto slov se odtrhl odpovédny za tvorbu zahrani¢ni
politiky skupiny Milan Sarapatka, se kterym se tento postoj piedtim neshodl, a v
dasledku toho odmitl dalsi spolupraci.

Nejsilngj$im faktorem v protiimigracni rétorice skupiny je jeji kritika islamu. SPD
chtéla pravnimi nastroji zakazat radikalni islam. Islam jako naboZenstvi je prezen-
tovan pouze negativné, jako agresivni a nehuménni. Neohrozuje to jen bezpecnost
statu, ale je to 1 kulturni a spolecenska hrozba. Toto hnuti ddva znameni rovnosti mezi
islamem a teroristy, coZ je dokazano jednim z hesel roku 2017: ,,Ne islamu. Ne terori-
stim* (Facebook 3). Odpor je zde demonstrovan nejjednodussim zptisobem — pomo-
ci Castice ne. Pouziva se zjednoduseni, které ma za cil ukdzat vS§echny muslimy jako

Spatné. Nabozenstvi je nastrojem, ktery ma ukazat divod jejich nepfizptisobivosti.

Program voleb do Poslanecké snémovny, které se konaly v roce 2017, obsahoval
pozadavek pod heslem: ,,Konec diktatury EU*. Neni pochyb o tom, Ze pouziti slova
diktatura v souvislosti s mezinarodni organizaci ma vyvolat Spatné asociace. Spo-
jeni se slovem konec mé vyjadrit jasny odpor.

Volebni hesla SPD se také drzi v jednoduché a emotivni konvenci, naptiklad: ,,Uz
zadny nevéstinec a korupce!®, ,,Podpora rodindm NE nepfizpisobivym. Praci nasim
NE imigrantim®, ,,Penize ne imigrantim, ne povale¢im®, ,,Zastavime nelegalni imi-
graci a diktat EU!“. Tyto slogany jsou emotivni, ale také velmi jednoduché a nékdy
az vulgarni, coz mize dodatecné pritahovat pozornost. SPD vyuziva jazyk snizujici
diskurz na velmi pfimou, a misty hrubou troven. Naptiklad vyrazy jako ,,povalec¢i
nebo ,,nevéestinec™ pfinaseji drsné a pejorativni konotace, ¢imz G¢inné snizuji hodnotu
téch, proti nimz se hesla vymezuji. Takova oznaceni ptisobi zjednodusené az surove,
¢imz podtrhuji odpor a negativni emoce. Tento pfistup neni primarné racionalni, ale
zaméfuje se na emocionalni reakce publika a rychlou polarizaci — jasné rozdéleni na
,,dobré“ (SPD a jejich stoupence) a ,,$patné* (elity, nepfizptisobivi, imigranti). Castice
,»Nne* zde navic systematicky vytvaii odmitavy ton, ktery napomaha vyvolat intenzivni
pocit odporu vici cilovym skupinam.

Vyse uvedena analyza ukazala, ze jak ANO, tak SPD pouzivaji ve své rétorice pro-
stiedky, které jasn¢ vymezuji skupiny, proti nimz se stavi. Nejcastéjsimi cili této
rétoriky jsou migranti, politici a mezinarodni organizace, které jsou vykreslovany
jako hrozba pro suverenitu, bezpecnost a narodni kulturu. Pouzity jazyk ¢asto obsa-
huje agresivni a vulgarni vyrazy, které zamérnée odlisuji styl projevu téchto hnuti od
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formalné&jsiho nebo neutralniho politického jazyka. Tato rétorika se vice pfiblizuje
hovorovému stylu, ktery je bezprostfednéjsi a zaméteny na piimou emocionalni
odezvu, ¢imz ziskava podporu Siroké vetejnosti. Jednim z nejcastéjSich postupt
byla dehumanizace protivnika pfirovnanim ke zvifeti nebo pfedmétu. Objevily se
také metafory, jejichz cilem bylo vyvolat asociace u posluchacii. Jazykovy styl
téchto hnuti je také pomérné jednoduchy — Casto ¢lenové hnuti nevytvareji ani celé
vety, ale pouzivaji elipse, ¢imz komunikace ziskava usecnost a ptimocarost. Tato
zjednodusena forma rétoriky ma za nasledek, ze je jejich sdéleni snadno srozu-
mitelné Sirokému publiku, véetné méné vzdélanych nebo politicky nezkuSenych
posluchact. Piistupnost sdéleni také minimalizuje prostor pro interpretaci, ¢imz
podporuje jednozna¢né vnimani ,,nepiitele” a posiluje odpor vici konkrétnim so-
cidlnim skupindm, na kter¢ je rétorika zamé&fena.
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Summary

This paper explores the rhetoric of resistance employed by the Czech populist movements ANO
and SPD. The study reveals that both movements systematically use linguistic techniques aimed
at polarizing society, with their rhetoric framing certain groups, such as political opponents,
migrants, and international organizations, as enemies of the nation. These movements create a
dichotomous worldview, positioning ,,us” (the nation, ordinary people) against ,,them” (elites,
foreigners, the EU), which allows them to effectively mobilize their supporters. The rhetoric
is often aggressive, includes vulgar language, and is characterized by the dehumanization of
opponents through comparisons to animals or inanimate objects. Linguistic devices, such as me-
taphors and elliptical sentences, enhance the emotional impact on the audience. This simple and
easily understandable linguistic style enables these movements to reach a broad audience and
effectively influence them. Overall, this rhetoric contributes to societal division and reinforces a
sense of threat, which is a key strategy for these movements to gain political support.
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Upor Borisa Pahorja proti jugoslovanskemu
rezimu v reviji Zaliv: Kulturno-literarne afere

Slovenski trzaski pisatelj Boris Pahor (1913-2022) je leta 1966 ustanovil revijo Zaliv, ki je
kmalu postala trn v peti nekdanjemu jugoslovanskemu rezimu. Izhajala je (dolgih) 24 let, ko
so se zgodile tudi mnogostevilne literarne afere in polemike, predstavljene v prispevku. Prvo
izmed njih je zakrivila Pahorjeva broSura Odisej ob jamboru, ki je pri Zalivu izsla leta 1969,
¢emur je leta 1975 sledil nekakSen vrhunec revije, ki ga predstavlja Pahorjevo sodelovanje in te-
sno prijateljevanje z Edvardom Kocbekom ter njuna objava zloglasnega intervjuja o povojnem
izvensodnem poboju domobrancev pod naslovom Edvard Kocbek: Pricevalec nasega casa. Pri-
spevek zakljuCujemo s prikazom afer, iz istega Casa, v kateri sta bila vklju¢ena Viktor Blazic in
Franc Miklav¢ic, ki sta bila obsojena na zaporno kazen.

Kljuéne besede: Boris Pahor, Zaliv, kulturno-literarne afere, slovenska trzaska knjizevnost

Boris Pahor’s Resistance Against the Yugoslav Regime in the magazine Zaliv: Cultural
and literary affairs

The Slovenian Trieste writer Boris Pahor (1913-2022) founded the Zaliv magazine in 1966,
which soon became a thorn in the side of the former Yugoslav regime. It was published for
(long) 24 years, when numerous literary affairs and controversies, presented in the article, also
took place. The first of them was distorted by Pahor’s pamphlet Odisej ob jamboru, which was
published in Zaliv in 1969, which was followed in 1975 by a sort of climax of the magazine,
represented by Pahor’s collaboration and close friendship with Edvard Kocbek and their pu-
blication of the infamous interview about the post-war extrajudicial massacre of home guards
under entitled Edvard Kocbek: Pricevalec nasega ¢asa. We conclude the paper with an account
of affairs from the same time, in which Viktor Blazi¢ and Franc Miklav¢i¢ were involved, who
were sentenced to prison terms.

Keywords: Boris Pahor, Zaliv, cultural and literary affairs, Slovenian Trieste literature

Revija' Zaliv*

Po vojni je zavezniska vojaska uprava slovenski narodni skupnosti v Italiji priznala

1 Prispevek je nastal na podlagi moje diplomske naloge z naslovom Literarne afere: Odisej ob Jamboru, Pahor, Koc-
bek, Rozanc, Miklavci¢, Blazic, ki sem jo uspe$no zagovarjala septembra letos (mentorica: Urska Perenic).

2 Revijaje izhajala med letoma 1966 in 1990. Uredniski odbor so v prvih letih sestavljali Boris Pahor, Radoslava Pre-
mrl, Marko Kravos, Danijela Nedoh, Igor Tuta in Milan Lipovec, ki je leta 1975 prevzel vlogo odgovornega urednika.
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slovenske Sole, sami pa so med drugim zaceli izdajati casnike, tednike, revije, usta-
navljali so zalozbe, imeli svojo radijsko postajo itd. V Odiseju ob jamboru Boris
Pahor pise, da so v 60. letih 20. stoletja levo usmerjeni ljudje hkrati ostali brez
revije in niso imeli kam pisati, svoja (ne)konformisticna mnenja pa bi lahko obja-
vljali le v katoliSkem ali kr§¢ansko-socialnem tisku (Pahor 1971: 71). Ker tega niso
zeleli, se je pojavila zamisel za izdajanje demokrati¢ne levo usmerjene revije, ki bo
odprta vsaki slovenski razsodni besedi. Tako se je po ukinitvi revije Razgledi leta
1966 pojavil Zaliv (1966—-1990), katerega ustanovitelj in glavna gonilna sila je bil
prav Boris Pahor. Zaradi prijateljevanja s Kocbekom in podpore njegovi zbirki no-
vel Strah in pogum je bil Ze pred zacetkom izhajanja Zaliva pod drobnogledom ju-
goslovanske tajne policije (Udbe), saj so leta 1953 on, Alojz Rebula in Pavle Merku
ustanovili in izdali dve Stevilki Sidra (Omerza 2017: 18), ki sta prav tako prisli pod
udbovski nadzor. Udba je zacela Zaliv skupaj s trzaskim Mostom nadzorovati leta
1967, in sicer v okviru operacije Stranka. Za/iv je imel na eni strani veliko privrzen-
cev, ki so mu ostajali zvesti vsa leta izhajanja. To so bili poleg Pahorja Se preostali
¢lani uredniStva in pisci, ki so objavljali brez kakrSnegakoli honorarja in ve€inoma
pod psevdonimi. Na drugi strani pa je mo¢no obcutila posledice razkola med ko-
munisti po letu 1948 (Pahor 2017: 11). Zaradi obravnavanja politi¢no obcutljivih
tem so jo zapustili Stevilni mladi sodelavci, ki bi se morali zaradi sodelovanja s
Pahorjem in njegovo revijo odpovedati stipendijam, bivanju v Studentskih domovih
in drugi podpori (Kovaci¢ PerSin 2017: 97). Hkrati se je borila z nenaklonjenostjo
t. 1. ljubljanskih oblasti. Revija se je zaradi Pahorjevega polemi¢nega odnosa do
Kardelja® tem oblastem pravzaprav zamerila, tako da so njen vnos in razpecevanje
po ozemlju nekdanje Jugoslavije prepovedale.

QOdisej ob jamboru

Nekaj let po ustanovitvi Zaliva je bila osnovana Kosovelova knjiznica, v kateri je
izSel Odisej ob jamboru (1969), ki je izbor Pahorjevih ¢lankov o narodni proble-
matiki, pred tem objavljenih v Zalivu. Knjigo je zacela oblast na obmocju Slove-
nije zasegati, ¢e$ da je idejno-nazorsko problemati¢na in da zaradi svojih tez in
razmisljanja povzroca vznemirjenje med ljudmi (Omerza 2017: 70). Odtod lahko
razumemo, zakaj je v drugi, razsirjeni izdaji iz leta 1971 na koncu dodan Epilog,*
ki ga je spisal Alojz Rebula in je namenjen slovenski kulturni javnosti. V njem
38 podpisanih protestira tako proti maticinemu tisku kot ideoloskim nastopom

3 Pahor je ostro zavrnil Kardeljevo trditev, da bo narod »z nastankom novih oblik in obsegov druzbene delitve dela, ki
jo bo prinesel socialisti¢ni oziroma komunisti¢ni druzbeni red, tudi postopno izginil z zgodovinske pozornice« (Pahor
1971: 67).

4 Pred tem je bil objavljen v Zalivu leta 1969 (letnik 4; §t. 20-21).
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predstavnikov oblasti z Edvardom Kardeljem na celu. Zdi se jim nepredstavlji-
vo, da se zaseganje Pahorjeve knjige dogaja v ¢asu vedno SirSe demokratizacije in
odprtih meja (Pahor 1971: 220), kar kot »dejanje izven kulturne samovolje« tudi
obsojajo in ga vidijo kot izraz administrativne prisile. Pahor se je na zaseg Odiseja
odzval v Zalivu leta 1969 (§t. 20-21). Sestavek, ki ga je napisal v stari slovens¢i-
ni pod psevdonimom Primas Trubar, je namenil Edvardu Kardelju, ki ga imenuje
»presvetli gospud, gospud pl. Kristof« (Pahor 1969: 212). Ocital mu je, da je bila
Ljubljana v tem letu preplavljena s podobnimi laskimi, hrvaskimi, nemskimi in tudi
slovenskimi deli, ki govorijo o preSustvih, ubojih, pijanstvih, pa nikogar ne motijo
(prav tam: 214). Za Udbo je bila poleg omenjenega Pahorjevega prispevka sporna
celotna Stevilka Zaliva, v kateri naj bi po mnenju jugoslovanske tajne policije iz
skoraj vsakega ¢lanka zevala neprikrito sovrastvo in tendenca (Omerza 2017: 79).
Urska Perenic pa piSe o tem, kako je oblast zelela Odiseja na vsak nacin spraviti iz
javnosti tudi prek Pahorjevih zaupnikov, za katere se je domnevalo, da sporno bro-
Suro imajo, in na »elegantnejSi nacing, saj se je prepovedi sramovala (Pereni¢ 2023:
69). Izpostavlja Janeza GradiSnika, Pahorjevega prijatelja, ki je bil prav tedaj v
Parizu, od koder je Pahorju poslal pismo,’ v katerem mu sporoca, da ga referent za
javni red in mir poziva, da se zglasi na notranji upravi, s seboj pa naj prinese Odise-
ja ob jamboru. Gradisnik je bil nad pozivom presenecen, predvsem se je spraseval,
kako so do njega sploh prisli, saj so podobne dopise dobivale ustanove (prav tam).

Ce upostevamo, da je bil Pahor z Zalivom e pred izidom te brogure Zrtev jugoslo-
vanske tajne policije in njene operacije Stranka, je nadzorovanje Odiseja mogoce
razumeti kot nadaljevanje omenjene »operacije«. Namen »obdelave« je bil analizi-
rati Zaliv, njegove sodelavce in zveze med njimi ter te povezave prestreci, opraviti
tajno preiskavo Pahorjevih prostorov v Dutovljah, vgraditi prisluskovalne naprave
in ga veckrat preveriti na mejah (Omerza 2017: 112).

Pahorjevo sodelovanje z Edvardom Kocbekom

Drugo z Zalivom povezano afero je povzrocilo sodelovanje Borisa Pahorja in Ed-
varda Kocbeka. Zacetek njunih pisemskih stikov predstavlja Kocbekov esej Pre-
misljevanje o Spaniji, objavljen v reviji Dom in svet, ki ga je v roke dobil tudi
mladi Pahor in ob branju spoznal, da se s Kocbekom glede odklonilnega odnosa
do fasizma strinjata (Kovacic¢ PerSin 2024: 122). Njuni stiki so se nadaljevali ob
koncu tridesetih let prejSnjega stoletja, ko je Pahor Kocbeku poslal svoje Podobe
iz Trsta, da bi jih ta objavil v svoji reviji Dejanje (1938-1941). Kmalu zatem je

5 Kot navaja Urska Pereni¢ po pregledu 18 ohranjenih Gradisnikovih pisem Pahorju med januarjem in decembrom
1969, gre za najzanimivejse pismo v tem delu korespondence, ki je tudi edino napisano na roko (Pereni¢ 2023: 67).
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prislo do vojne, ko so Pahorja poslali v Libijo in kasneje v taborisca, Kocbeka pa v
roSke gozdove in bosansko Jajce. Njuno dopisovanje je imelo za mladega Pahorja
vidne posledice, saj se je kmalu po napadu na Jugoslavijo leta 1943 odlocil, da se
pridruzi osvobodilnemu gibanju; 1944 so ga »obiskali« domobranci, ki so vedeli,
da je v stiku s Kocbekom in da se strinja z njegovimi politi€nimi stalis¢i (Pahor
2017: 52-54). Prvo osebno srecanje Pahorja s Kocbekom se je tako lahko zgodilo
Sele pozneje, tocneje 23. marca 1947, ko se je Kocbek vrnil v Ljubljano, kjer ga
je Pahor tudi obiskal (Pahor 2018: 81-82). Po vojni je bil Kocbek v zvezni vladi
minister za kulturo in prosveto in primorski Slovenci so se tedaj zbirali pri njem in
iskali nasvete ter pomo¢ pri prizadevanjih, da bi Trst z okolico s pomoc¢jo mirovne
pogodbe pripadel Jugoslaviji. Kocbek bi sam to sicer tezko dosegel, se je pa skrbno
in dosledno odzival na vsak uspeh zamejskih Slovencev in ves ¢as spremljal do-
gajanje onkraj Rapalske meje, predvsem s pomocjo Borisa Pahorja. Kocbek je na-
mrec v pripadnikih zatirane narodne manjSine zaznal miselni pluralizem in posebno
ljubezen do slovenskega naroda, za katera je upal, da bosta vzklila tudi v mati¢ni
domovini.

Zacetki pogovora o izdaji intervjuja

Pogovori o intervjuju o povojnih izvensodnih pobojih so se zaceli leta 1970 v Opa-
tiji, kjer sta Pahor in njegova zena Radoslava obiskala Kocbeka, ki je bil tam na
zdravljenju na Zavodu za talasoterapijo (Omerza 2010: 139-140). Pogovarjali so
se tudi o Radoslavinem bratu Janku Premrlu — Vojku, ki je bil med vojno razglasen
za narodnega heroja in hkrati tudi sam pripadal skupini krs¢anskih socialistov, in
Pahor je Kocbeka spodbudil, naj pise o tem, kako so komunisti v OF prevzeli oblast
in je zaradi poboja domobranskih ¢et na tiso¢e ljudi umrlo na grozljiv nacin brez
sodnih procesov. Kocbek mu je odgovoril, da se pomembnosti pri¢evanja o najve-
¢jem zlocinu, ki so ga v Sloveniji zagresili partijski predstavniki, zaveda, vendar pa
potrebuje Cas za premislek, saj je oCitno vedel, da bo pri¢evanje za seboj potegnilo
divjo kampanjo proti njemu (Pahor 2017: 103—105).

Ker je bila Sluzba drzavne varnosti ves ¢as za petami obema, prislu§kovala njunim
pogovorom in spremljala vsa njuna sreCanja, je hitro zaznala, da se med njima nekaj
pripravlja. Zato se je odlocila za protiudarec, katerega nosilec je bil Edvard Kardelj.
Ta je leta 1974 Kocbekovo 70-letnico »pocastil« s ¢lankom Dolomitsko obdobje
vodstva narodnoosvobodilne vojske v Delu, kjer je Kocbeku ocital, da je zelel OF
spremeniti v koalicijo, s ¢imer je ogrozil njeno vojasko in politi¢no enotnost in pri
tem prepreceval vodilno vlogo KP. V nadaljevanju se je Kardelj obregnil ob belo
gardo, ¢e§ da so s podpisom Dolomitske izjave organi narodnoosvobodilne vojske
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in OF dobili pravico, da se proti belogardisti¢ni vojski borijo brez milosti (Inkret
2011: 504-505), s ¢imer je zelel javno opraviciti povojni poboj domobranskih cet.
Kocbek je bil nad ¢lankom in Kardeljevimi neresni¢nimi dejstvi preseneCen in
hkrati Se bolj preprican, da je rezim izvedel za Pahorjevo idejo o izidu intervjuja.
Na c¢lanek mu je odgovoril, da je Dolomitska izjava pravzaprav ukinila koalicijski
znacaj OF in da so njegove [Kocbekove] tezave zacele nastajati, ko so ugotovili, da
ne bo nikoli postal ¢lan KP, za kar se je odlocil tako zaradi idejne strukture partije
kot iz skrbi za usodo kr§¢anstva (Omerza 2010: 153—154). Kardeljevo pisanje je
imelo torej ravno obraten ucinek, kakor so predstavniki oblasti upali, in Kocbekov
intervju je zacel predstavljati nekakSen odgovor na Kardeljev ¢lanek. Kljub temu
se je Kocbek zelo mucil z zasnovo pisanja, vedel je, kaj mora povedati, ne pa tudi,
na kakSen nacin naj to stori. Datum izdaje intervjuja se je vse hitreje priblizeval,
Kocbek pa svojih misli ni in ni mogel preliti na papir, zaradi Cesar je postajal vse
bolj nervozen. Hkrati je posebno izdajo Stevilke, namenjene Kocbekovemu jubileju,
pripravljal tudi trzaski Most in Pahor se je bal, da ga bo konkurenca prehitela (In-
kret 2011: 506). Pahor je Kocbeka obiskal avgusta 1974, ko se je iztekal njun do-
govor o vrocitvi intervjuja, ki ga Kocbek Se ni imel. Pahor je bil tako pred dilemo,
saj je tiskarju Ze poslal svoj in Rebulov del, manjkal je le Se Kocbekov in treba
se je bilo odlociti, ali pocastiti jubilej in izdati broSuro brez Kocbekovega dela ali
datum zamuditi in objaviti brosuro v celoti. Kocbeka je k dokonéni odlocitvi za ob-
javo prepricalo potovanje v Pariz in tamkajSnje sreanje s katoliskim duhovnikom
Ignacijem Cretnikom, ki mu je predo¢il kup strahotne literature o povojnih pobojih
domobrancev: »V Parizu sem imel priliko spoznati tisto strasno klanje Se natancne-
je. Ne morem se mu ve€ izogniti. Ne vem sicer, kako in kdaj bom to storil, v glavi
imam ve¢ variant« (Kocbek 1984 172). Tako se je odlocil, da bo spregovoril tudi
sam, le da Pahorjevih 35 vpraSanj® zamenja z 19, ki si jih je postavil sam, zaradi Ce-
sar intervju deluje kot nekakSen samogovor, a ostaja vseeno zvest duhu Pahorjevih
prvotnih vprasanj.

Po dolgi in mu¢ni poti, polni zapletov, je 18. marca 1975 brosura Edvard Kocbek:
Pricevalec nasega casa stopila v javnost, kar je za seboj nemudoma potegnilo po-
sledice; publikacija je bila na obmocju Jugoslavije prepovedana, Pahorju pa za eno
leto onemogocen vstop v Jugoslavijo.

Izid Pricevalca in njegove posledice

Knjiga je iz8la leta 1975 v Trstu kot Sesta knjiga Kosovelove knjiznice in je razde-
ljena na tri dele. Prvi del je Pahorjevo pripovedovanje o polemiki, ki se je dogajala

6 Pahor mu jih je poslal ze leta 1970.
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okoli izida Kocbekove zbirke novel Strah in pogum, v drugem delu Alojz Rebula
nastopi s svojim »premisljevanjem o listini, tretji del pa je namenjen znamenitemu
intervjuju in nosi naslov Odgovori. Najvecji problem za tedanjo oblast tu predsta-
vljata vprasanji o tem, kdaj je Kocbek za poboj domobrancev izvedel in kaj bi se
moralo po njegovem mnenju v zvezi s tem ukreniti. Na prvo vpraSanje odgovarja,
da je o pokolu izvedel, ko se je z druzino vrnil iz Beograda, ¢eprav so mu zeleli
predstavniki oblasti to na vsak nacin prikriti in ga celo odstraniti s polozaja, v zvezi
z drugim vprasanjem pa pravi, da moramo vsi Slovenci javno priznati krivdo, saj
ne bomo brez tega »nikoli stopili v €isto in jasno ozrac¢je prihodnosti« (nav. v Pahor
in Rebula 2013: 150).

Rezim se je na izdajo broSure odzval nemudoma. Pahorja so, ko se je hotel z Zeno
Radoslavo odpeljati na njen dom v Vipavsko dolino, na meji pridrzali in ju dve uri
pregledovali, na koncu pa so jima vrnili potna lista, na katerem je imel Pahor zig
z opombo, da mu je prepovedan vstop v Jugoslavijo, pozabil pa je lahko za nekaj
¢asa tudi na izid romana Zatemnitev, ki ga je Drzavni zalozbi poslal februarja leta
1975. Alojz Rebula jo je odnesel z manjSimi posledicami, dovoljeno mu je bilo
prosto gibanje po drzavi, so mu pa zavrnili zbirke novel, ki bi morale tedaj iziti v
Kopru (Omerza 2010: 230). Poleg omenjenih sankcij proti avtorjema publikacije je
ob njeni izdaji zavrsalo v vodstvu SR Slovenije. Tako se je poleg ostalih politi¢nih
intervencij aprila zgodila seja Republiskega sveta za varstvo ustavne ureditve, kjer
se je zbrala vsa takratna politi¢na elita. Edina to¢ka dnevnega reda je bil pogovor
o0 izdaji Pricevalca in eno izmed staliS¢ Sveta je bilo, »da trenutna situacija Se ne
narekuje potrebe po izrecni izdaji odlocbe o prepovedi vnasanja in razsirjanja te pu-
blikacije v SFRJ« (Omerza 2010: 245-247), kar je pomenilo, da v resnici ni prislo
do zakonske prepovedi vnasanja publikacije v Slovenijo oz. Jugoslavijo. Omerza
tu ugotavlja, da je razlog za to morda ta, da si Tito ni zelel sproziti mednarodne
»Kocbek afere«, kajti pisatelj je bil v Evropi zelo spoStovan, na kar nakazuje tudi
odziv nemskega nobelovca Heinricha B6lla na omenjeno afero.

9. maja 1975 so Nasi razgledi ponatisnili celoten intervju Borisa Pahorja z Edvar-
dom Kocbekom, ¢eprav naj bi bila torej vnos in $irjenje knjige na obmocju Jugo-
slavije prepovedana. Intervju je natisnjen med ¢lankoma Gre za resnico na eni in
Namesto epiloga na drugi strani. V prvem c¢lanku, ki predstavlja nekaksen uvod v
intervju, je najprej objavljen odlomek sporocila seje IzvrSnega odbora predsedstva
RK SZDL o delovanju sovrazne propagande in na koncu obvestilo uredniskega od-
bora, da so se odlo¢ili ponatisniti celoten intervju Borisa Pahorja z Edvardom Koc-
bekom z argumentom, da morajo biti njihovi bralci seznanjeni s stalis¢i, ki jih Ko-
cbek zagovarja Se danes (»Namesto epiloga« 1975: 249). Sledita ponatis celotnega
intervjuja z naslovom Edvard Kocbek: Odgovori in pa drugi ¢lanek — Namesto
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epiloga, ki je ponatis pisma, ki ga je Tone Fajfar poslal Edvardu Kocbeku tik pred
izidom Pricevalca. V njem mu »dobronamerno« svetuje, naj intervju umakne, saj
so njegovi odgovori najhujsi, najostrejsi in najbolj izzivalni, kar jih je do tedaj izslo,
in ga opozarja, da objava takega teksta zagotovo ne bo ostala brez posledic (prav
tam). Glavno vprasanje, ki se tu zastavlja, pa je, kdo je objavo intervjuja v Nasih
razgledih pravzaprav dovolil. V Pahorjevih, Kocbekovih in Rebulovih oceh je bil
glavni krivec za to Kardelj, kar se zdi nekoliko neverjetno, saj je bil Kardelj Titov
0zji sodelavec, ta pa si, dokler so bili posamezniki, odgovorni za pokole, Se zivi,
njihovega razkritja in priznanja ni mogel privos¢iti. Na koncu se je izvedelo, da sta
ponatis intervjuja omogo¢ila Franc Setinc’ in France Popit,® s &¢imer je tedanje poli-
ti¢no vodstvo odgovorilo na ocitke, da si ne upa objaviti Kocbekovega intervjuja ali
se z njim soociti, hkrati pa Kocbek in njegovi privrZenci Jugoslaviji ne bi mogli ve¢
ocitati, da je nedemokrati¢na, ker da onemogoca svobodno besedo (Omerza 2010:
284-286). Odmeve na Kocbekov intervju najdemo v slovenskem javnem tisku Se
dobrih trideset let kasneje, ko je Ivo Svetina Borisu Pahorju v Sobotni prilogi Dela
namenil javno pismo, v katerem je na Pahorja naslovil vpraSanje, zakaj je Kocbeka
nagovoril k nastanku intervjuja, ko pa je dobro vedel, kakSne posledice bo to imelo
zanj, in Pahorja celo nesramno obtozil, da je Kocbeka izpostavil ne¢loveskim pri-
tiskom, obtoZevanjem in ponizanjem (Svetina 2010: 39). Pahor se je na Svetinovo
pismo odzval v intervjuju s Petrom Kovacicem PerSinom 25. decembra istega leta
v Delu. Na zaCetku odgovarja na Svetinove ocitke, ¢e$ da je z intervjujem skrbel
le za lastno promocijo, pri ¢emer ni mislil na posledice, ki jih bo zaradi tega imel
Kocbek. To seveda zanika in pojasnjuje, da druge moznosti preprosto ni bilo — ra-
zen pocakati na Kocbekovo smrt, da bi nato o tem lahko brali v njegovih zapiskih,
kar pa bi bilo nesmiselno. Pove tudi, da je o posledicah, ki jih je tako zanj kot za
Kocbeka povzrocil intervju, veliko razmisljal, ter o tem, ali bi mu vso to muko, ki
je zagotovo vplivala tudi na njegovo zdravje, lahko prihranil, a se stvar zaradi ta-
kratnega partijskega monopola ne bi mogla odviti nikakor drugace (Kovaci¢ PerSin
2010: 20-22). Kocbek svojega staliS¢a enostavno ne bi mogel izraziti svobodno in
brez polemike.

Ce je Kocbek v Sloveniji, z redkimi izjemami, doZivljal predvsem burne napade in
unic¢ujoce kritike, so bili odzivi iz tujine povsem drugacni. Vsi tuji prispevki so o
Kocbeku pisali naklonjeno in korektno ter odobravali njegovo pri¢evanje. Najbolj
odmevna sta odziva nemskega novinarja Johanna Georga Reismiillerja in Nobelovega
nagrajenca Heinricha Bélla, objavljena maja 1975 v razmiku $tirih dni na prvi
strani Casopisa Frankfurter Allgemeine Zeitung. Medtem ko prvi opise Kocbekovo

7 Sekretar ZKS.
8 Predsednik ZKS.
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zgodovino in afero, ki jo je Pricevalec povzrocil, ter pozove jugoslovanski rezim, naj
dobro premisli, ali se bo spustil v pravosodni pregon Kocbeka, se drugi neposred-
no obregne ob Josipa Broza — Tita (Omerza 2010: 297-98). Boll jugoslovanskega
predsednika nagovori kot Kocbekovega bojnega tovarisa in napise, da bi Titov izkaz
hvaleznosti Kocbeku pomenil znamenje veli¢ine. Na koncu doda, da je sloves Ju-
goslavije po tem in ostalih politi¢nih aferah dovolj nacet, in se vprasa, ali marsal Tito
sploh ve, kaj se okoli njega dogaja (prav tam: 299). Kocbek nad prispevkoma sicer
ni bil navdusen, kar je bilo upraviceno, saj se je javnosti kmalu zatem oglasil Josip
Vidmar, ki je Bollovo in Reismiillerjevo pisanje oznacil za nesmiselno in neresno, saj
naj bi bila o celotni zadevi poucena zgolj enostransko (Vidmar 1975: 19).

Boris Pahor in Edvard Kocbek sta si zadnjic€ stisnila roki in se objela v slovo na Ba-
varskem leta 1980, kjer je Kocbek Pahorju zadovoljno dejal, da sta daljnega leta 1975
»dobro opravila potrebno dolznost« (Pahor 1981: 165). Leto dni kasneje je Kocbek
umrl in Pahor se je od njega javno poslovil v Zalivu leta 1981; najprej v uvodnem
¢lanku Ob prijateljevem odhodu, ki ga je napisal v imenu celotnega uredniStva. V
njem je poudaril posluh, ki ga je imel Kocbek za kulturo zamejskih Slovencev, kar
je prava redkost pisateljev iz osrednje Slovenije, in da je v njihovem snovanju »slutil
sredozemsko dopolnilo slovenske pretezno srednjeevropske tradicije« (Pahor 1981:
151). Spomnil se ga je tudi v prispevku Nikoli ne bom prenehal biti, katerega vsebino
je prebral na spominski slovesnosti ob prijateljevi smrti. Tu ga je prikazal kot enega
najeminentnejsih slovenskih in evropskih pesnikov, pisateljev in prievalcev ter ga
postavil ob bok veliki trojici: Trubarju, PreSernu, Cankarju.

Obsodba Viktorja Blazi¢a in Franca Miklav¢ica zaradi sodelovanja z Zalivom

Zadnja obravnavana literarna afera, povezana z Zalivom, pa se dotika novinarja
Viktorja Blazi¢a ter sodnika Franca Miklavc¢ica, ki sta leta 1975 k Pahorju v Trst
poslala svoja, za tedanje rezimsko vodstvo nevarna pisna prispevka. Viktor Blazic,
novinar ljubljanskega Dela, ki je bil Ze v preteklosti v navzkriZju z oblastjo, je v
Zalivu objavil ¢lanek v dveh nadaljevanjih z naslovom Ustvarjanje je svoboda, pod
katerega se je podpisal s psevdonimom Zorko Prelog (Omerza 2017: 378-380) in
maja leta 1976 je bila pri njem odrejena hi$na preiskava, ki se je koncala z aretacijo,
zaradi ilegalnega delovanja in sovrazne propagande (Omerza 2010: 465). Cez nekaj
dni mu je bil odrejen pripor, kjer je v samici prebil Stiri mesece, v kazen pa sta bila
poleg Ze omenjenega ¢lanka vkljucena tudi problemati¢na prispevka Koroski esej,
katerega tretji del je Blazi¢ prav tako poslal Pahorju, in Vodniki ali varuhi?’, ki so

9 Prispevek je bil objavljen leta 1983 v Zalivu, saj se je zdel Blazicu tedaj bolj razumljiv kot leta 1975, kakor poja-
snjuje v pismu Pahorju (Vir: Zapus¢ina Borisa Pahorja v NUK, foto: Urska Perenic).
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ga nasli med his$no preiskavo in aretacijo avtorja. Podobno je bilo tedaj pri Francu
Miklavcicu, takratnem sodniku Okroznega sodis¢a v Ljubljani, ki je postal posebe;j
problematien za rezim, ko je istega leta kot Blazi¢ v Zalivu pod psevdonimom
Joze Gali€i¢ objavil ¢lanek Politicna laz ali zgodovinska resnica, v katerem je ko-
mentiral afero Kocbek. Miklav¢i€ je v samici preiskovalnega zapora prebil pet me-
secev (prav tam: 467), problemati¢ni za rezim pa so bili poleg omenjenega ¢lanka
tudi njegovi dnevniki, zlasti enajsti, v katerem so nasli zapis »osnutka slovenske-
ga politicnega programa, kjer predlaga ustanovitev slovenske drzave in zdruzeno
Slovenijo, narodno spravo, demokracijo, moZnost lastne politi¢ne ideologije itd.

Sojenje proti Viktorju Blazi¢u se je zacelo 15. septembra 1976 in se zakljucilo
naslednji dan, obtoZenega pa je Okrozno sodis¢e v Ljubljani na podlagi drugega
odstavka 118. ¢l. KZ obsodilo laznega prikazovanja druzbenih in politi¢nih razmer
v Sloveniji ter slovenske zunanje politike in mu dodelilo dve leti stroge zaporne
kazni, pri Cemer se je v prestajanje zaporne kazni Stel tudi pripor, ki ga je obtozeni
prestajal od 17. maja do 16. septembra 1976. Po pritozbi Blazicevega odvetnika
Sandra Pecenka na Vrhovno sodisce, je senat obtozenemu kazen znizal na eno leto
in tri mesece zapora. Ga. Jasna Blazi¢ o svojem ocetu in njegovem bivanju v zaporu
pojasnjuje, da je bil oCe zelo »prezivetven«, hkrati pa so ga sojetniki v zaporu zelo
cenili, saj so Cutili njegovo spostovanje in empatijo do vsakega, ki je bil tam, ne
glede na vzrok. Med njimi je nasel svoj prostor, zato mu tam ni bilo tako hudo kot
potem, ko je priSel na »svobodo«. Takrat se je kazen zanj Sele zacela'.

Miklavéicu so sodili od 12. do 14. oktobra 1976, sodbo v viSini §tirih let in osmih
mesecev pa so izrekli 15. oktobra istega leta.

V priblizno istem casu se je dogajala Se ena polemika, v katero sta bila ponovno
vklju¢ena Kocbek in Pahor in je povezana z blizajoCim se sreCanjem pisateljev v
Hamburgu ter z beograjsko Konferenco o varnosti in sodelovanju, na kateri bi med
drugim razpravljali tudi o clovekovih pravicah. Da bi se slovenski rezim prikazal v
lepsi luci, so se odlocili, da Kocbeka razresijo dolgoletnega molka in mu omogocijo
izid Zbranih pesmi, v kar je ta privolil. Pahor in Rebula sta bila ob tem nejevoljna,
zlasti zaradi Blazic¢a in Miklav¢ica, ki sta tedaj Se vedno sedela v zaporu. Pahor je
na to opozoril v prvi Stevilki Zaliva leta 1978 v ¢lanku Zapisek ob izidu »Zbranih
pesmi« Edvarda Kocbeka, kjer je priznal, da si je Zelel, da Kocbek ne bi pristal na
objavo pesmi, vsaj dokler sta bila Blazi¢ in Miklav¢ic zaprta, kajti jasno je bilo, da
je slo za politicno igro; »mascevati se nad dvema neznanima osebama; z izidom

1 Povzeto po pogovoru o Viktorju Blazi¢u, ki sva ga s profesorico Ursko Pereni¢ izvedli z Blazi¢evo héerko, gospo
Jasno Blazi¢. Na tem mestu bi se tako profesorici kot gospe Blazi¢ §e enkrat lepo zahvalila za zelo zanimiv in iskriv
pogovor.
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poznanega Kocbeka pa si nadeti olepSevalno krinko na nelepe oblastniske obraze«
(Pahor 1978: 103). Pahor je razodel tudi svoje obc¢utke ob branju prijateljevih Zbra-
nih pesmih, v katerih je ves €as videl obraza nedolzno obsojenih prijateljev, in to
vse do trenutka, ko sta bila izpus¢ena. Sele takrat je lahko s spostovanjem ponovno
segel po Kocbekovem delu ...
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SUMMARY

For more than two decades, Pahor’s magazine Zaliv was the voice of Boris Pahor and Slove-
nian intellectuals and cultural figures who thought similarly and were in their writings often
extremely critical of the former Yugoslav regime. Despite a several-year ban on entering Yugo-
slavia, Pahor persisted in his mission. In 1975, he published an interview with Edvard Kocbek
about the post-war killings, which provoked harsh reactions from the international cultural and
political public, other controversies and sharp exchanges of opinions. Some of the articles in
Zaliv have led to convictions and prison sentences, as in the case of Viktor Blazi¢ and Franc
Miklav¢i€, who were sent in prison in the same year 1975. Because of the written word and the
defense of freedom of speech. In 1990 the magazine ceased publication, as Pahor considered it
had fulfilled its mission. His work remains a reminder of the power of words and the importance
of free thought. Despite this, some Slovenian politicians still do not acknowledge the post-war
crimes, which indicates the lingering shadows of the past.
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Cenzura pri Slovenski matici v ¢asu prve in
druge svetovne vojne

Prispevek se osredotoca na cenzuro in njen vpliv na delovanje Slovenske matice, ki je v Casu
prve in druge svetovne vojne dozivljala prepoved izdajanja in zaplembo literarnih del, ki naj
bi bila politi¢no kriti¢na, saj ta oblastem niso ustrezala. Med prvo svetovno vojno je Slovenska
matica izdala roman Frana Maslja Podlimbarskega Gospodin Franjo, zaradi katerega je prisla v
spor z oblastjo, ki je roman zaplenila in ji prepovedala delovanje. V ¢asu druge svetovne vojne
pa je oblast cenzurirala knjigo Antona Melika Slovenija. Cenzura je v asu prve in tudi druge
svetovne vojne zavrla delovanje Slovenske matice, ki je za nekaj ¢asa morala prenehati s svojo
dejavnostjo in je bila primorana prepustiti svoje premozenje oblastem, kar ji je onemogocalo
zalaganje kakovostnih del.

Kljuéne besede: zalozni$tvo, Slovenska matica, cenzura, prepoved delovanja, Gospodin Franjo
Censorship at Slovenska matica during the First and Second World Wars

The paper focuses on censorship and its influence on the functioning of the Slovenska matica,
which during the First and Second World Wars experienced a ban on publishing and the confi-
scation of literary works that were allegedly politically engaged, as they did not suit the autho-
rities. During the First World War, Slovenska matica published Podlimbarski’s novel Gospodin
Franjo, because of which it came into conflict with the authorities, who confiscated the novel
and banned it from operating. During Second World War, the government censored Melik’s
Slovenija. Censorship curtailed the activities of Slovenska matica during the wars, which had
to stop its activity for a while and was forced to hand over its property to the authorities, which
prevented it from publishing quality works.

Keywords: censoring, confiscation, Gospodin Franjo, publishing

1 Cenzura in njen vpliv na delovanje Slovenske matice

Cenzura, latinsko censura, kar pomeni presoja, ocena, je postopek, s katerim posega-
mo v avtonomijo literature. Ureja in omogoca nadziranje javnega mnenja, duhovnega
zivljenja in umetnosti, saj nosilci druzbene moci s cenzurnimi postopki regulirajo pre-
tok literarnih idej v druzbi. Vsebuje izkljucitve, omejevanje razli¢nih literarnih pri-
vilegijev doloCenim avtorjem in sezname nezazelenih avtorjev (Zupan Sosi¢ 2017:
314). V ozjem smislu jo razumemo kot institucionalizirano obliko nadzora nad javno
dostopnostjo besedil tako v tiskani kot govorjeni obliki, njena bistvena razseznost pa
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je zmoznost sankcioniranja (Dovi¢ 2023a: 13). Cenzuro so poznale Ze anti¢ne civili-
zacije, starogrski filozof Platon v svojem spisu DrZava omenja, da bi v svoji drzavi
prepovedal pesnike, ki prikazujejo slabe lastnosti bogov, laZejo in zavajajo ljudstvo,
saj vzbujajo negativna Custva, kar ljudi odvraca od razumne drzavne ureditve (Janezi¢
2019: 4). V novem veku je cenzura postopoma postajala drzavni nadzorovalni aparat,
saj je bila pred tem v cerkveni domeni, med njena intenzivnej$a obdobja pa sodi dolgo
19. stoletje. S tedanjo cesarsko cenzuro so se sre¢evali ne le knjizevniki v strogem smi-
slu, temvec vsi pisoci izobrazenci, tudi uredniki, novinarji, zalozniki in kritiki, katerih
usoda udejstvovanja je bila mo¢no vezana na cenzurne postopke — represivni aparat
drzave, na Celu katerega so bili cenzorji, tozilci, sodniki, policija in vojska (Dovié
2023a: 11, 13). Ena od najhujsih oblik cenzuriranja besedil, saj so bili prepovedani av-
torji tudi fizi¢no zaprti, se je dogajala pod komunisticnim rezimom po drugi svetovni
vojni, zlasti v drzavah Vzhodnega bloka pod nadzorom Sovjetske zveze (npr. Solzeni-
cin) kot tudi v tedanji socialisti¢ni Jugoslaviji. Zaradi posedovanja prepovedane knjige
je bil zaprt pisatelj Drago Jancar, pozneje kar petintrideset let tajnik-urednik Slovenske
matice. Boris Pahor je zaradi izdaje intervjuja z Edvardom Kocbekom v reviji Zaliv
imel prepoved vstopa na ozemlje Jugoslavije in nato vse do 80. let v mati¢ni domovini
njegova dela niso izhajala, ko jih je zacela intenzivneje objavljati Slovenska matica.
Do kratkega stika med vodstvom Slovenske matice in oblastjo je prislo tudi leta 1975,
ko bi pri Matici moral iziti roman pisatelja Branka Hofmana Noc¢ do jutra, vendar so ga
zaradi nevidne cenzure komunisti¢ne oblasti umaknili iz tiskarne. Vodstvo Slovenske
matice je uspelo resiti vsaj natisnjene pole in jih spravilo v svojem domovanju (Gabric¢
2015: 57-58). Ce romana ne bi cenzurirali, »bi bilo to prvo literarno delo v Jugoslaviji,
ki bi naCenjalo tematiko postopanja oblasti z informbirojevci in krutih metod v tabo-
riScu na Golem otoku« (Gabri¢ 2021: 492). Roman je tako izSel Sele Sest let kasneje,
ko so bile politicne razmere precej drugacne, in postal knjizna uspesnica (prav tam).

Razlikujemo med predhodno (preventivno) in retroaktivno (suspenzivno ali repre-
sivno) cenzuro. Prva omogoca vnaprej$nji nadzor nad objavami, s Cimer preprecuje
prodor nezazelenega materiala v javnost, medtem ko retroaktivna cenzura ugotavlja
spornost ze objavljenega za nazaj ter to po potrebi zapleni in prepove, krsitelje pa pre-
ganja (Dovi¢ 2010: 295). Obdobje predhodne cenzure je trajalo od leta 1789 do leta
1848,> njen vrhovni urad pa se je nahajal na Dunaju. Tam se je vzpostavilo sekularno
nadzorno omreZzje, ki so ga zaznamovale naslednje znacilnosti: predhodnost —nadzor
pred natisom/izvedbo, centraliziranost — vrhovni urad na Dunaju in mreza podrejenih
dezelnih uradov, celovitost —cenzuriranje je zajemalo vsakrSne tiske, restriktivnost

2 Nam najbolj znana cenzurna epizoda v tem Casu je vsekakor povezana z almanahom Kranjska cbelica in PreSernom,
¢igar Zdravljica je bila ze pred objavo cenzurirana, naposled jo je avtor izlo¢il kar sam (Dovi¢ 2023a: 22).
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— zlasti sistem podeljevanja koncesij, poudarjeno nenaklonjen periodiki v slovanskih
jezikih, ekonomske ovire — Casopisni davek oz. »kolkovina«, kavcije in ostro sankci-
oniranje — visoke globe, zaporne kazni in odvzem tiskarske obrti (Dovi¢ 2023a: 18).
V letu pomladi narodov pa so cenzurni urad ukinili, vendar so cenzorji in cenzurni
seznami ostali prisotni vse do propada monarhije in bili Se posebej ucinkoviti prav ob
njenem koncu v ¢asu prve svetovne vojne (Janezi¢ 2019: 4).

Leta 1848 je predhodno cenzuro za tiske zamenjala represivna pocenzura, saj je
bil cesar Ferdinand I. prisiljen razglasiti odpravo predhodne cenzure in razsirila
se je eksplozija osvobojenega tiska. S tem dejanjem je na mesto prepovedi stopila
zaplemba, avtorje, urednike, izdajatelje, tiskarje in celo prodajalce pa so ¢akale ka-
zenske sankcije, kot so visoka globa, zapor, izguba mandata in drugih privilegijev
(Dovi¢ 2023a: 23). Represivne pocenzure je bila delezna tudi Slovenska matica, ki
je med prvo svetovno vojno izdala roman Frana Maslja Podlimbarskega Gospodin
Franjo, ki ga je oblast razumela kot politicno angazirano dejanje, saj s simpatijo
prikazuje pravoslavne in muslimanske domacine v okupirani Bosni. Oblast je ne-
ustreznost romana tako ugotavljala ze po njegovem izidu, torej je za nazaj uvedla
stroge sankcije. Roman je bil zaplenjen in prepovedan, Slovenska matica je bila
razpuscena, oblast ji je pobrala tudi vso premoZenje, avtor Fran Maselj — Podlim-
barski pa je bil poslan v konfinacijo, kjer je naposled tudi umrl (Mahni¢ 1998: 252).

Podobna usoda je Matico doletela tudi med drugo svetovno vojno, ko se je ze naka-
zovala totalitarna cenzura, ki velja za bolj perverzen model nadzora od njenih pred-
hodnic. Oblast je prav tako zaplenila vsa dela, za katera je menila, da ji utegnejo ka-
korkoli Skoditi, postopki pa so v tem primeru komajda puscali dokumentirane sledi,
saj je prihajalo do zasebnih klicev, »prijateljskih« pogovorov in pritiskov ideologov
(Dovi¢ 2010: 296). Neposredno po koncu druge svetovne vojne je nastopila groba
cenzura, ki je bila nacrtovana ze med vojno, in oblast je tako zacela s ¢iS¢enjem
kulturnih ustanov — potrebno je bilo uniciti ali odstraniti vsa sporna dela iz javnega
prometa (Janezi¢ 2019: 4-5). Slovenska matica je posledice cenzure obcutila tudi
med drugo svetovno vojno, ko je bila zaplenjena monografija Slovenija Antona
Melika. Slovenska matica je sprva lahko $e naprej delovala — Ceprav je izhajalo le
Se nekaj knjig, vecina ze pripravljenih pa je iz§la Sele po koncu vojne, nato pa so se
razmere zaostrovale vse do njene ponovne ukinitve (Gabri¢ 2015: 24).

2 Cenzura med prvo svetovno vojno

Podoba cenzure v letih 1848—1914 ni bila enovita, saj je bila ta enkrat groba® spet

3 Model grobe cenzure pomeni poseg oblasti z represivnim aparatom — s sodstvom, tudi policijo ali vojsko (Dovié¢
2010: 295).
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drugi¢ mehka,* z vstopom Avstro-Ogrske v prvo svetovno vojno pa je cenzura v
¢asu vojne vstopila v novo poglavje, s totalnim nadzorom nad knjigami, ¢asopisi
in celo korespondenco (Dovi¢ 2023a: 23, 27). Ob izbruhu prve svetovne vojne je
Avstro-Ogrska lahko sprozila izredne ukrepe, ki so bili na podlagi zakonodaje pri-
pravljeni ze leta 1912, zato je bil drzavni zakon o temeljnih pravicah drZavljanov
iz leta 1867 lahko krsen:

Trinajsti ¢len temeljnega zakona je uzakonil svobodo govora in pisanja ali sli-
kovnega predstavljanja. Zagotovljena je bila svoboda tiska, cenzura pa je bila
prepovedana. Toda Ze 20. ¢len tega zakona je dolo¢il, da se bo s posebnim zakonom
odlo¢alo o dopustnosti zaCasne in lokalne opustitve pravic iz nekaterih Clenov, in
sicer 8. Clena (zagotovitev osebne svobode), 9. ¢lena (nedotakljivost stanovanja),
10. ¢lena (pisemska tajnost), 12. ¢lena (pravica zdruzevanja) in 13. ¢lena (svoboda
izrazanja) s strani pristojnega organa. (Svoljsak 2023: 441-442)

S 23. julijem 1914 je ministrski svet z grofom Karlom von Stiirgkhom na ¢elu spre-
jel izjemne ukrepe in suspendiral temeljne drzavljanske svoboscine, uvedel strogo
cenzuro, prepovedal periodi¢ni tisk, neperiodicni tisk pa podvrgel pregledu politic-
nih, policijskih ali dezelnih oblasti. Konec julija pa je Sla avstro-ogrska oblast Se
dlje in tako ustanovila KUA,’ ¢igar nalogi sta bili nadzor in cenzura, ki je zajela vse
informacijske vire — od tiska, zasebne korespondence, poStnega prometa, radijskega
prometa, filmske produkcije, fotografij, zbirateljske dejavnosti do pisemskih golobov
(Svoljsak 2023: 444-445). Velika koli¢ina knjiZznih izdaj je delo cenzorjev precej bre-
menila, tako so knjige z manj kot dvajsetimi stranmi lahko izdali brez predhodnega
pregleda, a z moznostjo poznejse zaplembe (prav tam: 452). Zgodilo se je tudi, da so
avtorji oz. zalozbe predlozili po ve€ knjig, zato cenzorji niso vseh natan¢no pregledali
in tako so iz$le knjige, ki sicer ne bi smele. To se je zgodilo tudi z romanom Gospodin
Franjo (Dovi¢ 2023b: 229), o ¢emer bomo pisali v nadaljevanju.

2.1 Zaplenjeni Gospodin Franjo

Usodo Slovenske matice v ¢asu prve svetovne vojne je zapecatil izid romana Gospo-
din Franjo, ki ga je po besedah Dovica (2023b: 227) pred zaplembo doletelo »petero
cenzur«.’ Prva »cenzura« je bila avtorska, saj je Podlimbarski presel »od gole ten-
dence in eksplicitne politicne kritike v polifono romaneskno govorico« (prav tam).
Z estetiziranim fikcijskim okvirom je omogocil ve¢jo interpretativno odprtost in

4 Model mehke cenzure pomeni subtilnejSe variante nadzora, kot so izkljucitve, seznami nezazelenih avtorjev ali
naslovov, izlo¢anje iz knjiznic ipd. (Dovi¢ 2010: 295).

5 Vojno-nadzorni urad, nemsko Kriegsiiberwachungsamt, ki je bil 27. julija 1914 prikljuen vojnemu ministrstvu na
Dunaju, usluzbence pa je rekrutiral iz vseh ministrstev (Svoljsak 2010: 55).

6 Pri tem je imel v mislih, da je bil roman veckrat cenzuriran — ne le s strani drzavnih cenzorjev.
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polivalentnost, skrajne (politi¢ne) izjave pa je polozil v usta (stranskih) junakov (prav
tam). Sledila je »cenzura« odbora Slovenske matice, ki je roman 12. julija 1913 spre-
jel v objavo, a so na podlagi ocene odbornika Frana Mil¢inskega, ki je bil v tem Casu
tudi gledaliski cenzor, avtorju nalozili, da mora omiliti »gotove ostre izraze, stavke in
odstavke«, hkrati pa so zavrnili njegov podnaslov »Jugoslovanski roman izza prvih
let bosenske okupacije« (prav tam: 228). Roman je bil tako pripravljen na tretjo oz.
»dejansko cenzuro, a je Fran Ilesic, ki je bil takratni predsednik Slovenske matice,
okleval s predlozitvijo. Zavedal se je namre¢, da roman ne utegne prestati cenzure,
zato se ga je namenil predloZiti skupaj s preostalimi knjigami, ki so pri Matici ¢akale
na izid. Upal je, da cenzor ne bo natan¢no bral vseh knjig, kar se je tudi zgodilo, zato
je ljubljansko tozilstvo konec leta 1913 zamudilo priloznost, da roman prepove (prav
tam: 229). Slovenska matica je tako roman decembra leta 1913 izdala v 4500 izvodih,
ki jih je natisnil Anton Slatner iz Kamnika (Kos 1966: 11). Ceprav ima roman takoj
jasno tendenco — v njem avtor kriti¢no piSe o avstro-ogrski oblasti v Bosni, mu oblast
sprva ni posvecala pozornosti, in tako se je do septembra 1914 neovirano prodajal
(prav tam). Bralci so roman dobro sprejeli, saj so simpatizirali z upornimi Slovani in
muslimanskim prebivalstvom na jugovzhodu monarhije, manj naklonjena pa mu je
bila kritika. Negativno sta ga ocenila Oton Zupan¢ié, ki mu je ocital » naivnoidealni’
realizem, nedodelano kompozicijo (pocasen tok pripovedi brez vrhov) in psiholosko
povrsnost«, Janko Lokar pa je kritiziral junaka (Dovi¢ 2023b: 229). Oceno, ki je bila
za roman pogubna, je spisal Izidor Cankar, ki je namignil tudi na politicno spornost
romana, ko je obzaloval, da »nima Matica bolj stroge umetniske cenzure nego ima dr-
zava politicno« (prav tam). Z zacetkom vojne se je politicna tendenca romana zazdela
sumljiva oz. Skodljiva tudi oblastem in takrat je prislo do Cetrte »cenzure« (Kos 1966:
11). Prav tako je oblast uvedla nadzor nad sumljivimi drzavljani, pod drobnogled je
vzela tudi Podlimbarskega, saj so bila nekatera njegova predhodna dela Ze kocljiva,
v prid pa mu ni bila niti Cankarjeva kritika (Dovi¢ 2023b: 226, 230). Cenzor je na-
posled podrobno prebral Gospodina Franja in tako dezelno kot tiskovno sodisce v
Ljubljani je 5. septembra 1914 razsodilo, da je roman treba zapleniti. Dezelno sodisce
je sodbo pospremilo z besedami:

Roman ima izrazito politiéno tendenco. Opisuje podrobno, da je okupacija Bosne in
Hercegovine po avstro-ogrski monarhiji prinesla dezeli vse drugo nego blagoslov, ter
da je spravila prebivalstvo v §e vecjo bedo. Nazorno slika po oc¢ividno napacnih in
izmisljenih dogodkih grozno popacenost in samovoljnost civilnih in vojaskih oblastev
ter skuSa nascuvati domace prebivalstvo zoper ta oblastva (§ 300 k. z.). Posebno po-
udarja tlacenje srbskega dela prebivalstva ter odobruje z raznovrstnimi simpati¢nimi
opombami puntarske pokrete Srbov Bosne in Hercegovine, kar jasno kaze zlasti konec
pripovesti. S tem pa cika na odtrganje spojenih dezel od enotne drzavne zveze (§ 58c
k. z.). (Dovi¢ 2023b: 230)
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Oblasti so roman zaplenile, vendar je prislo do zapletov, saj ve€ine izvodov policija
ni uspela dobiti. Zaplenjenih je bilo zgolj pet knjig, ostalih nekaj sto pa je knjigovez
Ivan Bonac, pri katerem so bile naklade uskladis¢ene, uspel resiti tako, da jih je
skrivaj zazidal (Dovi¢ 2023b: 230 in Kos 1966: 11).

2.2 Usoda Slovenske matice

Cenzura romana Gospodin Franjo je prizadela tudi Slovensko matico, ki je bila po
zaplembi romana delezna ocitkov ljubljanskega policijskega ravnatelja, da sploh ve¢
ne ustreza pogojem obstanka, s Cimer se je strinjalo tudi dezelno predsednistvo, ki je
16. septembra izdalo odlok o razpustu Slovenske matice (Kos 1966: 11). Navedenih
je bilo vec razlogov, zakaj mora Matica prenehati delovati, med drugim tudi:

1) Drustvo Slovenska matica se je leta 1863 osnovalo z namenom slovenskemu
narodu pripomoci do omike, (Siriti) na vse strani znanstveno izobraZevanje,
(gojiti) slovenski jezik in slovstvo, toda brez vsake politicne dejavnosti —
namen je bil namre¢, da je Matica vselej nepoliticno drustvo, kar pa je z
izidom romana Gospodin Franjo leta 1913 prekrsila, saj ima roman politi¢no
tendenco.

2) Roman z laznivimi in izmi$ljenimi dejstvi nazorno slika oc€itno korupcijo in
samovoljnost civilnih in vojaskih oblasti ter poskuSa nahujskati domace pre-
bivalstvo proti tem oblastem, zato Matica z izidom te knjige odobrava srbsko
revolucionarno gibanje v Bosni in Hercegovini.

3) Daje drustvo svoj po pravilih dolo¢eni namen opustilo in pricelo veleizdajni-
Sko delovanje, je razvidno tudi iz dejstva, da je njegov tacasni nacelnik Fran
Ilesi¢ zaradi suma veleizdaje zaprt (Kos 1966: 11-12). 7

Dan pozneje, tj. 17. septembra 1914, je bila Matica likvidirana. Ljubljansko policij-
sko ravnateljstvo je ustavilo delovanje Slovenske matice, popisalo njeno denarno,
premic¢no in nepremi¢no premozenje, zapecatilo njene prostore na takratnem Kon-
gresnem trgu $t. 7 in zaseglo njene vrednostne papirje. Za prokuratorja nad Matic-
nim premozenjem so postavili nemskega notarja Antona Galleta, ki pa je Mati¢ina
sredstva zapisal v vojno posojilo, cemur so nato sledili dolgoletni poskusi izpod-
bijanja odlocbe (Kos 1966: 12). Omeniti velja Se, da je odlok o razpustu Matico
doletel ravno v ¢asu njenih priprav na proslavitev petdesetletnice delovanja, kar je
bil za drustvo, ki zaradi prekinitve delovanja nato ni moglo obeleziti te pomembne
prelomnice, Se dodatni udarec (prav tam).

7 Predsednik Slovenske matice Fran Ilesi¢ se je zaradi jugoslovanske orientiranosti znasel med $tevilnimi aretiranci,
ki so bili oblastem zaradi svojih nazorov sumljivi (Dovi¢ 2023b: 230).
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2.2.1 Obnova Slovenske matice

Mati¢ina dejavnost je bila zaustavljena tri leta, saj pritozbe zoper odlok o razpustu
niso bile usliSane. Njena usoda se je zacela spreminjati, ko se je za njeno ponovno
delovanje zavzel Ivan Tavcar. Ta je v imenu Slovenske matice pri drzavnem sodiScu
na Dunaju vlozil novo pritozbo, v kateri je vztrajal, da Matica z izdajo in zalaganjem
romana Gospodin Franjo ni prekoracila svojih pravil. Ceprav ta pritozba, ki je pome-
nila tudi peto cenzuro, ni bila usliSana, pa je na pritisk slovenskih poslancev v dunaj-
ski poslanski zbornici notranje ministrstvo moralo razveljaviti odlok dezelnega pred-
sedstva in tako je ozivljena Slovenska matica 28. februarja 1918 imela svoj prvi ob¢ni
zbor (Kos 1966: 13—14). Ob ponovni ustanovitvi je bil racun drustva tako iz¢rpan, da
so morali ¢lani zopet zbirati prostovoljne prispevke, tako kot ob prvi ustanovitvi Ma-
tice, ko so jo gmotno podprli slovenski izobrazenci, trgovci in podjetniki (prav tam).

Zacela se je zalozbena obnova, redna izdaja se je vrnila Sele deset let po koncu vojne,
vmes pa so bila obdobja, ko niso izdali nicesar. Med obema vojnama je Matica tako
v ve¢ji meri nadaljevala svoje delo, ki je bilo usmerjeno v zalozni$tvo, in pomagala
ustanoviti SAZU, s katero je sklenila daritveno pogodbo in se tako prostovoljno za-
vezala, da jo bo ob ustanovitvi gmotno podpirala (Bernik 1964: 29 in Jan¢ar 2004: 9).
Poleg tega je z znanstveno literaturo oskrbovala slovensko univerzo, ki med obema
vojnama ni imela na voljo drugih Studijskih pripomockov (Bernik 1964: 29)

3 Cenzura med drugo svetovno vojno

Cenzura se je med drugo svetovno vojno ponovno okrepila, novi cenzorji pa so tudi
tokrat odstranjevali politicno tenden¢ne publikacije. Pritiski cenzurnih postopkov,
pregonov in zapornih kaznih so se stopnjevali celo do taksnih razseznosti, ki bi jim
lahko rekli tudi paranoicne, saj so se Stevilni avtorji pri¢eli samocenzurirati v vecji
meri, kot je to sicer ze znacilno za obdobja (stroge) cenzure (Dovi¢ 2010: 296).
Avtocenzura knjizevnika ohromi Se bolj kot zgolj uradna cenzura, kot ob hudem
izkuSanju povojne cenzure komunisti¢ne oblasti zapise tudi Torkar (1998: 53):

Najhujsi cenzor pisatelja je — avtocenzura. Tista podzavestna, ki se priplazi v pisatelja
takrat, kadar vladajo¢emu rezimu uspe ustvariti v druzbi univerzalni strah. Ta strah je
od vekomaj najmocnejSe vezivo slehernega vladajocega rezima, da ne razpade. Strah,
ki rodi strah, da te bo strah. Ta strah po navadi rodi apatijo. Apatija pa pisatelja prezene
v dusevno emigracijo. DuSevni zdomec pa ne more biti dober pisatel;j!

»Samocenzurirale« so se tudi zalozbe, ki so se ze predhodno zavedale, da je delo,
ki ga Zeljjo zaloziti, sporno in kot tak$no ne bo prestalo cenzure oz. bo zaplenjeno.
Zaradi tega so izdajo takSnih del prelozili na ¢as po vojni in s tem preprecili, da
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bi bila dela zaplenjena (Gabri¢ 2015: 24). Tega se je zavedala tudi Matica, ki je
nekatera Ze pripravljena dela pustila za izdajo po koncu vojne, tistih, ki so bila Ze
natisnjena, pa ni dala v prodajo. Koblar, ki je bil med vojno Mati¢in blagajnik, je
po koncu vojne porocal, da so roman Antona Ingoli¢a Matevz Visocnik skrili v skla-
disce in je tako izSel Sele po osvoboditvi leta 1945 (prav tam). Roman je bil namre¢
natisnjen ze leta 1941, vendar je bil avtor istega leta izgnan v Srbijo, prav tako pa
je delo prikazovalo spopad med delodajalci in delavstvom — kriti¢no so opisane ra-
zmere v mizarskih delavnicah ter obnasanje mojstrov do vajencev in pomoc¢nikov,
zato so se pri Matici zavedali, da oblastem delo ne bo po volji (Cuk 2007: 32).

Na delovanje Slovenske matice v ¢asu druge svetovne vojne ni vplivala le sama cen-
zura, temvec tudi dejstvo, da so bili sodelavci Matice naklonjeni vseslovenskemu
uporu zoper okupatorja, kar dokazuje sestanek prvega plenuma kulturnih delavcev
OF, ki se je 11. septembra 1941 odvijal v prostorih Slovenske matice (Jancar 2004:
9). Ker politicna usmerjenost vodstva Matice ni bila po volji oblastem, so se zaceli
vrsiti pritiski tudi nad zaloZbo, ki jo je tako kot med prvo svetovno vojno zopet dolete-
la cenzura del, ki se je postopoma stopnjevala do njene ponovne prepovedi delovanja.

3.1 Cenzura in ukinitev Slovenske matice

Oblasti so motile tiste knjige Slovenske matice, ki so opisovale Slovenijo kot eno-
tno domovino Slovenceyv, in tiste, katerih avtorji so bili sodelavci osvobodilnega
gibanja. Leta 1943 so pri Matici pripravili izid knjige Antona Melika Slovenija.
Geografski opis. Opis slovenskih pokrajin. 1. zvezek II. dela, ki je prinasala regi-
onalno-geografski pregled Slovenije, zaradi Cesar ji je grozila zaplemba. Tako je
31. julija 1943 policijski uradnik prisel v prostore Matice s sporocilom o zaplembi,
Slovenijo pa so pobrali tudi iz vseh knjigarn. Slednja je nato izSla Sele leta 1954
(Gabri€ 2015: 24 in Lovrencak 2015: 161). Poleg tega pa je Matica 23. decembra
1943 prejela Se »odlocbo o zabrani« oz. »prepoved razsirjanja in prodajanja ter za-
plembo« knjig sedmih avtorjev, ki so v spopadih na slovenskem ozemlju podpirali
nasprotno stran od tiste, v imenu katere je bila izdana odlocba (Gabri¢ 2015: 24).
Knjige so uradno prepovedali, »ker naj bi vsebovale komunisti¢no tendenco, kar
nasprotuje obstojeCemu drzavnemu in druzabnemu redu in zakonskim predpisom«
(prav tam). Od sedmih knjig s seznama sta bili zaplenjeni le dve, saj preostalih
knjig policijski uradniki v zalogi Slovenske matice niso nasli. Te so Ze pred njiho-
vim prihodom skrili v knjigoveznico, kjer so jih hranili do konca vojne (prav tam).

Ceprav so torej bila cenzurirana tudi Mati¢ina dela, pa to ni takoj neposredno vo-
dilo v njen ponovni razpust. Cenzura je ze nacela pritiske na Matico, dokoncen
ukrep pa se je zgodil 20. oktobra 1944, ko je Sef pokrajinske uprave Leon Rupnik
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imenoval izrednega komisarja, ki je prevzel vse dolznosti drustvenega odbora in
ob¢nega zbora, s ¢imer je bilo delovanje Slovenske matice zamrznjeno do konca
vojne (Gabri¢ 2015: 25). Glavni in s tem zadnji povod za to pa je bila protikomu-
nisti¢na spomenica, pod katero so se morali podpisati vsi vodilni in ugledni ljudje
z okupiranega ozemlja, Cemur se ni mogla izogniti niti Slovenska matica, ki jo je v
skrbi za drustveno premozenje morala podpisati (prav tam).

3.2 Posledice totalitarne cenzure za Slovensko matico

Takoj po vojni je Matica ponovno zacela delovati, vendar je bilo njeno premoze-
nje nacionalizirano. Oblast je v tem Casu zacela s ¢iS¢enjem kulturnih ustanov, ki so
ga organi osvobodilnega gibanja nacrtovali ze pred koncem druge svetovne vojne,
a ga nato niso uspeli izpeljati. Tako je aprila 1945 na osvobojenem ozemlju nastal
dokument z naslovom Ureditev poslovanja knjigarn in zaloznistev v prvi dobi po
osvoboditvi, ki je predvideval, da je potrebno » [...] vse zaloge knjig na slovenskem
ozemlju pregledati in izlo€iti vse one knjige, ki bi ne smele ve¢ v prodajo. To velja
za nekatere slovenske knjige, ki so izSle po okupaciji in tudi prej, a Se prav posebno
za vse tuje-jezicne knjige, ki so bile na slovenskem ozemlju v prodaji in ki so v skla-
dis¢ih raznih zalozniStev.«' (Janezi¢ 2019: 6) Matice ni bilo v nacrtih za prevzem
oblasti, saj naj bi jo nova oblast ocenjevala kot neproblemati¢no, ker njena znan-
stvena dela niso bila politi¢no in propagandno zasnovana. Kljub temu ji je dodelila
izrednega komisarja Avgusta Tostija ki pa je prisluhnil zeljam vodstva Matice. Oblast
je z njim nekaj dni po koncu vojne obracunala in ga aretirala, umakniti se je moral
tudi pri oblasteh slabo zapisani aktualni predsednik Dragotin Loncar. Predsedovanje
je prevzel Anton Melik, ker je bil zaradi sodelovanja z osvobodilnim gibanjem za
oblast sprejemljiv, vendar je bil zaloZzniSki odsek, ki je odlocal o programu, degradi-
ran s strani uradnih oblasti in drustvo torej ni moglo samostojno oblikovati programa
(Gabri¢ 2015: 26-27). Stevilo izdaj pri Slovenski matici je drasti¢no padlo, sledila so
celo leta, ko ponovno niso nicesar izdali, saj so prednjacile subvencionirane drzavne
zalozbe — zaradi zakonskih predpisov so ministrstvu dovoljevali izplacilo subvencij
le zalozbam v drzavni lasti, kar pa Matica ni bila (prav tam: 32). Slovenska matica je
bila tako primorana iskati nove resitve, da si je lahko po vihri, ki jo je s seboj prinesla
cenzura in dogajanje druge svetovne vojne, ponovno opomogla.’

1 Prav tako je bil vzpostavljen tudi strikten nadzor nad dotokom novih knjig/idej, redno pa so osvezevali »indeks«
prepovedanih del (Dovi¢ 2010: 297).

2V zelji po izboljsanju pogojev so Slovensko matico leta 1950 prikljucili DZS, po osamosvojitvi tri leta kasneje, ko
je zacCela prejemati drzavno subvencijo, pa je njena zalozniSka dejavnost postopoma spet presla na stanje pred vojno
(Gabri¢ 2015: 39, 48).
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4 Zakljucek

V nemirnih ¢asih, kot sta bili prva in druga svetovna vojna, nastopi groba cenzura,
ki piSo€im onemogoca svobodno ustvarjanje, saj so njihova dela strogo nadzoro-
vana. Sankcije za oblastem nesprejemljiva dela, ki vkljucujejo zlasti nasprotovanje
trenutni politiki, doletijo ne le avtorje, temvec tudi preostale akterje, ki kakorkoli
sodelujejo pri izdaji oz. posredovanju knjige. Za njih so predvidene stroge kazni,
kot so visoke globe, zaporne kazni in prepovedi opravljanja dejavnosti (tiskarske,
zalozniske, prodajne ipd.). Da cenzura lahko ogrozi dejavnost ustanove, je med
prvo in drugo svetovno vojno izkusila tudi zalozba Slovenska matica, ki je bila
primorana prenehati delovati in vse svoje premozenje prepustiti drzavi. Pri njej je
namre¢ med prvo svetovno vojno izSel roman Frana Maslja Podlimbarskega Go-
spodin Franjo, zaradi katerega je prisla v konflikt z oblastjo, posledice pa so bile za
Matico unicujoce — prenehala je delovati za tri leta. Po koncu vojne ji je uspelo svo-
jo dejavnost ponovno zagnati, a ista usoda jo je doletela tudi med drugo svetovno
vojno. V tem ¢asu so pri Matici prav tako iz$la dela, ki niso bila po volji oblastem,
saj so bila do nje kriti¢na oz. so bili njihovi avtorji simpatizerji osvobodilnega gi-
banja, nekateri celo poslani v izgnanstvo. Tudi po koncu druge svetovne vojne je
Matica uspela obnoviti zaloznisko dejavnost, vendar je imela po obeh vojnah vec
let tezave, saj ji v vimesnem obdobju nekaj let ni uspelo zaloziti nobene knjige. Cen-
zura ji tako ni otezila zgolj delovanja med vojnama, temvec tudi po koncu druge
svetovne vojne, vse do osamosvojitve. Kljub temu pa lahko zaklju¢imo z mislijo,
da je bilo pomembno dejanje, da se je Slovenska matica ohranila. Slovenska matica
je namrec najstarejSe delujoce slovensko posvetno kulturno in znanstveno drustvo
in druga najstarejsa slovenska zalozba. Ustanovljena je bila z namenom, da krepi
slovenski jezik, knjigo in omiko, predvsem pa izdaja zahtevnejSa dela in tako raz-
vije slovenski strokovni in znanstveni jezik, ki ga dotlej ni bilo.

VIRI IN LITERATURA

France BErNIK, 1964: Sto let kulturnega poslanstva. Slovenska matica 1864—1964. Ur. France
Bernik. Ljubljana: Slovenska matica. 11-32.

Silvester Cuk, 2007: Obletnica meseca. Ognjisce 42/1. 32.
Marijan Dovi¢, 2023a: Slovenski literati in cesarska cenzura v dolgem 19. stoletju: uvod. Sio-

venski literati in cesarska cenzura v dolgem 19. stoletju. Ur. Marijan Dovié. Ljubljana:
Zalozba ZRC. 11-30. Tudi na spletu.

Marijan Dovic; 2023b: »Veleizdajnik« Podlimbarski in zaplenjeni Gospodin Franjo. Slavisticna
revija 71/3. 225-240. Tudi na spletu.

Marijan Dovi¢, 2010: Literatura v primezu cenzure?. Cenzurirano: zgodovina cenzure na Slo-
venskem od 19. stoletja do danes. Ur. Mateja Rezek. Ljubljana: Nova revija. 291-305.



Upor in njegovi odmevi v slovanskih jezikih in literaturah 135

Ales GaBri¢, 2021: Prepoved izida romana Branka Hofmana ali Sestletna no¢ do poznega jutra.
Zgodovinski ¢asopis 75/ 3—4. 492-515. Tudi na spletu.

Ales GaBri¢, 2015: Slovenska matica v ¢asu politi¢ne netolerantnosti. Slovenska matica — 150
let dela za slovensko kulturo. (Zbornik razprav in bibliografija 2004-2014). Ur. Drago
Jancar. Ljubljana: Slovenska matica. 22—61.

Drago JANCAR, 2004: V¢eraj, danes, jutri. Slovenska matica 1965-2003. Ur. Joza Mahni¢. Lju-
bljana: Slovenska matica. 7-12.

Helena Janezic, 2019: Stop, cenzura!. Ljubljana: Narodna in univerzitetna knjiznica. Tudi na spletu.

Janez Kos, 1966: Roman Gospodin Franjo in razpust Slovenske matice. Kronika (Ljubljana)
14/1. 11-14. Tudi na spletu.

Franc Lovrencak, 2015: Slovenska matica in geografija. Slovenska matica — 150 let dela za
slovensko kulturo. (Zbornik razprav in bibliografija 2004-2014). Ur. Drago Jancar. Lju-
bljana: Slovenska matica. 157-167.

Joza MaHNIC, 1998: 1998: Razvoj Slovenske matice od njenih zacetkov do prve svetovne vojne.
Jezik in slovstvo 43/6. 247-254. Tudi na spletu.

Petra SvoLisak, 2023: Avstrijska cenzura med prvo svetovno vojno: iz defenzive v ofenzivo.
Slovenski literati in cesarska cenzura v dolgem 19. stoletju. Ur. Marijan Dovi¢. Ljubljana:
Zalozba ZRC. 441-454. Tudi na spletu.

Petra SvoLisak, 2010: »Zapleni vse, Cesar ne razumes, utegnilo bi Skoditi vojevanju.« Delovanje
avstrijske cenzure med Veliko vojno. Cenzurirano: zgodovina cenzure na Slovenskem od
19. stoletja do danes. Ur. Mateja Rezek. Ljubljana: Nova revija. 55-65.

Igor TorKAR, 1998: Moja srecanja s cenzuro: Cenzura krokarjem odpusca, slavee pa muci. Delo
115/40. 53.

Alojzija Zupan Sosic¢, 2017: Teorija pripovedi. Maribor: Litera.

SUMMARY

Censorship is a process that interferes with the autonomy of literature and allows writers who
are not to the liking of the authorities to be sanctioned. This means that their works can be ban-
ned or confiscated, and authors can be punished by being placed on a list of undesirable authors
and even prosecuted or imprisoned. During the period of strict censorship between the First and
Second World Wars, those who were in any way connected to the author or the work also expe-
rienced the consequences of censorship. This included the Slovene Matica, which published
socially critical works that were not to the liking of the authorities. During the First World War,
Podlimbarski’s novel Gospodin Franjo was the trigger for its dissolution, as it sympathetically
portrays the Orthodox and Muslim locals in occupied Bosnia. During the Second World War,
however, the Matica published Anton Melik’s book Slovenia, and there was also a list of seven
banned books whose authors were sympathisers of the liberation movement. Censorship was
thus the cause of the curtailed activity of the Slovenian Matica, which had to cease its activiti-
es for a time and was forced to surrender its assets to the authorities, which prevented it from
publishing quality works both during the wars and for several years after their end. Censorship
of the works of the Slovenian Matrix continued after the Second World War, with the banning
of certain authors and works that were critical of the communist authorities and their actions.
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Jezikovna analiza vojnega besedja v novelah
Ivana Potréa med letoma 1945 in 1949

Potréeve zgodnje povojne novele (1945-1949) jezikovno barvito odrazajo druzbene in kulturne
razmere vojnega Casa, pri cemer pisatelj izpostavlja posledice vojne vihre skozi izbrano vojno
in vojasko besedje. Prispevek se osredotoca na jezikovno analizo vojnega besedja izbranih Po-
tréevih novel iz tega obdobja. Besedje je bilo klasificirano po obliki, izvoru in funkciji glede
na besedno vrsto. Predstavljene so tudi vzporednice med vojnim besedjem Potréevih novel in
sodobno vojasko terminologijo. Prispevek opozarja na pomen Potrcevega literarnega ustvarja-
nja pri razumevanju razvoja vojne in vojaske terminologije. Izbrano besedje njegovih novel ne
dokumentira le zgodovinske realnosti, temve¢ omogoca vpogled v zgodovinski kontekst, ki je
oblikoval sodobno vojasko terminologijo. Potr¢ je tako s svojim literarnim ustvarjanjem prispe-
val k ohranjanju zgodovinskega spomina na obdobje druge svetovne vojne, hkrati pa omogocil
vpogled v razvoj in spremembe na podroc¢ju vojne in vojaske terminologije skozi Cas.

Kljuéne besede: Ivan Potr¢, novele, povojno obdobje, vojna in vojaska terminologija
A linguistic analysis of war vocabulary in Ivan Potri¢’s novellas between 1945 and 1949

Potr¢’s early post-war novellas (1945-1949) vividly reflect the social and cultural conditions of
the wartime period, using linguistically colourful depictions. The author emphasizes the con-
sequences of the war through selected war- and military-related vocabulary. This paper focuses
on a linguistic analysis of the war-related vocabulary in selected Potr¢ novellas from this period.
The vocabulary is classified by form, origin, and function according to word type. The paper
also presents parallels between the war vocabulary of Potré’s novellas and contemporary milita-
ry terminology. Furthermore, it highlights the significance of Potr¢’s literary work in understan-
ding the development of war and military terminology. The selected vocabulary in his novellas
not only document historical reality but also provides insight into the historical context that
influenced the development of modern military terminology. Through his literary contributions,
Potr¢ contributed to the preservation of the historical memory of World War II, while offering a
perspective on the development and changes of war and military terminology over time.

Key words: Ivan Potr¢, novellas, post-war period, war and military terminology

Uvod

Ivan Potr¢ (1913-1993) velja za enega najpomembnejSih slovenskih literarnih
ustvarjalcev povojnega obdobja, ¢igar opus literarna zgodovina umesc¢a v socialni
realizem in povojni realizem (Glusi¢ 2002: 64—69). Potr¢ je s svojim delom pustil
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globok pecat v slovenski literaturi. Bil je izjemno plodovit pisatelj — njegova dela
so nastajala ve¢ kot pol stoletja (Debeljak 2023: 55). Zacetki njegovega pisanja
segajo v Cas Kraljevine Jugoslavije, vrh je dozivel v povojni socialisti¢ni Jugosla-
viji, zadnja dela pa so nastala v prvih letih samostojne slovenske drzave (Debeljak
2023: 14).

Potréev literarni opus je glede na zvrsti izjemno obsezen. Zajema romane, povesti,
novele, Crtice, eseje, potopise, drame, reportaze, kritike, publicisticna besedila, po-
liti€ne govore (Debeljak 2023: 69). Prav tako je bil Potr¢ aktivno prisoten v kultur-
nem zivljenju slovenskega prostora kot urednik in prevajalec; sodeloval je v Stevil-
nih intervjujih ter se udelezeval literarnih pogovorov (Kmetec-Friedl 2013: 26-29).

Ze v rosni mladosti se je vklju¢il v druzbeno in politi¢no Zivljenje, kar je mo¢no
vplivalo na njegov literarni opus. Prve novele je zacel pisati v ¢asu obiskovanja
gimnazije. Njegova prva novela je bila objavljena leta 1933 v Ljubljanskem zvonu
in nosi naslov Kopaci. Sprva so njegove novele izhajale v razlicnem periodi¢nem
tisku, kot so Nasa sodobnost, Obzorja in Ljubljanski zvon, kasneje pa so bile obja-
vljene v razli¢nih zbirkah in izbranih delih. Prve novele so bile objavljene v zbirki
Kocarji in druge povesti (1946). Za Casa njegovega zivljenja so izsle Se zbirke Ne-
smilecno zivijenje (1965), Onkraj zarje (1966 in 1987),° Imel sem ljubi dve (1976)
in Ko smo se Zenili (1983). Zbirka Prepovedano Ziviljenje (2012) je zadnja izdana
zbirka Potrceve kratke proze, ki je izSla po njegovi smrti.

Ceprav Potr¢ predstavlja eno najvedjih imen slovenskega socialnega realizma in
je njegova pripovedna proza nastajala skoraj Sest desetletij v kontekstu razli¢nih
drzav in politi¢nih ureditev, je bil po razpadu jugoslovanskega socializma ter osa-
mosvojitvi Slovenije kot samostojne drzave povsem izrinjen iz slovenskega lite-
rarnega kanona. Prav tako je bil skoraj v celoti izloCen iz Solskih programov in je
v SirSem slovenskem prostoru poznan le po dolocenih delih, kot so npr. roman Na
kmetih in drame o Kreflih. Razlogov za to je vec, najbolj pa bode v o¢i, da je do
tega izobCenja prislo, ker je Potr¢ kljub druzbenim spremembam sistema ostal zvest
svojemu politiénemu prepricanju.

Ne glede na njegovo politi¢no pripadnost lahko Potrca ozna¢imo kot druzbenokri-
tinega pisatelja, o Cemer nam prica Sirok tematski razpon njegovih del. Ideoloske
teznje, ki so mestoma vidne, ne slabijo umetniske vrednosti Potr¢evih literarnih
del, kot zmotno trdijo nekateri kritiki. S prispevkom smo Zeleli opozoriti na po-
men Ivana Potr¢a, njegovega pripovednega opusa in izpostaviti izjemna, a v SirSem

3 1zsli sta dve zbirki z naslovom Onkraj zarje. StarejSa zbirka, iz leta 1966, vsebuje knjizni izbor ve¢ novel in je iz§la
pri DZS. Zbirka iz leta 1987 vsebuje novelo Onkraj zarje v samostojni knjizni izdaji z bogatimi ilustracijami Milana
Bizovicarja.
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slovenskem prostoru, manj znana dela. Obdobje druge svetovne vojne je namrec
v Potréevem literarnem ustvarjanju povzrocilo najvecji motivno-tematski in idejni
premik. Potr¢ se je odmaknil od tematizacije pasivnega zivljenja na vasi k opiso-
vanju aktivnega boja literarnih junakov v ¢asu okupacije (Debeljak 2019: 128). V
drugo obdobje Potrceve pripovedne proze tako uvrs¢amo dela, ki so nastajala med
letoma 1941 in 1952 ter zajemajo prav cas druge svetovne vojne in nekaj let po
njej. Potr¢ je vojno dozivel v pravem pomenu besede in spoznal vse njene obraze.
Ze na za&etku vojne se je povezal s partijo na Ptuju in s tovarisi organiziral skrivno
tiskarno (Debeljak, 2023: 122). Zaradi aktivizma je bil kmalu aretiran in deportiran
v koncentracijsko taboris¢e Mauthausen (Bohanec 2002: 87). Po izpustu iz tabori-
SCa leta 1942 je nadaljeval s svojim politicnim delom in se prikljucil partizanom.
V cCasu vojne je v Slovenskem pionirju pisal pravljice za otroke (Pravljica o Vancu,
Mrjavu in ¢uvaju idr.) (Bohanec 1985: 7). Zadnje leto vojne je bil Casnikar, vojni
porocevalec in odgovorni urednik Ljudske pravice, kjer je objavljal propagandna
reportazna besedila (Kmet Joze Lacko, Na Berlin, Kjer so hodili okupatorji in izda-
jalci idr.) (Debeljak 2019: 128). Posebno obdobje Potréevega Zivljenja, ki je vpli-
valo tako na njegovo zivljenje kot literarno ustvarjanje, je Cas, ki ga je prezivel v
koncentracijskem taboris¢u Mauthausen (Bohanec 2002: 79).

Ker je Potr¢ pri pisanju izhajal iz lastnih izkusenj, se njegov pogled na vojno bi-
stveno razlikuje od drugih avtorjev, ki so tudi obravnavali to tematiko. Besedisce,
ki ga je Ivan Potr¢ uporabljal v delih, napisanih kmalu po drugi svetovni vojni, nam
nudi dragocen vpogled v jezikovno in kulturno dogajanje vojnega cCasa. S preuce-
vanjem tega besedja bolje razumemo, kako je literatura prispevala k oblikovanju
zgodovinske zavesti in identitete ter kako je posledi¢no potekal razvoj sodobnega
vojaskega besedisca.

Namen in cilji raziskave

Namen prispevka je bil analizirati vojno in vojasko besedje v izbranih Potréevih
povojnih novelah ter preuciti, kako prisotni leksemi odrazajo zgodovinsko in kul-
turno ozadje 2. svetovne vojne. V prispevku podrobneje predstavimo slovenskega
pisatelja, dramatika in urednika Ivana Potrca ter vplive na njegovo literarno ustvar-
janje v zgodovinskem kontekstu druzbeno-politicnih sprememb takratnega ¢asa. Po
pregledu obseznega avtorjevega pripovednega opusa se posvetimo jezikovni anali-
zi vojnega besedja petih izbranih novel, nastalih med letoma 1945 in 1949. Gre za
novele, v katerih avtor skozi izbrano vojno in vojasko besedje opozarja na razmere
in posledice vojnega Casa. Prav tako smo zeleli ugotoviti, ali obstajajo vzporednice
med vojno terminologijo Potréevih novel s sodobno vojasko terminologijo. S tem
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smo Zeleli izpostaviti pomen Potréevih novel za razumevanje razvoja jezika na po-
dro¢ju vojne in vojaSke terminologije.

Metodologija

Izbrano delo Ivana Potrca je izSlo v Sestih knjigah in obsega njegova najpomemb-
nejSa besedila. Zbirko je skupaj s pisateljem Ivanom Potr¢em uredil Francek Boha-
nec ter k posameznim knjigam dodal obsezne spremne besede. V sklopu Studije je
bil pregledan Sirok pripovedni opus Ivana Potrca, natancneje njegova prva knjiga
Kocarji (1983), druga knjiga Navzkrizja (1983) ter peta knjiga Koraki (1983).4

Na podlagi pregleda temeljnih in arhivskih virov® smo naredili izbor novel, ki vse-
binsko najbolj pestro prezentirajo obdobje druge svetovne vojne v Potréevem lite-
rarnem opusu. V prispevku se podrobneje posvetimo jezikovni analizi izbranih Po-
tréevih novel, nastalih med letoma 1945 in 1949. Predmet obravnave so bile novele
Podoba Slavke Klavora (1945), V kurirski karavli (1946), Cez Dravo (1946), Grob
v Gradcu (1946) in Komisarka (1949). Vse novele, z izjemo Cez Dravo, so iz knji-
ge Izbranega dela Koraki. Novela Cez Dravo je iz knjige Izbranega dela Kocarji.

Vojno in vojasko besedje, ki se pojavlja v omenjenih novelah, smo zbrali ter ga
klasificirali po obliki (enobesedni, vecbesedni leksemi ali kratice), izvoru (domaci
ali prevzeti leksemi) in funkciji glede na besedno vrsto (samostalniska beseda, pri-
devniSka beseda, glagol ali prislov). Pri tem smo za temeljne vire uporabili Slovar
slovenskega knjiznega jezika (2014), Slovenski pravopis (2014) in Slovenski eti-
moloski slovar (Snoj, 2016). Primerjali smo tudi pogostost in pojavnost dolo¢enih
leksemov glede na tematiko izbrane novele.

Nazadnje smo skusali poiskati Se vzporednice med vojnim besedjem Potréevih no-
vel in sodobno vojasko terminologijo. Za iskanje sodobnih vojaskih terminov smo
uporabili Slovar obrambno-vojaske terminologije MOterm (2021). Zanimalo nas
je, ali se bo vojasko besedje, ki ga je Potr¢ uporabljal v svojih novelah, pojavilo
med sodobnimi vojaskimi termini in v kolikSnem delezu. S primerjalno analizo
smo ocenili, kako se Potrc¢evo vojasko besedje razlikuje od sodobne vojaske termi-
nologije in lekseme razvrstili v tri glavne skupine, in sicer ali gre za sodobne voja-
Ske termine, ali gre za izraze, specificno vezane na obdobje druge svetovne vojne,
oziroma za besede, ki so posredno povezane z vojno tematiko.

4 Kocarji je prva knjiga Izbranega dela in vsebuje Potr¢evo predvojno prozo, povest Sin in “kitajske” novele. Nav-
zkrizja je druga knjiga Izbranega dela in zajema kroniko Zlocin, roman Srecanje, povest Svet na Kajzarju in Gorice.
Izbrano delo Koraki vsebuje Potréeve intimne spominske novele.

5V sodelovanju s Knjiznico Ivana Potr¢a Ptuj so bile v sklopu raziskave pregledane posamezne ohranjene novele v
rokopisih in tipkopisih.
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Novele med letoma 1945 in 1949

Debeljak (2019: 112) izbrane novele umesca v pripovedno prozo Ivana Potrc¢a med
letoma 1941 in 1952. Prozo med letoma 1941 in 1952 so tematsko zaznamovali do-
godki druge svetovne vojne (Debeljak 2023: 137). Novele iz tega obdobja je Potr¢
objavljal v Kmeckem glasu in Ljudski pravici, novela Cez Dravo pa je bila skupaj z
ostalimi ¢rticami in novelami leta 1946 objavljena v zbirki Kocarji in druge povesti
(Debeljak 2023: 159).

V zgodnjih povojnih novelah gre za aktualno opisovanje vojnih dogodkov in par-
tizanstva. Potr¢ skozi spominsko-avtobiografski diskurz tematizira obdobje, ki ga
je prezivel v taboris¢u. 1z novel veje pozitiven odnos do partizanstva in narodno-
osvobodilnega gibanja ter teznja po zmagi nad okupatorjem. V njih opisuje vojna
grozodejstva, ki so se vr$ila nad slovenskim narodom, upore in izdajstva. Znacilno
je ¢rno-belo polariziranje oseb, kjer so kot pozitivni liki predstavljeni partizani,
komunisti, delavci, kot negativni liki pa Italijani, Nemci, Svabi, faSisti. Negativni
liki izvajajo razli¢ne oblike represije (groznje, mucenje, ubijanje), medtem ko je za
pozitivne like znacilna heroizacija, ki se izraza skozi aktivisti¢na dejanja, borbenost
in Zeljo po uporu. Liki so bodisi fiktivne, bodisi realne zgodovinske osebe. Gre za
izrazito tendencno in propagandno literaturo, skozi katero veje osebni odnos pisa-
telja, saj bralca samega nagovarja k uporu zoper okupatorja in spodbuja partizan-
ske vrednote, kot so tovaristvo, zaupanje, medsebojna pomoc¢ in skrb za domovino
(Potr¢ 2024: 116-118).

Podoba Slavke Klavora (1945)

Novelo Podoba Slavke Klavora je Potr¢ napisal na Rogu leta 1944. Objavljena je
bila leta 1945 v Slovenskem zborniku, Se pred objavo pa je Potr¢ novelo predstavil
20. 1. 1945 na radiu OF (Gabri¢ 1989: 103).

Podoba Slavke Klavora je edina novela s taboris¢no tematiko, kjer je Potr¢ skozi
spominsko-avtobiografski diskurz tematiziral obdobje, ki ga je prezivel v taboris¢u
Mauthausen. Nazorno je predstavil dozivljanje dogajanja v taboriS§¢u — pobijanje,
uplinjanje, mucenje, hkrati pa pripoved zakljucil z upanjem in vero v svobodo.

Izjemno tenden¢na novela je posvecena mariborski herojki in partizanki Slavi Kla-
vori, ki je bila ena prvih bork na Stajerskem za svobodo in pravico svojega ljudstva.
Temelji na realnih zgodovinskih dogodkih iz leta 1942 (Kranjec 1963: 3-35). Potr¢
se je s Klavorino usodo seznanil preko pripovedovanj sojetnikov prav v Mauthau-
snu (Debeljak, 2023: 165-166). Novela v ospredje postavi dogajanje enega vecera
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in noci v taboriscu, kjer se avtorski pripovedovalec skupaj s sojetniki pogovarja
o aktualnih dogodkih. Zgodba se zatem prevesi na pripovedovanje enega izmed
jetnikov o Klavori in njeni usodi. Predstavljena je kot pogumna revolucionarka, ki
se upre okupatorju. Kljub zasliSevanju in strahotnemu mucenju ne izda svojih to-
vari§ev, molce prestaja Zalitve in udarce ter je zvesta narodnoosvobodilnemu boju.
Taksna ostane vse do samega konca, ko junasko in brez zavezanih oci gleda vojake
z nabitimi puskami pred streljanjem vanjo (Potr¢ 2024: 113-114).

V kurirski karavli (1946)

Novela V kurirski karavli je bila napisana na Rogu leta 1944, objavljena pa v Ko-
ledarju OF leta 1946. Gre za retrospektivni opis dogodkov med drugo svetovno
vojno (Debeljak, 2023: 143). Zgodba se odvija na Primorskem, kjer avtorski pri-
povedovalec sodeluje v pogovoru med partizani, ki se kasneje prelevi v prepir.
Pogovor se nanasa na dva partizana, Ronka in Tilko, ki sta tudi glavna protagonista
novele. Ronko je predstavljen kot pozitiven junak, heroj, Tilka pa kot negativen lik,
izdajalec. Zgodba se kljub smrti Ronka zakljuci pozitivno, z vero v lepso in boljso
prihodnost.

Cez Dravo (1946)

Novela Cez Dravo je bila objavljena leta 1946 v zbirki Kocarji in druge pove-
sti (Debeljak, 2023: 159). Zgodba se po predvidevanjih Debeljakove (2023: 142)
odvija v okolici Ptuja leta 1943, leto po tem, ko sta bila ubita aktivista Lacko in
Osojnik. Pripoveduje o hlapcu Tincku, ki se je skupaj s kurirjem skrival v lo¢ju na
brezini Drave. Tince globoko v sebi obzaluje, da je sodeloval z okupatorjem. Po
smrti Lacka in Osojnika je sprevidel svoje zmotno prepri¢anje in postal partizan.
Odloc¢il se je mascevati smrt tovariSev in se odlo¢no uprl nasprotnikom. Konec no-
vele je izrazito pozitiven, poln upanja na boljSo prihodnost.

Grob v Gradcu (1946)

Novela Grob v Gradcu je bila leta 1946 objavljena v Ljudski pravici. Velja za eno
najbolj grozljivih Potré¢evih novel, kjer je pisatelj osebno trpljenje in ¢as v taboriscu
povezal s trpljenjem protagonistov. V ospredje je postavil individualno zgodbo Zen-
ske protagonistke, njeno usodo v vojnem absurdu in se nekoliko odmaknil od samega
zgodovinskega dogajanja (Debeljak 2019: 162). Zgodba pripoveduje o pretresljivi
usodi starke Pecetove, ki se leta 1942 po prestajanju kazni v taboriS¢u na severu



Upor in njegovi odmevi v slovanskih jezikih in literaturah 143

Nemcije vrne domov. Snov za novelo so po predvidevanjih bili aktualni dogodki v
Gradcu iz leta 1942, kjer je Potr¢ deloval kot politi¢ni aktivist. Peetova je neumorno
iskala grob sina, ki je bil partizan in so ga ubili Nemci. Naposled je na pokopaliscu v
Gradcu, kjer so bili pokopani neznani, nasla grob, v katerem je bil najverjetneje poko-
pan njen sin. Tja so Nemci odvazali trupa ubitih Stajerskih partizanov in civilistov, da
bi zabrisali sledi za svojimi zlo¢ini. Novela se zakljuci pozitivno, s sklepno mislijo,
da je treba zaradi spomina na vse tiste, ki so umrli, vztrajati pri Zivljenju in premagati
sovraznika (Potr¢ 2024: 116-117).

Komisarka (1949)

Novela Komisarka je bila objavljena leta 1948 v Novih obzorjih. Zgodba se od-
vija leta 1943 na Primorskem. Gre za ideoloSko pripoved z glavno protagonistko
Toncko, po kateri novela nosi tudi ime. Toncka je komisarka ali politdelegatka in
boju predana partizanka. Skupaj s partizanom Sokolom se odpravi resit izgubljeni
mitraljez in svoje Zivljenje tvega za skupno dobro. Tonc¢ka je odlo¢na in zaverovana
v moc¢ tovaristva. Za dosego zmage je pripravljena zatreti lastna ¢ustva. Deluje kot
izjemno pozitivni in heroicni lik (Potr¢ 2024: 115). Novela velja za posebnost v
partizanski prozi Potr¢a. Deluje izjemno tendencno, saj se tretjeosebni pripovedo-
valec identificira s Toncko in preko nje poudarja pomen partizanskih vrednot, kot
so tovaristvo in skupen boj za zmago nad okupatorjem (Debeljak 2019: 135).

Analiza vojnega besedja v izbranih novelah

V Studiji smo se posvetili analizi vojnega besedja izbranih Potrcevih novel. Pre-
gledani so bili vsi temeljni viri, nato pa smo zbrane lekseme klasificirali po raz-
liénih kriterijih. Po obliki smo jih razdelili na enobesedne in vecbesedne lekseme
ter kratice. Po funkciji smo lekseme klasificirali glede na besedno vrsto. Primerjali
smo pogostost rabe posameznih leksemov. Nazadnje smo s pomocjo Slovenskega
etimoloskega slovarja proucili Se izvor besed, in sicer ali so besede domace ali
prevzete iz drugih jezikov.

Najvec¢ leksemov, povezanih z vojno in vojasko tematiko, smo nasli v noveli Po-
doba Slavke Klavora, in sicer 88 besed oziroma besednih zvez. Tej noveli so sledile
novela Komisarka s 64 razli¢nimi besedami oziroma besednimi zvezami, novela V'
kurirski karavli s 57 razliénimi besedami oziroma besednimi zvezami in novela Cez
Dravo s 43 razlicnimi besedami oziroma besednimi zvezami. Najmanj leksemov,
povezanih z vojno in vojasko tematiko, smo nasli v noveli Grob v Gradcu, in sicer
le 10 besed oziroma besednih zvez.
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Analiza vojnega besedja po obliki

V analizi vojnega besedja po obliki smo lekseme razdelili na enobesedne in vecbe-
sedne lekseme ter kratice.

Ugotovili smo, da dve od petih novel vsebujeta le enobesedne lekseme, in sicer V'
kurirski karavli ter Grob v Gradcu. V ostalih treh novelah je bil odstotek enobe-
sednih leksemov zelo visok — Podoba Slavke Klavora (94 %), Cez Dravo (93 %)
in Komisarka (92 %). V teh novelah smo nasli tudi nekaj vecbesednih leksemov.
V noveli Podoba Slavke Klavora so 3 % leksemov predstavljali dvobesedni lekse-
mi, sestavljeni iz pridevnisSke in samostalniske besede, ter 3 % trobesedni leksemi,
sestavljeni iz glagola, predloga in samostalniske besede. V noveli Komisarka tro-
besednih leksemov nismo nasli, je pa bilo zaslediti 8 % dvobesednih leksemov,
sestavljenih iz dveh samostalniSkih besed (3 %) ter pridevniske in samostalniske
besede (5 %). V noveli Cez Dravo so bili vsi dvobesedni leksemi (7 %) sestavljeni
iz pridevniske in samostalniske besede. V nobeni izmed analiziranih novel nismo
nasli kratic.

Podoba Slavke | V kurirski ka- | Cez Dravo Grob v Gradcu | Komisarka
Klavora (1945) | ravli (1946) (1946) (1946) (1949)

enobes.: 94 %
dvobes.: 3 %
PB + SB
trobes.: 3 %
glagol

+ predlog + SB

kratice: /

enobes.: 100 %

kratice: /

enobes: 93 %
dvobes: 7 %
PB + SB

kratice: /

enobes.: 100 %

kratice: /

enobes.: 92 %
dvobes.: 8 %

SB +SB: 3%
PB+SB:5%

kratice: /

Tabela 1: Analiza vojnega besedja po obliki. Oznaka enobes. oznacuje enobesedni leksem,
dvobes. dvobesedni leksem, trobes. trobesedni leksem. Kratica SB oznacuje samostalnisko
besedo, PB pridevnisko besedo.

Analiza vojnega besedja po funkciji

Po funkciji smo lekseme klasificirali glede na besedno vrsto, in sicer na samostal-

niske besede, pridevniske besede, glagole ter prislove.

V vseh novelah je bilo najve¢ leksemov, povezanih z vojno in vojasko tematiko,
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odstotek glagolov je bil v noveli Komisarka (17 %). Pridevniske besede so bile ve-
¢inoma zastopane v manjsem odstotku — Komisarka (8 %), Podoba Slavke Klavora
(9 %), Grob v Gradcu (10 %), Cez Dravo (12 %), V kurirski karavli (13 %). V le
eni noveli smo nasli prislov, povezan z vojno in vojasSko tematiko (Podoba Slavke
Klavora).

Podoba Slavke | V kurirski ka- | Cez Dravo Grob v Gradcu | Komisarka
Klavora (1945) | ravli (1946) (1946) (1946) (1949)

sam. bes. (SB):
59 %

prid. bes. (PB):
9%

prislov: 1 %

glagol: 31 %

sam. bes. (SB):

75 %

prid. bes. (PB):

13%
prislov: /

glagol: 30 %

sam. bes. (SB):
63 %

prid. bes. (PB):
12 %

prislov: /

glagol: 25 %

sam. bes. (SB):
70 %

prid. bes. (PB):
10 %

prislov: /

glagol: 20 %

sam. bes. (SB):
75 %

prid. bes. (PB):
8 %

prislov: /

glagol: 17 %

Tabela 2: Analiza vojnega besedja po funkciji. Kratica SB oznacuje samostalnisko besedo, PB
pridevnisko besedo.

Analiza vojnega besedja po izvoru

Glede na izvor smo enobesedne lekseme razdelili na dve skupini, in sicer na do-
mace in prevzete besede. Pri vec¢besednih leksemih smo primerjali izvore posame-
znih besed, iz katerih so sestavljeni. Pri prevzetih besedah smo kot temelj prevze-
manja upoStevali prvi zapisani jezik, naveden v Slovenskem etimoloskem slovarju,
kljub temu da so bile dolo¢ene besede primarno prevzete iz drugih jezikov. Primeri
takSnih besed so:

— dezerter, pistola, bomba, karabiner, mobilizirati, municija, uniforma, patro-
la, rekrutirati, Zandar (prevzeto prek nemscine iz francoscine),

—  komandir, komandant, bandit, raketa (prevzeto prek nemscine iz italijanscine),
—  kurir, kurirski (prevzeto prek nemscine in francoscine iz italijansc¢ine),
— partizan, partizanski (prevzeto prek hrvascine iz francoscine).

Kjer je bil prevzem besede mozen prek vec jezikov, smo upostevali prvi navedeni
jezik:
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— akcija (prevzeto prek nemscine, francoscine, anglescine),

—  kurir, kamerad (prevzeto prek nemscine in francoscine iz italijanscine),

— baraka (prevzeto prek nemscine, italijanscine in francoscine iz Spanscine),
— kasarna (prevzeto prek hrvascine, srbs¢ine in nemscine iz francoscine).

Za taksSen nacin upostevanja prevzemanja smo se odlocili, ker gre za besedisce, ki
je bilo aktualno v ¢asu druge svetovne vojne in ga je Potr¢ neposredno vnasal v
svoja dela. Ceprav so dologeni leksemi prevzeti iz ve¢ jezikov, smo pri analizi upo-
Stevali zadnji vir prevzemanja. Cilj nase Studije ni bil natan¢no analizirati poteka in
Casa prevzemanja izbranega leksema, ampak le primerjati, kolikSen delez leksemov
je izvorno domacih, kolikSen pa prevzetih ter iz katerega jezika so predvidoma
prevzeti glede na Slovenski etimoloski slovar. S tem smo se izognili tudi ponavljan-
ju istih besed pri vec jezikih, kar nam je omogocilo dolociti jasne deleze izvorov
besed. Pri nekaterih leksemih smo upostevali doloCanje izvora po analogiji glede na
koren leksema (partizan, partizanski, partizanstvo).

Najve¢ domacih enobesednih leksemov smo nasli v noveli Grob v Gradcu (90 %).
Primeri teh leksemov so wjetnik, ustreliti, vojna, zrtev. Le 10 % besed je bilo prevze-
tih, natan¢neje iz nemskega jezika (krematorij). Prav tako smo visok deleZ domacih
enobesednih leksemov nasli v novelah Podoba Slavke Klavora (62 %) in V kurirski
karavli (59 %). Primeri teh leksemov so borba, domovina, premagati, strelec (Podo-
ba Slavke Klavora) in bolnicar, ceta, orozje, smrt, vojna (V kurirski karavii). Ostale
besede so bile prevzete iz razlicnih jezikov — nemscine (dezertirati, pistola), hrvasci-
ne (partizan, jekniti, kasarna), cescine (taborisce, strojnica), francosCine (mitraljez,
Sarzer) in italijansCine (bataljon). Visji delez prevzetih leksemov smo prepoznali v
novelah Cez Dravo (60 %) in Komisarka (50 %). Po raznolikosti jezikov, iz katerih
so bile besede prevzete, izstopata noveli Komisarka in V kurirski karavli, saj najdemo
prevzete besede iz kar vseh petih, prej omenjenih jezikov. Ugotovljeno je bilo, da je

delez prevzetih besed je iz ¢eskega (do 2 %) in italijanskega jezika (do 5 %).

V novelah Podoba Slavke Klavora in Komisarka so bili poleg enobesednih lekse-
mov najdeni tudi dvobesedni (Zidovska baraka, komandant bataljona, partizansko
tovaristvo) in trobesedni leksemi (oditi pod kroglo, obsojen na smrt), povezani z
vojno tematiko. Glede na izvor smo lekseme razdelili na dve skupini, in sicer na
tiste, kjer so besede istega izvora, ter tiste z besedami razli¢nih izvorov. V noveli
Komisarka je bil en dvobesedni leksem sestavljen iz dveh besed istega izvora (be-
sedi prevzeti iz nemsc¢ine). Ostali dvobesedni leksemi so bili sestavljeni iz besed
razli¢nih izvorov (nemscine, italijans¢ine, hrvasc¢ine ali domacega izvora). V noveli
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Podoba Slavke Klavora sta bila dvobesedna leksema (67 %) sestavljena iz dveh be-
sed istega izvora (obe besedi domacega izvora). En dvobesedni leksem je bil sesta-
vljen iz besed razli¢nih izvorov (prva beseda domacega izvora, druga iz nemscine).
Dva trobesedna leksema sta bila sestavljena iz dveh besed istega (domacega) izvora
in predloga, en trobesedni leksem pa je bil sestavljen iz ene besede domacega izvo-
ra, druge prevzete iz nemskega jezika in predloga.

Kot posebnost med prevzetimi leksemi lahko izpostavimo samostalniski besedi
mavzerka in breda. Ceprav nobene izmed teh besed ne moremo najti v Slovenskem
etimoloskem slovarju, je mogoce dolociti njun izvor. Beseda mavzerka je prevzeta
iz nemscine, saj gre za prilagojen izraz imena nemske tovarne Mauser, ki je izde-
lovala znamenite puske, ki so jih uporabljali v vojaskih spopadih od 19. stoletja
naprej (Orozni slovar, spletni vir).® V slovenskem prostoru se je izraz mavzerka ali
mavzerica uveljavil kot splo$no ime za dolgo repetirno pusko Mauser, ki je bila pril-
jubljena zlasti v obdobju prve in druge svetovne vojne (Martin¢i¢ 2021: 7). Leksem
najdemo v Slovarju slovenskega knjiznega jezika pod izrazom mavzerica.” Beseda
breda® je bila prevzeta iz italijan$¢ine, saj gre za skrajSan izraz imena italijanske
tovarne orozja Breda (Societa Italiana Ernesto Breda per Costruzioni Meccaniche),
ki jo je v Milanu leta 1886 ustanovil inzenir Ernesto Breda. Izdelovala je razli¢ne
vrste orozja, vkljucno s tezkimi strojnicami in lahkimi topovi, ki so jih uporabljali
predvsem v drugi svetovni vojni (Martin¢i¢ 2021: 11). V slovenskem prostoru se je
izraz breda uveljavil kot poimenovanje za tezko strojnico ali lahki top, ki je bil po-
gosto uporabljen v Casu prve in druge svetovne vojne. Leksem najdemo v Slovarju
slovenskega knjiznega jezika pod izrazom breda. Izkaze se, da gre v obeh primerih
leksemov (mavzerka, breda) za poimenovanje orozja po proizvajalcu, kar je pogost
pojav na podrocju vojaske terminologije.

6 Orozni slovar navaja izraz mavzerica za pusko (tudi pistolo) nemske tovarne Mauser ali njene priblizke.

7 Beseda mavzerica je v slovarju zavedna kot beseda z vojaskega podrocja in oznacuje pusko repetirko, nemske
proizvodnje.

8 Beseda breda oznacuje tezko strojnico ali lahki top italijanskega izvora.
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Podoba ..
Slavke IZII:Z:ZSM Cez Dravo g:zzc‘; Komisarka
Klavora (1946) (1949)
(1945) (1946) (1946)
domace:
61 % domace:
domace: domace: 47 %
prevzete: 61 % 40 %
33 9, . prevzete:
prevzete: prevzete: domace: 53 9,
NEM: 31 % |39 % 60 % 90 %
NEM: 22 %
ENO | HRV: 1% | NEM: 21 % | NEM: 50 % | prevzete:
Lo 10 % HRV: 17 %
CES: 1% HRV:11% | HRV: 8 %
NEM: 10 % | FRA: 7 %
nedolo¢eno: | FRA: 7 % ITA: 2 %
ITA: 7%
6 % .
CES: 1%
enak izvor: enak izvor:
0 :
67 % 20 %
DVO razli¢en .
vor- razli¢en
3 0/' izvor: 80 %
0
enak izvor:
67 %
TRO razli¢en
izvor:
33 %

Tabela 3: Analiza vojnega besedja po izvoru. Kratica ENO oznacuje enobesedne lekseme,
DVO dvobesedne lekseme, TRO pa trobesedne lekseme. Ostale kratice oznacujejo jezike,
prek katerih je potekalo zadnje prevzemanje v slovenski jezik: iz nemscine (NEM), hrvascine
(HRV), &eicine (CES), francoi¢ine (FRA), italijani¢ine (ITA).

Analiza vojnega besedja po pogostosti

Novele smo med seboj primerjali tudi glede na pogostost pojavljanja posameznega
vojnega besedja. Ugotovili smo, da se v vseh treh novelah najpogosteje pojavljajo
samostalniske besede. V noveli Podoba Slavke Klavora je to beseda gestapovec
(20 ponovitev), v noveli V Kurirski karavli beseda mitraljez (17 ponovitev), v no-
veli Cez Dravo beseda kurir (32 ponovitev), v noveli Grob v Gradcu beseda smrt
(3 ponovitve) in v noveli Komisarka beseda mitraljez (34 ponovitev). Na drugem



Upor in njegovi odmevi v slovanskih jezikih in literaturah 149

mestu po pogostosti so pri vecini novel ponovno samostalniske besede (bolnicar v
V kurirski karavli, raketa v Cez Dravo, partizan v Komisarka). V noveli Podoba
Slavke Klavora je to glagol streljati, v noveli Grob v Gradcu si pa drugo mesto po
pogostosti delita samostalniski besedi krematorij in pridevniska beseda ustreljen.

Podoba 1]
Slavke l‘;’;::;?kl Cez Dravo g:zl;dc‘; Komisarka
glg:g;‘a (1946) (1946) (1946) (1949)
gestapovec | mitraljez . mitraljez
1. (20x) (17x) kurir (32x) | smrt (3x) (34x)
krematorij
streljati bolnicar (2x), partizan
Z sy (10x) raketa (14%) | Coelien | (27%)
(2x)
baraka patrola vse ostale y
3. (11x) karavila (7x) (12%) besede ceta (18x)

Tabela 4: Analiza vojnega besedja po pogostosti. Z oznako x oznacujemo, koliko krat se je
beseda ponovila v posamezni noveli.

Povezava s sodobno vojasko terminologijo

Nazadnje smo proucili Se, katero vojasko besedje, ki ga je Potr¢ uporabljal v svojih
novelah, se nahaja v Slovarju obrambno-vojaske terminologije MOterm. Med
iskanjem po terminoloskem slovarju je bilo veliko besed treba izlo¢iti, kljub temu
pa smo opazili, da je nekaj leksemov iz Potrc¢evih novel danes v rabi kot sodobni
vojaski termin. Najve¢ leksemov smo nasli iz novele Komisarka, in sicer 13, kar
predstavlja 20 % vseh prvotno izbranih leksemov. Ta novela je po svojem nastanku
najmlajSa. V noveli Podoba Slavke Klavora smo nasli 10 leksemov, kar predstavlja
11 % vseh prvotno izbranih leksemov. Enako Stevilo leksemov smo nasli iz novele
V kurirski karavli, kjer pa je delez od vseh prvotno izbranih leksemov nekoliko
visji (18 %). V noveli Cez Dravo smo prepoznali 8 leksemov, ki so vojaski termini,
kar predstavlja 19 % prvotno izbranih leksemov. Najmanj leksemov, ki bi se hkrati
nahajali v terminoloSkem slovarju, smo nasli iz novele Grob v Gradcu (3 leksemi),
kar predstavlja 30 % vseh leksemov. Vecina leksemov je glede na besedno vrsto
samostalniskih besed (oroZje, bataljon, ceta, bomba, vojna, straza), najden pa je bil
tudi en glagol (kriti).
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ganda, puska,
strazar, stre-
lisce, streljan-
Jje, taborisce,
vojak, vojna,
zaseda

bataljon, ceta,
kriti, ogenyj,
orozZje, polozaj,
strazar, strel,
streljanje,
vojna

bataljon, ceta,
kriti, ogenyj,
orozje, polozaj,
strazar, strel,
streljanje,
vojna

strelisce, voj-
na, zrtev

Podoba Slavke | V kurirski ka- | Cez Dravo Grob v Gradcu | Komisarka
Klavora (1945) | ravli (1946) (1946) (1946) (1949)
orozZje, propa- akcija, bom-

ba, ceta, kriti,
orozje, puska,
straza, strel,
streljanje, ta-
borisce, vod,
vojska, zaseda

Tabela 5: Besede iz novel, za katere smo ugotovili, da so tudi sodobni vojaski termini.

Ugotovitve

V §tudiji smo ugotovili, da so Potréeve novele z vidika rabe vojnega in vojaskega
besedja izjemno bogate in raznolike. V vseh izbranih novelah je moc¢ najti samo-
stalniSke in pridevniSke besede ter glagole, v nobeni pa ni bilo kratic. V novelah
V kurirski karavli in Grob v Gradcu najdemo le enobesedne vojne in vojaske le-
kseme, medtem ko v novelah Cez Dravo in Komisarka najdemo tudi dvobesedne
lekseme, v noveli Podoba Slavke Klavora pa celo trobesedne lekseme. Vecbesedni
leksemi so po svoji sestavi razgibani — najdemo skupek dveh samostalniskih besed,
pridevniske in samostalniSke besede, ter v primeru trobesednih leksemov skupek
glagola, predloga in samostalniSke besede.

Glede na besedno vrsto je najvec leksemov, povezanih z vojno in vojasko tematiko,

oo

evee

odstotek glagolov. Pridevniske besede so bile zastopane v manjSem odstotku. Po
raznolikosti besednih vrst najbolj izstopa novela Podobe Slavka Klavora, saj smo
v njej nasli tako samostalniske in pridevniske besede, glagole kot tudi prislov, po-
vezan z vojno tematiko.

Najvec enobesednih domacih leksemov smo nasli v noveli Grob v Gradcu, najvec
enobesednih prevzetih leksemov pa v noveli Cez Dravo. Z vidika izvorov besed
sta noveli Komisarka in V kurirski karavli najbolj pestri, saj najdemo tako domace
kot prevzete besede, slednje iz Stevilnih jezikov (nemscine, hrvascine, francoscine,
italijanS¢ine in ¢escine). Prav tako so izvorno bogati tudi vecbesedni leksemi. Nasli
smo nekaj vecbesednih leksemov, katerih besede so istega izvora (mobilizacijska
akcija, obsojen na smrt), in nekaj leksemov, sestavljenih iz besed razlicnega izvo-
ra (bataljonski stab, partizansko tovaristvo). Zanimiva leksema sta tudi breda in
mavzerka, ki ju sicer ne moremo najti v Slovenskem etimoloskem slovarju, a gre za
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izraza, ki sta bila v slovenski jezik prevzeta prek imen proizvajalcev orozij, upora-
bljenih v ¢asu prve in druge svetovne vojne.

Iz pogostosti pojavljanja posameznih vojnih leksemov opazimo, da se najpogosteje
pojavljajo samostalniske besede, kar je mocno povezano s tematiko posamezne no-
vele. Na primer, v noveli Podoba Slavke Klavora so najpogosteje zastopani leksemi
gestapovec, streljati in baraka. Ce povzamemo, novela Podoba Slavke Klavora
govori o dekletu Slavki, ki je bila odpeljana s strani okupatorja (oznacen kot gesta-
povec) in na koncu ustreljena, zgodbo o njej pa so si pripovedovali jetniki v baraki
koncentracijskega taborisca. Na podoben nacin lahko osnovno zgodbo novele pre-
poznamo tudi iz najpogosteje zastopanih besed drugih novel. Slednje nam nakazuje
na to, da je Potr¢ premiSljeno in z izbranim besedjem osvetlil kljucne tematske
poudarke vsake novele. Raba vojnega in vojaskega besedja ni nakljuc¢na, temvec
sluzi kot stilisti¢no in vsebinsko orodje za krepitev avtenti¢nosti pripovedi. Potr¢
na takSen nacin ne le informira bralca o dogajanju, temvec¢ ga Custveno vplete v
dojemanje usode likov. Potr¢eva izbira besed tako odraza njegovo osebno izkusnjo
vojne, hkrati pa prispeva k realisticnem prikazu vojnih razmer in takratnega Casa.

Ob pregledu leksemov izbranih Potrcevih novel v Slovarju obrambno-vojaske ter-
minologije MOterm opazimo, da se nekateri leksemi danes uporabljajo kot sodobni
vojaski termini. Z izrazom sodoben vojaski termin smo oznacili besede, ki se naha-
jajo tako v Slovarju slovenskega knjiznega jezika, ki je veljaven normativen slovar
slovenskega jezika, kot tudi v specializiranem vojaSkem terminoloskem slovarju
MOterm, kjer so zbrani strokovni izrazi, ki so v rabi v sodobnem vojaskem diskur-
zu. S tem smo zeleli ugotoviti, katero besedje iz Potrcevih novel je Se vedno del
aktualne vojaske terminologije in katero je vezano izklju¢no na obdobje druge sve-
tovne vojne. To ne pomeni, da nekateri leksemi niso rabljeni v sodobnem sloven-
skem jeziku, temve¢ da jih ne obravnavamo kot sodobne vojasSke termine. Primer
je leksem fasisticen, ki je bil v Potr¢evih novelah pogosto rabljen za prezentacijo
vojnega dogajanja. Ceprav gre za besedo, ki ima zelo Sirok pomen in je pogosto v
rabi tudi v sedanjem Casu, ne gre za vojaski termin, ki bi ga nasli v vojaSkem termi-
noloskem slovarju. Taks$ne besede smo izlo€ili. S primerjalno analizo smo ugoto-
vili, da je vecina terminov glede na besedno vrsto samostalniskih besed in da se jih
najveC pojavi v noveli Komisarka, ki je tudi najmlajsa glede na nastanek. Sledita ji
noveli Podoba Slavke Klavora in V kurirski karavli.

V nadaljevanju smo najdene lekseme razdelili v tri skupine. Prvo skupino zaje-
majo besede, ki spadajo med sodobne vojaske termine in jih najdemo v Slovarju
obrambno-vojaske terminologije MOterm. Taks$ne besede so bataljon, boj, bom-
ba, ceta, orozje, propaganda, puska, raketa, strazar, strel, streljati, taborisce, vod,
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vojak, vojna, zaseda. V drugo skupino uvrs¢amo besede, ki so specificno vezane na
obdobje druge svetovne vojne in jih danes ne uporabljamo ve¢ na podrocju voja-
Ske terminologije. Primeri takSnih besed so fasisticni, gestapo, tovaris, tovaristvo,
triglavka, partizan, partizanstvo, rajh, svab. V tretjo skupino uvrs¢amo besede, ki
so posredno povezane z vojno tematiko in v sploSnem nimajo tematske povezave
izklju¢no z vojsko in vojno. Primeri taksnih besed so domovina, mucenje, pasti,
pobijati, ranjen, smrt, tolci, ujetnik, umreti, uniforma, zadeti, zmagati. Slednja ugo-
tovitev nam nakazuje na pomen razumevanja jezikovnih sprememb, kar se odraza
na nacin, da se nekateri izrazi ohranjajo in prilagajajo sodobnim potrebam, medtem
ko drugi postopoma izginjajo iz aktivne rabe.

Sklep

Ivan Potr¢ (1913—-1993) je v novelah, ki so iz§le med letoma 1945 in 1949, tematizi-
ral dogodke druge svetovne vojne. Novele skozi izbrano rabo vojnega in vojaskega
besedja in podprto z osebno izku$njo prezentirajo dogajanje vojnega Casa. Potr¢ je
v ospredje postavil usode posameznikov, mo¢no zaznamovane z vojnimi dogodki.
Gre za tendencno literaturo, ki bralca nagovarja k uporu zoper okupatorja ter spod-
buja partizanske vrednote, kot so tovari§tvo, zaupanje, medsebojna pomoc¢ in skrb
za domovino.

V studiji smo se osredotocili na analizo vojnega in vojaskega besedja izbranih Po-
tréevih novel. Vojno besedje smo klasificirali po obliki, funkciji glede na besedno
vrsto, izvoru in pogostosti. Ugotovili smo, da se vojno in vojasko besedje najpogo-
steje pojavlja v kombinaciji z opisi vojnih grozot, pogosto se nanasa na partizansko
tematiko, upor in revolucijo. V novelah prevladujejo enobesedni samostalniski le-
ksemi, ki tematsko odraZajo vsebino posameznih novel. Potr¢ uporablja tako do-
mace kot prevzete lekseme, kar kaze na vplive SirSega kulturnega in zgodovinskega
konteksta.

Poleg tega primerjava vojnega besedja s termini iz terminoloskega slovarja za po-
drocje vojske in obrambe MOterm kaze, da se doloceni leksemi $e danes uporablja-
jo kot sodobni vojaski termini, medtem ko so drugi leksemi rabljeni zgolj v zgodo-
vinskem kontekstu druge svetovne vojne. Slednje potrjuje, da Potréeve novele ne
le dokumentirajo vojnega dogajanja, temve¢ imajo pomembno vlogo pri razvoju
in ohranjanju vojnega besedja v sodobnem jezikoslovju, saj je doloeno besedje
aktualno tudi za sodoben cas.
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SUMMARY

Ivan Potr¢ was a Slovene writer, playwright, journalist, and editor, who lived from 1913 to
1993. Although he is renowned in Slovenia and beyond for various literary genres, his novellas
represent the pinnacle of his creative work. In this paper, we discuss Potr¢’s novellas, which
were written in the early post-war years, between 1945 and 1952. These novellas reflect the
social and cultural conditions of post-war Slovenian area and the political regimes of that time.
We conducted a detailed linguistic analysis of the war vocabulary in five of Potr¢’s post-war
novellas: Podoba Slavke Klavora (1945), V kurirski karavli (1946), Cez Dravo (1946), Grob
v Gradcu (1946) and Komisarka (1949). Utilizing the Dictionary of the Slovenian Literary
Language, the Slovenian Spelling Dictionary, and the Slovenian Etymological Dictionary, we
classified the war vocabulary of the selected novellas according to their form (one-word, multi-
word lexemes or abbreviations), function by word type and origin (native, borrowed). Based
on the frequency and usage of the vocabulary, we compared the novellas with each other. The
analysis reveals that the writer highlighted the consequences of the war through the selected
vocabulary. War-related terms frequently appear in combination with description of war hor-
rors, often intensified by graphic scenes of — violent death, torture, and suffering. The content of
war vocabulary often pertains to partisan themes, rebellion, and revolution. In some novellas,
the vocabulary is also heavily influenced by the time Potr¢ spent in the Mauthausen concentra-
tion camp. We also examined the selected war lexemes using the multilingual terminologi-
cal dictionary for the field of military and defence MOterm. Our aim was to compare the war
vocabulary of Potr¢’s novellas, written shortly after the World War II, with modern military
terminology and identify any potential parallels. We found that certain lexemes from the war
vocabulary are used as contemporary military terms, while others are confined to the historical
context of the World War II.
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Parodija kot sredstvo upora: Psovka Janka
Polica Kamova

Prispevek skusa preseci tradicionalno pojmovanje parodije kot literarnega zanra in na podla-
gi spoznanj sodobne teorije parodije ponuja interpretacijo parodije kot oblike upora ne samo
znotraj literature, ampak tudi na ravni druzbenega zivljenja, predvsem na primeru dela Pjesma
nad pjesmama hrvaSkega pesnika Janka Poli¢a Kamova. Uvodoma so predstavljene druzbeno-
-politi¢ne okolis¢ine Kamovega zivljenja in dela ter njegovo mesto znotraj hrvaske moderne,
nato pa je v drugem delu prispevka na podlagi Bahtinove teorije karnevalskosti in sodobnega
pojmovanja parodije prikazana moznost njene rabe kot sredstvo subverzivnega upora.

Kljucne besede: parodija, Janko Poli¢ Kamov, hrvaska moderna, karnevalskost, subverzivnost
Parody as a means of rebellion: Janko Poli¢ Kamov’s Curse

The paper tries to go beyond the traditional conception of parody as a literary genre and, based
on the findings of modern parody theory, offers an interpretation of parody as a form of resi-
stance not only within literature, but also at the level of society, especially on the example of
the work Song of songs by the Croatian poet Janko Poli¢ Kamov. In the introduction, the socio-
-political circumstances of Kamov’s life and work and his place within Croatian modernity are
presented, and then in the second part of the paper, based on Bakhtin’s theory of carnivalesque-
ness and the modern conception of parody, the possibility of its use as a means of subversive
rebellion is shown.

Keywords: parody, Janko Poli¢ Kamov, Croatian modern, carnivalesque, subversiveness

1 Druzbeno-politi¢ne okolis¢ine

Avstro-ogrska nagodba (1867) je z uvedbo dualizma razdelila avstrijsko cesarstvo
na dve delno samostojni celoti!, kar predstavlja zacetek nove drzave, Avstro-Ogr-
ske. Z delitvijo na dva dela je bil razdeljen tudi hrvaski narod: Hrvaska in Slavonija
sta pripadli Ogrski (t. 1. Translajtanija), medtem ko sta Dalmacija in Istra padli pod
Avstrijo (t. i. Cislajtanija). Prebivalci avstrijskega dela monarhije so uzivali pravi-
ce, izborjene v letu 1848: poleg sploSnih drzavljanskih pravic sta bili to Se pravica
do narodnosti in jezika ter enakopravnost jezikov v narodno meSanih okoljih. Med-
tem je bil polozaj pod ogrsko nadvlado povsem drugacen: Madzari so Hrvatom

1 Novoustanovljena dela drzave sta imela skupno zunanjo politiko, vojsko in finance za skupne zadeve.
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prepuscali samo majhno pokrajinsko avtonomijo, obmocje pa je bilo financno in
politi¢no povsem odvisno od Ogrske. Pritiski so se v naslednjih letih samo Se sto-
pnjevali, vrhunec pa dosegli v ¢asu banovanja zloglasnega Khuena Hédervaryja.
(Goldstein 2008: 154—158)

Cas hrvaske moderne deloma sovpada z dvajsetletno vlado omenjenega bana
(1883—1903). Obdobje njegove oblasti velja za eno najtemne;jsih obdobij v hrvaski
politi¢ni zgodovini (Sicel 1978: 36), ki ga je zaznamovala nenehna politi¢na napetost
in totalna nemo¢ hrvaske opozicije (Goldstein 2008: 172). Prva in glavna tocka
Hédervaryjevega politi¢nega programa je bilo popolno podjarmljenje Hrvaske po
nacelu divide et impera: ze v prvih letih banovanja je uspesno strl vsakrSen odpor,
nato pa povsem paraliziral hrvasko opozicijo v saboru?, k ¢emur je pripomogla
tudi neenotnost domacih strank. To je bil nespokojen ¢as, poln brezperspektivnosti,
saj sta bili hrvaska nacionalna in ekonomska integriteta nenehno ogrozeni. Khuen
je kot neomajni vladar vodil povsem kolonizatorsko politiko: na oblast je namre¢
priSel ravno v €asu, ko so Sibko zastavljen dualizem zaceli krhati nacionalni odpori
manjsSih narodov znotraj Avstro-Ogrske, hkrati pa so se Ze zacele kazati nacio-
nalisti¢ne teznje vecjih evropskih narodov, ki so staro celino nato pripeljale do
prve svetovne vojne. V luci tega je tudi sam zacel izvajati postopno madzarizacijo
Hrvaske in Slavonije. Ze na zadetku svojega banovanja je zgradil birokratski apa-
rat, ki se je razsiril v vse sfere druzbenega Zivljenja. UradniStvo je bilo povsem
skorumpirano, Hédervaryjevi nasprotniki pa so v takSnih razmerah nemudoma po-
stali Zrtve reZzima. Kdor se v teh ¢asih ni pokoril, je bil brez€utno zatrt in izlocen iz
druzbe. (Sicel 1978: 36-39)

V tak$nih druzbeno-politicnih okoliS¢inah je hrvasko mes€anstvo zapadlo v glo-
boko krizo. Pesimizem se je zazrl v vse pore intelektualnega sloja, strah pred rezi-
mom je povzroc¢il, da so bili ljudje nezaupljivi celo do svojih najblizjih. Starejsa in
srednja generacija mescanov je postala tako zamorjena, da resitve iz te situacije ni
mogla niti slutiti, kaj Sele videti, kar je vodilo v postopno resignacijo in zatekanje
h kartam in vinu. Knjizevnikom je bilo v tem ¢asu onemogoceno, da bi ziveli od
pisanja, kaj Sele, da bi odpotovali v svet. Materialne skrbi so pustile sledi na obrazu
tedanje literature, polozaj pa je samo Se poglobila apati¢nost in nezainteresiranost
publike. (Sicel 1978: 37-38) Hrvaska je bila v tem &asu, kakor je nekaj let kasneje
zapisal Kamov, grobiste dusa (Kamov 1956: 72).

Vec kot desetletno politicno apatijo starejSega mescanstva je koncalo leto 1895.
Konec tega leta je namre¢ na slavnostno otvoritev novozgrajene stavbe Hrvaske-
ga narodnega gledalis¢a v Zagrebu prisel tudi sam cesar Franc Jozef I. Njegovo

2 Stevilo poslanskih mest opozicije v saboru je v obdobju 1884-1902 padlo z 41 na 8!
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prisotnost v mestu so izkoristili Studenti, najmlajsi sloj inteligence, ki so v znak
protesta proti nacionalisti¢ni politiki Hédervaryja na JelaCi¢evem trgu zaZzgali ma-
dzarsko zastavo. To simbolicno dejanje predstavlja preobrat v politicnem in du-
hovnem zivljenju Hrvaske: v ospredje je zdaj stopila mlada generacija, ki je bila
zaradi svojega dejanja pregnana z zagrebske univerze. Ti intelektualci so ve€inoma
bezali v Prago, Miinchen, Pariz in na Dunaj (Goldstein 2008: 173—174), politi¢no
pomembnejsi formaciji sta se oblikovali na Dunaju in v Pragi, njuni predstavniki pa
so si §e naprej prizadevali za izbolj$anje poloZzaja v domovini. (Sicel 1978: 39—40)
Med intelektualci, ki so bezali, so bili tudi Stevilni umetniki, ki so v tujini prisli v
stik s sodobnimi evropskimi umetniSkimi tokovi, kar je pomenilo zacetek konca
zamudniStva hrvaske umetnosti. (Goldstein 2008: 174) Naslednje pomembnejse
leto je bilo leto 1903, ko je na ravni celotne Hrvaske nenehno prihajalo do nemirov
in protestov zoper rezim?®, kar je privedlo do Hédervaryjevega odhoda. Teren je bil
pripravljen za nastop narodnega gibanja. (Sicel 1978: 42)

V naslednjih letih je narodno gibanje obrodilo mnogotere sadove: njegov vpliv je
bilo mo¢ cutiti tudi v Dalmaciji, mladi rod politikov pa je presegel nasprotja srbske
in hrvaske burzoazije in ustanovil hrvasko-srbsko koalicijo. Madzarska oblast je
spomladi leta 1906 dovolila volitve v sabor, kljub temu da je program koalicije
ocitno ogrozal madzarsko hegemonijo. (Goldstein 2008: 178—180) To povezova-
nje srbske in hrvaske burzoazije predstavlja vrh narodnega gibanja, koalicija je na
volitvah leta 1906 sicer res postala dominantna, a ni prevzela oblasti. (Sicel 1978:
48) Dobro znani madzarski pritisk se je vrnil Ze naslednje leto, ko je Avstro-Ogr-
ska v zelji po aneksiji Bosne in Hercegovine na ¢elo banske Hrvaske postavila
rezimskega ¢loveka, da bi tam pripravil ugodne razmere za izvedbo aneksije. Med
letoma 1907 in 1911 je tako nemoc in nezrelost koalicije prisla do polnega izraza.
Pod banom Nikolo Tomasi¢em je bil zaradi neuspesnih pogajanj sabor razpuscen,
njegov naslednik Slavko Cuvaj pa je v ozracju bliZzajoce se vojne nemudoma zacel
izvajati mo¢no cenzuro tiska, uradno potrdil razpustitev sabora in ukinil pravico do
zbiranja. Hrvasko mescanstvo je samo v nekaj letih padlo v Se hujso krizo kot je
bila tista pred letom 1895, polozaj pa je samo Se poslabsalo mnozi¢no izseljevanje
Hrvatov v Ameriko. (Goldstein 2008: 180—181)

V taks$nih druzbeno-politicnih razmerah je mladi pesnik Janko Poli¢ Kamov leta
1907 objavil svojo prvo pesnisSko zbirko Psovka®, ki ni bila ni¢ drugega kot klofuta
zatohli mescanski druzbi, ki je pripeljala hrvaski narod na rob preZzivetja.

3 Spomladi tega leta je ve¢ kot 5000 ljudi v Zagrebu zahtevalo finan¢no samostojnost Hrvaske, takoj za tem pa je bilo
Sirom celotne drzave napovedanih kakih 50 podobnih zborovanj (Goldstein 2008: 177).

4 Nastanek zbirke je sicer Kamov sam datiral v prelom iz maja v junij leta 1905.
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2 Kamov in hrvaska moderna

HrvaSka moderna je v marsi¢em podobna slovenski, tudi hrvaski avtorji so namrec¢
moderno kot odmev srednjeevropskih umetniskih gibanj dojemali kot sinkretizem
vec tokov, in sicer dekadence, simbolizma in impresionizma, prav tako pa se tudi
hrvaska knjizevnost v tem obdobju osvobodi nacionalne funkcije in stopi v korak
s sodobnimi evropskimi smermi. Sicel hrvasko moderno zameji z letnicama 1892,
ko postaneta razkrajanje realisti¢ne stilske formacije in prisotnost modernih tokov
ze povsem ocitna, in 1916, ko izide antologija Hrvatska mlada lirika kot sinteza
in zakljucek gibanja, pojavljati pa se ze zacnejo dela z izrazito ekspresionisticni-
mi potezami. Obdobje nato razdeli na dve fazi, pri cemer prva (1897-1903), ki
sicer sovpada s Sirjenjem prej omenjenega narodnega gibanja, ostaja predvsem na
deklarativni ravni’, medtem ko druga faza (1903-1916) prinese najznacilnejSa in
najboljsa dela tega obdobja, pri cemer je leto 1909 najplodovitejse. (1978: 7-14)

Kljub temu da je moderna kot pojav izrazito sinkreti¢na, se je med vsemi smermi
evropske moderne v hrvaski knjizevnosti najbolj jasno realiziral impresionizem,
katerega najvidnejsi nosilec je bil Antun Gustav Matos. V tem casu se podobno
kot v slovenski literaturi tudi v hrvaski pojavijo teznje po modernem, poudarjanje
individualizma in svobode umetnosti, v literaturo vstopi negovanje obcutljivosti,
obcutek za nianso ter raziskovanje clovekovega notranjega zivljenja. Po letu 1910,
ko se splosni druzbeni polozaj vnovi¢ poslabsa, se v knjizevnosti zopet pojavi na-
cionalna motivika, ki pa ni vec tradicionalno deklarativna in skoraj aktivisti¢na,
ampak so zdaj dela s patriotsko noto obogatena z izku$njo moderne. (Sicel 1978:
23) Lep primer taks$ne pesmi je MatoSeva Stara pjesma.

Na prelomu stoletja na hrvaSkem prevladujeta dva tipa umetnikov: prvi ustvarjajo
pod izrazitim vplivom dunajske secesije, pri ¢emer njihova dela Se vedno vsebujejo
lastnosti romanti¢ne tradicije in slonijo na malomescanski idejni koncepciji, drugo
skupino pa predstavljajo simbolisti francoskega tipa, ki v Zelji po abstraktni Lepoti
gojijo poetiko glasbe besede® in &vrsto pesemsko formo (predvsem sonet). (Sicel
1978: 345)

5 Predstavniki so ostali na ravni kritiSkega obra¢unavanja s predhodnimi literarnimi koncepcijami in manifestativnega
zastavljanja smernic lastne poetike.

6 Pojav glasbe besede sicer ni vezan samo na doseganje idealne Lepote. Sploh pri modernej$em tipu pesnikov je bil to
nacin preseganja romanti¢nih idej o osebnoizpovednosti in harmoni¢nosti lirike. S tem, ko se pesnik osvobodi pomena
besed in ustvarja samo $e na podlagi njihovih zvokov in napetosti, nastanejo blagozvocne pesmi brez kakr$negakoli
smisla. Pesnik je besede uporabil kot tipke klavirja (Mallarmé je govoril o besednem klavirju), s ¢imer je bil harmo-
niéni svet, ki ga je ustvarjala romanti¢na poezija, razbit na fragmente (Friedrich 1972: 29-30). Tovrstna poezija zaradi
specificnega zgodovinsko-politiénega polozaja Hrvaske v ¢asu moderne ni bila mozna, prav tako pa je bila tradicija
romanti¢nega razumevanja lirike ob koncu stoletja Se vedno precej moc¢na.
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Socasno s tema dvema prevladujo¢ima skupinama pa je obstajal Se tretji tip, sicer
izredno redkih umetnikov, ki so bili pravzaprav znanilci tega, kar se bo v literaturi
Se zgodilo. Ti umetniki so ob stiku z realnostjo Zivljenja spoznali navideznost oz.
laznost harmonije, ki jo je secesija predstavljala kot svojo vizijo sveta. Uprli so se
malomescanski estetiki lepote in dvoli¢ni morali nasploh, hkrati pa so se odpoveda-
li vsemu, kar je kanonizirala in predpisovala tradicionalna poetika. Namesto tega so
prikazovali kaoti¢no sliko sveta in zivljenja ter prodirali v globine ¢lovekove psihe.
Eden tak$nih umetnikov je bil tudi Janko Poli¢ Kamov. (Sicel 1978: 345-346)

Darko Gasparovi¢ v svoji monografiji Kamov kot temeljni podstati celotnega Ka-
movega dela prepoznava dve kategoriji, in sicer: absurd, ki ga poveze s (sicer
kasnejSo) Camusovo filozofijo absurda, in anarhijo, pri kateri odkriva sorodnosti z
Berdjajevim razmisljanjem o socializmu in anarhizmu (Gasparovi¢ 2005: 29-31).

Iskanje osebne transcendence je osrednji duhovni temelj evropskega simbolizma,
ki je nastal ob razpadanju trdne in sklenjene kr§¢anske metafizike. Simbolisti¢na
metafizicna iskanja so bila od nekdaj zaznamovana z dvomom in slutnjo, a so pe-
sniki vseeno tezili k tej idealiteti, ki je bila brez vsebine. (Friedrich 1972: 52-53) Za
ta brezkon¢na metafizi¢na iskanja je literarna veda uveljavila izraza prazna tran-
scendenca (Wellek) in prazna idealiteta (Friedrich). (Paternu 1983: 47) Lirika Ka-
mova predstavlja naslednji korak v razvoju odnosa do metafizike. Ce je simbolizem
z iskanjem osebne transcendence predstavljal prelom z romantiko, ki je Se prizna-
vala organsko podobo kozmosa in zaokrozeno podobo idealitete, pa je v Kamovu
dosledno zatrta vsakrSna najmanjsa slutnja transcendence. V tej tocki je podoben
Camusovemu absurdnemu ¢loveku, ki ob spoznanju svojega polozaja vztraja v si-
zifovskemu uporu, a menim, da Kamov Se predstavlja stopnjo pred Camusovim
razumevanjem absurda. Ko v pesmi Intermezzo zapise:

Apsurd postaje pjesma moja i nema ludnice za mene;
ne Citajte djela moja i sazgite hartiju;

polomite mi pero — i skinite oblacine sa nebista —

dajte mi sunce! — grozan je Osvaldov finale, (1956: 67)

svojo lastno poezijo poveze z absurdom, pri ¢emer pa ne misli absurda na taksen
nacin, kot ga razume Camus, ko ga postavlja za osrednjo kategorijo svoje filozofije.
Pri Kamovu gre preprosto za nesmisel, za nekaj, kar je v nasprotju z normalnim,
preudarnim misljenjem — vse to udejanjata drugi in tretji verz navedene kitice. V
nadaljevanju bomo videli, da je takSna raba absurda pri Kamovu odraz zahteve po
absolutni svobodi.

Drugi temelj Kamovega dela, anarhijo, pa GaSparovi¢, kot Ze receno, povezu-
je z mislijo ruskega pisca Nikolaja Aleksandrovi¢a Berdjajeva. Berdjajev poleg



160  Resistance and its Echoes in Slavic Languages and Literatures

materialisti¢no-ateisti¢nega anarhizma, ki vodi v nasilje, prepoznava tudi anarhi-
zem, ki ni abstrakcija in se podreja vi§jemu principu. Tak anarhizem je v svojem
bistvu enak liberalizmu, saj zagovarja svobodo osebe in njeno pravico, da se bori za
omejevanje vsake oblasti. Pri tem se odvraca od sociologije in politike in daje pred-
nost umetnosti kot posebni obliki izraza misti¢nega izkustva (Gasparovi¢ 2005:
31).

Pesnistvo je za Kamova manifestacija svobode. Ce se spomnimo na uvodoma pred-
stavljene zgodovinske okoliS¢ine, v katerih je Zivel, ugotovimo, da je bila literatura
pravzaprav edina Se mozna oaza svobode. V zvezi s tem Kamov v nekem pismu
svojemu bratu piSe: »Kad ne smijes slobodno dati maha svojim strastima, idejama
itd., na djelu, zivotu i praksi, onda imas — samo papir, pa kao sto cjelovima ljubis
Zenu — tako perom papir, kao sto protoplazmom plodis Zenu, tako papir crnilom ...«
(Kamov v Gasparovi¢ 2005: 133).

Literatura, ki sama sebe razume kot izraz absolutne svobode, pa nikakor ne more
pristati na kakrSnekoli konvencije in SirSe sprejeto poetiko. Kamov od samega za-
Cetka zavraCa artizem moderne, zgrajen na malomeS¢anski idejni koncepciji (Ga-
Sparovi¢ 2005: 33). Namesto kulta lepote goji estetiko grdega, zavracanju literarnih
norm pa sledi prevratna vsebina verzov, ki je v popolnem nasprotju z druzbenimi
in moralnimi normami tistega Casa in se vCasih stopnjuje do skrajnega cinizma,
amoralnosti in sadomazohizma. (2005: 133) Vse to pa je vrsta upora’.

Vrnimo se k citiranemu odlomku iz pisma bratu. V tem odlomku je sila Erosa s po-
lja ljubezenskega odnosa prenesena na odnos med pesnikom in pesniStvom. TakSno
razumevanje literature odzvanja v prvih verzih pesmi Preludij:

Silovat ¢u te, bijela hartijo, nevina hartijo;
ogromna je strast moja i jedva ¢es je podnijeti;

izmices se bijesu mojem i blijeda si od prepasti;
¢jelov na bljedocu tvoju — moji su cjelovi crni. (Kamov 1956: 61)

Pesnistvo je prikazano kot ljubezenski odnos med papirjem in pesnikom, ki s ¢rni-
lom, s katerim pise, poljublja papir. To samo po sebi $e ni prevratno, prevratno po-
stane, ko Kamov v Zelji po kr§enju moralnih in eticnih norm svojega ¢asa ljubezen-
ski odnos spremeni v posilstvo. Eros, gonilna sila pesnistva, zdaj dobi disonantno
noto, ki je ravno tako kot hotena abnormalnost samo Se ena izmed temeljnih zna-
¢ilnosti modernega pesnistva. (Friedrich 1972: 18-22) Taksno pesnistvo, ki izhaja

7 Ravno estetika grdega in t. i. aristokratsko zadovoljstvo, da ne ugajas sta po Friedrichu eni izmed temeljnih potez
modernega pesniStva, katerega zacetke sam vidi pri Baudelairu (1972: 47-48). Obe prepoznavamo tudi v Psovki, saj je
tudi pri Kamovu abnormalnost (sam jo imenuje absurd) namerna, njen cilj pa je Sokirati bralca, navajenega na ustaljene
literarne konvencije, ki imajo svoje korenine v romanti¢cnem razumevanju lirike.
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iz tolikSne napetosti, pa prvotne razdvojenosti sveta nikakor ne more pretvoriti v
nekaj harmonic¢nega in skladnega (kot npr. dela romantikov), ampak Se vedno vse-
buje imanentni kr¢ in disharmonijo. (GaSparovi¢ 2005: 133)

Pokazali smo, da je bil Kamov povsem moderen pesnik, ki je v nesvobodnih dru-
zbenozgodovinskih okolis¢inah gojil kult svobode. Kot pri vseh velikih umetni-
kih se tudi pri njem vsebina odraza tudi na ravni forme: kot zagovornik absolutne
svobode nikakor ni mogel pristati na nacela moderne, ki je vrhunec pesniske forme
videla v sonetu. Njegove pesmi zavracajo vsakrSna pravila ustaljenih pesemskih
oblik in verza. Svoje nacelo absolutne svobode in zavrac¢anje druzbenih in moralnih
norm je v ze citirani pesmi Preludij deklarativno oznanil z verzom: »Nema zakona
vrhu tebe i umrli su zakoni za me« (Kamov 1956: 61) .

0Od Kamova se bomo za hip poslovili in se odpravili ve¢ sto let v preteklost, da bi po-
kazali na nadcasovni polozaj parodije kot univerzalnega sredstva upora v vseh ob-
dobjih zgodovine. Tu se bomo sprva naslonili na Bahtinovo teorijo karnevalskosti.

3 Karneval in parodija

Mihail Mihajlovi¢ Bahtin je svojo teorijo karnevala nakazal Ze v nekaterih predho-
dnih delih, povsem razvil pa nato v delu Ustvarjanje Francoisa Rabelaisa. Ker je
Bahtinova teorija karnevala zelo Siroka, tu izpostavljamo samo del, ki je pomemben
za nase nadaljnje ukvarjanje s parodijo.

Bahtin je svojo teorijo zasnoval na podlagi raziskovanja ljudske smehovne kulture
srednjega veka in renesanse, ki predstavlja opozicijo uradni in resni kulturi cerkve-
ne in fevdalnodrzavne druzbene ureditve tistega Casa. Karneval predstavlja drugo
plat uradnih (cerkvenih ali drzavnih) praznikov, ki so obstajali znotraj omenjenega
druZbenega reda: njihova funkcija je bila slavljenje prevladujoce resnice, ki je bila
prikazana kot vecna in nespremenljiva, zato je bil njihov ton lahko izklju¢no resen.
Nezadovoljstvo nad slavljeno druzbeno ureditvijo je prislo do izraza zunaj uradnih
proslav, na ljudskem trgu, kjer je potekal karneval, ki je bil v praksi totalna subver-
zija aktualnega druzbenega reda®.

Bahtin trdi, da je »karneval [...] v nasprotju z uradnim praznikom slavil zacasno
osvoboditev® izpod oblasti prevladujode resnice in obstojece ureditve, zacasno

8 Tu samo opozarjamo na sorodnost s Kamovim ¢asom: tudi hrvaski narod v ¢asu madzarske nadvlade ni uzival
zeljene svobode, eprav je bila razseznost nesvobodnosti srednjeveskega ¢loveka toliko vecja. Prav tako opozarjamo na
sorodnost glede subverzivnosti: tako kot je karneval predstavljal totalno nasprotje obstojecega druzbenega reda, tako
tudi Kamovi verzi predstavljajo subverzijo aktualnih druzbenih in literarnih norm.

9 Tega in vse nadaljnje poudarke dodal N. R.
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odpravo vseh hierarhi¢nih odnosov, privilegijev, norm in prepovedi« (2008: 16).
Karneval je na podlagi smehovnega principa ljudi osvobodil religiozno-cerkvene
dogmaticnosti in strahospostovanja. Prek zasmehovanja vseh komponent uradne-
ga svetovnega reda je ustvarjal nov svet, novo, idealno obliko Zivljenja. Po Bahtinu
gre tu dobesedno za ustvarjanje novega zivljenja, saj karneval kljub svoji obredno-
-uprizoritveni obliki, ki spominja na gledalisSko-uprizoritvene oblike umetnosti, ne
pozna tradicionalne delitve na gledalce in izvajalce: »Ljudje karnevala ne gledajo,
ampak v njem Zzivijo. [...] Med karnevalom je mogoce ziveti samo po karnevalskih
zakonih, torej po zakonih karnevalske svobode.« (2008: 13) To svobodno Zivlje-
nje, zagotovljeno in ustvarjeno s pomocjo smeha, pa je trajalo toliko dolgo, kolikor
dolgo je trajal karneval.

To drugo zivljenje pa se »bolj ali manj gradi kot parodija na vsakdanje, torej ne-
karnevalsko zivljenje, kot ynarobe svet«« (2008: 17). S tem, ko je tekom karnevala
aktualna druzbena ureditev zasmehovana, je tudi zaCasno odpravljena, s ¢imer je
odpravljena tudi nesvoboda znotraj nje. Tak$na vloga parodije se je iz uprizoritvene
oblike karnevala razsirila tudi v knjizevnost, ki pa ohranja karnevalsko obcutenje
sveta: »Zelo razsirjena je bila parodi¢na in na pol parodic¢na literatura v latins¢ini.
[...] Vsauradna cerkvena ideologija in obredje sta v njej prikazana s smesne plati.«
(2008: 20)

Parodija v kontekstu karnevala torej postane eno izmed glavnih sredstev upora zo-
per obstojeco druzbeno ureditev. Bahtin sicer posebej poudarja, da se »karnevalska
parodija zelo razlikuje od povsem negativne in formalne parodije nove dobe: karne-
valska parodija zanikuje, vendar hkrati tudi preraja in prenavlja« (2008: 17), a se tu
naslanja na povsem tradicionalno razumevanje parodije. Na podlagi sodobnih spo-
znanj o naravi parodije bomo v nadaljevanju videli, da lahko tudi moderna parodija
preseze zgolj negativno zanikanje in ustvarja »drugo zivljenje« kot »narobe svet«
realnosti. Prav tako lahko moderna parodija preseze tradicionalno predpostavko
zasmehujoCega odnosa do sveta — v Kamovi pesmi Pjesma nad pjesmama namrec
ni ni¢ ve¢ smesnega.

4 Definiranje parodije

V vecini literarnih priro¢nikov je parodija definirana v simetricnem nasprotju s
travestijo. Marko Juvan v svoji monografiji Domaci Parnas v narekovajih ugota-
vlja, da je takSno razumevanje parodije nastalo »znotraj klasi¢ne retori¢no-poetiske
paradigme, ki se s parodijo kot neugledno vrsto sicer Ze tako ali tako ni kaj prida
ukvarjala« (1997: 14). Oglejmo si definicijo parodije v dveh slovenskih literarnih
teorijah.
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PARODIJA (grs. protipesem) — pretirano, zafrkljivo, omalovazujo¢e posnemanje ka-
ksnega znanega knjizevnega dela (vendar tudi osebe, vsakrSnega neknjiznega umetni-
Skega dela ipd.) Njegovo formo p. prenese na drugo, neustrezno »vsebino«, iz neskla-
dnosti nastane komicen uéinek. Pojavlja se v vseh knjiz. zvrsteh in vrstah, pogosto kot
orozje estetskega okusa (npr. v medgeneracijskih »bojih«, ko skuSa nova generacija
»podreti« estetski ideal »starega« rodu). (Kmecl 1983: 181)

Posebna oblika satire je literarna satira, ki jo oznaCujeta pojma parodija in travestija:
ta naj bi bila takSna obdelava nekega resnega besedila, snovi ali motivike, ki bi jim
hote dajala smesno podobo [...]; nasprotno ravna parodija, ko neko nizko, banalno ali
smesno snov opesnjuje na resnoben nacin, v privzdignjenem stilu in obliki. (Kos 2001:
164)

Obe definiciji ostajata znotraj okvirjev, opisanih v prvem odstavku tega poglavja.
Prva definicija sicer nakazuje moznost uporabe parodije kot sredstvo upora, a vse-
eno ostaja v mejah, ki predpostavljajo smeSenje neke predloge kot bistvo parodije.

Taks$no razumevanje parodije ima svoje korenine v antiki. Aristotel namre¢ v svoji
Poetiki omenja parodijo kot eno izmed literarnih zvrsti, ki prikazuje slabse ljudi
(2012: 73). Ker je svojo razpravo gradil na temeljni opoziciji tragedija : komedija,
mu je tudi parodija po podobnem principu predstavljala komi¢ni kontrast homer-
skega epa. Juvan na podlagi tega spoznanja zakljucuje, da je bila

»parodija [...] torej v prvi vrsti zanrski pojem, oznaka za herojsko-komi¢no pesnitev,

ki je svoj kozmizem dolgovala neskladju med predmeti in na¢inom posnemanja: na

nekak$no neznatno, banalno snov je parodija prenasala verz, dikcijo in zgodbene sheme
junaskega epa, degradira etos in druzbeni polozaj nastopajocih likov« (1997: 25).

Na taksno razumevanje parodije so se naslonili francoski razsvetljenski pisci, nav-
duSeni nad anti¢no retoriko in literaturo, in ni nakljucje, da se je ravno v okviru
razsvetljenske poetike utrdil pomenski obseg, kakrSnega ima parodija danes: »V
francoski poetologiji, slovarjih in leksikonih [...] je parodija pretezno opisana kot
vrsta pesmi oziroma delo, ki ohranja oziroma imitira besedje in izrazje kakSnega
slavnega, resnega dela, ju pa delno spreminja, [...] da bi ju prenesla na novo, z iz-
virnikom neskladno snov in tako resni smisel sprevrnila v posmehljivega.« (Juvan
1997: 36)

Glede na to, da se ukvarjamo z uporom, moramo resnici na ljubo priznati, da so v
tem istem obdobju, ko se je utrdilo tak§no razumevanje pojma, parodije »skupaj z
drugimi komi¢no-satiri¢nimi zanri [postale] eno izmed poglavitnih orozij v bojih
med starimi in modernimi, med razli¢nimi Solami, krozki, skupinami, generacijami
in smermi« (Juvan 1997: 37). Na ta nacin so avtorji prikazovali »pomanjkljivosti
kak$ne znane, prestizne, navadno konkuren¢ne umetnine (tudi stila ali zanra), ka-
kor jih pa¢ vidi na ozadju svojega okusa, estetskih vodil, predstav o normalnem
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literarnem jeziku ter o verjetnosti in naravnanosti knjizevnega sveta« (1997: 37).
Tu bi lahko razpravo o parodiji kot o sredstvu upora zakljucili s tezo, da je paro-
dija eno izmed poglavitnih znotrajliterarnih oblik upora, orozje nekega avtorja ali
skupine za obraCunavanje z nasprotno mislecimi. A taksna definicija ostaja znotraj
arene literature, medtem ko Kamova Pjesma nad pjesmama presega takSno obliko
upora in vstopa v areno Zzivljenja, saj poleg upora zoper poetiko moderne pred-
stavlja tudi upor proti prevladujo¢i malomescanski morali in njenim vrednotam.
Nase ukvarjanje s parodijo torej zahteva ponovni premislek o njenih zakonitostih,
predvsem o njeni zavezanosti uporu na ravni literature in smeSenju kot njenem te-
meljnem nacinu u¢inkovanja.

4.1 Sodobna teorija parodije

Delo A Theory of Parody (1985) kanadske literarne teoreti¢arke Linde Hutcheon
prinasa nova dognanja o naravi in delovanju parodije, njene raziskave pa je spod-
budilo spoznanje, da tradicionalna definicija teorije ne zmore uspeSno opredeliti
rabo tega zanra v 20. stoletju, in ugotovitev, da parodija ni tako mo¢no vezana na
podrocje literature, kot se je morda sprva zdelo.

Hutcheonova tako kot mnogi drugi raziskovalci parodije izhaja iz etimoloske razla-
ge grske besede parodia. Beseda je sestavljena iz dveh delov, in sicer iz predpone
para, ki jo ve€ina razlagalcev prevaja kot »proti, ter odos, kar pomeni pesem. Na
podlagi taks$ne razlage je parodija razumljena kot protipesem, kar predpostavlja
nasprotje oz. kontrast med dvema deloma. Od tod je dalje izpeljana tradicionalna
definicija parodije, ki predpostavlja posmeh: dolocen tekst je protipostavljen dru-
gemu z namenom posmeha. (2000: 32)

V nadaljevanju razprave avtorica izpostavi Se drug, pogosto spregledan pomen
predpone para, ki lahko pomeni tudi zraven. TakSen pomen predpone Se dandanes
odzvanja v nekaterih tujkah, ki so tekom zgodovine presle tudi v slovens¢ino, deni-
mo beseda paralela, ki pomeni vzporednico. Tak$no razumevanje predpone v grski
besedi parodia po Hutcheonovi pomembno razsirja pomen besede na podrocje, ki
je bolj primerno diskurzu o moderni umetnosti oz. umetnosti 20. stoletja, saj name-
sto opozicije oz. kontrasta predvideva neke vrste intimnost' (2000: 32). Prav tako
je vredno poudariti, da ni¢ v etimoloski razlagi pojma parodija ne predpostavlja
koncepta posmeha, za razliko od denimo burleske, ki izvira iz italijanske besede
burla, kar pomeni Sala oz. burka. (Snoj 2015)

10 Ta nota intimnosti je lepo vidna na podrocju likovne umetnosti: Picassove preslikave Velazquezove slike Las
Meninas z ni¢imer ne vzbujajo obcutka, da avtor s posmehom znizuje vrednost izvirnega dela.
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Hutcheonova nato zakljuci, da parodija nikakor ne more biti samo zasmehujoce po-
snemanje, kakor jo razlagajo standardni literarni leksikoni. Svojo tezo podkrepi na
podlagi znamenitega Joyceovega romana Ulikses: avtor je roman prepredel z nesteti-
mi vzporednicami s Homerjevo Odisejo, na kar je v revijalni objavi z naslovi poglavij
tudi zelo izrazito namignil. Jasno je, da je Odiseja skrita v ozadju Uliksesa oz. da je
roman pravzaprav parodija anti¢nega epa, pri cemer pa se Joyce svoji literarni predlo-
gi nikakor ne posmehuje. Na podlagi tega zakljuci, da je parodija oblika posnemanja,
pri ¢emer je to posnemanje zaznamovano z ironi¢nim preobratom, a ne vedno na
racun parodiranega teksta. Parodijo torej lahko razumemo kot ponovitev s kriticno
distanco (2000: 5). Svoje ugotovitve nato strne v pronicljivo definicijo:

Parody, then, in its ironic 'trans-contextualization' and inversion, is repetition with dif-
ference. A critical distance is implied between the backgrounded text being parodied
and the new incorporating work, a distance usually signaled by irony. But this irony
can be playful as well as belittling; it can be critically constructive as well as destruc-
tive. The pleasure of parody's irony comes not from humor in particular but from the
degree of engagement of the reader in the intertextual 'bouncing' between complicity
and distance. (2000: 32)

Taksno definicija parodijo osvobodi predpostavljenega smeSenja, prav tako pa pou-
dari zapleteno naravo parodije: njen ucinek je namre¢ odvisen od tega, ali bo bralec
prepoznal prepletenost dveh tekstov, ki vkljucuje novo v staro. V kolikor bralec ne
opazi, da je neko delo parodija, ali pa ne prepozna parodiranega teksta, je velik del
tako strukture parodije kot tudi njene vsebine izgubljen (2000: 33—34). Prav tako
velja opozoriti na zanimivo strukturo parodije: ¢e po eni strani strukturno gledano
predvideva vkljuevanje kot mehanizem svojega nastanka, je njen u¢inek povsem
drugacen, saj zeli doseCi kontrast in razlocitev.

Oglejmo si Kamovo pesem Pjesma nad pjesmama kot primer moderne parodije,
uporabljene z namenom upora ne samo zoper prevladujoci literarni model, ampak
tudi zoper druzbeno moralo in norme.

5 Pjesma nad pjesmama kot parodija

Ugotovili smo, da moramo, v kolikor Zelimo nek tekst obravnavati kot parodijo, naj-
prej prepoznati prvotni tekst, ki ga obravnavano delo parodira — od tega je namrec¢
odvisna ucinkovitost obravnavanega dela. Kamov tu ni¢esar ne prepusca nakljucju,
saj povezavo med svojim delom in starozavezno pesnitvijo nakaze ze z naslovom
Pjesma nad pjesmama. Tu je vredno opozoriti na razliko med slovenskim in hrva-
Skim prevodom naslova: izvirni naslov pesmi je skrit v njenem prvem verzu: »Pesem
pesmi, ki je Salomonova« (1996: 736). Hrvaski prevod Svetega pisma je ostal zvest
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hebrejskemu izvirniku, medtem ko je slovenski prevod nastal pod vplivom nemske
reformacije. Od Martina Luthra naprej so namrec naslov pesmi prevajali kot Das Ho-
helied Salomos, kar pomeni Visoka pesem Salomona, vpliv takSnega prevajanja pa je
viden tudi pri nas, saj pesem imenujemo Visoka pesem. (Hacin 2023: 7)

Kamov pa se ne ustavi samo pri naslovni aluziji, ampak skozi celotno pesem pre-
vzema starozavezni stil pisanja. Med najpogostejSe prevzete figure spadajo denimo
nagovor lirskega subjekta, zaznamovana stava glagola in zaimkov, pa tudi t. i. para-
lelizem ¢lenov. Kamovo prevzemanje takSnega stila pisanja vzpostavlja razseznost
intimnosti med njegovim in starozaveznim delom, razseznost, ki se, kot smo videli,
skriva v drugem pomenu predpone para. Kamov mora to intimnost med deloma
vseskozi obnavljati, da se lahko nato od starega dela distancira, saj v nasprotnem
primeru kontrast med deloma ne bi prisel tako intenzivno do izraza. Spomnimo se
na temeljni mehanizem parodije: najprej mora vkljuciti staro v novo, da lahko nato
doseze kontrast in razlocitev.

Ravno na podlagi tega nasprotujem Gasparovicevi tezi, da Kamov v Pjesmi nad
pjesmama rusi ritem biblijskega psalma in prehaja v totalno anarhijo stila in verza.
(2005: 141) Gasparovic¢ se do tega sklepa dokoplje tako, da primerja ritem uvodne
pesmi Psovke, Preludij, in ritem Pjesme nad pjesmama. Razlika med pesmima je
ocitna: v Preludiju je ritem veliko bolj brzdan, kitice so Se nekoliko bolj tradici-
onalno urejene, tudi verzi se Se ne razmahnejo v dolzino, mestoma celo za¢utimo
heksametrsko ureditev. V Pjesmi nad pjesmama je situacija povsem drugacna: ¢e v
prvi in tretji kitici Se nekako zacutimo heksametrski ritem, ki ga sicer prekine druga
kitica, pa ta obCutek izgine v Cetrti kitici, ki se takSnega ritma povsem osvobodi in
se razmahne v whitmanovsko dolzino verza. A tu vseeno ne gre za rusenje biblic-
nega ritma, kot trdi Gasparovié, saj Kamov vez s starozaveznim delom ohranja na
podlagi t. i. paralelizma clenov, ki ga Boris A. Novak definira kot »ponavljanje
sintakti¢nih vzorcev in besed oziroma skupin besed« (2022: 97). Na istem mestu
razloZi, da pri taks$ni verzifikaciji ureditev verza ne temelji na metriki, ampak na
ritmotvorni vlogi sintakse. Enakega principa pisanja Novak ne prepoznava samo v
staroegipCanski in hebrejski, ampak tudi v moderni poeziji, ki je konec 19. stoletja
odpravila vlogo metrike v poeziji. Oglejmo si mesto v Pjesmi nad pjesmama, kjer
pride taksna ureditev verza najbolj do izraza:

[M]i ¢emo se cjelivati goli i topli i stipaj ce biti krvava pjesma nasa,

Cupat Cu ti kose, a ti ¢es tiskati oci svoje u dusu moju i bijes ¢e biti prokleta pjesma

nasa,

svijat ¢emo se ko zmija i plaziti ko ideal — i tragika ée biti ocajna pjesma nasa

zatravit ¢e nas ljubav nasa — Sibat ¢e nas strahotom i bol ée biti grozna pjesma nasa.
(1956: 62)
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Paralelizem Clenov je tu o€iten, vez s starozaveznim stilom pisanja ostaja. Osvobo-
ditev izpod oblasti heksametrsko utripajoCega ritma, ki ga Gasparovi¢ pojmuje kot
rusenje psalmskega ritma, je bolje razumeti kot izraz teznje po absolutni svobodi
na ravni forme ravno v trenutku, ko se prevratna vsebina verzov za¢ne stopnjevati.
Nakazano ponavljanje pa ima poleg ritmotvorne vloge in ohranjanja vezi s parodi-
rano predlogo tudi funkcijo poustvarjanja ponavljajocega se gibanja med spolnim
aktom, ki ga pesem, kot bomo videli v nadaljevanju, upesnjuje.

Status Kamove pesmi kot parodije je torej nesporen. Naslednji korak pri ukvarjanju
s parodi¢nim delom pa je ugotavljanje, na kakSen nacin se obravnavano delo od
predloge distancira.

Znano je, da se je v zgodovini najbolj utrdila t. i. alegori¢na razlaga Visoke pesmi,
katere zagovorniki so bili prepricani, da mora ljubezenska pesem, ¢e je ze vklju¢ena
med svete spise, vsebovati neko globlje sporocilo, ki zadeva duhovnost in presega
zgolj tematiko spolnosti. Razli¢ne alegori¢ne razlage so se razvile tako v judovski
kot tudi v kr§¢anski tradiciji, med vsemi pa najbolj izstopata judovska razlaga, da je
v pesmi prikazana ljubezen med Bogom in izraelskim ljudstvom, pri Cemer je Zenin
alegorija za Boga, nevesta pa alegorija za ljudstvo ter zelo podobna kr$¢anska raz-
laga, ki je zenina razumela kot alegorijo Jezusa Kristusa, nevesto pa kot alegorijo
njegove Cerkve. Sicer so se tekom zgodovine pojavili tudi zagovorniki dobesedne-
ga branja Visoke pesmi, kot denimo Teodor iz Mopsvestije (ok. 350—428), ki je bil
ravno zaradi takSnega staliSCa razglaSen za krivoverca. Dobesedno branje je bilo
tudi tekom nadaljnje zgodovine povsem prezrto. (Hacin 2023: 7-9)

Spomnimo se na vse, kar ze vemo o Kamovu: njegova Psovka raste iz duha naspro-
tovanja krscanski morali, etiki in socialnemu nauku, prezira in unicuje prevladujo-
¢o estetiko moderne, hkrati pa v njej ni ve€ niti trohice slutnje metafizicnega, le Se
absurd in anarhija kot izraz teznje po absolutni svobodi. Povsem smiselno je, da si
je pesnik za tarCo svoje parodije izbral ravno Visoko pesem, ki je bila v zgodovini
predmet dogmati¢ne alegoricne razlage v navezavi na kr§¢ansko metafiziko. Kamov
je to pesem subverzivno prizemljil na raven ¢utne ljubezni. Pri njem ni ve¢ nikakr-
Snega prostora za alegori¢no interpretacijo, saj njegova pesem opeva spolni akt med
ciganko in lirskim subjektom, pri ¢emer gre Se korak dlje in zrusi vse prevladujoce
predstave, povezane z ljubeznijo in erotiko. Prikazana je nezakonska ljubezen, ize-
nacena s kaosom, iz katere se rodi nezakonski otrok, pankrt, preklet s strani druzbe.

Tako kot je Bahtinov karneval s pomocjo parodije, izrazene kot »narobe svet«
nekarnevalskega sveta, ustvarjal drugo Zivljenje, v katerem je bilo mozno Ziveti
samo po pravilih karnevalske svobode, tako tudi Kamov v Pjesmi nad pjesmama
ustvarja drugo zivljenje, »narobe svet« svoje realnosti, zaznamovane z nesvobodo,
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malomescanskimi normami in moralo ter cerkvenim dogmatizmom. V tem »narobe
svetu« je vse dovoljeno, celo nezakonska ljubezen. V tem »narobe svetu« vlada
absolutna svoboda. Pesem se v takSnem svetu sme roditi iz neobrzdane strasti, iz
takSne strasti, ki jo ¢utimo, ko izreCemo kletvico. Kamov namre¢ na naslednjih
straneh zbirke pravi: »/PJjevaju usne moje i pjesma je moja psovka.« (1956: 72)
Taksen svet pa se lahko vzpostavi kot subverzija sveta, v katerem je vse mrtvo in
nesvobodno: »Mrtav je svijet, ljubavi moja, i crno je u dosadi njegovoj; / mrtav je
narod, ljubavi moja, i sanljiva je pjesma njegova.« (1956: 63) Kamova realnost je v
Psovki prikazana naravnost groteskno, ljudje so sprva znizani na Zivalske lastnosti,
nato pa je njegova domovina razglaSena za grobiste dusa.

Parodijo torej Kamov uporablja kot nacin ustvarjanja novega, svobodnega sveta, ki
je subverzija nesvobodne resni¢nosti, vse to pa ni ni¢ drugega kot oblika upora proti
tej nesvobodi. Spomnimo se, da je Kamov v pismu svojemu bratu iskal vzporednice
med Cutno ljubeznijo in pesniskim ustvarjanjem. Na podlagi tega lahko nezakon-
skega otroka, ki se rodi iz ljubezni med ciganko in lirskim subjektom v Pjesmi nad
pjesmama, razumemo kot sad njegovega pesniSkega dela. Ni¢ cudnega ni, da Ka-
mov tega otroka poimenuje Prevrat, saj je, kot smo videli, njegova poezija ravno
to — prevrat vsega, kar obstaja in velja:

Podimo, Ciganko moja, gola ljubavi moja;

i rodit cemo dijete, bezimeno dijete;

i nadjest cemo mu ime, najljepse ime od lijepih:

Prevrat ce biti ime njegovo, o nezakonska ljubavi nasa! (1956: 63)

6 Sklep

Ugotovili smo, da tradicionalna definicija parodije, ki ta zanr razume kot zasmeho-
valno posnemanje na nacin prenosa forme zasmehovanega dela na neko neprimer-
no, banalno vsebino, dandanes ni ve¢ ustrezna. Sicer drzi, da so tekom zgodovine
nastala dela, ki taksni definiciji povsem ustrezajo, a je sama opredelitev pojma pre-
ozka in izkljucujoca. Parodijo moramo razumeti kot posnemovalno delo, ki za svoj
nastanek predvideva vkljucitev parodiranega dela v novo delo, s ¢imer zeli doseci
kontrast. Ta kontrast je vzpostavljen s pomocjo kriticne distance in je posledica
ironi¢nega preobrata, ki pa ni nujno naperjen zoper parodiran tekst. Parodija kot
literarni zanr ima dolgo zgodovino, Bahtin pa ji je znotraj svoje teorije karnevalsko-
sti priznaval subverzivno vlogo. Kot taks$na se nam parodija kaze tudi na primeru
pesmi Pjesma nad pjesmama Janka Poli¢a Kamova, ki s svojo prevratno vsebino in
moderno konstrukcijo verza predstavlja subverzivni upor proti tedanjim druzbenim
in literarnim normam.
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SUMMARY

Croatian literature of late 19th century sprouted in unfree times, marked by Hungarian violence
and the stuffy atmosphere that hung over Europe in the years before the First World War. At that
time, Croatian society was characterized by the passivity and pessimistic mood of the bourge-
oisie, which was reflected in the level of political struggle for their own rights. The young poet
Janko Poli¢ Kamov rebelled against such a society with his poetry collection Curse and with his
extremely modern writing distanced himself from the other authors of this period and predicted
the upcoming avant-garde, especially expressionism. His Pjesma nad pjesmama is a typical
example of a modern parody that transcends the traditional understanding of this genre. In the
cultural consciousness, parody is understood as an imitative genre that jokingly imitates the
parodied work in such a way as to fill its form with a lower content, which brings a comic effect,
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thereby degrading the parodied work. The modern theory of parody goes beyond such an expla-
nation and emphasizes that parody works through bringing together two texts which is followed
by the establishment of a critical distance with an ironic turn, which does not necessarily mean
the degradation of the parodied text. According to Bakhtin, medieval carnival parody also has
a subversive role of establishing a new world, which is realized as a ,,counter world” of the real
world. Kamov’s Song of songs is thus a parody in relation to the Old Testament Song of Songs,
because by writing about a physical act with a gypsy woman, he establishes a critical distance
from the dogmatic allegorical interpretation of the Old Testament poem, thereby subversively
establishing a new world in which the desire for absolute freedom can be realized.
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Darkness Measured in Fourteen Lines: Slovenian
Concentration Camp Sonnets

This article explores the role of the sonnet in Slovenian concentration camp poetry, focusing
on how formal structure served as a means of spiritual resistance, cultural preservation, and
personal expression under extreme conditions. Drawing on selected poems by Slavko Orlic,
Boris Fakin, Igor Vidic, Joze Jelin, Francka Gortnar, and Karel Pacer, it examines how the
sonnet form—marked by its fixed metre, thyme, and argumentative progression—offered
imprisoned poets a framework to articulate trauma, hope, and defiance. Far from being a mere
literary relic, the sonnet became a medium of political and emotional survival, connecting poets
to centuries of European tradition while asserting their individuality against fascist erasure.
Through formal and thematic analysis, the article situates Slovenian camp sonnets within the
broader context of Holocaust literature and resistance poetics.

0 Introduction

Poetry composed within concentration camps stands as a remarkable testament to
the resilience of the human spirit under the most brutal conditions imaginable. For
Slovenian prisoners, as for many others, the act of writing poetry—especially in
strict forms like the sonnet—became a form of defiance, remembrance, and inner
liberation. In environments designed to annihilate identity, culture, and individual
dignity, the sonnet’s ordered structure offered prisoners a symbolic means of
preserving coherence, beauty, and self-expression amidst chaos.

These poems were not merely literary exercises; they were acts of resistance. The
very process of creating, memorizing, hiding, and sometimes sharing these verses
involved tremendous risk. Yet through such clandestine creativity, prisoners sustai-
ned a sense of humanity, solidarity, and cultural continuiaty. Concentration camp
poetry thus functioned as both a psychological lifeline and a silent protest against
dehumanization.
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Slovenian concentration camp poetry reflects diverse themes: personal sorrow,
longing for freedom, remembrance of loved ones, and defiance in the face of
oppression. The sonnet, with its formal rigor and lyrical potential, proved particularly
suited to these aims. The constraints of its form mirrored the external constraints
imposed on prisoners, while its rich tradition offered a connection to the cultural
and literary past that the Nazi system sought to obliterate.

1 Historical Context of Poetry in Concentration Camps
1.1 Life and Conditions in Concentration Camps

The conditions in Nazi concentration camps were inhuman and dehumanizing by
design. These camps functioned as spaces of total control, where every aspect of
life was monitored, restricted, and brutalized. Prisoners faced starvation, forced la-
bor, physical abuse, and psychological torment. Basic needs such as food, clothing,
and medical care were either severely limited or entirely absent. The physical envi-
ronment itself—often overcrowded, unsanitary, and bleak—was engineered to in-
flict suffering. Beyond physical deprivation, camp authorities sought to destroy the
prisoners' sense of dignity and self-worth. Uniforms, identification numbers, and
shaved heads were among the measures used to strip prisoners of their individual
identities and reduce them to nameless entities within the system.

The wake-up call in the German concentration camps woke up the camp inmates
early - at S5am in winter and at 4am in summer. Whatever the weather conditions,
they stood, shod or barefoot, for an hour or more on the so-called Appellplatz,
where many prisoners lost their lives every morning due to exhaustion. After the
distribution of the morning meal - which was usually a small piece of bread for each
camp inmate - they were divided into work units, working 12 hours a day, from 6 or
7 a.m. until 6 or 7 p.m., with a short break at noon for a modest meal. On the way
back to the camp, they read ironic writings, such as the infamous ‘Work liberates’ at
Dachau and Auschwitz, or ‘Everyone gets what he deserves’ at Buchenwald. After
the working day there was a long evening count, each prisoner was then given a pi-
ece of bread, sometimes a slice of sausage or cheese, sometimes a cup of rare soup,
and then they could return to their barracks. This schedule was in place all days of
the week in some camps, while in some others the camp inmates were able to have
at least a little respite on Sundays (Byers 2015: 91-94, 101-103).

The conditions in the Italian civilian camps were also horrible, with about 40 people
dying daily at Rab, about 10 at Gonars, and about 24 at the Renicci camp. Among
the main reasons were starvation, desperate hygienic conditions and the many
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diseases that developed as a result (e.g. dysentery, typhoid fever, tuberculosis,
scabies, scurvy, beriberi etc.) (Walston 1997: 178).

Disobedience was punishable by death. If a camp inmate returned from work with
any object, he was killed immediately. If he escaped while working, 25 campers
from his work group were shot (Byers 2015: 104).

In this oppressive environment, the creation of any form of art, let alone poetry, was
profoundly difficult. The emotional burden was immense, as prisoners were frequen-
tly separated from loved ones, forced to witness acts of brutality, and faced the con-
stant threat of death. Writing materials were rare, as the Nazis forbade any form of
personal expression or communication among prisoners. Many poems composed
within the camps had to be memorized and passed along orally to avoid detection. In
cases where they were written down, they were often crafted on scraps of paper or
smuggled through dangerous channels. Despite the overwhelming obstacles, poetry
persisted, serving as a lifeline for emotional survival and cultural resistance.

1.2 The Role of Art and Literature in Camp Life

Within concentration camps, where hope was systematically stripped from daily
life, any form of creative expression became an act of resistance. For many priso-
ners, poetry was a way to preserve their thoughts, memories, and emotions in an
environment designed to erase individuality and suppress humanity. Despite the
near-impossibility of sustaining creative activities under such severe conditions, art
managed to find a foothold.

In the camps, creative endeavours took place in various fields of art - music, literature,
art and theatre. The artistic pursuits of the camp inmates were either secret or public,
the latter of which the Nazis approved of and exploited for their own purposes (Co-
stanza 1982: 17). Theatrical plays were staged in Budzyn, in Flossenbiirg the camp
orchestra played Wagner and Beethoven on Appellplatz, and in Auschwitz a similar
orchestra was forced to accompany the convicts to the place of execution with music
(Byers 2015: 104). This burgeoning of artistic activity testifies to the perseverance
and unwavering spirit of the camp inmates. It is a kind of resistance that was as strong
as the open revolts and uprisings in the camps of Treblinka, Sobibor, Auschwitz and
the Warsaw ghettos (Costanza 1982: 17). It is also necessary to point out the extreme
danger of (clandestine) artistic activity in the camps - artists who were caught in the
act were punished with death (Costanza 1982: 59).

In the context of partisan art, Komelj speaks of a ‘liminal existential situation’,
which, in addition to pushing artists to the limits of their own abilities, also pushed
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them to the ‘limiting strains of their language’. Thus, even those who had never
written poems before were writing poetry, and in the partisans the literarisation
of experiences in combat was deliberately encouraged. It was therefore a massive
outburst of writing, in which people realised ‘that the word has explosive power’
(Komelj 2009: 108). The latter is also true of camp and prison poetry, and the expe-
rience of its authors undoubtedly constitutes an extraordinary ‘liminal existential
situation’.

1.3 Poetry as a Form of Resistance

In an environment of absolute oppression, the mere act of composing poetry was an
act of defiance. By creating poetry, prisoners asserted their humanity and individuality,
directly countering the Nazis’ efforts to dehumanize and depersonalize them. Poetry
in concentration camps served as both personal and collective resistance. Individual-
ly, it allowed prisoners to hold onto memories, thoughts, and identities that the camp
authorities sought to obliterate. Collectively, it provided a means of building solidarity
among prisoners, forging connections even in a place intended to isolate and control.

The poems often expressed an internal resistance—a refusal to let go of one’s hu-
manity or give in to despair. Prisoners wrote about their dreams of freedom, their
anger at the injustices they witnessed, and their unbroken connection to loved ones.
In many cases, these poems carried coded messages or metaphors that could be
safely shared among prisoners without detection by guards. Through these subtle
acts of rebellion, prisoners maintained a sense of agency, reclaiming their voices
and identities in a system designed to silence them. The poetry that emerged from
these conditions was raw, poignant, and often defiant, standing as evidence that the
human spirit could survive even under relentless oppression.

1.5 Cultural and Historical Legacy of Camp Poetry

The legacy of poetry from concentration camps is profound. After the Holocaust,
survivors and historians worked to recover, translate, and publish the writings of
prisoners. Collections of camp poetry, preserved by survivors or found in hidden
locations, became essential documents in understanding the emotional landscape of
those who endured the Holocaust. These works provide historical insight into the
psychological and emotional states of the prisoners, capturing the nuances of their
suffering, courage, and hopes. The poetry of concentration camps has become a fo-
undational element in Holocaust literature, shaping our understanding of resistance
and survival under totalitarian regimes.
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Today, camp poetry holds an essential place in education and memorialization
efforts around the Holocaust and other instances of genocide. These poems allow us
to hear the voices of those who lived through the camps, offering personal narratives
that are often absent from historical records. The preservation and study of these
works remind us of the enduring strength of human dignity and creativity, even in
the face of seemingly insurmountable darkness. They serve as lasting testimonies
to the resilience of those who resisted through words and as ethical reminders of the
atrocities that must never be forgotten.

2 Methods of Hiding and Transporting Poetry in Concentration Camps

In the harsh, repressive environment of concentration camps, any form of self-
-expression was a high-risk act. Prisoners caught engaging in creative activities
such as writing poetry could face severe punishment or even death. As a result, tho-
se who wrote poetry had to develop ingenious and often covert ways of hiding and
sharing their work. These methods varied, depending on the resources available,
the level of surveillance, and the cooperation of other prisoners, yet each technique
demonstrated the poets’ ingenuity and courage. This chapter explores the various
means by which concentration camp prisoners hid, preserved, and transported their
poetry, ensuring that their voices might endure even if they did not.

2.1 Memorization and Oral Tradition

Without writing materials, many inmates relied on mental preservation. Ellen S.
Fine notes that “memory became the living library” inside the camps, with poems
memorized and shared quietly to sustain communal bonds (Fine 1986, p. 81). One
of the simplest yet most powerful methods of preserving poetry was through memo-
rization. With limited access to paper, ink, or other materials, many prisoners created
poetry solely in their minds, rehearsing it until the words became as solid as stone.
This practice drew on oral traditions that had existed for centuries, wherein poems,
stories, and songs were passed down through memory. For those in concentration
camps, memorization became an essential technique for survival. Prisoners often re-
cited their verses to themselves or whispered them to trusted companions. This quiet
act of remembrance allowed the poetry to live on even if its creator did not survive.

Oral sharing also fostered a sense of community. In secret gatherings, prisoners
would exchange verses and pass along poems they had committed to memory, cre-
ating an invisible web of poetic expression within the camp. Through this oral
network, a poem could circulate among prisoners without leaving a physical trace,
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evading detection by guards. Oral transmission became a way to not only preserve
the poem but also spread hope, solidarity, and resistance among prisoners. This
form of shared memory strengthened the communal spirit and kept the poets' voices
alive even as the Nazis sought to erase their humanity.

2.2 Scraps of Paper and Secret Messages

When prisoners did manage to obtain writing materials, they had to be creative
with how they hid their poetry. Paper was a precious commodity in concentration
camps, often scavenged from discarded scraps, packaging, or even toilet paper. A
single scrap could contain a powerful verse, hidden in a way that guards would
overlook. Prisoners might smuggle in tiny pencil stubs, pieces of coal, or use any
substance that could leave a mark. They would then write in small, cramped letters
to conserve space and remain as inconspicuous as possible. Despite severe surveil-
lance, prisoners scavenged scraps or toilet paper and wrote miniature verses using
tiny pencil stubs. These micro-scripts were secretly concealed in clothing, shoes,
or hidden in ration kits. Such efforts enabled private expressions even amid deadly
censorship (Fine 1986, pp. 82—83).

These scraps were typically hidden within clothing or personal belongings, sewn
into hems or tucked into small crevices of prisoners’ living quarters. The poems
were sometimes concealed within other objects—behind photographs, in hollowed-
-out books, or inside items like shoes and blankets. The ingenuity required to hide
these texts added an element of resilience to the act of writing itself, transforming
poetry into an act of defiance. These hidden verses became a private form of resi-
stance, enabling prisoners to retain their voices in secret while eluding detection.

2.3 Smuggling via Clandestine Networks

In many concentration camps, prisoners formed clandestine networks to pass along
messages and goods, sometimes even across different sections of the camp or
between camps. Within these networks, prisoners would work together to transport
poems from one place to another, using methods typically reserved for contraband.
Camp workers, who had access to different parts of the camp or were involved
in labor outside the camp, often played a vital role in these networks. They could
smuggle poems in and out, hiding them within their tools, clothing, or food supplies.
Sympathetic guards, as rare as they were, sometimes helped smuggle poetry out of
the camps. These guards could take letters or poems to contacts outside the camp or
help prisoners gain access to materials and hiding places. Camp workers or outsiders
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who managed to retrieve these poems from within the camps often preserved them,
either by hiding them or by copying them down to prevent loss. These smuggling
networks were crucial in enabling prisoners to keep their stories alive beyond the
camp walls, allowing poetry to reach the outside world and preserve a record of the
atrocities happening inside.

Yael S. Hacohen’s study on Holocaust poets describes how some inmates entrusted
verses to sympathetic laborers or rare guards, ensuring their transport beyond camp
confines. After liberation, poems were often recovered from caches within walls,
bedding, or clothing (Hacohen 2024, pp. 4-6).

2.4 Encoding, Symbolism, and Poetic Camouflage

To avoid detection, poets encoded meanings using nature metaphors, religious
imagery, or allegory—techniques that enabled emotional truths to evade the eyes
of censors, according to Fine (Fine 1986, p. 84). Since any writing discovered by
guards would be examined and likely destroyed, poets used allegorical language or
personal codes that only other prisoners could interpret. For example, a poem might
reference nature, historical figures, or abstract ideas to conceal its true meaning,
allowing prisoners to express anger, despair, or resistance indirectly. Symbolism
served as a form of camouflage, allowing the poet’s message to pass unnoticed by
those unfamiliar with the subtext.

Encoding was also a psychological strategy, allowing poets to express forbidden
thoughts and emotions in ways that did not attract immediate suspicion. This me-
thod not only safeguarded the content of the poem but also built a layer of intimacy
and solidarity among prisoners who understood its meaning. Poets could convey
messages of hope, freedom, or remembrance in language that resonated with fellow
inmates, but which would appear harmless to the untrained eye of a guard. These
coded poems served as both an intellectual and emotional lifeline for those who
shared in their hidden meanings.

2.5 Sewing Poetry into Garments and Objects

Another innovative technique was to sew or weave verses into clothing. Prisoners
who had access to needle and thread could embroider small fragments of poetry or
symbolic initials into their garments. This practice not only concealed the poetry
from guards but also allowed prisoners to carry the verses on their person as a
source of comfort and resistance. The fabric of clothing became a canvas, where
prisoners could embed their thoughts in stitches too subtle to attract attention.
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In some instances, textile workers in concentration camps incorporated coded mes-
sages or symbols within their work, especially in situations where their labor invol-
ved producing textiles or garments for Nazi use. This subtle embedding of poetry
or symbols in fabric represented a form of silent resistance, defying their oppressors
by integrating expressions of defiance into the very fabric of the oppressor's machi-
nery. For those who wore or shared these clothes, the hidden texts offered a small
but potent reminder of personal autonomy and resilience.

Some prisoners embroidered lines or initials into clothing or created small cloth-
-bound notebooks. These portable forms of poetry remained hidden on prisoners’
persons—covert acts of defiance and identity retention (Hacohen 2024, p. 6).

2.6 Inscribing on Natural and Everyday Materials

For prisoners who had no access to traditional writing materials, even small objec-
ts or natural materials could become repositories for poetic expression. Pieces of
wood, stones, or bones were sometimes scratched with verses using whatever tools
were available, such as nails or sharp stones. Some prisoners also created miniature
books or scrolls by stitching together pieces of cloth or paper and inscribing poems
on these makeshift surfaces. These objects, small enough to be concealed or carried
unnoticed, became physical manifestations of the poet’s thoughts and emotions.

Other prisoners used materials like flower petals, leaves, or dirt as mediums for
temporary writing, accepting the inevitable impermanence of these creations. These
fragile artifacts, often swept away or disintegrated, symbolized both the ephemeral
nature of life in the camps and the prisoners’ determination to keep creating beauty,
even if only for a moment. These natural materials allowed poets to remain creative
and expressive without leaving a permanent record that could endanger their lives.

Sharp tools were used to scratch verses onto wood, stones, or bones. Such texts,
inscribed onto found materials, were small and durable and often concealed under
debris, offering a lasting record (Hacohen 2024, pp. 7-8).

2.7 Preservation Post-Liberation

Upon liberation, Allied forces and survivors uncovered these hidden poetic arti-
facts—scraps, embroidered texts, carved verses. Hacohen reports that these were
carefully collected by survivors and librarians, forming the cornerstone of modern
Holocaust archives and poetry anthologies (Hacohen 2024, p. 8). Despite their ef-
forts, many prisoners could not carry their hidden poems with them if they were
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transferred, or they might have been forced to destroy them for safety reasons.
However, as Allied forces liberated concentration camps near the end of the war,
survivors, liberators, and resistance members began to uncover hidden caches of
poetry and other writings. In some cases, these poems had been hidden in walls,
buried in the ground, or concealed within furniture or other structures. The disco-
very and preservation of these poems were often accidental, and yet these artifacts
provided invaluable insight into the lived experiences of camp prisoners.

Some survivors took on the responsibility of preserving poems, collecting and sha-
ring them with the world to honor the memories of those who perished. In other
cases, relatives or friends of the deceased managed to retrieve poems that had been
hidden, keeping the words of their loved ones alive. The role of post-liberation
preservation was essential in ensuring that these hidden poems were not lost to
history. Through the efforts of survivors, scholars, and cultural institutions, many
of these poems have since been published, translating private acts of courage into
public memory.

Through these diverse methods, prisoners managed to hide, preserve, and transport
poetry in conditions of extreme oppression. Each poem that survived represents an
act of defiance, resilience, and determination to keep the human spirit alive even
within the machinery of annihilation. These poems speak to the creative ingenuity
of those who resisted through words, defying a regime intent on erasing every trace
of their voices. The survival of this poetry allows us to bear witness to the enduran-
ce of human dignity and the power of the written word, which persisted even in the
most harrowing of circumstances.

3 Verse

Since partisan songs were primarily intended for singing, they were often written with
the idea of setting them to music or in collaboration with the composers (Kirn 2022:
101). This collective character of creation is also present in concentration camp poet-
ry, which is particularly interesting, since the authors did not abandon their collective
national liberation commitment even in the most horrific moments of their lives. The
verse is in most cases traditional, the poems are oftenly arranged in 4-line stanzas, or
in a combination of 5- and 3-line stanzas, a lot of epigrams can also be found.

3.1 Sonnets in Slovenian Concentration Camp Poetry

The sonnet—a poetic form associated with order, balance, and intellectual discipli-
ne—held particular significance for Slovenian poets imprisoned in concentration
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camps. The strict structure of the sonnet (14 lines, often in two quatrains and two
tercets or in the Shakespearean scheme) offered a symbolic counterpoint to the sur-
rounding chaos and dehumanization. Writing a sonnet under conditions of absolute
oppression was an act of inner sovereignty: a demonstration that the mind remained
free even as the body was confined (Fine 1986, p. 85).

3.1 The Sonnet as Form of Spiritual and Intellectual Resistance

The sonnet’s demanding formal constraints allowed prisoners to assert mastery over
language and thought. This was not merely a technical feat; it represented a moral
stance. As Fine (1986, p. 85) points out, the act of composing metrical, rhymed po-
etry in the camps was “a stubborn assertion of intellectual identity and dignity.” In
the Slovenian context, where national identity was closely tied to literary tradition,
the sonnet took on additional weight: it connected prisoners to their cultural herita-
ge, a heritage the Nazi regime sought to eradicate.

3.2 The Cultural Meaning of the Sonnet in Captivity

In the sonnets written by Slovenian camp inmates, the precision of form stands as
a moral counterforce to the camp’s brutality. These poems often adhere strictly to
rhyme schemes and classical style, which in itself was a defiant act of maintaining
standards of beauty where ugliness reigned. The sonnet form also provided a ves-
sel for deep emotional expression within a compact space — ideal for preserving
and transmitting thoughts in secret. Many such sonnets were memorized or hidden
(as discussed above), and their survival in oral tradition or on smuggled scraps of
paper is a testament to the determination of poets to leave a trace for the future.
Culturally, each sonnet bridged the hell of the present with the world of the past
and the future. By invoking traditional forms, the poets connected themselves to the
continuum of Slovenian literature, subtly thwarting the Nazi attempt to sever them
from their identity. The themes of these sonnets varied — from nature and freedom
to love and death — but they often used rich imagery to indirectly address the priso-
ners’ situation. For example, images of birds flying free, the sunlit hills of home, or
steadfast stones in a tempest could carry layered meanings about liberty, homeland,
and endurance. The sonnet’s volta (the turn around line 9) was frequently used to
shift from despair to hope or from description to philosophical insight, showing the
prisoners’ mental resilience and refusal to end on a note of despair. Thus, the cultu-
ral meaning of writing a sonnet in captivity was profound: it was an act of cultural
preservation, spiritual resistance, and personal catharsis all at once. We will now
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look at a few examples of Slovenian concentration camp sonnets and consider how
their form and content reflect the concerns outlined above.

Slavko Orli¢: Lastovkam

One Slovenian camp poet, Slavko Orli¢, expressed his longing for the freedom
embodied by birds in his sonnet “Lastovkam” (To the Swallows). Orli¢ wrote this
poem while imprisoned, directing his words to the swallow birds he imagined
or observed flying high above — symbols of liberty and the return of spring. The
sonnet’s elegant structure and nature imagery provided a stark contrast to the barbed
wire and barracks around him. In this poem, Orli¢ projects his yearning for escape
onto the swallows, who can migrate freely to warmer, happier lands. The poem not
only reflects personal longing but also subtly alludes to the sorrow of the homeland
(otoznost domovine) under occupation. Below is the full text of Orlic’s sonnet:

Kaj letate mi lastovke tak’ smelo
in birate v velike se skupine?
Mar ¢utite otoZznost domovine,

ki zdaj zajela naso je dezelo?

Ze mnogo jat na jug je odletelo,
kjer tople in cvetece so doline;
in zdaj se ve, o srecne in edine,

ki vam srce v svobodi bo zivelo.

Ko z vami bi jaz mogel odleteti
v dezele tam, kjer lepSe sonce sije!

V prostosti zlati ko bi smel ziveti

in smel poslusat’ vase melodije!
in z vami, ptice, ko bi smel zapeti,

bile bi jasne moje poezije.

In this sonnet, Orli¢ addresses the swallows (“lastovke™) that gather daringly and
prepare to migrate south. He wonders if they sense the sorrow enveloping his ho-
meland, now under tyranny. The volta (turn) in the sonnet comes with the line “Ko
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z vami bi jaz mogel odleteti” — “If only I could fly away with you.” In the sestet, the
poet imagines joining the birds to a land “where a more beautiful sun shines,” living
in golden freedom, and singing along with them. The final line, “bile bi jasne moje
poezije” (“my poems would be bright/clear then”), poignantly conveys that only
in freedom could his poetry truly flourish. Within the camp context, the sonnet’s
polished form and hopeful yearning served as an emotional escape. Orli¢’s fellow
prisoners who heard or read this piece would instantly grasp the double meaning:
the swallows’ flight is the flight of their hearts toward home and liberty. The natural
imagery provided a safe cloak for a forbidden dream. Lastovkam thus stands as a
beautiful example of how a camp sonnet could encapsulate despair and hope, per-
sonal grief and collective aspiration, all within a classical poetic form.

Boris Fakin (Igor Torkar): Sonet o kamnu

Another powerful example of a camp sonnet is “Sonet o kamnu” (Sonnet about
a Stone), written by Boris Fakin under the pen name Igor Torkar. Torkar was a
chemical engineer in his early thirties, who endured imprisonment in Dachau and
Sachsenhausen. In this sonnet, he dedicated his verse to a simple stone on the camp
grounds, using it as a metaphorical mirror of his own existence. The poem displays
a high degree of identification between the camp inmate and the stone — both are
subjected to suffering inflicted by human hands, and both slowly disintegrate into
dust within the camp’s confines. By giving voice to an inanimate object, Torkar fo-
und a poignant way to comment on the dehumanization he experienced, while also
hinting at a kind of stoic endurance. Below is Torkar’s Sonet o kamnu, with its grim
yet empathetic portrayal of a fellow “prisoner” — the stone:

Nekoc rodila te je v mukah Ziva skala,
ko so ljudi kladiva te iz nje izbila,
masina zgodaj ti mladost je razdrobila,

¢loveska roka te na cesto je zagnala.

In zdaj sred taborisca zdi§ ko modrec sivi,
zivi§ sred marc¢ne sape, rose, sonca vriskov,
sred burje, slane, dezja, sred grmenj in bliskov

drobi$ se v smrt, razpadas tiho v prah trohljivi...

Ko zbit na smrt sem dvignil te na dlan tresoco
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in s sonca hotel sem za blok te skriti v travo,

si zdrknil z rok kos¢enih mi na cesto vroco.

In mrzlo si pogledal me s kamnito glavo:
»Predragi, tu umrem naj - cesto utrjujem!«

0, kamen, modrec sivi, drug edini, ¢ujem!

In this sonnet, the stone’s “life story” uncannily parallels that of a prisoner. The first
quatrain recounts how the stone was born from living rock, then violently quarried
by human tools, crushed by machines in its youth, and finally tossed onto a road by
human hands. This is a metaphor for a person torn from home, broken by machinery
of war, and thrown into the road (or camp) by cruel authorities. The stone now “sits
in the middle of the camp like a grey sage,” enduring wind, frost, rain, and thunder —
weathering every storm as it slowly crumbles to rotten dust. This middle section evo-
kes the endless exposure and decay that prisoners suffered, treated as lifeless objects
themselves. In the final lines, the narrator (the prisoner) speaks: he recalls picking up
the stone with a trembling, emaciated hand, intending to hide it in the grass behind a
barrack to save it from further harm. But the stone slipped from his bony fingers onto
the hot road. The stone then “looked at me coldly with its stony head” and seemed to
speak: “Dear friend, let me die here — I am paving the road!” The prisoner exclaims,
“Oh stone, grey sage, my only companion, | hear you!” This remarkable ending per-
sonifies the stone as accepting its fate (to be part of the camp road), thus indirectly
commenting on the fate of prisoners whose bodies were being used to build the Third
Reich’s roads, literally and metaphorically. The stone calling the prisoner “dear” and
telling him not to save it resonates as the voice of a comrade who chooses to sacrifi-
ce himself to spare others. Torkar’s use of dialogue for the stone is both absurd and
deeply moving — inanimate objects were often easier to speak through than directly
stating one’s own plight under strict censorship. The rhyme scheme and rhythm of the
sonnet are maintained masterfully, showing Torkar’s determination to create literature
even in a place of death. This sonnet, like Orli¢’s, circulated among inmates (Torkar
himself survived and later published it). It stands as a haunting allegory of resignation
and friendship in suffering. The stone, unbreakable yet slowly perishing, becomes a
silent witness to atrocity and a symbol of the prisoner’s own fragmented self.

Karel Pacer: Hcerki

A further example is the sonnet “Hcerki” (To [My] Daughter) by Karel Pacer,
a Slovenian who was imprisoned during the war. In this heartfelt sonnet, Pacer



184  Resistance and its Echoes in Slavic Languages and Literatures

addresses his infant daughter from whom he has been cruelly separated. He had
left home when she was just a baby in the cradle, and now, writing from captivity,
he pours out his feelings of longing, love, and sorrow. Unlike the previous two
examples which use nature and objects as symbols, Hcerki is intensely personal
and direct, rooted in the intimate relationship between father and child. Through the
sonnet form, Pacer restrains and organizes overwhelming emotions into a lullaby-
like address, which likely also gave him strength to endure. The poem serves as
both a letter and a prayer — hoping that his words might one day reach his child, and
that she might know her father’s love despite his absence. Here is Pacer’s sonnet:

Odsel sem z doma, ko lezala si v zibeli
nebogljena, brez misli Se, brez znanja
o svetu okrog sebe, ki brezmejno

oceta ti in druzbi ga zaredi.

0j, bili poleg tebe smo veseli,
vsi kosati si v zivljenju, héeri,
kot svetle¢ Zarek temne no¢i

si razjasnila nam domski kleri.

Zdaj si ti tam pri mamici ostala.
Jaz, tvoj oce, sin tvojih krajev,

izgubljen, slomljen, pregnan od tebe.

Zdaj mislim nate, draga moja mala,
na tvojo mater, na domace gaje,

in od daljave me v srce zazebe.

In translation, the poem would read roughly: “I left home when you lay in the cra-
dle, helpless, with no thoughts yet, no knowledge of the world around you that so
boundlessly... (something about how the world drives the father away). Oh, how
happy we all were beside you; you, daughter, in life so blooming, like a bright ray
in the dark of night, you brightened our home’s call/cry. Now you remain there with
mommy. I, your father, son of your homeland, am lost, broken, banished from you.
Now I think of you, my dear little one, of your mother, of the home groves, and
from the distance a coldness strikes my heart.” Even without a perfect translation,
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the emotional trajectory is clear. The first quatrain describes the baby’s innocence
and the father’s early departure. The second quatrain reminisces about the joy the
child brought to the family — she was a ray of light in dark times. In the sestet, the
tone shifts to the present separation: the daughter is safe at home with her mother,
while the father (a “son of your region”) is lost and exiled, feeling like a broken
man far away. In the final tercet, the father confesses that he constantly thinks of
his “dear little one,” her mother, and the familiar woods of home, and that the
vast distance chills his heart. The last word “zazebe” literally means “it freezes
[me]” — a physical sensation of cold that echoes the emotional cold of separation.
Pacer’s sonnet likely resonated strongly with other prisoners who were parents.
Many in the camps agonized over the fate of their children and families. By arti-
culating this in a sonnet, Pacer gave form to that collective pain. The discipline of
the form perhaps helped him not to collapse under emotion — each line is a small
step of controlled expression. The cultural nuance here is the emphasis on home
(dom), homeland (kraji — “regions”), and family unity, which fascism and war had
torn apart. The simple, almost conversational language (addressing the daughter as
“draga moja mala” — “my dear little one””) makes it deeply relatable. One can ima-
gine Pacer whispering this poem to himself at night, as a way to lull his own despair
or to spiritually send a message to his child. Sonnets like H¢erki show another facet
of camp poetry: alongside the grand themes of freedom and resistance, there were
the private themes of love and family that sustained prisoners. In the context of a
concentration camp, to remember one’s role as a father, to cradle an imagined baby
in one’s words, was an act of spiritual survival. Pacer survived the war, and his
daughter (to whom the poem is dedicated) would later have these lines as a lasting
legacy of her father’s love forged in adversity.

Igor Vidic: Sonet

Igor Vidic’s “Sonet” is a classical Petrarchan sonnet written during WWII in a
Slovenian prison camp, blending nature imagery with a yearning for freedom. In
form, it follows a strict 14-line structure with an octave thymed ABBA ABBA and
a sestet employing two interwoven rhymes (a CDE CDE pattern). This adherence
to formal sonnet structure reflects how camp poets drew on Slovenia’s rich poetic
tradition (PreSeren and others) even in captivity. The meter echoes the elevated,
rhythmic style of PreSeren’s sonnets, giving the poem a dignified, resolute tone
despite its grim context. Thematically, Vidic personifies Spring (Pomlad) as a
liberator. The sonnet opens with a serene spring scene — “May sun gilds hill and
dale... young greenery sprouts” — yet an undercurrent of anxiety runs through the
peaceful image. By the volta (the turn) in line 9, the speaker’s hope and plea emerge:
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“When will this bitter journey end, when our homeland crucified on the cross will be
freed?” The poem explicitly invokes spring’s “old strength” to “banish the enslaved
night” (“prezene suzno no¢”) of occupation. Nature’s renewal becomes a metaphor
for political liberation: the buzzing bees and golden fields of spring contrast with
the “dark days” of bondage. The final rhyming couplet of the sestet (no¢/moc) is a
rousing apostrophe to Spring, urging it to “let its sap surge” and drive away the night
of servitude, symbolizing the longed-for end of tyranny. In short, Vidic’s sonnet uses
pastoral motifs and religious allusion (the crucified homeland) to express prisoners’
quiet defiance and hope. The poetic form lends it a timeless gravitas, as if to say that
despite barbed wires, the Slovenian spirit — like the cycle of spring — will rise again.

Ze majsko sonce hrib in dol zlati,
zelenje mlado bujno se razrasca.
Daj Bog, da v jeseni polna kasca,

na poljih pa Cebelice roj brenci.

Pokojo v soncu leca se smeji,
kot da je mir. A v usesih skrb narasca,
srce nasih se ob spominih strasa,

ko vidimo, da konca ni in ni!

Kdaj bo popotnik ta tehlik nas pelina,
ki je napoj nam v teh temnih dneh,

ko je na kriz razpeta domovina?

Pomlad, pokazi svojo staro moc,
¢ez zdravi je sok v dnu tvojih leh,

naj zakipi, prezene suzno noc.

Joze Jelin: Umrli tiso¢i na Rabu, v jeci (1)

View of the Italian concentration camp at Rab (1942), where thousands of Slovenian
civilians were interned in brutal conditions; an estimated 3,500—4,700 internees died
at Rab. Joze Jelin’s first sonnet, “Umrli tiso¢i na Rabu, v je¢i” (“The thousands who
died at Rab, in prison”), serves as an elegiac tribute to Slovenian victims of Fascist
camps and a scathing indictment of those responsible. Formally it is a Petrarchan
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sonnet, with a tightly knit ABBA ABBA octave and a sestet using two recurrent
rhymes (in this case, -ine and -e€i sounds) that alternate through the final six lines.
This classical structure, along with elevated diction, gives the poem an epic or mo-
numental quality befitting a memorial. Notably, the sonnet is part of a mini-cycle: its
closing line reappears as the opening of the next sonnet, linking them in a wreath-like
sequence (a technique akin to a sonetni venec or crown of sonnets). This cyclical
form reinforces the idea that the memory of the fallen continuously informs the pre-
sent and future. The octave establishes the fallen internees as martyrs and harbingers
of a new era. Jelin calls the “dead thousands on Rab Island, in prison” a “milestone
of a new history, a healing remedy for a renewed family (nation), a pledge of love in
the nation’s happiness.” In other words, their sacrifice is sanctified as the foundation
of post-war national rebirth. This reflects the partisan ethos that great suffering will
yield freedom and unity. The poem’s tone then pivots to directly address the “false
prophets” and collaborators. The speaker scorns those “prophets” whose memories
God has “confused”, who “missed the road to the mainland” — a metaphor implying
they lost the path to a grounded, moral stance. The accusatory questions in the sestet
—“Do you even know of the thousands exiled to Gonars, to Dachau, and the hundreds
of gloomy camps, our grievous grave?” — confront the indifferent or complicit. By
naming notorious camps (Gonars in Italy, Dachau in Germany), Jelin universalizes
Rab’s tragedy, reminding readers of the vast scope of Slovenian suffering. The final
lines turn bitterly ironic: “Eh, what do they matter to you, you battling priests (popje
vi boreci)! Villages and towns, countless homes proclaim our national calamity.”
Here Jelin condemns the clerical and nationalist collaborators (“white” guards ali-
gned with the occupiers) who claimed to fight for God and homeland but ignored
the very real “national misfortune” evident in the ruins of Slovenian villages. The
sonnet’s thematic core is thus twofold: it elevates the victims of Rab to martyr-heroes
of the Slovene nation, and it fiercely denounces those elites whose betrayal and false
prophecies led to such suffering. The solemn rhyme and rhythmic control underscore
the gravity of this moral lesson.

Umrli tiso¢i na Rabu, v jeci
mejnik so nam Ze nove zgodovine,
resilni lek prenovljene druZine,

ljubezni porok v narodovi sreci.

0, vi preroki krivi pregoreci,

lepo vam Bog pomesal je spomine.
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a vi zgresili pot ste do celine,

viharno pot k usodi opoteci.

Recite, znate li za tisoCere

izgnane v Gonars, Dachau in stotere
¢emerne tabore, nas grob boleci?
Eh, kaj so mar vam, popje vi boreci!
Vasi in mesta, hiSe marsikatere

oznanjajo o narodni nesreci.

Joze Jelin: Umrli tiso¢i na Rabu, v jeci (I1)

Jelin’s second sonnet continues the cycle, opening with the very phrase that ended
the first — “oznanjajo o narodni nesreci” (“they proclaim the national misfortune™)
— thereby reinforcing continuity. Its form mirrors the first sonnet’s Petrarchan sche-
me (ABBA ABBA / interlaced two-rhyme sestet). The recurrence of -eCi and -ece
rhyme-sounds in the octave and the sustained two-rhyme pattern in the sestet create
a tight linkage of ideas between the quatrains and tercets, almost like an incantation.
This formal cohesion across the pair gives the impression of a single, extended ele-
gy-argument divided into movements. Such structured lyricism was characteristic
of Slovenian resistance poetry, which often remained faithful to traditional forms
despite its urgent subject matter. Where the first sonnet memorialized the victims,
this second sonnet sharpens the accusation against the perpetrators. It begins by de-
scribing the “painful wounds of men, women and children” as living evidence of the
nation’s tragedy. These lines imply that the very bodies of survivors carry testimony
to what happened. Jelin then directly addresses the collaborators with biting sarcasm:
“that you banished confessions and prayers, freeing us from one nightmare in this tur-
moil.” The tone is bitter — the speaker suggests that the only “rescue” the people got
from those leaders was the removal of spiritual solace (“confession”), leaving them
in a nightmare. In the second quatrain, Jelin castigates the “shameful lads” (likely
the local quislings or militia) who “eagerly invented fake myths in their games and
defiled our youngest girls, with only one thought: not to relinquish power.” This is a
stark image of moral corruption — hinting at rape and debauchery inflicted by the col-
laborators’ forces, cloaked in patriotic or religious rhetoric. The language here is deli-
berately jarring (defilement of “najmlajse dekletce”, the youngest girls) to underscore
the betrayal of basic human values by those who claimed to protect the nation. In the
sestet, the sonnet invokes a triad of sacred ideals that the collaborators have sold out:
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“Now you have sold faith, hope, and love” — referencing the three Christian virtues,
an accusation that they betrayed both religion and humanity. In exchange, they spread
a “medieval disease” in modern times: “hatred, theft, murder at every hour.” Jelin’s
diction draws a contrast between the lofty medieval ideal of Christian knighthood
(which the collaborators pretended to uphold) and the medieval reality of plague-like
violence they actually unleashed. The final tercet delivers a prophetic warning: “You
forget repentance — despite the tonsure — Europe will give you an obligatory lesson,
far more about a new culture.” Here he alludes to the religious figure of the tonsured
priest, implicating clergy who supported Fascism (the “white” Catholic militias), and
foresees that war-torn Europe will eventually hold them to account. The phrase “a
lesson about the new culture” drips with irony — the “new culture” likely refers to the
post-war order (and possibly the Allied/Partisan victory) that will forcefully re-edu-
cate those steeped in hatred. It suggests that however much the collaborators wrap
themselves in piety, they cannot escape judgment. Overall, this sonnet’s theme is one
of moral reckoning: it extends the elegy for victims into a condemnation of the trai-
tors, using religious language and sarcasm to strip away any pretense of righteousness
from them. The poetic form — disciplined and repetitive — serves to hammer in the
idea that history will remember their misdeeds just as it remembers the sufferers’ pain.

Oznanjajo o narodni nesreci
bolece rane moz, Zena in dece;
da ste pregnali spovedi in lece,

resili ene more nas v tej gneci.

Zeljno so "fantje" vasi nesloveci
izmisljali si mirte v svoje "hece",
ter skrunili najmlaj$e nam dekletce,

edini v misli: ne oblast odvrecil

Zdaj ste prodali vero, up, ljubezen,
a srednjevesko Sirite bolezen:

sovrastvo, rop, umor ob vsaki uri

Pozabljate pokoro - kljub tonzuri
Evropa vam bo dala nauk obvezen,

veliko ve¢ o novi Se kulturi
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Joze Jelin: Umrli tiso¢i na Rabu, v je¢i (Magistrale)

The final sonnet in Jelin’s sequence is explicitly labeled “Magistrale,” signaling
its role as a summative capstone to the cycle. In the tradition of the sonetni venec
(crown of sonnets), a magistrale is composed of lines that appeared in the prece-
ding sonnets — effectively weaving the key themes into one master-sonnet. Jelin’s
magistrale indeed incorporates lines or phrases from the earlier poems, creating
a powerful refrain of remembrance and warning. Formally, it upholds the same
Petrarchan rhyme scheme (ABBA ABBA in the octave) and the two-rhyme tessel-
lation in the sestet, giving a strong sense of unity across all three poems. We see
the return of rhyme-endings -ava, -ali, -e€i, -uri that have echoed throughout the
prior sonnets, now all resonating together in this concluding piece. In content, the
Magistrale sonnet pulls no punches — it reads like a judgment delivered upon the
collaborators (“belim”, i.e. the “White” Guard or anti-Partisan forces) and a final
exaltation of the martyrdom of the victims. The opening line addresses the culprits
directly: “Kaj vam je ‘belim’ trebalo Dachaua?” — “What use was Dachau to you,
you ‘White’ ones?” — invoking the infamous Nazi camp to chastise the Slovene
collaborators for their complicity in the Nazis’ crimes. The tone is almost incre-
dulous contempt: all the cruelty (Dachau, Rab, etc.) served nothing but to blacken
their name. Jelin accuses them of selling out fraternal love and women’s honor
for foreign currencies: “Ljubezen bratsko, zensko Cast prodali, me ste bozje liram,
markam dali...” — even God’s own heritage (the Slovene nation) they handed over
for Italian lira and German marks. This stark economic imagery of treason-for-cash
underscores how the collaborators bartered away their people for personal or ide-
ological gain. He then states, “The whole Carniolan land is your sorrowful fame,”
meaning all of Slovenia (Carniola) bears witness to their infamy — a fame of shame.
The octave continues by cataloguing their atrocities at home: “Domaci mir vam sta-
ra je skusSnjava” — domestic peace was an old temptation for you — suggesting they
always chose the “old comfort” of subjugation over the struggle for freedom. Jelin
references Sveti Urh and Zelimlje, sites known for collaborator strongholds and
executions, noting these “annals” are “grateful witnesses of how you slaughtered,
apostles, for some kind of God’s rights.” The bitter irony in calling them “apostles”
highlights their hypocritical use of religion to justify violence. By listing specific
locales, the poem concretely roots their crimes in Slovenian soil, further shaming
them in front of history. In the sestet, Jelin’s magistrale brings back the refrain of
the martyrs and the nation’s suffering, quoting verbatim: “Umrli tiso¢i na Rabu, v
jeci / oznanjajo o narodni nesre¢i” — “the dead thousands of Rab’s prison proclaim
the national tragedy”. This direct repetition ties the sonnet back to the first in the
cycle, making the voices of the dead speak again in the finale. He also reprises
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“veliko vec o novi Se kulturi” (“far more about a new culture”), the ironic forecast
that a new era will expose the collaborators’ misdeeds. The last three lines then
turn to the present struggle and an ominous prophecy: “The entire nation fights as
if at the hour of death, defends itself vigorously in the universal chaos, and for you
‘mene tekel” is already written on the door.” The phrase “mene tekel” alludes to
the biblical writing on the wall (Book of Daniel) announcing God’s judgment on a
corrupt ruler — here it signifies that the fate of the traitors is sealed. In these closing
lines, Jelin invokes the image of a nation in its life-and-death battle (the Partisan
struggle in 1944-45) and declares that divine/historical justice is imminent. The use
of the archaic biblical warning gives the conclusion a grave, prophetic weight. As a
whole, the magistrale sonnet functions as a culminating indictment and affirmation:
it compiles the cycle’s motifs — martyrdom of the innocent, betrayal by the “belim”
(White Guards), national resistance, and impending justice — into one final, thunde-
rous chord. The poetic form, borrowing lines from the earlier sonnets, makes it feel
like the very voice of history speaking. Jelin’s cycle, through classical sonnet form
and searing language, thus memorializes the victims of fascism and vehemently
defends the moral integrity of the Slovenian resistance.

Kaj vam je "belim" trebalo Dachaua?
Ljubezen bratsko, Zzensko ¢ast prodali,
me ste bozje liram, markam dali

cel kranjski svet vam Zalostna je slava.

Domaci mir vam stara je skuSnjava,
a Sveti Urh, Zelimlje itd. anali,
hvalezne price so, kako ste klali,

apostoli, za neka bozja prava.

Umrli tiso¢i na Rabu, v jeci
oznanjajo o narodni nesreci,

veliko ve¢ o novi Se kulturi.

Cel narod bije se kot v smrtni uri,
energicno se brani v ob¢i gneci,

vam pise "mene tekel" Ze na duri.
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Francka Gortnar: Molitev matere izgnanke (The Exiled Mother’s Prayer)

Francka Gortnar’s “Molitev matere — izgnanke” is a poignant sonnet that differs in
voice from Jelin’s militant tone, yet it is equally rooted in the experience of wartime
loss. Gortnar, herself a Slovene internee and exile during WWII, writes in the voice
of a mother who has been expelled from her home and has lost her son in the conflict.
The poem is cast as a prayer, and fittingly it adopts the sonnet form to give that prayer
a sense of ritual and structure. In form, it follows the Petrarchan model: an ABBA
ABBA octave and a CDE CDE-like sestet (with two rhyming sounds repeated three
times each, -ori and -eCe). The measured rhyme scheme and the sonnet’s traditional
cadence lend a kind of hymnal solemnity to the mother’s words — it reads almost like a
psalm or litany from a prayer book. This is intentional: by using a revered poetic form
and biblical allusions, Gortnar elevates the personal grief of one mother to a universal
lament of war and sanctifies the sacrifice of the fallen. The octave of the poem recalls
how, “when we were still happy and healthy at home,” the family read from the holy
book about saints and martyrs whose souls, though their bodies “rotted in the earth,”
were numbered among the blessed. The mother describes how they “made pilgrima-
ges to holy graves, venerating their relics” and how those saints in heaven obtained
blessings for the living. This reflective narrative serves two purposes: it draws a paral-
lel between the martyrs of old (canonized saints) and the modern martyrs (the victims
of fascism, like her son), and it highlights the faith that sustained people before trage-
dy struck. The language — “mucenci mnogi... njih duse k svetim so priStete” (“many
martyrs, their souls joined with the saints”) — explicitly casts the war dead in a holy
light. The mother is effectively canonizing her fallen son by analogy, preparing us for
the revelation of her personal loss in the sestet. The turn (volta) comes quietly after
line 8, and the sestet brings the focus to the mother’s present reality. “Moj sin je padel
kot mucenec v gori” — “My son fell as a martyr in the mountains”. In one line, her sor-
row is laid bare: her son died in combat (likely as a Partisan in the hills) and, by calling
him mucenec (martyr), she firmly links him to the earlier martyrs from scripture. She
then laments that “No one goes into the forest to light a candle for him; the pines (bori)
sing him an eternal lullaby.” This is an achingly beautiful image — the bori (pine trees)
are personified as mourners singing a funeral song (the sighing of pines in the wind)
over a grave that no living loved one can visit. It underscores the loneliness of a war-
time grave, especially for partisans buried in remote terrain, with no proper memorial
or ritual possible. The contrast is stark: whereas the saints of old had pilgrims and can-
dles at their tombs, her son’s resting place is unmarked, tended only by nature. Gortnar
thereby highlights the cruel reality faced by many war mothers — exile denies her even
the chance to say goodbye properly. In the final tercet, the poem indeed becomes a di-
rect prayer. The mother addresses God with heartbreaking humility: “Usmili se, Bog,
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matere prosece!” — “Have mercy, God, on a pleading mother!” — asking only “Grant
that [ may visit the grave up there just once, then let me close my weary eyes.”. This
closing is as much personal as it is universal. In her singular wish (to see her son’s gra-
ve one time before she dies), we hear the voice of countless mothers and fathers who
lost children to war and could not even perform the last rites. The triple invocation of
faith in this sonnet — reading the Holy Scripture, equating fallen soldiers to saints, and
directly praying to God — imbues it with a spiritual dimension that elevates wartime
suffering into the realm of the sacred. The sonnet form, with its resolved couplet-
-like ending, gives a sense of finality to her wish, as if this prayer were being sealed.
Gortnar’s “Exiled Mother’s Prayer” thus stands as a solemn counterpoint to the fiery
Jelin poems: it uses the language of faith and motherhood to convey the cost of war on
the most intimate level. Yet it shares with Jelin’s works the notion of martyrdom — the
son as martyr, the mother as a kind of Mater Dolorosa (sorrowful Mary figure) — and
the conviction that those who died for freedom are holy. Composed in 1944 and pu-
blished in a Partisan newspaper, this sonnet also testifies to how Slovenian internees
and partisans clung to cultural memory and formal poetry to process trauma. In its
restrained, classical beauty, the poem memorializes not only one mother’s grief, but
also the spiritual strength of all who endured exile and loss during the war.

Tako smo ¢itali iz knjige svete,
ko sre¢ni, zdravi Se doma smo bili:
Mucenci mnogi, ki so v zemlji gnili,

njih duse bile k svetim so priStete.

In romali smo na grobove svete,
trohljivosti otete njih Castili,
so sre¢o nam v zivljenju izprosili,

zgubljene duse bile so otete.

Moj sin je padel kot mucenec v gori.
Nih¢e ne hodi v gozd prizigat svece.

pojo uspavanko mu vecno bori...

Usmili Bog se matere prosece!
Vsaj enkrat da obiS¢em grob tam gori,

nato zatisnem naj oci skelece.
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Conclusion

The Slovenian sonnet, when composed under the inhumane conditions of concen-
tration camps, stands as a profound act of spiritual and artistic resistance. In a world
stripped of freedom, dignity, and identity, the sonnet’s formal discipline—its fixed
structure, tight rhyme schemes, and rhetorical balance—offered poets a symbolic
and psychological counterforce to chaos and annihilation. Writing in sonnet form
was not merely a literary exercise but an assertion of coherence, tradition, and me-
mory in the face of dehumanization.

Unlike free verse, the sonnet demands order, restraint, and reflection. Its boundaries
became a paradoxical space of freedom for imprisoned poets: a frame within which
they could preserve their voice, articulate grief, and encode acts of defiance. In the
works of Slavko Orli¢, Boris Fakin Igor Vidic, JoZe Jelin, Francka Gortnar, and Ka-
rel Pacer, the sonnet becomes both container and catalyst—a place where patriotic
mourning, religious supplication, political accusation, and personal lament could
be shaped into durable testimony.

Moreover, the continuity with centuries of European poetic tradition—echoes of
Petrarchan and Shakespearean forms—connected the prisoners to a broader cul-
tural lineage, reaffirming their place in history even as fascist regimes sought to
erase it. The sonnet thus served as a mnemonic structure for oral preservation and a
political instrument of quiet resistance. Its survival, whether through memorization,
concealment, or later recovery, affirms the enduring power of poetic form to carry
the weight of historical trauma and ethical witness.



Upor in njegovi odmevi v slovanskih jezikih in literaturah 195

PoEms

PATERNU, Boris, idr. (ur.), 1987: Slovensko pesnistvo upora: 1941-1945. Ljubljana: Mladinska
knjiga, Partizanska knjiga.

LITERATURE

ByERs, Ann, 2015: Auschwitz, Bergen-Belsen, Treblinka: The Holocaust Camps. New Jersey:
Enslow Publishing.

CosTanza, Mary S, 1982: The Living Witness: Art in the Concentration Camps and Ghettos.
New York: Free Press, London: Collier Macmillan.

FinE, Ellen S., 1986: Legacy of Night: The Literary Universe of Elie Wiesel. New York: State
University of New York Press

Gobkc, Rupko, 1946: Mladinski listi v zaporih in taboris¢ih. Mladinska revija 1/2. 43—45.

HacoHen, Yael S., 2024: “This Is How/You’ll End: Holocaust Poems as War Ephemera.” Ge-
nealogy 8/2. 53.

KirN, Gal, 2022: Partizanski protiarhiv: O umetniskih in zgodovinskih prelomih jugoslovanske-
ga NOB. Ljubljana: Maska.

KowmeLs, Miklavz, 2009: Kako misliti partizansko umetnost? Ljubljana: Zalozba /*cf.

Novak-Porov, Irena, 1986: Slovenska tabori§¢na poezija. Jezik in slovstvo XXXI/6. 198-204.

PaTERNU, Boris, idr. (ur.), 1987: Slovensko pesnistvo upora: 1941-1945. Ljubljana: Mladinska
knjiga, Partizanska knjiga.

PeTRANOVIC, Branko, 1988: Istorija Jugoslavije 1I: Narodnooslobodilacki rat i revolucija. Beo-
grad: Nolit.

SMICBERGER, Djuro, 1988: Partizanska sedma sila: Tisk in novinarstvo v NOB. Ljubljana: Par-
tizanska knjiga.

WaLsTon, James, 1997: History and Memory of the Italian Concentration Camps. The Histori-
cal Journal XL/1. 169-183.



196  Resistance and its Echoes in Slavic Languages and Literatures




Upor in njegovi odmevi v slovanskih jezikih in literaturah 197

Nika Pinter
Filozofska fakulteta Univerze v Ljubljani
nika.pinter00@gmail.com

Umetnost in odporniska gibanja: literatura kot
(z)moZnost upora

Prispevek najprej predstavi razli¢na odporniska gibanja — odpor, upor in revolucijo, — jih pri-
merja in postavi v opozicijo oblasti, nato pa teorijo upora aplicira na kulturni upor, znotraj
katerega se osredotoCa na (besedno) umetnost kot eno izmed oblik upora. Kulturni upor se
odvija preko prepleta umetnosti in aktivizma, kjer umetnost deluje kot komunikacijsko sredstvo
rezonirajo¢ega mnenja, izrazanja skupnega duha in utrjevanja povezav med pripadniki gibanja,
pri ¢emer ima literatura klju¢no vlogo pri ustvarjanju kriti¢ne zavesti, saj omogoca refleksi-
jo druzbenih problemov, raziskovanje alternativnih pogledov in opozarjanje na nepravic¢nosti.
Literarna dela so skozi zgodovino igrala vlogo orodja druzbene spremembe, bodisi kot kritika
obstojecega sistema bodisi kot vizija novega, pravi¢nejSega sveta.

Kljuéne besede: umetnost, literatura, odpor, odporniska gibanja, kultura
Art and the Resistance Movements: Literature as a Possibility of Resistance

The paper first conceptualises the different resistance movements — resistance, revolt and revo-
lution — comparing them and setting them in opposition to power, and then applies the philo-
sophy of resistance to cultural resistance, within which it focuses on the possibility of (verbal)
art resistance. Cultural resistance takes place through the interplay of art and activism, where
art acts as a communicative tool for resonating opinion, expressing a common spirit and con-
solidating connections between members of the movement, with literature playing a key role in
creating critical consciousness by enabling reflection on social problems, exploring alternative
views and drawing attention to injustices. Throughout history, literary works have played a role
as a tool for social change, either as a critique of the existing system or as a vision of a new,
fairer world.

Keywords: art, literature, revolt, resistance movements, culture

1 Oblast in odpor

Clovek se je v svoji zgodovini soocal z velikim $tevilom oblasti, ki so ga skusale
zatreti, pomanjsati in razvrednotiti, ter enakim Stevilom odporniskih gibanj, ki niso
pustila, da bi se njegov duh popolnoma zlomil in podredil. Borba za pravi¢nost,
svobodo in dostojanstvo je del ¢loveskega rodu, vendar ob tem ne smemo zanema-
riti eticno-moralnih teoreti¢nih in prakti¢nih vidikov upiranja razli¢nim oblikam
zatiranja, nepravic¢nosti in nadvlade. Oblasti pa ne smemo razumeti le kot skupek
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ustanov, aparatov ali sistemov nadvlade, ki z razli¢nimi nac¢ini podjarmljanja izvaja
represijo nad doloc¢eno skupino ljudi, temvec je, kot je zapisal Foucault (2010, 89),
»pod oblastjo treba predvsem razumeti Stevilnost odnosov moci, ki so imanentni
podrocju, na katerem se izvajajo«. Oblast je torej le naziv, ki ga pridamo »neki
kompleksni strateski situaciji v dani druzbi« (Foucault 2010, 89).

Mnogi misleci' so skusali definirati razli¢ne vrste druzbenih konfliktov, pri ¢emer
so se vselej opirali na doloCene premise moralne upravicenosti, utemeljitve in le-
gitimnosti odporniSkih gibanj, preucevali njihove posledice, vlogo posameznika
(na primer, osebna etika, pogum in integriteta) in kolektivnega delovanja, razlicne
psiholoske in druzbene razseznosti (na primer, motivi in druzbene razmere) ter me-
tode (na primer, drzavljanska nepokors¢ina in nasilni preobrati). Na podlagi tega so
zeleli opredeliti razli¢ne vrste odporniskih gibanj, ki se med seboj razlikujejo glede
na metodo, obseg, cilje in rezultate, v grobem pa jih je moc€ razdeliti na tri sploSne
kategorije kolektivnega odporniskega delovanja (Sizer 2015, 1488—1490):

1) Socialni protest ali odpor oziroma vstaja, ki ga je opredelil Charles Tilly
(1978, 7) kot »skupno delovanje ljudi pri uresni¢evanju skupnih interesov«.
Pomeni dejanje odpora proti uveljavljeni oblasti, pogosto brez namena, da bi
v celoti nadomestili obstojeci sistem, temve¢ le zmanjsali zatiranje in ne-svo-
bodo. Odpori so naceloma lokalni ali manjSega obsega, pri cemer so tipi¢no
ciljno usmerjeni (na primer, izboljSanje dolo¢enih pogojev oziroma razmer)
in niso nujno uperjeni v obsezne druzbene spremembe ali prevzem oblasti
(Sizer 2015, 1488).

2) Upor ali revolt, ki v spopadu z oblastjo uporablja zunajpravne oblike — obi-
¢ajno nasilje — in po mnenju nekaterih raziskovalcev mora vkljucevati tudi
odlocenost za prevzem oblasti. Upor je na splo$no konzervativen ali usmer-
jen nazaj, saj si prizadeva obnoviti domnevno star in izgubljen red (prav
tam). Politolog Chalmers Johnson (1982, 123) je opisal upor kot »dejanje
druzbene kirurgije; njegov namen je izlociti enega od ¢lanov, ki krsijo [...]
skupne zaveze za ohranjanja doloCene druzbene strukture«. Upor je aktiven
in predstavlja takojSen, silovit ter neposreden izziv oblasti, kar lahko vodi do
nemirov, kaosa in nasilja. Upori so obsirnejsi kot vstaje, a podobno omejeni
na doloceno regijo oziroma skupino upornikov, pri ¢emer je njihov cilj po-
rusiti status quo in vzpostaviti spremembe v novem sistemu, ¢etudi ne nujno
njegove popolne spreobrnitve (Sizer 2015, 1488).

1 Thoreau, Drzavijanska nepokorscina 1849; Camus, Uporni clovek 1951; Arendt, O revoluciji 1963; Fanon, The
Wretched of the Earth 1964; Bercé, The History of Peasant Revolts 1974; Tilly, From Mobilization to Revolution 1978;
Johnson, Revolutionary Change 1982.
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3) Revolucija? pa je poskus prevzema oblasti, pri ¢emer si prizadeva za temelji-
to spremembo druzbenega reda. Revolucija je po svoji naravi progresivna in
usmerjena v prihodnost, po besedah Hannah Arendt (2017, 33) prezeta s pa-
tosom novosti, »in kjer je novost povezana z idejo svobode, lahko govorimo
o revoluciji«. Ta namre¢ ne sluzi le kot sredstvo za odpravo podjarmljanja in
zatiranja, temvec tudi kot priloZnost za oblikovanje novega prostora svobode.
Je hitra, obseZna in popolna sprememba politi¢ne oblasti, vladne strukture ali
druzbe (torej spremembe tako v politicnem, gospodarskem kot tudi ideolo-
Skem sistemu), pri ¢emer je cilj radikalno preoblikovanje, ki pogosto privede
do strmoglavljenja sistema in nadomestitve z novim (Sizer 2015, 1489).

Odporniska gibanja je potrebno preucevati s strukturnimi modeli, ki se osredotoca-
jo na SirSo politi¢no kulturo, v katero je vgrajen druzbeni konflikt, namesto, da je
odpor preucen kot izoliran in izjemen trenutek. Cilj je poiskati raznolikost strategij
in oblik odporniskih gibanj v druzbi ter nato razumeti nacine, kako se razlicne
lokalne strategije in oblike zdruzujejo v bolj koheziven in enoten blok oblastnih
nasprotovanj (Sizer 2015, 1490). Oblast in odpor sta namre¢ bistveno povezana ali,
kot Foucault (2010, 92),

[d]a je tam, kjer je oblast, tudi odpor in da ta odpor vendar, ali bolje re¢eno prav s tem,
nikoli ne stoji nekje zunaj glede na oblast. [...] [T]ocke upora so prisotne povsod v
mrezi oblasti. V odnosu do oblasti torej ne obstaja eno mesto velike Odklonitve — duse
upora, srediS¢a vseh vstaj, Cistega zakona prevratnika. Pac pa so razlicni odpori, ki so
razli¢nih vrst: mozni, nujni, neverjetni [...].

Ze Aristotel (2010, 438) je menil, da se nekateri »upirajo zato, ker stremijo za
enakostjo, ¢e menijo, da imajo manj, ceprav so enaki tistim, ki imajo vec¢, drugi pa
zato, ker stremijo za neenakostjo in premocjo, ¢e domnevajo, da kljub svoji neena-
kosti nimajo ve¢, ampak enako ali manj,« vsekakor pa obstaja v ¢loveku notranja
meja in ko je ta enkrat prekoracena, v njem, kot je zapisal Camus?®, vznikne ne. Ta
meja je meja upora. Zahteva po uporu vznikne v posamezniku, ki se zaveda samega
sebe, svojega polozaja v druzbi in pravic, ki so (mu) odvzete. Odporniska gibanja
»torej ne vzniknejo zaradi malenkosti, ampak iz malenkosti, ljudje pa jih netijo
zaradi pomembnih zadev.« (Aristotel 2010, 451) Podobno sta menila tudi Marx in
Engels*, da bo upor delavskega razreda vzniknil, ko se bo ta zavedal izkori§¢anja in

2 Moderna doba je ravno prek revolucije opredeljena kot nasprotje srednjeveski ali predmoderni, saj je revolucija
skupaj z enakostjo in svobodo eden glavnih vidikov moderne dobe iskanja moznosti za boljse Zivljenje v druzbenem,
sekularnem svetu, ki ga je mogoce preoblikovati v prihodnosti, v nasprotju s tradicionalnim, verskim svetom, osredoto-
¢enim na preteklost, kot je bilo v srednjem veku (Arendt 2017, 39-40).

3 Uporni ¢lovek 1951.

4 Komunisticni manifest 1848.
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odvzema temeljnih pravic. Upornistvo v ¢loveku vznikne takrat, »ko se spopade z
usodo in jo Zeli pokoncati, ker je kriviéna. UporniStvo je nekaj povsem prvobitne-
ga, povezano z naravo in njenim dogajanjem, ter hkrati clovesko hotenje preseci
omejenost, krutost, velo brezupnost vseh danosti, kot je to bilo v vojni in Se pred
tem v nasi zgodovini.« (T6th 2015, 222) Upornistvo je torej, kot je zapisal Kocbek?,
kozmicni ¢ut, ki je najprej in povsem naravno obcutenje zivljenja, torej je in trajno
ostaja pravica do Zivljenja.

Gonilni sili upora sta upanje in Zelja po boljSem, svobodnejSem in pravi¢nejSem
zivljenju. »Ljudje, izpolnjeni z upanjem, skuSajo v danih razmerah delovati, posta-
jajo ustvarjalni. V naravi upanja je, da se ne more sprijazniti s pasjim zivljenjem, ki
bedno in nemoc¢no Zivotari v pasji uti. Imperativ upanja je: ne se pomiriti s slabim
in kakr$nim koli odrekanjem.« (To6th 2015, 156) Vsem oblikam odporniskih gibanj
je skupno, da vzniknejo v posamezniku in rezonirajo v mnozici. Camus (1980,
163-164) je zapisal: »Upiram se, torej smo.«, s ¢imer Zeli izraziti pomembnost
upora na individualni in kolektivni ravni — upor posameznika ima posledice za ce-
lotno druzbo. Pomembno vlogo pri uporu, tako na individualni kot kolektivni ravni,
igra kultura, ki je kot aktivno sredstvo druzbenih sprememb glavna tar¢a omejevanj
in cenzure.

2 Kulturni upor

Clovek je od nekdaj bil tesno povezan s kulturo, s katero je preko upodobitvene,
besedne in glasbene umetnosti, gledalis¢a, oblacenja ter simbolov in bontona
izrazal sebe, svoja prepri¢anja, vrednote in nazore. Zato ni presenetljivo, da prek
teh kulturnih oblik izraza tudi svoja nesoglasja, kritiko in upor trenutnemu stanju v
druZbi — naj si bodo to dominantne druZbene norme in trendi ali omejujoc politi¢ni
sistem in oblast. Kultura je tako sredstvo komunikacije, ki na nenasilen nacin
izraza odpor in tezi k spreobrnitvi trenutno obstojecega sistema. (Batchelor 1975,
396-425)

Kulturni upor je pogosto tesno povezan s prizadevanji za pravice manjsSin, svobodo
izrazanja, socialno pravi¢nost in avtonomijo posameznikov ali skupin, saj je odziv
na obCutek zatiranosti, neenakosti, nepravi¢nosti, marginalizacije in/ali izkoriSca-
nja. Kulturni ustvarjalci, kot so umetniki, pisatelji, glasbeniki, igralci in drugi, upo-
rabljajo svoja dela kot orodje druzbene kritike (Batchelor 1975, 412). Na ta nacin
kulturni upor ponudi alternativo in opozori na problematiko, ki je v prevladujoci
kulturi pogosto potisnjena na rob, s ¢imer odpira prostor marginalnim skupinam,

5 Tovarisija 1949.
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razkriva problemati¢ne plati druzbe ter spodbuja k kriticnemu misljenju in iskanju
reSitev (Batchelor 1975, 413). Ravno zato, ker je kultura tesno povezana z naSim
vsakdanjim Zivljenjem, ima velik vpliv pri druzbenih spremembah, saj ni le sred-
stvo izraZanja nestrinjanja, temve¢ tudi orodje za vzpostavitev pravi¢nejse druzbe.®
Kulturo kot medij upora uporabljajo subkulture, ki se zoperstavljajo hegemoniji
kulturne industrije, saj si ta zeli kulturo za sredstvo manipulacije z mnozico, s ¢imer
(bi) krepi(la) kapitalisti¢ne vrednote, kar se odraza tako, da umetniki »brez ugovora
zapisujejo povrsino druzbene realnosti« (Adorno in Horkheimer 2002, 137) in ne
kaZejo prave realnosti. In tudi oblast kulture ima svoje represije in zatira odklonilne
Clene, saj »[k]ar se upira, sme preziveti samo tako, da se pridruzi. Ko ga kulturna
industrija registrira v njegovi razlicnosti, Ze spada zraven, tako kot zemljiski refor-
mator h kapitalizmu« (Adorno in Horkheimer 2002, 144).

Vseeno skozi zgodovino cenzura in nadzor nista preprecila umetnikom, da bi izra-
zali svoje nestrinjanje, s ¢imer umetniski izrazi spodbudijo premislek o socialnih
vpraSanjih, kot so vojna, rasizem, neenakost in pravice manjSin. Taks$ni so, kot jih
opisuje bell hooks v svoji knjigi Outlaw Culture (2006, 10-11, 97-99, 136-139,
204-210), uli¢na umetnost in grafiti, ki so pogosto izraz nezadovoljstva in kritike
vladajoce politike ali imajo mocno izrazeno ekonomsko sporoc¢ilnost;” upodobi-
tvena umetnost, ki na vizualen in neposreden nacin izraza kompleksna druzbena
sporo€ila, s ¢Cimer apelira tako na racionalni kot ¢ustveni odziv ob¢instva;® in glas-
ba, saj mnogo glasbenih zanrov, kot so punk, jazz, blues, hip-hop, rap in reggae,
izhaja namre¢ iz odporniskih gibanj in posredujejo uporniska sporocila za spodbu-
janje sprememb.’ V kategorijo kulturnega boja spadajo tudi spreminjanje jezika in
ustvarjanje novih simbolov ter sloganov, s katerimi lahko ljudje izrazijo identiteto,
ki je v nasprotju z dominantnimi kulturnimi normami;'° alternativni zivljenjski slo-
gi, preko katerih se posamezniki in skupine upirajo z zavratanjem konvencionalnih

6 Na primer, civilnodruzbena, feministi¢na in mirovna gibanja, ki so umetnisko podkrepljena.

7 Uli¢na umetnost omogoca umetnikom, da svoje kriticne ideje in sporocila delijo neposredno v javnem prostoru
(na primer, ulice, zidovi in druge javne povrsine) in se izrazijo zunaj meja tradicionalnih galerij ali muzejev, kar jim
omogoca, da nagovarjajo §irSo javnost in mimoidoce ter tako spodbudijo k razmisleku. Taks$ni so na primer Banksy,
Fairey in Lady Pink.

8 Na primer, slikarji se odloc¢ijo za uporniske motive, s ¢imer izzivajo politi¢ne, verske ali druzbene norme svojega
¢asa. S tem ne izrazijo le osebna prepri¢anja, temve¢ spodbujajo SirSe druzbene spremembe in prispevajo k zavedanju o
socialnih in politi¢nih krivicah. Taksni so Francisco de Goya, Pablo Picasso, Diego Riviera in Kathe Kollwitz.

9 Glasba je skozi zgodovino dokazala, da je ve¢ kot le zabava — je oblika upora, nacin, kako ljudje izrazajo svoje
nezadovoljstvo, zahtevajo spremembe in krepijo obcutek pripadnosti, kar dosezejo prek sporocilnosti, hitre dostopnosti
siroki mnozici ljudi ter Gustvene nabitosti. Taksni so Bob Dylan, The Rolling Stones, Bob Marley in Kendrick Lamar.

10 Na primer, feministi¢ni slogani (My body, my choice; No means no; Smash the Patriarchy in Women's Rights are
Human Rights), simboli miru (peace sign, (golobica in) olj¢na vejica, bela zastava in Lotosov cvet) ali simboli LGB-
TQ+ skupnosti.
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nac¢inov zivljenja,'' in uporaba alternativnih medijev, ki ponujajo druga¢ne zgodbe
kot mainstream mediji; nenazadnje tudi stili oblacenja, saj veliko subkultur s svoj-
stveno znacilnimi modnimi elementi nasprotujejo konvencionalnim modnim stan-
dardom ter tako izraZzajo nestrinjanje z druzbenimi trendi in normami.'?

2.1 Upor in knjiZevnost

Beseda ni le imenovanje, ampak tudi pozivanje. Kadar ¢lovek govori, se po glasovnem
in sluSnem znacaju svojega izraza pravzaprav obraca na bliznjika. Govorim hkrati krat-
ko in malo zato, ker nisem sam. Govor se ni zacel kot samogovor, ampak kot dvogovor,
nastal je v med¢loveskem prostoru, kjer je ekskluzivnost, kakor jo kaze narava, kom-
penziral s komunikacijo do ¢loveka. Noben ¢lovek ne more vztrajati v sebi, bliznjik je
fizi¢ni in moralni pogoj mojega bivanja. (Kocbek 1989, 232)

Ena izmed zmozZnosti jezika je zmoznost ustvarjati medcloveski prostor, torej pro-
stor, kjer se razvijajo medc¢loveska razmerja in predstavlja (z)moznost za komuni-
kacijo. Z jezikom ¢lovek Siri sporocila, jezikovne izbire pa postanejo nacin, kako
posameznik ali skupina izraza svoje staliS¢e, nasprotovanje ali celo upor. V knji-
zevnosti sta se tako na primer oblikovali parodija in satira, ki sta uc¢inkoviti jezi-
kovni sredstvi za ostro kritiko oblasti, oseb, norm, politik in razmer v druzbi, saj se
s preobracanjem pomena, karikiranjem ali smeSenjem situacij ter z zdruzevanjem
komi¢nosti in kriticne napadalnosti, posmehljivim in porogljivim posnemanjem
oziroma oponasanjem ustvarja prostor za kriticno razmisljanje (Kmecl 1983, 169 in
181). Umetnik Zeli s parodijo ali satiro spodbuditi druzbo za razmislek o oblasti in
vrednotah druzbe. V represivnih rezimih so pisatelji in aktivisti pogosto uporabljali
tudi simboli¢en jezik ali kode, da bi se izognili cenzuri, kot sta alegorija in (anti)
utopija. Knjizevnost, glasba in upodobitvena umetnost so pogosto obogatene z me-
taforami, podobami in simboli, ki skrivajo (politicna) sporocila (Kmecl 1989, 120
in 305). Umetnost je tako pomagala ustvarjati kriti€no zavest, saj je prek refleksije
druzbenih problemov, kritike obstojecega sistema in opozarjanjem na nepravi¢no-
sti omogocala prostor druzbenih sprememb z vizijo novega, druga¢nega sveta.

Literatura in druzba sta od nekdaj neizpodbitno povezani, pri ¢emer je »[b]istvo
besedne umetnosti [...] torej istovetno z literarnoumetnisko strukturo, v kateri se
spoznavna, estetska in eticna komponenta zdruzujejo v celoto« (Kos 2001, 35),
»vez med etiko/moralo in literaturo [pa je] stara toliko kot svetovna knjizevnost«
(Virk 2018, 19), kar pomeni le, da literatura je in bo vedno odpirala prostor za upor.

11 Na primer, skupnosti, ki zavracajo potrosniski kapitalizem ali izbirajo trajnostne, ekoloske prakse.

12 Nekonvencionalen stil obladenja je izraz osebnosti in nacina zivljenja, ki vabi k raznolikosti in sprejemanju dru-
gacnosti v vsakdanjem zivljenju. Na primer, punk, goth in cyberpunk ter streatwear, kawaii in retro.
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Knjizevnost s svojimi komponentami odraza sposobnost pisane besede, da navdi-
huje spremembe, izpodbija in preizpraSuje avtoriteto, daje glas marginaliziranim
skupinam ter se zavzema za svobodo, pravicnost in preobrazbo druzbenih sistemov
— pa naj si gre za politicne vstaje ali osebne upore. Taksna literatura je, kot je menil
Jean-Paul Sartre,'* angazirana literatura, ki nosi odgovornost do resnice, sveta in
osvoboditve posameznika. Pisatelj ni in ne more biti le nevtralen ¢len, ki je izoliran
od sveta, temve¢ mora zavestno izbirati, kaj bo druzbi s svojo literaturo sporocal
in kako bo nanjo uc¢inkoval, prevzeti mora moralno odgovornost za svoja dela in
posledice svojega pisanja.'*

Glavne postavke angazirane literature po Sartru so izrazanje druzbene kritike,
spodbujanje k razmisleku in empatiji, gradnja identitete, zavedanje lastne svobode
in odgovornosti, ki jo pridobimo s svobodo, ter ustvarjanje alternativnih svetov, ki
ponujajo resitve trenutnega stanja. Sartre (1949, 160) se je zavedal tudi, da bi se v
idealni druzbi, druzbi brez razredov, diktature in zatiranja,

literatura koncala tako, da bi se zaCela zavedati same sebe; razumela bi, da sta oblika
in vsebina, javnost in subjekt identi¢na, da se formalna svoboda izrekanja in materialna
svoboda delovanja dopolnjujeta in [...] da je njena naloga izrazati konkretno univer-
zalno konkretnemu univerzalnemu in da je njen cilj sklicevanje na svobodo ljudi, da
bi ti lahko uresniéili in ohranili vladavino ¢loveske svobode. To je gotovo utopi¢no.'

Ker pa ti pogoji niso izpolnjeni, mora umetnik pisati (za) danes — vprasati se mora,
kaksSen je njegov polozaj v druzbi, kakSna je njegova javnost, o ¢em mora, o ¢em
hoce in o ¢em lahko pise ter, klju¢no, kaj Zeli doseci.

Literature kot sredstva za upor so se posluzevali mnogi avtorji, ki so na tak ali on
nacin razmisljali o perecih vprasanjih druzbe. George Orwell v delu 7984 (1949)
preko distopicne vizije totalitarne prihodnosti, v kateri sta jezik in knjizevnost orodji
nadzora, premislja ravno o pisanju in misljenju kot oblikama upora, Toni Morrison
v romanu Ljubljena (1987) v kriticno zavest in moralno-eti¢no presojo bralca po-
stavlja vpraSanje rasizma in detomora, zatiranja in bolecine, iskanja resitev in osvo-
boditve v kontekstu sistemske nadvlade belcev, Margeret Atwood pa v utopi¢nem
romanu Deklina zgodba (1985) preizprasuje status in vrednost zenske, njenega tele-
sa in sistema, ki ni represiven le do Zenskega spola, temvec na sploh nepravicen do

13 Kaj je literatura? 1947.

14 Sartre se je svojega pojmovanja angazirane literature tudi drzal, taksni sta drami Muhe (1943) in Umazane roke
(1948), ki preko moralne dileme bralca-gledalca nagovarjata k odgovornosti in kriti¢ni drzi do obstojecega sistema.

15 Prevod avtorice. Orig.: »[...] literature would end by becoming conscious of itself; it would understand that form
and content, public and subject, are identical, that the formal freedom of saying and the material freedom of doing com-
plete each other, [...] and, reciprocally, that its function is to express the concrete universal to the concrete universal
and that its end is to appeal to the freedom of men so that they may realize and maintain the reign of human freedom.
To be sure, this is Utopian.«
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nizjega sloja prebivalstva (podobno piSe avtorica Berta Bojetu v antiutopijah Filio
ni doma (1990) in Pticji hisi (1994)). Ivan Cankar se z dramo Hlapci (1910) dotika
tem nacionalne drze, druZzbenih vrednot in upora konformisti¢nosti, prek katerih
nagovarja k uporabi lastnega razuma in kriti¢nosti, Boris Pahor v romanu Nekro-
pola (1967) prek spominjanj lastne izkuSnje nacisticnih koncentracijskih taboris¢ih
reflektira vrednost ¢lovekovega zivljenja, identiteto posameznika in (smiselnost)
upora necloveskim sistemom, Kajuhova, Borova in Balanti¢eva vojna poezija pa
prek vojne tematike, ki je prezeta s tesnobo, nasiljem in smrtjo, spodbuja k uporu,
daje upanje in izrisuje narodno(stno) identiteto.

3 Sklep

Kulturni upor, ki z razli¢nimi oblikami umetnosti in simboli izraza odpor proti pre-
vladujo¢im druzbenim normam, politicnim sistemom ali oblastem, mo¢no vpliva
na mnenje javnosti. Gre namre¢ za obliko odporniskega gibanja, pri kateri posame-
zniki ali skupine ustvarjajo in uporabljajo kulturne oblike, kot so glasba, literatura,
umetnost, gledalisce in celo nacin oblacenja, kot sredstvo za izrazanje nestrinjanja
ali kritike trenutnega druZbenega stanja. Tudi literatura ni le umetnost izrazanja mi-
sli in zgodb, temvec pogosto aktiven in pomemben dejavnik druzbenih sprememb,
saj odraza sposobnost pisane besede, da navdihuje spremembe, izpodbija avtoriteto
in daje glas nestrinjanju. Ne glede na to, ali gre za politi¢no, druzbeno ali osebno
literaturo, je literatura hkrati odraz upora in njegov katalizator. Pisatelji dajejo glas
marginaliziranim, izzivajo zatiralske sisteme in premikajo meje tistega, kar velja za
sprejemljivo, s Cimer upor spreminjajo v pripovedno obliko.
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SUMMARY

Paper through defining different resistance movements such as resistance, revolt and revolution,
formulates a basic philosophy of resistance that delves into the human interior and shapes col-
lective action for resistance. It is also embedded in cultural resistance, which, through various
arts and symbols, expresses resistance against the dominant social norms, political systems or
authorities. It is a form of social resistance where individuals or groups create and use cultural
forms — such as music, literature, art, theatre, and even the way they dress — as a means of to
express dissent or criticism of the current state of society. Also is literature not merely an art of
expressing thoughts and stories, but often an active and important agent of social change, as it
reflects the ability of the written word, to inspire change, challenge authority and give voice to
dissent. References has so often been at the forefront of movements for freedom, justice and
social transformation, from political uprisings to personal rebellions.
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Resisting Prejudice - Queer Literature from the
Balkans

The post-Yugoslav literary scene presents a rich and promising field of study for the analysis of
queer themes, motifs, and perspectives. Nevertheless, there is still a significant need for progress
in terms of social initiatives and the acceptance of LGBTQ+! people. This contribution presents
an analysis of four post-Yugoslav authors and their respective works: Suzana Tratnik’s My
Name is Damjan (2001), Lejla Kalamuji¢’s Call Me Esteban (2015), Srdan Knezevi¢’s White
Room (2019), and Dino PeSut’'s Daddy Issues (2020).% In addition to the theoretical framework
of queer narratology and theory, I draw upon Butler’s concept of identity to undertake a critical
textual analysis in order to identify different forms of resistance. In conclusion, this paper will
examine the various voices and forms of resistance and alternative creation to heteronormative
ideals of identity, society, and literature.

Keywords: Queerness, resistance, post-Yugoslav, literature, identity

Introduction

Resistance, as a multifaceted concept, operates both overtly and subtly, ranging
from explicit political defiance to more nuanced disruptions of dominant heteronor-
mative narratives. In post-Yugoslav queer literature, resistance is enacted not only
through thematic engagements with identity, sexuality, and societal oppression but
also through formal and narrative subversions that challenge conventional story-
telling and representation. This dual capacity for resistance—both in content and
in form—allows authors to question and destabilize the prevailing socio-political
discourses that have long marginalized queer experiences in the region. Narrative
strategies create a dynamic interplay between form and content, where the act of
storytelling itself challenges the normative frameworks that dictate how identities
should be constructed and understood. Queer texts from the post-Yugoslav space
reveal how personal experiences of marginalization and otherness are deeply in-
tertwined with broader histories of conflict, displacement, and transformation. By

1 The acronym LGBTQ+ as well as the term queer are employed in this paper as designations for all genders, gender
identities, and sexual orientations.

2 Original titles: Suzana Tratnik /me mi je Damjan (2001), Lejla Kalamuji¢ Zovite me Esteban (2015), Srdan Knezevié¢
Bela soba (2019) and Dino Pesut Tatin sin (2020).
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reimagining the possibilities of queer subjectivity, the (mainly queer) authors create
spaces of resistance that are both deeply personal and politically significant.

Queer literature from the post-Yugoslav space has gained visibility and relevance in
the past 25 years, yet it remains a relatively young and evolving literary field. While
there is a growing number of publications addressing queer themes and identity
discourses—particularly through innovative narrative approaches that reflect the
specific social, political, and cultural dynamics of the region—the volume of works
remains rather limited compared to the established literary traditions in this region.
This queer trend mirrors both the historical and societal context of the post-Yu-
goslav states and the ongoing discourse surrounding gender roles, sexuality, and
social inclusion. Thus, although queer literature is attracting increasing interest,
it continues to represent a promising yet largely underexplored field for research.

This paper analyses the works of Suzana Tratnik (My Name is Damjan, 2001), Lejla
Kalamuji¢ (Call Me Esteban, 2015), Srdan Knezevi¢ (White Room, 2019), and Dino
Pesut (Daddy Issues, 2020) to explore how queer literature serves as a form of resist-
ance. Through narrative and textual analysis, I examine how these works challenge
traditional gender roles, national narratives, and the exclusion of queer identities in
post-Yugoslav societies by offering new perspectives on identity and belonging. By
exploring these texts—which are shaped by personal experiences as well as broader
cultural trends—the study will show that queer literature plays a key role in challeng-
ing traditional power structures and rethinking ways to achieve social inclusion.

Theoretical and Methodological Framework

The current research on resistance—especially in literature—does not yet offer a
comprehensive framework for understanding the diverse and often overlapping forms
the concept can take. Scholars have examined resistance through various lenses,
highlighting that the concept can be both intentional and unintentional, shaped by
factors such as social position, historical context, and power dynamics (Shutzberg
2020, 8; Chandra 2015, 565; Scott 2019, xi; Bayat 2000, 543). In contrast, some anal-
yses focus on how resistance challenges power structures, while others emphasize
its limitations or failures: “As we know all too well, (resistance sometimes) fail to
alter existing social arrangements in particular instances, but the failure of resistance
ought to be differentiated from the failure to resist (Chandra 2015, 565).” It can be
argued that the concept of resistance encompasses various forms of everyday, indi-
vidual, and collective resistance that are interrelated and mutually influential (Chan-
dra 2015, 564). Resistance can often be associated with political or social oppression.
As Mani Shutzberg has observed, the term “resistance” is frequently associated with
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“contentious politics” (Shutzberg 2021, 51). Furthermore, it is often present in auto-
biographical and fictional stories. The extent to which resistance is present in a text
depends on how it is articulated: whether explicitly through themes of protest and
defiance or more implicitly through narrative techniques, character development, or
subversions of literary conventions. The relationship between resistance and literary
genres is particularly significant, as different genres provide distinct frameworks for
exploring themes of oppression and agency. Autobiographical works often highlight
personal struggles against discrimination, while fiction may engage with resistance
through symbolism, allegory, or speculative reimaginings of reality.

As typically observed, literature serves as a reflection of life, society and often also
politics. Its power lies in its capacity to transform discourses and make marginalized
voices both audible and visible. The act of resisting and rebelling against prevailing
norms allows authors to establish a forum for alternative perspectives, thereby en-
couraging readers to question their own beliefs. Narratives of resistance can appear in
various forms, ranging from direct political themes to more subtle disruptions in nar-
rative structure, plot development, character depiction, or language. These elements
challenge dominant perspectives by reshaping conventional storytelling, questioning
fixed identities, and offering alternative viewpoints that unsettle normative frame-
works. These narrative characteristics represent one of literature’s most significant
socio-political strengths, namely its ability to foster understanding and empathy for
marginalized groups that the individual may not have direct experience with.

In light of this I raise following question: What can literature tell us about queerness?
Queerness does not just concern queers. Queer literature is frequently regarded as
a marginalized field and is often subjected to repression due to its challenge to not
only sexual orientation but also gender identity. It negotiates alternative gender and
relationship norms — and that concerns us all. Authors utilize their work as a means of
challenging established conventions and fostering a more diverse literary representa-
tion. By prioritizing the portrayal of queer characters and narratives, they not only
challenge social norms and queer marginalization but also challenge conventional
gender and sexuality norms, thereby making the multifaceted human experience
visible.

Warhol and Lanser “recognize ‘queer’ as the sign for move(ment)s that challenge—
and again, aim to understand, analyze, and rectify—heteronormative systems and
practices and their attendant binary assumptions about sex, gender, and sexuality”
(Warhol and Lanser 2015, 2). Furthermore, they note:

Narratives are critical to constructing, maintaining, interpreting, exposing and dis-
mantling the social systems, cultural practices, and individual lives that shape and are
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shaped by performative acts. Feminist and queer narrative theorists identify and de-
mystify the workings of those norms in and through narrative, and expose the dominant
stories keeping the binaries in place (7-8).

The theoretical and methodological framework of queerness is based on the works
of Judith Butler. Her work Gender Trouble offers a critical examination of the
construction and perception of gender and identity. Butler’s concept challenges tra-
ditional notions of gender as a fixed and unchanging category, advocating for a
more open and fluid understanding of identity (Butler 1999, 176). She posits that
gender is socially constructed and reproduced through performative acts, whereby
our gender identity is formed through repeated actions (163—180). Language plays
a crucial role in the performative process, as language is one of the primary means
through which gender norms are established and maintained. Butler argues that lan-
guage does not merely describe gender but actively participates in its construction.
(183-184) For instance, the way individuals are addressed—through pronouns,
gendered descriptors, or normative assumptions embedded in speech—can affirm
or challenge dominant gender categories. The performativity of language extends
beyond direct verbal expression; it also includes discourse, institutional language,
and literary representation, all of which contribute to the reinforcement or subver-
sion of normative identities. In this sense, literature becomes a powerful site for ex-
amining and resisting gender norms, as it not only portrays but actively shapes the
ways in which gender and identity are understood within a given cultural context.
Any deviation from social norms can be seen as subversive and has the potential to
break down the rigid boundaries of the concept of gender (Sedgwick 1993, 8-9).
In light of these considerations, Butler also discusses the extent to which the term
“queer” could be transformed from a heterosexist insult into a positive self-designa-
tion for those who identify as queer (Butler 1999, 30, 48, 120, 138, 156). According
to Butler, this process of reinterpretation can be viewed as a form of resistance
that challenges existing social power structures (see Butler 1999, Johnson 2008).
One might inquire as to the role of literature in this context. The terms “literature”
and “resistance” are frequently associated with the critique of specific political and
social measures and convictions, such as fascism. Resistance operates within a hi-
erarchical structure of superiority and subordination, primarily with the objective
of opposing this manifest injustice, questioning it, and, ideally, abolishing it. In this
context, literature is regarded as a means of combating these injustices.

This study employs a qualitative and interpretative approach that integrates queer
theory, and narrative analysis to examine post-Yugoslav queer literature. Grounded
in Judith Butler’s already mentioned concept of performativity, the methodology in-
terrogates how gender identities and queer subjectivities are constructed, contested,
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and reimagined within the selected texts. A close reading of the works is under-
taken to identify recurring motifs related to identity, sexuality, marginalization,
and resistance, thereby situating the narratives within their broader socio-political
and cultural contexts. This thematic exploration reveals how personal experiences
of otherness and dissent reflect larger collective histories and entrenched power
structures in the post-Yugoslav region. Complementing this thematic approach, the
study conducts a structural analysis of the narrative techniques employed by the au-
thors, with special attention to narrative strategies—such as non-linear storytelling,
fragmented narrative structures, and metafictional devices—that subvert traditional
heteronormative representations and challenge conventional modes of literary dis-
course. By systematically comparing the narrative practices and thematic concerns
across works by authors like Suzana Tratnik, Lejla Kalamuji¢, Srdan KneZevi¢, and
Dino Pesut, the analysis reveals the multifaceted nature of resistance in post-Yugo-
slav queer literature.

Queer “Post-Yugoslav” Literature

The literature of the post-Yugoslav space is characterized by a multitude of voices
that are shaped by the complex social, political, and cultural conditions of the re-
gion. Among these voices, there is also a notable and relatively young current of
queer literature, which addresses the topic of sexual identity and provides a plat-
form for the exploration of alternative lifestyles and perspectives. The representa-
tion of queer identities in literature is of great importance for the struggle against
the marginalization of the LGBTQ+ community in the Yugosphere. Such works al-
low not only those who identify as queer to recognize themselves in the narratives,
but also those who adhere to a heteronormative worldview to develop empathy and
understanding for queer experiences. This empathy is fostered through the detailed
portrayal of characters’ emotional journeys, struggles, and relationships, which in-
vite readers to engage with and reflect on the lived experiences of queer individu-
als. The depiction of queer characters and relationships in literature thus serves a
pivotal function in fostering comprehension and acceptance within society. Queer
literature of resistance from the post-Yugoslav space is frequently biographical in
nature, with a focus on the subjective experiences of the authors, which will be
shown in the analysis.

The selection of the texts is based on their intertextual diversity: the works represent
different narrative approaches and literary genres—ranging from biographically in-
spired storytelling to fragmented short fiction and symbolically charged novels.
This variety allows a comparative analysis of the literary strategies and techniques
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used to construct and subvert queer identities in the post-Yugoslav space. Moreo-
ver, these texts reflect different national and cultural contexts within the post-Yu-
goslav region. By representing experiences and perspectives from countries such as
Slovenia, Bosnia, and Croatia, the texts provide a broader framework for analyzing
both the regional differences and commonalities in how queer identities and social
norms are negotiated. These cultural and regional differences influence the specific
challenges faced by the protagonists and shape the narrative style. Due to limited
language skills in Slovenian, I utilize the German translation of Tratnik’s My Name
is Damjan. Knezevi¢’s White Room was first published in German. The original
Serbian version has yet to be publicly released. After providing a brief introduction
to each text, I then summarize the results of my analysis and conclude with a sum-
mary of my findings.

Examination of the Texts

— Suzana Tratnik My Name is Damjan (2001)*

Born in Slovenia in 1963, author Suzana Tratnik is a sociologist, writer, translator
and, like Kalamuji¢, a LGBTQ+ activist. With Ime mi je Damjan, she publishes
the first Slovenian transgender novel and tells the story of the young protagonist
Damjan, who was born female and given the name Vesna. From an early age, he
has exhibited a gender identity that aligns with that of a male. To others, he may
be perceived as a person who is “different,” but he prefers to self-identify as “just
an ordinary guy.” Upon reaching the age of 18, he formally alters his female name
to a male name, Damjan. This action provokes a strong negative reaction from his
family, who are unable to accept him as their son. Damjan has been referred for psy-
chological treatment by his parents due to difficulties encountered at home and at
school. These group sessions provide the context for Damjan’s recorded interviews,
which consist of a transcript of a tape recording in which he discusses a range of
topics, including his past, family, therapy, everyday life, friends and his love for
Nela.

— Lejla Kalamuji¢ Call Me Esteban (2015)

Leila Kalamuji¢, a prominent Bosnian author and LGBTQ+ activist, is regarded
as a significant literary figure within her generation in her country. In 2015, she
published the well-known short story collection Zovite me Esteban. The text does
not specify a genre, but the blurb refers to it as a collection of stories that reads like
a fragmentary novel. The individual narratives, each exhibiting a distinct structural

3 As mentioned above, I use the German translation with the title Mein Name ist Damian (2005).
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form, interweave, reinforce, and contribute to the construction of a unified and com-
plex narrative. The works comprise a diverse range of forms, including personal
recollections, meditations, epistles, political commentaries and essays. The stories
are presented in a chronological sequence, commencing with the experiences of
the child and concluding with themes of loss, grief, fear and depression, which are
explored alongside the Yugoslav war, the nature of love and attachment between
two women, and the search for identity in the context of a disintegrating country.

— Srdan Knezevi¢ White Room (2019)

The novel Bela soba by Srdan KneZevi¢ addresses the multifaceted experiences
and obstacles encountered by a young man in a rapidly evolving social milieu.
The author addresses themes related to sexual orientation, self-acceptance, and the
search for a sense of belonging. The narrative is centred on the theme of queerness,
as the protagonist embarks on a journey of self-discovery and identity formation.
The novel begins in a symbolic white room, a space that represents both retreat and
isolation as well as the possibility of transformation. This room becomes a central
place in his life.

— Dino PesSut Daddy Issues (2020)

Fear and shame dominate the lives of Generation Y in Croatia. The main character
Luka is afraid: of homophobia in Croatia, of a steady relationship, of publishing
his own poetry and of living in poverty. Those who are young, educated (and gay?)
leave Croatia. Not so the main character in Tatin sin, who tries a new and open
life in Berlin but returns to Zagreb after a few months. The key theme of the novel
are gender roles and the expectations placed on men in society. The first-person
narrator is confronted with the challenge of meeting the expectations associated
with a particular conception of masculinity while simultaneously engaging with the
complexities of his own identity. Furthermore, the parents’ silence about the past as
a post-Yugoslav experience also contributes to his personal development.

Text Analysis: Relationships and the focus on queer identity

An analysis of the four texts can be made from multiple perspectives. Although
these works can be examined through the lenses of memory and trauma studies,
linguistics, and various narrative categories—such as space and time, language,
and narrative form—this investigation primarily focuses on the dynamic relation-
ships between the protagonists and their environments. It is within these relational
contexts that queerness is most effectively shown. By exploring how characters
navigate and resist the cultural and spatial constraints of their worlds, the analysis
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highlights the multifaceted nature of queer identity. The development of the main
character plays a central role in each work. The stories follow the protagonists on
their path to self-discovery and self-acceptance as well as their search for a place
in the respective society. In all texts, different types of relationships play an impor-
tant role. The relationship with parents, family members, friends and acquaintances
are a decisive factor in the development of one’s queer identity within the texts.
The relationships are often characterized by misunderstandings, expectations and
conflicts that reinforce the character’s inner turmoil and reflect the difficulties that
queer people have in dealing with traditional family values and expectations. This
approach is grounded in the theoretical framework outlined earlier in this paper,
particularly Judith Butler’s concept of performativity, which argues that identity is
continuously constructed through (repeated) actions and interactions.

Damjan in My Name is Damjan

Queerness in Tratnik’s novel describes not just a sexual identity, but a multi-layered
concept that affects Damjan’s entire existence. The protagonist’s path to self-ac-
ceptance is protracted and beset with doubt, marked by a painful yet ultimately
liberating journey. It is notable that Vesna (as she herself admits) refers to herself
as “he” at the outset of the text. This introduces an element of ambiguity regarding
the protagonist’s identity, which subsequently permeates the text — it ultimately
becomes one of the core motifs and a central narrative concern: “My elders gave
me a name, but I just changed it. Yes, seriously. [...] Anyway, that day I went to the
office and told them that I want to change my name to Damian (Tratnik 2005, 7;
own translation into English).”*

Another central moment in Tratnik’s novel is Damjan’s first romantic relationship.
This relationship is portrayed as a safe space for him to show his true self, but also
as a source of insecurity as he faces the challenges of social acceptance (72-73). An-
other important part is his experience at school and with his friends, who offer him
both support and rejection (151-152). Setting aside the issue of gender identity, the
novel also deals with the lack of communication between generations. The narrator
places considerable emphasis on the relationship between Damjan and his parents
and the difficulties that many teenagers encounter when attempting to comprehend
the world around them. His family is ashamed of him (5,13). Especially the relation-
ship with his mother is particularly complicated; she expects him to conform to tra-
ditional notions of masculinity, which puts Damjan under pressure. These familial

4 "Meine Alten haben mir einen Namen gegeben, aber ich habe ihn einfach geéndert. Ja, im Ernst. An dem Tag jeden-
falls ging ich zum Amt und habe denen dort gesagt, dass ich meinen Namen auf Damian &ndern will."
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expectations contrast with Damjan’s inner need for authenticity and self-realization:

Ma stood outside and fixed her gaze on the battered car where Sine was waiting for me,
as if it could reassure her that everything would be all right with me after all. She put
her hand out in my direction, but then she just wiped a tear and covered her face. I didn’t
want her to hug me anyway. [...] “Stop it!” Ma shouted. “Who’s that drug addict in the
car?” Halfway to the car, I turned around and pointed at Sine, who had just got out:
“See, they’re friends who are good with me! I can rely on them.” “They’re drunkards
like you, not friends!” she bawled in tears and ran into the house (55).

Lejla in Call me Esteban

Kalamuji¢ provides insight into the social and cultural norms in Call me Esteban.
At the centre of all her often very short stories is the first-person narrator named
Lejla, a writer and lesbian. Queerness is not merely regarded as a sexual identity in
this text; Rather, it is also perceived as a matter of belonging and being distinct si-
multaneously. The journey towards self-acceptance is fraught with challenges and
internal conflicts that are inextricably linked to the protagonist’s queer identity,
often resulting in loneliness:

I try again, twice, who knows how many times. The wind blows the white grains. It
whips them through the air, covers roofs, benches on shores, crawls into verandas.
Everything turns white. Me too. My eyes itch and blister. I blink. The wind is getting
stronger, I can’t walk. I sit in the middle of that whiteness. The wind howls around me,
wild, as if it is scolding me. I’m sitting like that, without Snowman, without Sneshka,
without anything. Alone among the great white dunes (Kalamujic 2015, 25).6

Friendships play a supportive, yet ambivalent role. They provide the protagonist
with moments of understanding and comfort, yet also demonstrate the limitations
of interpersonal closeness. Even romantic and sexual relationships are not always
stable or fulfilling, reflecting the inner turmoil and the need for closeness, which,
however, repeatedly encounters obstacles (53-55). Lejla’s romantic experiences are
characterised by feelings of insecurity and a desire for emotional intimacy:

5 “Ma stand draufen und fixierte das zerbeulte Auto, in dem Sine auf mich gewartet hat, als konnte es ihr versichern,
dass mit mir doch noch alles in Ordnung kommt. Sie hat die Hand in meine Richtung gestreckt, dann hat sie sich aber
nur eine Trine abgewischt und das Gesicht bedeckt. Ich wollte ohnehin nicht, dass sie mich umarmt. [...] ‘Hor auf!’,
hat Ma gebriillt. “Wer ist dieser Drogensiichtige im Auto?‘ Auf dem halben Weg zum Auto hab ich mich umgedreht
und auf Sine gezeigt, der eben ausgestiegen ist: ,Siehst du, das sind Freunde, die mit mir gut konnen! Auf die kann ich
mich verlassen. ‘Saufbolde sind das, wie du, und keine Freunde!“, keifte sie unter Tranen und ist ins Haus gerannt.*;
Own translation into English.

6 “Pokusavam jo$ jednom, dvaput, ko zna koliko puta. Vjetar raspuhuje bijela zrnca. Vitla ih kroz zrak, prekriva
krovove, klupe na Sorovima, uvlaci se u verande. Sve postaje bijelo. I ja. O¢i me svrbe i zuljaju. Trepéem. Vjetar je sve
jaci, ne da mi hodati. Sjedam nasred te bjeline. Vjetar huci oko mene, divlja, kao da me prekorijeva. Sjedim tako, bez
Sneska, bez Sneske, bez i¢ega. Sama medu velikim bijelim dinama.”; Own translation into English.
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She suddenly jerks, straightens up in bed, calls me. “I‘m here. Sleep,” I say. She won’t,
she’s awake, a little scared. “Shall I go?” I ask. “What’s wrong with you again?” “I’m
afraid, look at this storm. To keep the windows from sagging. The windows will break.
Should I bring duct tape, tape the edges? Who knows what the wind might blow.”
She calls me by my name. I sit on the edge of the bed. She hugs me from behind.
“Everything is fine,” she whispers. She promises that we will go together in the morn-
ing to check, arrange everything that needs to be done. Now let’s go to bed, I can’t stay
up all night. Here, and Kiki curled up again. I crawl under the covers. I kiss her. She
hugs me, and I cling more and more to her body, to the foam picture of her world. I
smell her scent and realize that life doesn’t always give you back what you deserve.
Because I didn’t deserve her. And then, while lightning flares and thunder roars outside,
I fall asleep, now believing a little more that I survived after all (51).”

Kalamuji¢ shows how relationships can both comfort and cause pain. In Call Me
Esteban relationships are multi-layered and complex, serving as a guide for the pro-
tagonist through the themes of identity, loss and love. Lejla identifies the absence
of her mother as the primary source of distress. The mother figure is described both
in her aliveness and in her absence, which leaves the protagonist with a deep sense
of loss and longing (9-15, 73). This initial loss is subsequently compounded by a
multitude of subsequent losses, having a lasting impact on the protagonist. In one
of the central episodes, the protagonist describes how, after the mother’s death, she
tries to remember her in order to feel her presence (9-10).

Unknown character in White Room

The title of the novel White Room, serves to symbolize the emotional and physical
emptiness that characterizes many of the protagonist’s relationships, serving as a
reflection of his identity. In his interactions with others, whether in the context of
romantic relationships, brief encounters, or familial ties, the protagonist’s insecu-
rities and need for belonging are revealed. The narrator’s family background plays
a decisive role in his development. He was raised in a conservative family that
espouses traditional values. His relationship with his parents is typified by a sense
of emotional distance and a tendency to misunderstand one another, which serves
to increase the intensity of his internal conflict (Knezevi¢ 2019, 94,98,153). This

7 “Ona se iznenada trzne, uspravi se u krevetu, zove me. “Tu sam. Spavaj’’, kazem. Ona neée, budna je, pomalo upla-
Sena. “Da odem?”, pitam. “Sta ti je opet?” “Strah me, vidi ovog nevremena. Da ne popuste prozori. Polupat ée stakla. Da
ponesem selotejp, da oblijepim rubove? Ko zna §ta bi vjetar mogao nanijet.” Zove me imenom. Sjedam na rub kreveta.
Grli me s leda. ”Sve je u redu®, Sapce. Obecava da ¢emo ujutro zajedno otici, provjeriti, srediti sve $to treba. A sad da
legnem, ne mogu probdjeti no¢. Evo, i Kiki se ponovo sklupcala. Uvlacim se ispod deke. Poljublm je. Ona me grli, a ja
se sve vise privijam uz njeno tijelo, uz mjenu sliku svijeta. Osjetim njen miris i shvatim da ti zivot ne vraéa uvijek po
zaslugama. Jer ja nju ni¢im nisam zasluzila. I potom, dok napolju bukte munje i jeCe gromovi, tonem u san, vjerujuci
sad malo vi$e u to da sam ipak prezivjela.”; Own translation into English.
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results in a series of confrontations, particularly when he begins to acknowledge
and accept his queer identity:

The feeling of persecution is actually exaggerated, I think. Sometimes I make a drama
out of nothing and make a theatre out of my own life, like in a Greek tragedy. I will
only feel like a human being when I manage to see myself as a human being, and not as
an immigrant, homosexual, artist or something else! [...] It's nice that I exist, that 'm a
face among all those faces in the metro. There is no one to whom I have to confide or to
whom [ have to make a confession, I don’t owe anyone an explanation when it comes
to my emotional state and my way of life (Knezevi¢ 2019, 136).8

The protagonist’s homosexual desire gives rise to a pervasive sense of guilt and
self-reproach, which are manifest in his bodily movements and gestures.” He at-
tempts to erase his surroundings — including society, his family, his new home
and his own identity — are doomed to fail. As the plot progresses, the protagonist
encounters a series of characters who facilitate the expansion of his perspective
and assist him in the process of exploring his identity. Among them are friends
and lovers who provide both support and challenges. This dual nature of the queer
experience comes to life through the narrative as he learns to accept and celebrate
his identity:

It is nonsensical to even attempt to classify or define yourself, not only in terms of gen-

der. Yes, I am all that I have experienced so far. I am free. People are so complex and

complicated, and if you are attracted to someone, don’t you have the right to approach
them in every way possible? (102f).!

The romantic and platonic relationships depicted in the text are multi-layered, re-
flecting the complex nature of love and intimacy within the queer community. His
experiences of romantic and sexual relationships are characterized by a particular
ambivalence. On the one hand, these relationships offer the opportunity to gain in-
sight into his own identity (137). On the other hand, they serve to intensify the pro-
tagonist’s existential insecurity (101). Furthermore, family relationships also play a

8 “Das Gefiihl der Verfolgung ist eigentlich {ibertrieben, denke ich. Manchmal mache ich ohne Not ein Drama und
mache ein Theater aus meinem eigenen Leben, wie bei einer griechischen Tragddie. Ich werde mich erst dann wie
ein Mensch fiihlen, wenn es mir gelingt, mich selbst als einen Menschen zu sehen, und nicht als einen Migranten,
Homosexuellen, Kiinstler oder etwas anderes! [...] Es ist schon, dass es mich gibt, dass ich ein Gesicht unter all diesen
Gesichtern in der U-Bahn bin. Es gibt niemanden, dem ich mich anvertrauen oder dem ich etwas beichten miisste, ich
bin niemandem eine Erklarung schuldig, wenn es um meinen emotionalen Zustand und meine Lebensweise geht.”; Own
translation into English.

9 He frequently engages in handwashing and facial cleansing as a means of cleansing his body of the feelings of
uncleanliness and defilement that he experiences. See Knezevi¢ 2019, p. 75.

10 “Es ist unsinnig, liberhaupt den Versuch zu machen, sich selbst zu klassifizieren oder zu definieren, nicht nur im
Hinblick auf das Geschlecht. Ja, ich bin all das, was ich bislang erlebt habe. Ich bin frei. Die Menschen sind so komplex
und kompliziert, und wenn du dich von jemandem angezogen fiihlst, dann hast du doch das Recht, dich ihm auf jede
erdenkliche Weise zu nihern, oder etwa nicht?*“; Own translation into English.
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role in the formation of identity, even if they often remain in the background. The
discrepancy between familial expectations and one’s own desires is subtly alluded
to, thereby reinforcing the isolation of the protagonist.

Luka in Daddy Issues

Dino Pesut’s novel Daddy Issues offers an insightful examination of the intricate
dynamics of identity, family, and relationships within the queer community. The
narrative unfolds in a way that is both haunting and thought-provoking, delving
into the multifaceted challenges and joys associated with queer identity. As the plot
progresses, Luka’s journey towards self-acceptance is influenced by the formation
of various relationships. He encounters other queer characters who assist him in
developing a deeper understanding and acceptance of his identity. A significant
relationship in the novel is with an older man who not only demonstrates romantic
interest in Luka but also serves as a mentor. This relationship is characterised by a
multifaceted complexity, exemplifying the tensions between attraction, the pursuit
of validation and the search for paternal love (Pesut 2020, 132-133).

The relationship between father and son represents the core of Luka’s internal con-
flict and exerts a significant influence on his self-perception and sense of identity
(73-74). His father is an authoritarian figure who exemplifies traditional values and
demonstrates minimal interest in Luka’s queer identity (70,133). This dichotomy
between the two characters represents not only a generational conflict but also a
struggle for acceptance and self-realisation. The father attempts, ineffectively, to
establish a connection with his son:

- He’s gay. - It seems so. Ouch. — He’s handsome. That’s what [ mean. He’s bulky. Gays
are hot. That’s what I mean. Nothing else. I thought nothing else. He is bulky. Gays are
all over the place now. Nothing else. - OK. A list of more embarrassing situations is
created in my head: a conversation about pubic ears, basketball in elementary school,
an unwanted erection at my mother’s funeral. - Did you fuck him? - No. I am also at-
taching this conversation. - No - I repeat with regret, I try. - Looks stupid. - And he’s
stupid. - What do you want, a stupid boyfriend? - Stupid fucks well - I surprise both
myself and him. Pause. We both think about the next move, how to get out, skip and

return to the silence, which is more comfortable for both of us, the refuge (106-107)."

11 “—Onje gej. — Tako izgleda. Joj. — Zgodan je. To hocu reéi. Zgodan je. Pederi su zgodni. To hocu re¢i. Nista drugo.
Nista drugo nisam mislio. Nabildan je. Gejevi su sad nabildani. Nista drugo. — OK. U glavi mi se stvara popis neugo-
dnijih situacija: razgovor o stidnim usima, koSarka u osnovnoj $koli, nezeljena erekcija na maminom sprovodu. — Jesi
ga jebao? — Ne. Pridodajem i ovaj razgovor. — Ne — ponovim sa Zaljenjem, pokusam. — Izgleda glupo. — I glup je. — Sta
¢e ti glup decko? — Glupi se dobro jebu — iznenadim i sebe i njega. Pauza. Obojica razmis§ljamo koji je slede¢i potez,
kako se izvuci, presko€iti i vratiti se u Sutnju, koja nam je obojici ugodnija, uto€iste.*; Own translation into English.
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There is a multitude of other topics that could be discussed, including the death of
his mother, who consumed alcohol as a means of coping with her grief until she was
involved in a car accident (Pesut 2020, 62-63). The two men are unable to establish a
dialogue that would enable them to identify the common ground and shared experi-
ences that might facilitate a deeper connection. Instead, they remain silent, creating a
barrier between them that prevents any meaningful interaction. Following the unex-
pected telephone call from his father and the unfavorable news regarding his health,
Luka returns to live with his father in the provinces. As a result, the past becomes in-
escapable. The unresolved traumas that have been inherited and remain unaddressed
continue to exert a burden on the relationship between father and son, as well as on
their lives. (144-145) The tragedy of an entire region is unfolding behind the individ-
ual’s back, with the fate of the ancestors being used to justify new atrocities.

Conclusion

In the previously analysed literary works, the very structure of the narrative be-
comes a site of contestation. By employing non-linear storytelling, fragmented
narratives, and metafictional techniques, writers not only mirror the disjointed his-
tories and ruptured cultural memories of the post-Yugoslav space but also subvert
the traditional modes of representation that have historically silenced alternative
voices. They offer a critique of oppressive structures and also a vision of a future
where queer narratives are recognized as essential to the cultural and political fabric
of post-Yugoslav society. In a world where queer identities are often marginalized,
the literary voice serves as an indispensable instrument for effecting change. By
narrating stories from a queer perspective and challenging the conventional struc-
tures of storytelling, writers are playing a crucial role in the construction of a more
inclusive and equitable society. In this sense, literature serves as a space of resist-
ance, enabling us to rethink and reshape our world and beliefs.

The texts examined offer fascinating insights into the formation of queer identities
in literature and the challenges of growing up as a queer person in the Yugosphere.
While there are numerous similarities in their themes and motifs, there are also
notable differences in their narrative style and the specific experiences of the pro-
tagonists. This diversity serves to enrich queer post-Yugoslav literature, offering a
wide range of perspectives on the search for queer identity and belonging.

These texts encourage readers to engage with the multifaceted, emotional, and so-
cial realities that queer individuals contend with in the former Yugoslav space. They
may be considered literature of resistance, as they not only address individual strug-
gles for identity and self-acceptance but also question social norms, prejudices, and
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discrimination. In conclusion, the following aspects collectively define the works
as a representation of resistance against the following:

— heteronormative standards and traditional gender roles (criticism of patriar-
chal structures),

— social prejudices and expectations,
— the marginalization of queer people in literature, politics and society,
— the suppression and devaluation of queer identities.

The works are not merely personal literary contributions; they are also political
manifestations, as they make the emotional effects of discrimination and prejudice
visible. By examining themes such as identity, family, love and social norms, these
texts offer a significant contribution to the literature of resistance, providing a plat-
form for queer voices and challenging the social structures that perpetuate discrim-
ination. The narratives frequently highlight the significance of interpersonal con-
nections and networks of solidarity within the queer community. These connections
are depicted as valuable resources that enable individuals to withstand external
pressures and discrimination. Furthermore, the works contribute to the expansion
of queer discourse in the post-Yugoslav space with regard to literary innovation
and social criticism. The authors utilize innovative narrative techniques and struc-
tures to convey queer experiences, which can be regarded as a form of resistance
to conventional narrative forms and themes in literature that often ignore queer
voices. This offers a basis for further investigation and the promotion of a broader
discourse on queer identities and the necessity of acceptance and equality. In any
case, we can speak of a queer literary scene that is perhaps still in its early stages of
development, but is growing rapidly. As the literary scene continues to expand, it is
evident that the collective voice of the queer community is becoming more audible.
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SUMMARY

The texts Ime mi je Damjan by Suzana Tratnik, Zovite me Esteban by Lejla Kalamuji¢, Bela
soba by Srdan Knezevi¢ and Tatin sin by Dino PeSutaddress the subject of queerness and the
concept of literary resistance in a variety of ways, and each offers a distinctive perspective on
the subject matter. The rejection of traditional gender roles, the deconstruction of identity cate-
gories, the pursuit of individual freedom and the call for acceptance of diversity are all exam-
ples of resistance. Furthermore, literary resistance is exemplified by the critical examination
of familial expectations and the creation of an individualised space for identity. In conclusion,
the four texts provide a multifaceted perspective on queerness and literary resistance to societal
norms. The texts address the search for identity, belonging and self-acceptance, and promote an
understanding of the diversity of human experiences.
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O novatorskem ustvarjanju Karla Brjullova:
ZdruzZevanje klasicizma, romantizma in
zametkov realizma pod vplivom zgodovinskih
dogodkov v zacetku 19. stoletja

V tem prispevku bom raziskovala zgodovinsko dogajanje in umetniske tokove zacetka 19. sto-
letja ter njihov vpliv na ruskega slikarja Karla Brjullova. Posku$ala bom ugotoviti, ali bi lahko
dogodki tistega Casa motivirali nekatere njegove slike in ideje v njihovem ozadju. Ukvarjala se
bom z vprasanjem, ali je upraviceno trditi, da je Brjullov uvajal romantizem (ali celo realizem)
v akademski klasicizem in da je prav to harmoni¢no zdruzevanje klju¢no zaznamovalo njegovo
ustvarjanje. Preucevala bom, kako je bilo njegovo delo sprejeto, kaksen je bil odziv umetnikov
Akademije umetnosti v Sankt Peterburgu, sredisca strogega klasicisticnega kanona, in morebi-
tne druge kritike.

Kljuéne besede: rusko slikarstvo, Zadnji dan Pompejev, zgodovina ruske umetnosti

On the Innovative Work of Karl Bryullov: Combining Classicism, Romanticism and the
Beginnings of Realism under the Influence of Historical Events in the Early 19th Century

In this paper I will explore the historical development and the art movement of the early 19th
century and their influence on the Russian painter Karel Bryullov. I will try to find out whether
the events of this time period could have motivated some of his paintings and the ideas behind
them. I will address the question of whether it is legitimate to argue that Bryullov was introdu-
cing Romanticism (or even Realism) into Academic Classicism and that it was this harmonious
integration that was the key to his work. I will also study how his work was received, what was
the reaction of the artists of the Imperial Academy of Arts in St Petersburg, the centre of the
strict classicist canon, and any other criticism.

Key words: Russian painting, The Last Days of Pompeii, history of Russian art

Na zacetku 19. stoletja ruska umetnost nadaljuje in zakljucuje z gibanji, ki so segala
ze v 18. stoletje, pravi Mol¢. Enako velja tudi za druzbene procese, saj se vse vec
ljudi zaveda nujnosti odprave tlacanstva in osvoboditve kmeckega prebivalstva.
Mole¢ doda, da se z zahoda S$irijo tokovi kapitalizma, humanisticne in svobodnja-
ske ideje. (Mole 1957: 181) Podlesnik kot moc¢an vpliv na zgodovino Rusije prvih
desetletij 19. stoletja navaja tudi delitev plemstva na konservativni in liberalni pol
ter dinasti¢no krizo ob smrti Katarine Velike. Klju¢na prelomnica tega ¢asa je bila
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po pis¢evem mnenju domovinska vojna, ki se je zacela z Napoleonovim napadom
leta 1812. Podlesnik razlaga, da je Napoleon zavzel Moskvo, vendar so se Rusi
kasneje osvobodili in ga potem v Franciji dokon¢no premagali, od koder so pri-
nasali nove ideje, ki naj bi jim pomagale izboljsati stanje doma. Avtor pravi, da
je bila vojna razlog za soocenje plemicev z revnim kmeckim prebivalstvom, ki je
zivelo v okolis¢inah povsem nasprotnih pri¢akovanemu sentimentalisticnemu in
razsvetljenskemu idealu. Prav tako je bilo po piS¢evem mnenju nujno ustvariti novo
narodno identiteto, saj so plemici do tedaj imeli ve¢ skupnega z zahodnoevropsko
aristokracijo kot s svojimi lastnimi kmeti, a so bili med vojno primorani vzposta-
viti stik z nizjimi sloji ruske druzbe. (Podlesnik 2018: 157-159) Mole navaja, da
je vojna leta 1812 pri Rusih vzbujala vse vecji obcutek dolga drzavi in narodnega
ponosa, kar se je udejanjalo v naprednem duhu prosvetnega dela ter novem odno-
su do ¢loveka, v umetnosti pa je to povzrocilo razcvet klasicizma in romantizma.
(Mole 1957: 181) Allenov pojasnjuje, da je nova generacija ruskih izobrazencev,
ki je svojo domovino branila v vojni proti Napoleonu, zacela na evropsko druz-
bo gledati kot na celoto in Sele v ideji celostnosti spoznavati posameznika, kar
je pravilo romantike ter osnova ustvarjalnosti v ¢asu romantizma. (Allenov 2000:
117-118) Podlesnik druzbene okolis¢ine po vojni opisuje kot nekoliko spremenje-
ne, saj se razkorak med konservativno in liberalno usmerjenimi poveca. Nekdan;ji
svobodomiselni car Aleksander I. vidi groznjo v rastocem revolucionarnem toku in
ga z drugimi evropskimi vladarji skusa zaustaviti s pomocjo vojske, medtem ko se
mladi liberalni plemici vedno bolj nagibajo k omejitvi samodrstva. Avtor razlaga,
da je gibanje zoper absolutizem in tlacanstvo kasneje privedlo do dekabristicnega
upora 14. decembra 1825. Po zadusitvi vstaje je car organiziral preiskovalno komi-
sijo, ki je Stevilne udelezence poslala na prisilno delo v Sibirijo, jim odvzela Cine,
jih premestila na Kavkaz, voditelje upora pa obesila. (Podlesnik 2018: 159) Haskell
omenja moznost, da sta prav vojna proti Napoleonu in kasneje dekabristi¢ni upor
pri Brjullovu prebudila romantizem. (Haskell 1996: 69)

Za lazje razumevanje Se enkrat povzemam besede Moleta: v 19. stoletju je poleg
zahodnih druzbenih tokov na zgodovino ruskega slikarstva vplivala tudi domo-
vinska vojna proti Napoleonu leta 1812. Haskell k moznim vplivom na Brjullova
poleg vojne dodaja Se dekabristi¢ni upor. Vpliv krute reakcije carja je ponovno
obravnavan pri odstavku o sliki »Zadnji dan Pompejev«.

Najpomembne;jsi dogodek za umetnost zacetka 19. stoletja je po mnenju Allenova
segal v 18. stoletje, v leto 1757, ko je bila ustanovljena peterburSka Akademija
umetnosti. Takrat se je za rusko slikarstvo zacel klasicizem in poenotenje klasi-
cisti¢nih norm, ki so kasneje tvorile osnovno doktrino akademije. (Allenov 2000:
62) Majorova in Skokov piSeta, da je Akademija umetnosti, sredisce klasicizma
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v Rusiji, od Studentov zahtevala sledenje strogim pravilom ter slikanje po zgodo-
vinski, mitoloski in biblijski snovi, zato lahko ruski klasicizem imenujemo tudi
akademizem. Avtorja razlagata, da je bila umetnost klasicizma pod vplivom drza-
ve, saj je akademija razdeljevala drzavna narocila in t. i. pensionerstva, umetniska
izobraZevanja v tujini. Slike akademikov so bile zato v uradnih krogih zelo cenjene
in dobro placane, za najvisjega pa je veljal zgodovinski stil, v okviru katerega je
ustvarjalo veliko umetnikov, vendar vecina ni dosegla posebne veli¢ine. Slednje
pisca pojasnjujeta z dejstvom, da so bila narocila za zgodovinska platna ponavadi
uradna in s strani vlade, zato so se slikarji morali dosledno drzati klasicisticnega
kanona in niso imeli prostora za lastno ustvarjalnost. Avtorja ocenjujeta, da so bili
le izjemni umetniki zmozni znotraj meja klasicizma udejanjiti svojo individualnost,
hkrati pa ustvariti nove estetske ideale. (Majorova in Skokov 2006: 6) Ze v prvi po-
lovici 19. stoletja, razlaga Podlesnik, pri¢ne na klasicizem moc¢no vplivati roman-
tizem, kar je razvidno v novih zanrih (npr. portret v tehniki svin¢nika), tehnikah,
temah in motivih. V slikarstvo se vkljuci tudi tema kmeckega vsakdana. (Podlesnik
2018: 178-179) Podlesnik pravi, da kljub prevladi akademskega klasicizma prihaja
do premostitev konflikta med akademizmom in romantizmom, tako na primer Ka-
rel Brjullov zdruzi obe smeri v svojem delu »Zadnji dan Pompejev«, kjer »klasi-
¢en zgodovinski motiv unienja anti¢nega mesta ob izbruhu vulkana interpretira v
duhu romanti¢nega razumevanja neizbeznosti usode« (Podlesnik 2018: 179). Tudi
Allenov navaja, da je t. 1. »drugi val« romantizma med leti 1830 in 1850 pricel
odpravljati konflikt med klasicizmom in romantizmom ter ju pricel zdruzevati ob
poudarjanju zgodovinskega slikarstva, kar je znacilno za Karla Brjullova. (Allenov
2000: 184)

Po povzetih besedah Allenova ter Majorove in Skokova ustanovitev Akademije
umetnosti v Sankt Peterburgu, ki postavi enotne norme klasicisticnega slikarstva in
svoje ucence izobrazuje znotraj njegovih strogih meja, klju¢no zaznamuje umetnost
19. stoletja. Ob prevladujocem klasicizmu se pricne pojavljati romantizem in s tem
inovativnost Karla Brjullova, ki obe smeri zdruZi, piSeta Allenov in Podlesnik.

Karel Pavlovi¢ Brjullov, rojen 23. 12. 1799 v Sankt Peterburgu ocetu rezbarju, je
Studiral na Akademiji umetnosti med letoma 1809 in 1821 pri A. I. Ivanovu ter A.
E. Jegorovu, pise Datunov. Nato je nekaj let slikal v Italiji in se vrnil na akademijo,
kjer je postal profesor. Avtor doda, da se pri izobrazevanju ni Zelel omejevati na
klasicizem, stremel je k realizmu, a je kljub temu ostajal v romanti¢nem vzdusju
svojega ¢asa. (Datunov 1971: 71) Mol¢ poudarja, da je bil Brjullov izjemno na-
darjen slikar, ki ga Stejemo med predstavnike ruskega romantizma, vendar vez s
peterbursko Akademijo umetnosti ostaja stalnica njegovega delovanja. V akade-
mizem je vpeljal elemente romantizma in hkrati ostajal zvest resnicnemu zivljenju,
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pojasnjuje pisec. (Molé 1957: 205) Majorova in Skokov navajata, da se genialnost
Karla Brjullova kaZe v harmoni¢nem sobivanju potez akademske Sole, romantizma
in zvestobe zgodovinskim dejstvom. Avtorja v nadaljevanju izpostavita, da so mu
Stevilni sodobniki ocitali sprijaznitev s kompromisom med obema stiloma, vendar
slikarja nikakor ne moremo razumeti na ta nacin, saj je Brjullov sam zlitje klasiciz-
ma z romantizmom dozivljal kot namerno zastavljeno umetnisko vizijo. (Majorova
in Skokov 2006: 30) Datunov povzema, da slikarstvo Brjullova odlikujejo mocna
Custva, lepota ¢loveskih teles in dramati¢nost, kar izkazujejo ze njegova zgodnja
dela, ki se odmikajo od konvencionalnosti akademizma. Na slikah »ltalijansko
poldne« in »BatSeba« je po mnenju Datunova slikar poskusal prikazati naravno
ocarljivost nagih teles ter ¢im pristnejso igro dnevne svetlobe, ki jo je preuceval na
prostem. (Datunov 1971: 71) Haskell navaja, da je »ltalijansko poldne« doletela
kritika zaradi preprostega videza dekleta na sliki in s tem oddaljitve od klasicistic-
nega ideala, a je Brjullov branil svojo pravico do iskanja navdiha v naravi. (Haskell
1996: 68) Komite Skupnosti za spodbujanje umetnikov mu je tako v enem izmed
svojih pisem kljub priznavanju kakovosti in obcudovanju telesa, naslikanega pri
zahtevnih svetlobnih pogojih, oc€ital »prijetne« proporce modela namesto elegan-
tnih in trdil, da mora umetnik, ¢etudi upodablja naravo, v njej najti najelegantnejse.
(Maskovcev 1961: 64)

Brjullov se ze v svojih zgodnjih delih v €asu pensionerstva v Italiji pri¢ne umikati
od klasicisti¢nih norm s slikanjem naravnih, vsakdanjih Zensk namesto izjemnih
lepotic elegantnih proporcev, kot piSeta Haskell in MaSkovcev. Po mojem mnenju
je v italijanskem obdobju v njegovi izbiri motivov in tematike mozno prepoznati
zanimanje za kmeckega ¢loveka, ki ga omenja Podlesnik na straneh 178—179 (glej
odstavek o Akademiji umetnosti). Slednji njegov pojav v Rusiji pripisuje prihodu
romantizma, sama pa menim, da bi kmecke motive lahko sprozilo tudi sooCanje
plemicev s kmeckim prebivalstvom v ¢asu domovinske vojne. Vsakdanja opravila
italijanskih deklet Brjullov prikazuje idealizirano in romanti¢no. Motiv nabiranja
grozdja se poleg »ltalijanskega poldneva« pojavlja tudi na sliki »Dekle, ki nabira
grozdje« iz istega obdobyja.
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Slika 1: Italijansko poldne (Mranpsuckuit monaens, vir: Art-catalog, http://www.art-catalog.
ru/picture.php?id_picture=3743)
Osrednje delo Karla Brjullova »Zadnji dan Pompejev« je popoln primer skladnosti
klasi¢ne anti¢nosti z romantiko, meni Allenov. Tema slike, propad anti¢nega sveta,
je bila priljubljena poteza romantike, razlaga pisec, saj namesto razuma vlada uso-
da. Namesto enega protagonista je Brjullov naslikal mnozico, anti¢no ljudstvo, ki
spominja na zive skulpture, kar posebej poudari osvetlitev. Romanti¢nost slike se
po mnenju pisca kaze tudi v kontrastno hladni svetlobi na ozadju rdece Zarece lave.
Kompozicija figur na predhodnih skicah je po avtorjevem mnenju mocneje podvr-
Zena romantizmu, na sami sliki pa je kompozicija omejena na klasicisti¢na pravila
in podobna kiparski risbi. Allenov poudarja, da so osebe razporejene v skupine,
dogodek pa se odvija v smeri iz globine proti ospredju, zaradi Cesar slika spominja
na zadnjo sceno opere, tik preden se spusti zavesa. Pisec ugotavlja, da medseboj-
no delovanje spretno povezanih klasi¢nih in romanti¢nih elementov blazi resnost
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prizora ter ustvarja esteticnost slike ter lepoto v propadu Pompejev. (Allenov 2000:
187-188) Haskell navaja, da je Brjullov »Zadnji dan Pompejev« slikal dve leti in
ga zakljucil leta 1832. Skupine figur, razporejene kot v akademskem kanonu, glede
na mnenje avtorice izkazujejo plemenito pozrtvovalnost: sinova, ki nosita svojega
starega oCeta, ter mati, ki prepricuje sina, naj jo zapusti in se resi. Haskell ugotavlja,
da mocna kompozicija zdruzena z intenzivnim gibanjem in dramati¢no atmosfero
nacelom akademije ne ustreza popolnoma. Sklepa, da je bila upodobitev otroka z
mrtvo materjo v srediscu slikarjev simboli¢ni prikaz preporoda klasi¢ne umetno-
sti, po mojem mnenju pa b1 omenjeni par lahko ponazarjal tudi tipi€éno romanti¢ni
konflikt med Zivljenjem in smrtjo. Avtorica pravi, da bi vzdus§je tega dela odsevalo
burno zgodovinsko dogajanje zacetka 19. stoletja. (Haskell 1996: 69) Po mnenju
Moleta se v ozadju »Zadnjega dne Pompejev« skriva ideja nasprotujocih si svetov.
Svet antike se rusi in propada, medtem ko je na vzponu krscanstvo. Mol¢ razlaga,
da bi prikrita upodobitev verskega preobrata lahko bila zgodovinska vzporednica
kruti reakciji carja Nikolaja I. na dekabristi¢no vstajo, kar naj bi prav tako poja-
snjevalo Custveni odziv ruske publike. (Mole 1957: 206) Po Datunovu Brjullov na
platnu »Zadnji dan Pompejev« figure slika kot lepe in plemenite ljudi ter poudarja
njihovo tragi¢no nemo¢ v boju s silo narave, ki vodi v neizogibno smrt. Tudi ta
avtor je mnenja, da slika odraza atmosfero krutega zatiranja takratnih osvobodil-
nih gibanj v Evropi. Pisec ugotavlja, da slika temelji na klasicisti¢ni kompoziciji
figur idealnih tipov, ki se povezuje z romanti¢nimi teatralnimi ucinki, ampak je
po njegovem mnenju za rusko slikarstvo najpomembnejse prizadevanje Brjullova
za zgodovinsko natan¢nost in prikaz psiholoske realnosti. Datunov navaja, da je
slikar natan¢no preuceval arheoloski material in dokumente. (Datunov 1971: 71)
Slednje podrobneje opisuje Porudominski, ki navaja umetnikovo lastno izpoved o
tem, kako pomembna je bila zanj zgodovinska verodostojnost. Njegova dela naj bi
bila »vzeta iz muzeja«, celo upodobljeni nakit je bil naslikan po vzoru pravih arhe-
oloskih najdb, slika pa je vendarle ve¢ kot samo rekonstrukcija preteklosti, komen-
tira Porudominski. Podobno kot Allenov poudarja enakovrednost posameznikov v
mnozici Pompejcev brez glavnega junaka, saj je vsak izmed njih nepogresljiv in
v enaki meri izraza bistvo umetnine. Porudominski samostojni narod brez vodje
ob klju¢nem zgodovinskem dogodku prepoznava kot popolno inovacijo »Zadnjega
dne Pompejev«. (Porudominski, 160—-164)

Ce povzamem mnenji Allenova in Datunova, je slika »Zadnji dan Pompejev« prezeta
z romanti¢nimi svetlobnimi ucinki, vendar kompozicija ostaja zvesta klasicizmu.
Porudominski poudarja odmik od klasicizma v odsotnosti glavnega junaka, Brjullov
pa ob tem sledi zgodovinski podlagi uni¢enja Pompejev in uporablja pristna psi-
holoska stanja, pise Datunov. Podlesnik govori o romanti¢ni reinterpretraciji sicer
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klasi¢nega motiva, ki se kaze v neizbeznosti usode tragicnih Pompejcev. Omenje-
no zgodovinsko platno je po mojem mnenju dober primer zdruzevanja klasicizma,
romantizma in vsaj zametkov realisti¢nosti, ki pri¢a o novatorstvu in enkratnosti
ustvarjanja Brjullova. Mol¢ in Haskell domnevata, da bi dramati¢nost dogajanja na
sliki in Custvena reakcija publike lahko bila posledica reakcije na upor dekabristov.

Slika 2: Zadnji dan Pompejev (ITocnenunit nens [lommnen, vir: Art-catalog, http://www.art-
catalog.ru/picture.php?id_picture=3760)

Datunov pravi, da se nadarjenost Brjullova za kompozicijo in dekorativnost kaze
v njegovih t. i. paradnih portretih, ki portretiranca upodabljajo v ospredju lepe po-
krajine ali v razkoSnem stanovanju, za njih pa sta znacilni romanti¢na vznesenost
in zivahna barvna paleta. Avtor navaja, da med taksSne portrete sodijo »Jahalka«
- portret Giovannine Paccini (l. 1832) in portret Julije P. Samoilove z Amacilijo
Paccini (1. 1839), medtem ko so npr. portret I. A. Krylova iz leta 1839, avtoportret
iz leta 1848 in portret M. Lancija (1. 1851) nekoliko bolj strogi in zadrzani, a hkrati
tudi intimnejsi. Slednji po mnenju Datunova prikazujejo zapletenost ¢loveskega
znacaja in v¢asih tudi cenjenost modrega portretiranca v druzbi, kar jih uvrsc¢a med
pomembna dela ruskega realizma. (Datunov 1971: 71) Tudi Allenov portrete Brjul-
lova deli na slavnostne in intimne. Pri slavnostnih je njegova inovativnost razvidna
v prikazu veli¢ine portretirancev, ki ne izhaja samo iz njihovega stanu, in upoda-
bljanju izvirne, naravne lepote, prepoznavne na njegovih Stevilnih portretih Zensk.
O romanti¢nosti kot celostnem sistemu tematskih in ¢ustvenih znacilnosti lahko
po avtorjevem mnenju govorimo pri intimnih portretih Brjullova, ki jih odlikuje-
ta zasanjano, samotno vzdusje in odmik od hrupa vsakdana. (Allenov 2000: 191)
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Mole pise, da velike kompozicije pri portretih Brjullova odlikujeta zivost in patetic-
no, romanti¢no vzdus§je, ki kljub temu ostajata znotraj meja realizma. (Mole 1957:
206—-207) Slednje primerja z intimnimi portreti in avtoportreti, »ki brez odve¢nega
aparata dajejo realisticno oznako osebe in v katerih se hkrati kazejo tipi¢ne poteze
dobe« (Molé 1957: 207).

Datunov in Mole vidita v slavnostnih portretih Brjullova romanti¢no vzdusje, za
Allenova pa je le-to razvidno predvsem v intimnih portretih. Datunov nekatere in-
timne portrete uvrsca kar v ruski realizem (Datunov 1971: 71), zato je po mojem
smiselno trditi, da poleg romanti¢nosti intimne portrete Brjullova odlikuje tudi rea-
listi¢no prizadevanje prikazati portretiranca, kakrSen je. Menim, da lahko govorimo
o zdruzevanju romanti¢nega vzdus§ja z realisticnimi elementi.

Slika 3: »Jahalka« - portret Giovannine Paccini (Bcagnuma, vir: My Tretyakov, https://
my.tretyakov.ru/app/masterpiece/8638)
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Slika 4: Portret I. A. Krylova (IToptpet U. A. Kpbuiosa, vir: My Tretyakov, https://
my.tretyakov.ru/app/masterpiece/20547)

V zakljucku prispevka Se enkrat povzemam glavne argumente, ki odgovarjajo na
vprasanje, v kolik$ni meri se v delih Brjullova zares kaze zdruzevanje klasicizma,
romantizma in realizma ter ali je slednje bilo pogojeno z zgodovinskimi dogodki.
Brjullov se od akademskih norm oddaljuje Ze v italijanskem obdobju, kjer slika pri-
stno telesno lepoto deklet namesto klasiCnega ideala, kot pojasnjuje Haskell, sama
pa menim, da se splosen zgodovinski pomik umetnosti k romantizmu in posledice
domovinske vojne kazejo tudi v njegovi izbiri kmeckih motivov. O sozitju klasiciz-
ma in romantizma je najbolj povedno zgodovinsko platno »Zadnji dan Pompejev,
v katerem se po misljenju Allenova povezujeta kontrastna romanti¢na osvetljava in
klasi¢na kompozicija, Datunov pa k temu dodaja Se element psiholoske realnosti in
zvestobe zgodovinskim dejstvom. O »Zadnjem dnevu Pompejev« lahko torej go-
vorimo kot o romanti¢nem platnu, ki kljub temu temelji na klasicisticnem ogrodju,
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znacilnem za slikarstvo akademije, istoCasno pa ostaja zvesto realnosti. Mislim, da
uspeh, ki ga je omenjena slika poZela, prica o enkratnosti posrecene kombinacije in
neverjetni nadarjenosti slikarja. Menim, da ne smemo zanemariti druzbenih okoli-
$¢in reakcije na dekabristi¢ni upor, ki jih je po mnenju Moleta izzarevala slika in
zaradi katerih je slednja na ruskem obcinstvu pustila tako velik pe€at. Na koncu
je treba omeniti Se sintezo romanti¢ne atmosfere, ki jo omenja Allenov, s prepro-
stostjo in pristnostjo realizma v intimnih portretih Brjullova, o kateri je prepri¢an
Datunov. Njegovo postopno oddaljevanje od kanona Akademije umetnosti, ki sega
ze v obdobje Italije, doseze vrhunec pri »Zadnjem dnevu Pompejev, kjer slikar,
kot navaja Podlesnik, preseze konflikt med obema stiloma in ju poveze v mojstro-
vino. Menim, da o Brjullovu lahko govorimo kot o izjemnem slikarju najmanj dveh
stilov, ki ze pri¢enja odkrivati vode realizma.
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SUMMARY

Russian painting in the 19th century was subject to social currents from Western Europe and
historical events such as the Patriotic War against Napoleon and the Decembrist Revolt, but it
was the establishment of the Academy of Arts in St Petersburg, with the introduction of uniform
norms of classical painting, that had the strongest impact on Russian art. At the same time, in
the first half of the 19th century, Romanticism began to emerge, which the painter Karl Bryul-
lov harmoniously combined with otherwise Classical features. After completing his studies at
the Academy of Arts, the artist continues his education in Italy, where he begins to break away
from Classical norms by painting simple women instead of exceptional beauties with elegant
features. Bryullov depicts the everyday tasks of Italian girls in an idealised, Romantic manner.
His most important historical canvas, » The Last Days of Pompeii, is permeated with romantic
lighting effects, but the composition remains typically Classical. The painting likely mirrors the
tumultuous period of reaction to the Decembrist revolt and is true to the historical background
of the destruction of Pompeii, while depicting genuine psychological states. This historical can-
vas is, in my opinion, an excellent example of the combination of Classicism, Romanticism and
at least a hint of Realism, which testifies to the innovation and uniqueness of Bryullov’s work.
The dramatic nature of the action in the picture and the emotional reaction of the audience could
be the result of the cruel consequences to the Decembrist revolt. The Romantic atmosphere is
also evident in the painter’s later portraits and some could even be classified as Russian Realism,
so I think it is reasonable to argue that, in addition to the Romanticism, Bryullov’s intimate por-
traits are also characterised by a Realist effort to portray the sitter as they are, which is evidence
of the combination of the Romantic and the Realist.
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Retrospect of Resistance: Understanding the
City Text of Sarajevo

This study explores the ways in which Sarajevo’s memorials, architecture, and cultural sym-
bols all bear witness to the stories of resistance that took place during the Siege of Sarajevo
(1992-1996). Based on Pierre Nora’s théorie des lieux de mémoire and Yuri Lotman’s semi-
otics of the city, the research looks at Sarajevo as a “text” that tells its story of resiliency. The
paper investigates how Sarajevo’s urban landscape functions as a location of memory and a
mirror of collective trauma through fieldwork and museum analysis. The study emphasizes how
disparate memories—which are depicted in locations such as war museums and the Sarajevo
Roses—combine to create a whole story of resistance. In the end, this multidisciplinary appro-
ach broadens our comprehension of how urban surroundings, especially in post-conflict settings
like Sarajevo, affect communal memory.

Key words: the Siege of Sarajevo, city text, memory studies

Introduction

The Siege of Sarajevo (1992-1996), the longest siege of a European city in modern
conflict, turned the city, a historic and cultural crossroads in Southeast Europe,
into a symbol of tenacity and resistance (Aquilué¢ 2016: 152). Sarajevo, the capital
of Bosnia and Herzegovina (BiH), was not only a site of physical conflict but also
developed into a potent symbol of defiance against the forces of destruction, with
the city’s architecture acting as a canvas. This essay aims to investigate the ways in
which stories of resistance have been embedded in the city’s places and symbols,
both during and after the conflict.

The conceptual framework of the research is based on the integration of Yuri
Lotman’s semiotics of the city with the notion of sites of memory (lieux de mémoire)
evolving from the theoretical doctrine of collective memory as proposed by Pier-
re Nora. Therefore, the methodology of this paper is interdisciplinary, combining



236  Resistance and its Echoes in Slavic Languages and Literatures

urban studies, semiotics, and memory studies. The primary approach lies in inter-
preting the city as a text with its own syntax and semantics, as suggested by Yuri
Lotman. This involves examining the spatial organization, architectural forms, and
symbolic meanings of Sarajevo.

Yuri Lotman explains the semiotic character of the city with the synchronic co-
existence of diverse semiotic formations and with its diachrony such as different
architectural formations, urban rituals and ceremonies, the city plan itself, as well
as street names and other relics of the past. Lotman states that this leads to the city’s
process of re-generating the texts of its historical past and since the city re-genera-
tes its past, it leads to the opportunity to coexist with the present as if in synchrony.
From this point of view, the city, just like culture, is a mechanism that confronts the
time (Lotman 2020: 130).

In conjunction with the abovementioned Lotman’s framework, the paper will uti-
lize Pierre Nora’s theory of sites of memory. Nora describes the site of memory as
“any significant entity, whether material or non-material in nature, which by dint
of human will or the work of time has become a symbolic element of the memorial
heritage of any community” (Nora 1989: 7). Aleida Assmann, another theoretician
of collective memory, refers to lieux de mémoire as “carriers of collective memory”
— in contrast with lieux de souvenier or “carriers of individual memory” (Assmann
2014). The collective memory of the city can be embedded in the city’s urban
spaces and structures such as monuments, memorials, and reconstructed buildings.
The sites can serve as both repositories of memory and as symbols of loss, remem-
brance, and recovery — so called places of trauma (Assmann 2014). The paper will
therefore identify and analyse specific sites of memory and how do they contribute
to the collective memory and identity of Sarajevo, as well as how they function as
sites of reflection for visitors.

As for the research methods, the primary data will be collected through extensive
fieldwork in Sarajevo which will involve a systematic examination of urban spaces
to understand how the city’s layout and architecture reflect its history and resilien-
ce. The fieldwork will include an analysis of museums and memorials dedicated to
the Siege, focusing on reviewing how the Siege is represented and the narratives
that are emphasized as well as analysing the symbolism of memorials to understand
their role in shaping the text of Sarajevo. Secondary data will be sourced from a
comprehensive literature review, including scholarly articles that discuss the siege,
urban resilience, and collective memory as well as the theoretical texts on semiotics
of the city and memory studies to support the primary research findings.
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To conclude, the Siege of Sarajevo’s impact on the urban spaces and places of
memory of the city will provide a rich text for semiotic and memory studies. By
applying the methodologies of both research approaches this paper will contribute
to a deeper understanding of how urban spaces can narrate stories of resistance. It
will also offer insights into the role of urban environments in shaping and reflecting
historical experiences and collective memory. The findings of this research may not
only shed light on the specific context of Sarajevo but also offer a framework for
analysing other cities that have endured conflict and trauma.

Apart from the introduction and conclusion, the paper will be divided into two
parts. The first part would deal with the historiographical analysis of the Siege of
Sarajevo and its impact on the city. Meanwhile the second part will be intended as
a main part of the analysis which should give the answer to our research question —
what is the Sarajevo’s urban text of resistance?

The Siege of Sarajevo and its implications

The Siege of Sarajevo, which lasted for 1,425 days -- from April 1992 to February
1996, was one of the longest sieges in modern history, marking the most shocking
page during the Bosnian War (Morrison and Lowe 2020: 1). Sarajevo, the city cho-
sen for 1984 Winter Olympics, was home to a multi-ethnic population before the
war, became the epicentre of ethnic tensions, a microcosm of the wider conflict that
devastated the Balkans during the breakup of Yugoslavia (Robinson 2001: 962).

Throughout the siege, Sarajevo was subjected to relentless artillery and sniper fire
by Bosnians Serbs, on average more than 300 shell every day (Swift 2024). Apart
from the constant shelling, civilians were cut off from supplies of daily essentials,
like food, water, electricity, as well as public services, which resulted in tremen-
dous casualties -- over 11,000 people, including more than 500 children, lost their
lives during the siege (Swift 2024).

The siege has far-reaching consequences beyond immediate physical devastation.
Culturally, the siege shaped the narrative of Sarajevo as a space of resistance, with
the city’s urban landscape serving as both a battleground and a source of strength.
Buildings were shattered with bullet holes and shrapnel, while makeshift art projec-
ts, underground cultural movements, and civilian resilience became forms of silent
resistance to the destruction and violence (Mandi¢2011:725-735).

The siege also had significant social and political consequences. The previously
diverse, multi-ethnic city suffered an ethnic fragmentation that matched the broader
ethnic differences throughout Bosnia. Sarajevo was separated into two regions that
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belong to two governmental entities: Sarajevo Canton inside FBiH and East Sara-
jevo under Republika Srpska (Aquilué, Roca 2016: 152). Sarajevo’s postwar reha-
bilitation was slow paced and geographically uneven due to the partition, which led
in political divisions in decision-making processes and disparities in foreign invest-
ments (Martin-Diaz, 2021). However, its survival and eventual recovery serve as a
testament to the city’s strength and the enduring spirit of its people.

Text of resistance of Sarajevo

Sarajevo Roses

The Sarajevo Roses are a type of memorial created from concrete scars left by
mortar explosions. These marks symbolize locations where over three people were
killed during the Siege of Sarajevo under mortar fire. More than 200 Sarajevo Ro-
ses can be found throughout the city, covering various areas, from squares to parks
(see figure below).

Figure 1. The distribution map of Sarajevo Roses

Source: https://sarajevoroses.net/

The Sarajevo Roses serve as a continual reminder of the tragedies suffered by the city
and provide a startling visual effect for pedestrians, resembling the shape and colour
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of spattered blood (see Figure 2). The widespread presence of these Roses around Sa-
rajevo adds to a holistic representation of the collective memory of the Siege. In this
sense, the city itself turns into a representation of the tragedy, with every scar bearing
witness to the pain and resiliency of its people. The Sarajevo Roses are a metaphor
of how the Siege is still felt in its fundamental structure because they are ingrained
in the urban landscape, blurring the boundaries between tragedy, memory, and place.

Figure 2. Sarajevo Rose under Sacred Heart Cathedral, Sarajevo

Source: the author

In addition, the Sarajevo Roses, predominantly located in public open spaces, are
accessible to everyone—whether to touch or even step on—without any formal
barriers. Lacking textual descriptions, and being so widespread, they can be en-
countered unintentionally, distinguishing them from traditional memorials, which
are often less accessible, include formal inscriptions, and are typically found in
designated locations such as museums or parks that require deliberate visits. This
characteristic of the Sarajevo Roses reflects a shift in the form of remembrance,
making them more accessible and seamlessly integrated into the city’s landscape.

Traces on the houses

Similar to the Sarajevo Roses, another accessible memorial of the Siege is visible
in many of the old buildings within Sarajevo’s historic district. The figure below



240  Resistance and its Echoes in Slavic Languages and Literatures

shows the facades of three houses near Bascarsija, located in the heart of the old
city. This kind of traces serves as a part of the city text of Sarajevo since by “rea-
ding” the bullet holes on the houses, one can infer where the fiercest battles and the
most brutal moments of the Siege occurred.

Source: the author

Vijeé¢nica

Contrast to the abovementioned houses which preserve its damages from the Siege
of Sarajevo till these days, the city tends to restore the most significant buildings,
recovering its wounded identity. Vije¢nica, the City Hall of Sarajevo, heavily da-
maged by a fire grenade and a huge fire during the Siege, can be seen as the most
notable example of such tendency. Built during the Austro-Hungarian period, it
represented Central-European architectural tradition in Bosnia and its renovation
can be read as a symbolic try of restoring this tradition.

Additionally, some Ottoman-era buildings, such as the Gazi Husrev-beg Mosque
located in Bascarsija, the historical center of Sarajevo, were heavily damaged du-
ring the Siege. Rather than leaving its scars visible, the mosque was restored with
aid from Muslim countries, primarily Saudi Arabia and Turkey. The reconstruction
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of Sarajevo’s emblematic historical sites reflects the competition among various
powers at the cultural crossroads of the city, contributing to Sarajevo’s reemergen-
ce as a multicultural space rich in diversity.

Figure 4. Comparison of Vije¢nica during war and after war.

Source: https://www.middleeasteye.net/discover/bosnian-war-historic-structures-victim, the authors
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Martyrs’ Cemetery Kovaci

The Martyrs’ Memorial Cemetery Kovaci in historical area of Sarajevo is the main
cemetery for soldiers from the Bosnian Army who were killed during the Siege,
which is also known for the tomb of Alija Izetbegovi¢ (1993-2003), the first presi-
dent of the independent Republic of Bosnia and Herzegovina (1992-1996).

The tombstone at the entrance of the cemetery marks its purpose in remembrance,
written Spomen obiljezje borcima armije i MUP-A R BiH koji sudali Zivote u od-
brani Republike Bosne i Hercegovine utoku agresije, 1992-1995, meaning Memo-
rial to the soldiers of the army and special police units who risked their lives in
the defense of the Republic of Bosnia and Herzegovina in the face of aggression,
1992-1995.

Figure 5. Tombstone at the entrance of Martyrs’ Memorial Cemetery Kovaci

Source: the author.
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The cemetery contains numerous tombstones dedicated to Bosniak soldiers who
lost their lives during the Siege, adorned with Muslim symbols such as Arabic
script and quotes from the Qur’an, highlighting their religious identity. Additio-
nally, many of the tombstones feature the symbol of the Bosnian Lily (Lilium Bo-
sniacum), representing both the suffering and bloodshed of the conflict, as well as
reflecting their national identity.

Figure 6. Tombstone in the cemetery

Source: the author.

The cemetery, situated on a hill, lies along the only route to one of Sarajevo’s key
tourist attractions—the Yellow Fortress (Zuta Tabija). As a result, every visitor se-
eking a panoramic view of the city from the fortress must pass by the cemetery. Its
strategic location naturally integrates the site into the tourist experience, drawing
attention to the Siege and its history. Additionally, due to its prominent location and
scale, the cemetery becomes a striking feature of Sarajevo’s aerial view, making it
an unneglectable part of the city’s landscape.
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Figure 7. View of Sarajevo from Yellow Fortress

Source: the author.

Museums

Several museums are located in the historical center of Sarajevo, near the Sacred
Heart Church. The guiding signs are eye-catching, featuring striking photos and
a black-and-white color scheme that evokes a somber, traumatic atmosphere (see
Figure 7). These museums primarily focus on the Bosnian War, with some dedi-
cated to specific events, such as Gallery 11/07/95, which covers the Srebrenica
Genocide, and the Siege of Sarajevo Museum, which centers on the Siege. Others
explore broader aspects of the war, like the Museum of Crimes Against Humanity
and Genocide, and the War Childhood Museum. As part of Sarajevo’s cultural in-
dustry, the museums not only generate municipal revenue through ticket sales but
also contribute to shaping the city’s identity. By highlighting the War and the spirit
of resistance, they have become integral to the collective image of Sarajevo.
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SENOCIp :

Figure 8: Guiding signs of war museums in historical center of Sarajevo

Source: the authors.

Taking Museum of Crimes Against Humanity and Genocide as an example, the de-
sign of the museum was ingenious -- Quotes are placed along the staircases, immers-
ing visitors in the experience even before they enter the museum itself (see Figure 8).

e — L T

Ovdje mrtvi govore

Figure 9. The staircases in the museum

Source: the author.



246  Resistance and its Echoes in Slavic Languages and Literatures

In the museum, many exhibits focus on telling individual stories of ordinary civi-
lians who lived through the war. These narratives are rich in dialogue and vividly
bring visitors into the scene, such as the story of the parquet pieces in Figure 9.
These personal stories are more relatable and impactful than general historical de-
scriptions or casualty statistics. In addition, the collection of individual accounts
to form a collective memory of the Siege or the war demonstrates how personal
experiences contribute to the construction of a shared memory.
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Figure 10. A story ‘Parquet pieces from the sports hall’

Source: the author.

Conclusion

To conclude, certain locations within Sarajevo, such as the Sniper Alley, the Sa-
rajevo Roses, and the cemeteries that grew in the city, emerged as city’s sites of
memory. They act as repositories of collective memory, embodying the suffering,
the defiance, and the hope of Sarajevans during the siege, which, through its deva-
stating impact, recontextualized the urban space, highlighting the dynamic relation-
ship between the city, memory, and identity in extreme circumstances.

Moreover, because of the widespread of the signs of the loss and remembrance, the
whole city can be considered as a “place of trauma”, as defined by Aleida Assmann,
modifying historian Marianna Auerbach’s words: “The whole city is the memorial”
(Assmann 2014: 242). At the same time, the city attempts to restore its pre-war
identity by restoration of the most notable sites damaged during the Siege such as
Vijeénica, National Museum or Ali Pasha Mosque. The choice of which buildings
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to restore, how to commemorate the victims, and the emphasis on certain historical
narratives over others reveal the ongoing contestation over Sarajevo’s identity.

Devastation of the urban landscape during the siege led to a reconfiguration of the
city’s semiotic messages, where the signs of destruction became intertwined with
the symbols of endurance and hope. This semiotic reading of the city reveals the la-
yers of meaning that can be derived from the urban environments that experienced
the armed conflict.
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SUMMARY

The findings of the paper highlight how Sarajevo’s urban landscape has been shaped by its
history of resistance during the Siege of Sarajevo. Key symbols like the Sarajevo Roses, bullet-
-scarred buildings, and memorials such as the Martyrs’ Cemetery Kovaci embody the memory
of the siege and contribute to the city’s identity. The city’s architecture serves as a reminder of
the conflict, with certain buildings left damaged while others, like Vije¢nica, have been restored
to symbolize resilience and recovery. Museums also play a crucial role in this narrative, offering
vivid personal stories from civilians and victims that contribute to a collective memory of the
war. Together, these urban elements function as both living memorials and educational tools,
making the history of the siege accessible to both locals and tourists and embedding the story of
resistance into the city’s cultural fabric.
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Street protests as performance of national
identity: the case of Strajk Kobiet

The 2020 Strajk Kobiet protests in Poland manifested a mode of dissent that sought to redefine
the parameters of national cultural identity through direct action. The purpose of this study is
to analyze the language of these protests, documenting how participatory forms of dissent such
as protests can reconfigure cultural symbols. Strajk Kobiet took on the form of a collective and
ever-evolving protest: the nationwide extension of the strike, the use of the Internet for infor-
mation exchange, and the re-sharing of images, news, and resources made this negotiation take
the forms of a collective performance. Not only did the language of the protests contribute to a
retrospective redefinition by making use of the shared cultural codes, it also adjusted and redi-
rected itself through the web.

Keywords: Strajk Kobiet, Polish feminism, political activism, cultural studies, public space
Protesty uliczne jako performans tozsamoS$ci narodowej: przypadek Strajku Kobiet

Protesty Strajku Kobiet w Polsce w 2020 byty przejawem sprzeciwu, ktoérego celem byto pr-
zedefiniowanie parametrow narodowej tozsamosci kulturowej poprzez bezposrednie dziatan-
ia. Celem tego badania bedzie udokumentowanie, w jaki sposob partycypacyjne formy spr-
zeciwu moga rekonfigurowaé symbole kulturowe. Strajk Kobiet przybrat forme zbiorowego i
ewoluujacego protestu: rozszerzenie strajku na caty kraj, wykorzystanie Internetu do wymiany
informacji czy ponowne udostgpnianie obrazéw, wiadomosci i zasobow sprawity, ze negocja-
cja przybrata forme zbiorowego performansu. Jezyk protestow przyczynit si¢ do retrospektyw-
nej redefinicji polskiej tozsamosci kulturowej poprzez wykorzystanie wspolnych kodow i za
posrednictwem wspolnego medium internetu.

Stowa kluczowe: Strajk Kobiet, feminizm w Polsce, aktywizm polityczny, kulturoznawstwo,
przestrzen publiczna

The abortion ban and the cultural background

Strajk Kobiet did not break out of the blue in October 2020. With the 2015 rise
to government of the right-wing conservative party Prawo i Sprawiedliwos¢ the
Polish Parliament chose to pursue, with the support of pro-life groups, the Stop
Aborcji bill aimed at criminalizing abortion, triggering a series of riots that brought
more than a million Polish women to the streets on October 3, 2016. The mode of
protest first consisted of a strike from work, study and care labour, followed by the
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occupation of public space while wearing black. It was in this circumstance, retro-
spectively renamed Czarny protest with regards to the protesters’ clothing, that the
Ogolnopolski Strajk Kobiet (OSK) movement, guided by Marta Lempart and Kle-
mentyna Suchanow, was born. On October 22, 2020, abortion was declared uncon-
stitutional even in cases of fetal malformation, and already that evening hundreds
of thousands of people took to the streets in the largest collective protest since the
times of Solidarno$¢. The women’s protest was not limited to the right to abortion:
it rather took on the character of a negotiation of two centuries of culture, national-
ism, and collective consciousness about polishness and the image of women, all of
which are inextricably linked to one another.

An overview of Polish nationalism, even when tied to reproductive rights, cannot
be confined to the 20th century or to a concept of nationalism centered on home-
land alone. Quite contrary, it is crucial to take into account the literary and cultural
aspect of such narrative due to the fact that the foundations on which Polish patrio-
tism is based share many of the demands for which women have taken to the streets
in recent days. In The Crosses of Auschwitz, Genevieve Zubrzycki examines how
the partitions brought a radical change in the concept of the Polish nation. The par-
tition period overlapped in literature with the Romantic era, right as the very con-
cept of suffering was put at the service of a patriotic ideal that idealized martyrdom
and saw extreme sacrifice as the ultimate goal of the true Polish patriot, all while
recurring to Catholic language, symbols and practices to best depict such values
(Zubrzycki, 2006). Mikotaj Glinski analyses the artistic representation of Poland at
that time, noting how the country was generally depicted as a defeated, in chains or
crucified woman (Glinski, 2017).

Art historian Izabela Kowalczyk discusses this mode of female representation, de-
tecting a pattern of heroic, suffering women capable of bearing any burden: this to-
pos of the Matka Polka (Polish Mother), a heroine prone to sacrifice who bears and
raises children for the homeland, proved essential to the maintenance of national
ideals, and was celebrated by Adam Mickiewicz himself (Kowalczyk, 1999). Julia
Fiedorczuk laments the alienation of women in the Polish literary scene, the contri-
bution of Mickiewicz’s poetry to the self-sacrificial female ideal and the conception
of Poland as the »Christ of nations« (Fiedorczuk, 2017). The fascination with this
messianic conception did not end in the Romantic era, she states, because the image
of a resurrected Poland would be inextricably linked to a necessity of martyrdom
and a sense of predestination even in future moments of crisis. This desperate hero-
ism was also noticed by Maria Janion, who saw the 1944 Warsaw Uprising as the
continuation of a Romantic myth whose active involvement catered only to men
(Janion, 2006), and by Agnieszka Graff, that in her analysis of the Solidarno$¢ era
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interprets the men’s strikes as a return to the sexual contract predating the subver-
sion of gender roles brought by communism (Graff, 1999). Collective memory,
despite numerous historical accounts and analyses, displays a tendency to dismiss
women’s contributions to the protests as well, even when more successful than their
male counterparts (Kubow, 2013). Different waves of dissent were founded with
and carried on by women, who rarely received full recognition for their contribu-
tions to the cause.

If during communism women were split between the image of the worker, belong-
ing to the public sphere and part of the collective life of the Republic, and that of
the housewife, forced into unpaid reproductive and care work and subject to the
patriarchal norms of the private sphere (Kenney, 1999), with the advent of democ-
racy women’s bodies became both objects of consumption and terrain for Catholic
propaganda. The first law that would have restricted abortion is dated 1993, and
sanctioned the return of the Matka Polka declined in a religious key, with a par-
ticular focus on tradition and family values (Kowalczyk, 1999). However, the first
feminist spaces and discourse also began to emerge, and dissent also finds fertile
ground in the visual and performing arts (Filipowicz, 2014).

Collective participation from web spaces to the streets

It is possible to observe a striking functional and structural similarity between the
artistic activities proposed by women today and the activities developed carried
on by dissident culture in the struggle against the communist regime. If during
PRL women’s modes of dissent were successful because they were organized and
took place outside the establishment, all while recurring to non-violent protest and
to an ability to extend the problems of the social sphere into the political sphere
(Walczewska, 1999), what comes off as especially striking about the Strajk Kobiet
case is first and foremost the use of the internet, social media, and horizontal, non-
institutional modes of aggregation, communication, and participation. If the pro-
tests in 2016 sprung up spontaneously under the hashtag #czarnyprotest, equating
demonstrations with online engagement, OSK was characterized by a greater use
of the web, abetted by the increase of young people in the squares and the circum-
stances of the pandemic, which changed the habits and ways of using the internet in
the temporary absence of real-life aggregation possibilities.

In his study of the Polish pro-abortion movement, Alessandro Ajres finds a similar-
ity between the Internet use of the Arab Springs and that of OSK (Ajres, 2022). The
street movements turned social platforms into ideological tools of the people before
the concrete gathering in the streets, which become the meeting and organizing
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point of the political project only in due corse. Social media, open systems, cell
phone videos and citizen journalism are seen as an integral part of the revolution
(Petrillo, 20221). Both the management and the advertisement of political events
take place on the web: on the one hand, there is a conspicuous presence of Telegram
and WhatsApp organizational groups, whose access is controlled and allowed only
to a small segment of users; on the other hand, Facebook and Twitter announce-
ments are the main media for events where greater participation is expected. In
addition to the coordination of street events, activism also exploits social media for
its dynamics of virtual sharing and aggregation. Such is the case with Aborcyjny
Dream Team’s online communication, planned with and set on pop, colorful and
eye-catching graphic choices designed to prompt sharing and reducing the stigma
associated with abortion; or even the graphic symbols of the protests such as the red
lightning bolt, the coat hanger or the eight asterisks, recognizable by the Internet
audience and easily replicated by those who take to the streets (Eli, 2021).

The language of social media comes to flow into that of protests, their signification
phenomena influencing each other and changing in parallel with the evolution of
street and online movements. Participation in protests also occurs from those who
cannot be physically present, and the horizontal circulation of news through groups,
hashtags, shares and memes leads to the development of a feeling of collective
belonging and political cohesion capable of directly influencing power structures,
as noted by Manuel Castells in his Network Society theory (Castells, 2009). If in
the Solidarity era labor groups met in secret to organize strikes (Graff, 1999), with
OSK the coordination of events and public demands take place through the media,
which become an integral part of the modes of protest due to its public character.

The artistic culture of dissent that developed in Poland was first and foremost a
critical culture, aimed at a discursive approach on which to base a debate on gender
roles that presented women as people, not as ideals. Departing from its initial mode
of open provocation, it then veered toward the use of irony (Kowalczyk, 1999).
With the fall of communism and the transition to democracy, a new artistic fer-
ment emerged from underground spheres to break through the doors of mainstream
public opinion: art became a mode of activism and creation, a mode on which the
public was invited to reflect, a challenge to the romantic legacy (Matynia, 2005).
One of the first concepts the art scene engaged with in creating a dialogue was the
interaction between space and gender, the main subject of The Men’s Bathhouse, a
video installation by Katarzyna Kozyra, and of the group exhibition Architectures
of Gender, held at the Sculpture Center in New York and in which sixteen Polish
leading female artists participated. All of these works act within a framework of
recontextualizing women’s art and narratives from a spatial point of view: although
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Architectures of Gender broadly represents space as a series of private spaces, whe-
re gender norms are reproduced or challenged, at the very moment this space exists
in a context such as a museum or exhibition, it becomes a public space (Szylak,
2003). Scandal is created when the occupation of a single, limited space implies the
possibility of resemantizing the entire public sphere (Lara, 2019), of resetting val-
ues seemingly untouchable or creating new ones. When analyzed from this aspect,
scandal can signal an ongoing raising of consciousness, a ground for debate capable
of mobilizing public opinion toward a complex reflection on collective symbols.

Such is the case with street protests: on October 30, 2020, a conspicuous number
of participants divided into three different processions meet in rondo Dmowskiego,
named after the politician Roman Dmowski (1864-1939), known for his nationalist,
authoritarian and patriarchal sympathies, and informally change its name to rondo
Praw Kobiet, erecting a custom street sign. Other examples of redefinition of public
space occur with the vandalism of several statues of Karol Wojtyta, perceived as a
symbol of Catholic dominance (Ajres, 2020). The assault on statues and toponymy
by activists and collectives demythologizes and problematizes an uncomfortable
collective memory celebrated as a national model through public space: if statues,
monuments and public spaces are the emanation of a collective memory that comes
from above and has to be preserved, directly attacking symbols becomes an action
from below, an opposition to a cultural legacy that bears strong political implica-
tions. We then find on the one hand damnatio memoriae at the expense of the Pope,
whose statues have been vandalized, targeted or painted red on their hands, and
on the other forms of constructive re-signification such as the Syrennka, the War-
saw Mermaid statue, decorated with Strajk Kobiet symbols to protect the women’s
cause (Maurovich, 2020).

Transparenty, symbols and dialogic mode

The online sharing of content and updates from demonstrations led to a new use of
a standard, already established mode of protest such as placards, in Polish transpar-
enty. These placards, handwritten on cardboard, displayed in the streets and posted
online, have showcased not only linguistic inventiveness and mastery of heteroge-
neous cultural references, sparking the interest of linguists, literary scholars and
sociologists, but also a dialogical evolution thanks to the proliferation through the
Internet (Rusinek, 2020). The collection of the wittiest or funniest images on cu-
rated pages such as Transparenty z protestow or Archiwum Protestow Publicznych
promoted continuity and instant response: if a protester notices something interest-
ing, they continue the joke, creating a reply or an update on what was seen on the
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pictures (Maurovich, 2021). Thus, this element replicates immediately, grows, is
imitated and memed.

While it was possible to detect numerous references to not only Polish media, liter-
ary, and cultural phenomena such as The Handmaid’s Tale, the animated film Shrek,
which gained a cult following in Poland due to its adaptation and dubbing (Chmiel,
2010), the life-simulator videogame The Sims, or the pop icon David Bowie, who
even dedicated a song to the city of Warsaw (Oleksiak, 2016) equally frequent were
references to specifically Polish elements. From pop culture were co-opted person-
alities such as food critic Robert Maklowicz, who in 2020 had been filmed wearing
a bracelet bearing the inscription »Jeba¢ PiS!«, and Polish stadium choruses and
hooligan jokes were revisited for the occasion (Rusinek, 2020). What attracts of
this mode of protest is the ongoing possibility of participation, inspiration, co-au-
thorship and sharing, as is the case with the memes and illustrations by Marta Frej,
who from a prompt posted online invites Polish women to write in the comments
about their experiences, which are then converted into images (Budzinska, 2017).

Images themselves have played a crucial role in the protest: what originally began
as a simple curation of the visual component of dissent has over time become a
major mode of aggregation, recognition, and replication (Eli, 2021). OSK’s sym-
bol by definition is the czerwona blyskawica, the red lightning bolt, designed by
graphic designer Ola Jasionowska back in 2016. Initially created as a simple at-
tention signal with no particular subtext, it was later employed by collectives such
as Pogotowie Graficzne, known for creating political posters, and graphic design-
ers such as Kosma Masny and Jarek Kubicki, who revisited well-known artworks
suggesting a rupture and at the same time a continuity with the past. Indeed, the
most specific feature of Strajk Kobiet’s protests is the specific, metaliterary and
constantly evolving language: through quotations games, cross-references, memes
and slogans, the match is played on a terrain of cultural references firmly rooted in
Polish consciousness, constantly resignified in a dialogue that can be interpreted as
a prolonged collective performance.

Literaturocentryzm

The element that separates Polish protests from other global movements is literary
citationism, the presence of literary references and cross-references to Polish works
and authors both in slogans on signs and in performative choices in the streets and
squares. Following in the footsteps of Ryszard Legutko, Luigi Marinelli noted what
is called literaturocentryzm, that is, a centrality of literary references in Polish cul-
ture and society involving all generations (Marinelli, 2007) that was also reflected
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in the modes of dissent. The most frequent allusion was Tadeusz Boy-Zelenski’s
Piekio Kobiet, a collection of essays published in 1930 that denounced the unfair-
ness of reproductive rights and abortion laws of the time. The implementation of
symbolism from a previous century signifies, Ajres notes, first and foremost the
denunciation of an injustice that has persisted for a very long time, and a practice
to tie the claims together at a distance by suggesting a historical unity of the Polish
feminist movement and its demands (Ajres, 2022).

The majority of literary references harks back to Romanticism, a crucial era, as
mentioned earlier, for the formation of a national consciousness and an ideal of
womanhood (Janion, 2006) that the protests aim to unhinge. If, however, the decon-
struction of the female figure is more common in the visual arts than in the occupied
squares, the element of resistance and struggle for recognition against an oppres-
sor is deployed from a feminist perspective: the struggle is no longer for Poland’s
freedom from the occupiers, but for women’s freedom from government restric-
tions. Transparenty included »Macico! Ojczyzno mojal«, a reference to the incipit
of Mickiewicz’s Pan Tadeusz, where the original Litwo, Lithuania, is replaced by
the womb seen as a stolen homeland. Quotes to Dziady also appeared, but the most
interesting and significant event was the happening Dziady na Mickiewicza, held
on October 31, 2020, when crowd of protesters and residents of ulica Mickiewic-
za gathered for a collective reading performance in front of Jarostaw Kaczynski’s
apartment. Dziady’s centrality to the Polish struggle is not limited to the parti-
tion era: the controversy and subsequent censorship associated with the staging of
Mickiewicz’s play in 1968 under Soviet rule sparked protests and petitions (Zola,
2011). The incitement to social redemption and revolt against the oppressor lead the
Polish people to hold Dziady dear, and to return to it, both for textual qualities and
political connotation, in hard times.

Equally interesting is the treatment given to the work of another Romantic poet,
Juliusz Stowacki. There have been references to the drama Kordian, such as the
transparent »Na taka Polske Kordian by nie skakal«, alluding to the final scene of
Act IT when the protagonist, having become an ardent patriot, embraces the Polish
cause by throwing himself off a cloud. Another slogan that appeared on the placards
was »Stowacki Julek broni wszystkich corek«, touching on the fact that Stowacki
did not marry or have a family, devoting himself only to his art and the common
struggle for independence. The juxtaposition of the protesters with the poet serves
to make their autonomy and political determination clear against the backdrop of
a Romanticism in which, at least for men, marital duties clashed with the cult of
the artist and the individual. Further examples and quotations to other authors and
eras occur in »Quo vadis, Polsko?«, alluding to Henryk Sienkiewicz, the words
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»Chcemy catego zycia« spoken by Zofia Natkowska, and verses from Szymbor-
ska’s Nic dwa razy.

Reconnecting with texts or cultural elements of the past does not only serve the
function of emphasizing the duration of an unjust situation; instead, it has positive
elements of aggregation and creativity. The profound symbolic value that these
quotations hold for the Polish collectivity is precisely the strength of their subver-
sion: even if they are recontextualized, modified or re-signified, they are understood
by the recipient precisely because of the importance and prior knowledge of the
basic element (Maurovich, 2021). The citation game proceeds even through the use
of the Internet, precisely because the crowd recognizes these elements and chooses
to add on to the debate, while the opportunity to do so with irony takes on a playful
connotation that incentivizes participation.

Conclusion: protests as cultural rewriting

In the analysis of protests, scholars have focused on memes as a way of creating and
reinforcing a common language (Ajres, 2022; Maurovich, 2021). What emerges
in the memetic form is first and foremost a relational process, where each element
added to the discourse, be it a novelty or a reworking of the already known, dimi-
nishes the importance of authorial dimension in favor of a collective ownership.
The memetic form is, in the concrete, a mass expressive form to be filled and re-
invented, making sense in the exact moment the replication takes place. The com-
municative choice of the meme form is a process driven from the beginning by the
intent of horizontality and the resetting of hierarchies. It therefore starts from the
overturning of institutions and/or the status quo (Lolli, 2017).

What took place during the protests is as a matter of fact, in the words of Valentina
Tanni, an identity performance: an astute and conscious use of viral content as a
mode of symbolically breaking societal rules, a choice of communication based
on images, in itself a privileged vehicle capable of transcending language, |...]
a deétournement where art becomes the object of appropriation practices (Tanni,
2020). If recent controversies have taught us that struggle passes through symbols
and their re-signification, the activists’ operation was certainly among those with
the most effective visual impact and dissemination potential.

Over the past century there have been many writers who have tried their hand at
the same endeavor, voicing their dissent to this “salvation culturalism” (Matynia,
2005) and to the power of time as the legitimization of the heroic national nar-
rative. Since symbols are instruments of power, collective awareness and action
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might appear necessary to subvert an unjust power through juster symbols. The Po-
lish choice to fight this power from below, by means of urban guerrilla warfare and
Internet language and modes of aggregation, is a way of showing that, outside the
establishment and the circles that hold the power in Poland, it is still possible to re-
define the meaning of more than two centuries of cultural collective consciousness.
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SUMMARY

Dalekie od prostego wychodzenia na ulice, protesty Strajku Kobiet w Polsce w 2020 byty pr-
zejawem sprzeciwu, ktorego celem bylo przedefiniowanie parametréw narodowej tozsamosci
kulturowej poprzez bezposrednie dziatania. To, co zaczgto si¢ jako demonstracje na rzecz prawa
do aborcji, pokazato rosnaca §wiadomos¢ wielowiekowego podtoza kulturowego, ktore z jednej
strony prowadzito do konserwatyzmu rzadzacej partii, a z drugiej do feministycznej sztuki i
literatury sprzeciwu. Celem tego badania bedzie analiza jezyka tych protestow i udokumen-
towanie, w jaki sposdb partycypacyjne formy sprzeciwu, takie jak protesty, moga rekonfigu-
rowaé symbole kulturowe, ktére do tej pory wydawaty si¢ przesadzone. Proces redefiniowania
i negocjowania kobiecej tozsamos$ci rozpoczat si¢ od badan Marii Janion i Agnieszki Graff
nad ksztattowaniem si¢ polskiego ideatu kobiecosci od epoki Romantyzmu do lat Solidarnosci,
ktére postrzegaty koncepcje kobiecego ciata jako nierozerwalnie zwiazana z polska droga do
niepodleglosci i tozsamosci narodowej, a kontynuowat a swoja kontynuacje¢ znalazt w pracach
artystek takich jak Kataryna Kozyra, Natalia LL i Dorota Nieznalska. W przypadku Strajku Ko-
biet proces ten przybral formeg zbiorowego i ewoluujacego protestu: rozszerzenie strajku na caty
kraj, wykorzystanie Internetu do wymiany informacji czy ponowne udostgpnianie obrazow,
wiadomosci i zasobow sprawity, ze negocjacja przybrata forme zbiorowego performansu. Jezyk
protestow przyczynit si¢ nie tylko do retrospektywnej redefinicji polskiej tozsamosci kultu-
rowej poprzez wykorzystanie wspolnych kodéw, dajac dowod tego, co Michat Rusinek i Luigi
Marinelli nazwali ,literaturocentryzmem?”, ale takze dostosowat si¢ i przekierowat za posred-
nictwem wspodlnego medium internetu w trakcie wszystkich protestow. Spoteczne przenikanie
si¢ kulturowego i imanentnego, a takze jezykowe przenikanie si¢ sztuki, literatury i memow
czyni przypadek Strajku Kobiet szczegélnie emblematycznym w analizie oporu i jego echa.
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GledaliSce zatiranih, participativnost in
druzbene spremembe

Ena glavnih znacilnosti gledalis¢a zatiranih je participativnost, ki to obliko gledalis¢a umesca
na podrocje skupnostnega in druzbeno angaziranega gledalis¢a. S tem ko podira Cetrto steno,
aktivira gledalce in gledalke, ti pa se iz pasivnih opazovalcev in opazovalk spremenijo v akterje
in akterke predstave, potencialno tudi druzbe. Gledalis¢e zatiranih temelji na demokratizaciji
gledalisca, ustvarja gledalisce od ljudi za ljudi ter tako postane orodje za spreminjanje posame-
znikov in posameznic ter druzbe, tj. ne pripada vec eliti.

Kljuéne besede: skupnostno gledalis¢e, druzbeno angazirano gledalisCe, intervencija, aktivni
gledalec in gledalka

V prispevku se ukvarjam z metodo gledali$¢a zatiranih, eklekti¢no in interdiscipli-
narno metodo, ki posega na razlicna podrocja (gledalisce, aktivizem, pedagogika
in izobraZevanje, sociala) in se na njih uporablja. Osredotocila se bom na pomen
metode kot gledaliske prakse z zavedanjem, da na tem mestu tudi tega podrocja ne
bom celotno pokrila in analizirala. Konec koncev gledali$¢e zatiranih lahko umesti-
mo v skupnostno, aplikativno, politi¢no, druzbeno angazirano gledalisce, radikalno
demokraticno gledalisce, na podrocje gledaliske pedagogike itn.

Gledalisce zatiranih je metoda, ki uporablja oder kot prostor za diskusijo o pre-
zrtih in presliSanih druzbenih tematikah. Brazilski gledali$¢nik, aktivist in politik
Augusto Boal je metodo zasnoval v 60. in 70. letih prejSnjega stoletja med delom
v sdopaulskem gledalis¢u Arena. Metoda se je razvila kot artivisti¢ni odgovor na
vojasko diktaturo, ki je Braziliji vladala med letoma 1967 in 1985. Znotraj gledali-
SCa zatiranih je Boal razvijal raznolike tehnike in pristope. Metoda zaobjema uve-
ljavljene tehnike Casopisnega, slikovnega, forumskega, nevidnega in zakonodaj-
nega gledaliS¢a, mavrico Zelja in direktne akcije. Tehnike so naslavljale konkretne
potrebe in omejitve, ki jih je predstavljala takratna druzbena situacija — avtoritarno
cenzuro medijev, ki jo je izvajala vojska, manipulacijo, omejevanje gledaliskega
dela s prepovedjo uprizarjanja politi¢nih predstav idr.

Cilj metode je demokratizacija gledalis¢a, ustvariti gledalis¢e od ljudi za ljudi. Kot
v delu Augusto Boal zapiSe Frances Babbage: »[Gledalisce zatiranih] ne zagotavlja
odgovorov ali resitev problemov. To bi nasprotovalo demokrati¢nim principom, ki
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stojijo za prakso. [Njegov] cilj je ustvariti dialog [o problematiki] s pomocjo tehnik,
ki proces olajSajo.« (Babbage 2004: 33)

Avtorica zatiranje opredeljuje kot sistemati¢no zlorabljanje ¢lanov ene druZbene
skupine s strani druge skupine ali SirSe druzbe. Klju€en element te opredelitve je
sistemati¢nost, kar pomeni, da zatiranje ni rezultat nakljucnih ali osamljenih dejanj,
temveC je vgrajeno v temeljne strukture druzbenega sistema. Odraza se v insti-
tucionalnih praksah, kot so izobrazevalni sistem, pravosodje, mnozi¢ni mediji in
ustaljeni druzbeni obicaji.

Ta vzorec zlorabe vodi do predvidljivih in ponavljajoc¢ih se negativnih izkuSenj za
pripadnike dolocenih skupin, kot so Zenske, starejsi, geji ali pripadniki delavskega
razreda. Ne glede na individualne znacilnosti posameznika bodo ¢lani teh skupin s
precejSnjo verjetnostjo dozivljali podobne oblike diskriminacije in marginalizacije.

Zatiranje se torej ne nanasa zgolj na posamezne primere nepostenega ravnanja,
ampak na Sirsi sistem moci, ki te vzorce ohranja in reproducira. Avtorica posebej
poudari razliko med posami¢nimi primeri zlorabe in zatiranjem kot druZbenim po-
javom: na primer, ¢e moski dozivijo slabo ravnanje s strani posameznih zensk, to Se
ne pomeni zatiranja, saj ni sistemati¢no podprto z zakonodajo, izobrazevalnimi ali
medijskimi strukturami. Nasprotno pa je zlorabljanje Zensk s strani moskih pogo-
sto druzbeno podprto, utrjeno in uveljavljeno, kar jasno ustreza definiciji zatiranja
(Ruth 1988: 434).

Gledalis¢e zatiranih lahko razumemo tudi kot gibanje, ki si z uporabo gledalis¢a
prizadeva za bolj enakopravno, solidarno, pravi¢no in neizkoris¢evalsko druzbo.
Opozarja na sistemati¢ne' oblike zatiranja. Eno glavnih poslanstev gledalis¢a zati-
ranih je humanizacija druzbe ter uporaba gledalis¢a z namenom dekolonizacije te-
lesa z idejami osvoboditve telesa izpod pritiskov oziroma (druzbenih, ekonomskih
idr.) zahtev in normativov.

Delo z metodo gledaliS¢a zatiranih pokriva raznolike pristope za igralce in igralke
ter neigralce in neigralke, ki temeljijo na vajah za skupinsko dinamiko in pove-
zovanje skupine, na tehnikah zavedanja in izrazanja misli, na vajah, namenjenih
osnovam uporabe gledaliSkega aparata, dozivljanju sveta prek razlicnih Cutov,
spoznavanju in zavedanju lastnega telesa, prepoznavanju izraznosti telesa (telo kot

1 Sistemati¢no pomeni, da je zatiranje del druzbenega in je prisotno v izobrazevalnih in sodnih procesih, mnozi¢nih
medijih, popularni kulturi, druzbenih obicajih itd. Tako se bodo na primer istospolno usmerjene zenske delavskega
razreda v zivljenju soocale z zatiranjem povezanim s pripadnostjo dolo¢eni druzbeno zaznamovani/marginaliziranim
skupini, ne glede na individualne razlike med njimi. Zatiranje se od zlorabe loCuje prav po sistemati¢nosti pripadanju
dolo¢enim marginaliziranim skupinam. Posamezne moske lahko zlorabljajo posamezne Zenske, a pri tem ne gre za
zatiranje. Tega namre¢ tudi sodne, izobrazevalne in druge institucije na podpirajo, ne izvajajo ga zenske kot druzbena
skupina (Ruth 1988: 434).
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osnovni gledaliski jezik), uporabi gledalis¢a kot jezika komuniciranja ter gledalis¢a
kot diskurza (odvisnost ¢loveske telesnosti od socialnih in ekonomskih razmer).

Skupnostno in druzbeno angaZirano v gledali$¢u zatiranih

V prispevku me bo zanimalo predvsem gledalis¢e zatiranih kot oblika skupnostne-
ga in druzbeno angaZziranega gledalisca, ki pri svojem delu podira Cetrto steno in v
predstave neposredno vkljucuje gledalke in gledalce, ki postanejo aktivni gledalci
in gledalke®. V gledali$¢u zatiranih gledalec ali gledalka ni le opazovalec ali opazo-
valka, temve¢ tudi akter ali akterka, igralec ali igralka. Aktivni gledalci in gledalke
v gledaliS¢u zatiranih so vklju€eni v gledaliski proces, v katerem hkrati opazujejo,
komentirajo in ustvarjajo dramaturski potek in pomen posamezne predstave.

Skupnostno gledalisce je le ena od praks skupnostne umetnosti, ki, kot navaja Clai-
re Bishop v knjigi Umetni pekli: Participatorna umetnost in politika gledalstva,
spodbuja demokratizacijo umetnosti, omogoca lai¢no ustvarjalnost in si prizadeva
za povecanje dostopnosti umetnosti manj privilegiranemu obcinstvu. Skupnostna
umetnost si prizadeva prek participativne ustvarjalne prakse in nasprotovanja eliti-
sti¢nim kulturnim hierarhijam opolnomociti marginalizirane skupine (Bishop 2012:
195-213). Emine Fisek v knjigi Theatre & Community skupnostno gledaliS¢e (ang.
community theatre) opredeli Se bolj natan¢no, ko zapiSe, da gre pri skupnostnem
gledalis¢u mnogokrat za gledaliske projekte, ki jih izvaja skupina ljudi, ki se iden-
tificira kot skupnost (skupina ljudi, ki svojo identiteto bazira na prostoru, etni¢ni,
razredni, rasni ali spolni identiteti, izobrazbi, politi¢ni usmerjenosti) ali se izvajajo
za to skupino ljudi oz. v sodelovanju z njo. Lahko je ljudsko, lokalno, druZbeno
angazirano ali protestno gledaliSce. Zasnovano je na demokrati¢nosti, participativ-
nosti, egalitarnosti in konsenzu (Fisek 2022: 14-16).

Gledalisce zatiranih vsakomur, ki je vkljucen v proces oblikovanja predstave po me-
todi kolektivnega avtorstva oz. skupinskega ustvarjanja, ponuja priloznost odkrivanja
samega sebe, svojega notranjega sveta, moznost osebne transformacije, prav tako
pa ponuja refleksijo druzbenih neenakosti in sistemskih oblik zatiranj. Skupinsko ali
kolektivno ustvarjanje temelji na horizontalnem delovanju celotne skupine pri ustvar-
janju predstave. Patrice Pavis v Gledaliskem slovarju na€in ustvarjanja skupinske
stvaritve definirana kot »uprizoritev, ki je ne podpisuje en sam ustvarjalec (dramatik
ali reziser), temvec¢ skupina, ki jo je ustvarila« (Pavis 1997: 673). Tovrstne oblike
ustvarjanja so povezane s preseganjem centralizacije, avtoritete in raziskovanjem

2 Do sedaj se v prevodih in literaturi gledalis¢a zatiranih za tovrstnega gledalca ali gledalko uporablja termin gled-
-igralec ali gled-igralka. Gre za zlozenko iz besed gledalec oz. gledalka in igralec oz. igralka. Izvorno v portugal$¢ini
espectactor iz besed espectador (gledalec) in ator (igralec), anglescini spect-actor, nems¢ini ZuSpieler in.
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skupinskega vidika ustvarjanj in improvizacije (prav tam). Eksperimentiranje s sku-
pinskim delovanjem in ustvarjanjem je po eni strani v Sestdesetih in sedemdesetih
letih odsevalo SirSe druzbeno stanje in spodbujanje posameznikove ali posameznicine
ustvarjalnosti v skupini, v gledali§¢u zatiranih pa je tovrstno ustvarjanje povezano
predvsem z Boalovim naslanjanjem na Paula Freireja in pedagogiko zatiranih. Ta je v
ustvarjalnem (in tudi pedagoskem) procesu ena glavnih smernic delovanja gledalisca
zatiranih; zastopa horizontalno, egalitarno naravnano skupinsko ustvarjanje. Tako
kot se Paulo Freire v Pedagogiki zatiranih osredotoca na prenos znanja kot procesa
raziskovanja, ki se pridobiva z vzajemnim, kolektivnim u¢enjem med uciteljem in
ucencem in ne kot ,bancna‘ zasnova izobrazevanja, Boal ta odnos prenese na odnos
med gledalce in gledalke ter igralce in igralke. Za Boala je center dogajanja avditorij
ali javni prostor, odvisno od uporabljene tehnike.

Prav skupinski in skupnostni na¢in delovanja gledalisca zatiranih pa lahko v neoli-
beralni, individualisti¢ni druzbi beremo in razumemo tudi kot politi¢no in druzbeno
angaZzirano akcijo, saj metoda z osnovnimi principi delovanja vztraja pri kolektiv-
nem, skupnostnem in v proces usmerjenemu delovanju (nasproti individualnemu,
individualisticnemu, k produktu in cilju usmerjenemu delovanju).

Participacija v gledali§¢u zatiranih

Raznovrstne gledaliske prakse v zgodovini na razli¢ne nacine poskusajo aktivirati
gledalca oz. gledalko v soudelezenca oz. soudelezenko dogodka. Vendar, kot zapi-
Se Tomaz Toporisi¢ v Amfiteatrovem prispevku Vse, Cesar se do sedaj nismo upali
vprasSati o politi¢nosti in kastraciji (post)dramskega:

[T]ovrstna participativnost sama po sebi Se ne pomeni politicnosti. V sam pro-
dukecijski sistem je namre¢ vpisano nacelo nevtralizacije kritike. Klju¢ni problem
sodobnega gledalisca in performansa je locitev izvajalcev od gledalcev, ki pa je le
manifestacija klasifikacije kot temeljnega postopka spektakelske ekonomije kul-
turne industrije. Ko govorimo o politicnem v performativnem in obratno, misli-
mo odnose med vsemi akterji v prostoru-¢asu performansa. Opolnomocenje se v
sodobnih uprizoritvenih praksah lahko udejanji le, ¢e so zagotovljeni ucinkoviti
nastavki za sooblikovanje situacije namesto prezentacije. Sele v njej in skozi njo se
v samem umetniskem delu, v obmocju uzitka, lahko zares razvije prostor politi¢ne
govorice (Toporisi¢ 2018: 17).

V gledaliscu zatiranih se participativnost kot ena temeljnih lastnosti metode spod-
buja v razli¢nih elementih:

— Proces nastajanja predstave je zasnovan horizontalno in skupinsko. Joker/
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kuringa zgolj usmerja proces, sodelujoci enakovredno sodelujejo pri gradnji
prizorov in nastajanju predstave. Proces ustvarjanja poteka enakovredno med
vsemi udelezenimi, vsakdo ima svoj glas in idejo, ki se zdruzi v kreativnem
kolektivu.

— Ustvarjanje besedila sloni na ¢rpanju materiala iz konkretnih (osebnih) zgodb
in situacij zatiranja udeleZenih. Pri tem ¢rpanje materiala poteka kot v sno-
valnem gledalis¢u, ki ga Milohni¢ v prispevku O skupinskem in snovalnem
ustvarjanju v slovenskem gledalis¢u opredeljuje kot Se eno obliko skupinske-
ga ustvarjanja v zadnjih dveh desetletjih — nastajanje predstave brez v napre;j
obstojecega dramskega teksta. Besedilo je tako vezano na ustvarjanje sku-
pine in na proces, ni pa nujno, da gre pri snovalnem gledaliS¢u in skupnem
ustvarjanju za enake prakse (Milohni¢ 2021: 74).

— Prostorska postavitev predstave brise lo¢nico med odrom in avditorijem, kar
je najbolj eksplicitno pri tehniki nevidnega gledalisca, ki se izvaja v javnem
prostoru. Tam so lo¢nice med izvajalci in izvajalkami ter publiko popolnoma
zabrisane, saj publika (to so naklju¢ni mimoidoc¢i) ne ve, da se je doticna
intervencija sploh zgodila. Torej publika ne ve (se ne zaveda), da je publika.
Prostorska delitev (vsaj idejno) izgine tudi pri forumskem gledaliscu, kjer
se gledalci in gledalke zamenjajo z igralci in igralkami na odru ter fizicno
sodelujejo pri odrskem dogajanju in s tem razbijajo prostorsko locitev odra
od avditorija.

— Spreminjanje dogajanja na odru in kasneje prenos tega v vsakdanje Zivlje-
nje, kar v nevidnem gledaliS¢u prevzame publika oz. naklju¢ni mimoido¢i.
Boalovo metodo gledalis¢a zatiranih lahko razumemo kot prostor dialoga,
povezovanja, politicne participacije in aktivacije — kot prostor ponovnega
oblikovanja skupnosti z uporabo gledalisca.

Participativnost skozi zgoraj nastete elemente v gledalis¢u zatiranih pomaga pri
oblikovanju skupnosti in skupinskemu delovanju, ki vodi v delovanje skupnosti kot
kolektiva in spreminjanju razmerij moci in odnosov med nastopajoc¢imi in publiko.

Po Augustu Boalu gledalisce zatiranih opredeljujejo tri glavne hipoteze, ki so kljuc-
ne v primeru participacije: osmoza, metaksis in analogna indukcija. Osmoza se
navezuje na hipotezo, da kadarkoli govorimo o konkretnem individualnem primeru,
istocasno govorimo o splosnosti podobnih primerov in druzbi, kjer se ti konkretni
primeri dogajajo. Metaksis zastopa hipotezo, da vsak prizor po resni¢nih dogodkih,
ki ga postavimo ,na oder*, obstaja v dveh realnostih. V tej pred nami in tisti v resnic-
nosti, ki se je zgodila. Protagonist oz. protagonistka tako s spreminjanjem prizora



266  Resistance and its Echoes in Slavic Languages and Literatures

in svojega vedenja v prizoru spreminja tudi samega oz. samo sebe in realnost, ki se
je zgodila in se bo morda zgodila v prihodnosti. Analogna indukcija se nanaSa na
skupno razumevanje partikularne zgodbe. V primeru tehnik, ki jih bom obravnavala
v nadaljevanju, tj. v forumskem, zakonodajnem in nevidnem gledalis¢u ter mavrici
osebna zgodba postane zgodba vseh, ki jo soudelezeni ustvarijo, ko na predlagano
sliko dodajo svoje lastne podobne oblike zatiranja, le-ti pa nam omogoc¢ijo vpogled
v modele, s katerimi se v druzbi proizvaja zatiranje (Boal 1995: 40-46).

Ceprav je celotna metoda gledaliiéa zatiranih v vseh tockah (igre, vaje, vse tehnike)
usmerjena v dialosko in vkljucevalno delovanje, bom v nadaljevanju izpostavila tri
tehnike, kjer participativnost ponuja prostor emancipacije, opolnomocenja in akti-
vacije posameznic in posameznikov na individualni in kolektivni ravni.

Forumsko gledalisc¢e

Forumsko gledalis¢e je nadgradnja pristopa, imenovanega simultana dramaturgija,
pri katerem igralci in igralke odigrajo kratek prizor, v katerem sta jasno prikaza-
ni oseba, ki je zatirana, in oseba, ki zatira. V primeru simultane dramaturgije se
performativni prizor iz vsakdanjega zivljenja zakljuci s problemom ali konfliktom
med zatiranim in zatiralcem, saj ima zatirani notranjo Zeljo po spremembi situacije.
Gledalci in gledalke so v primeru simultane dramaturgije povabljene, da predla-
gajo potencialne resitve, kako se spopasti s konfliktom, ter alternative predlagajo
igralcem in igralkam, ki jih odigrajo na odru in preko ponavljanja prizorov i§¢ejo
najboljsi realen nacin soocenja s problemom. Do klju¢ne tocke v simultani drama-
turgiji gledaliS¢a zatiranih je prislo, ko ena izmed gledalk ni bila zadovoljna z igra-
njem alternative, ki jo je predlagala igralcem in igralkam. Tako je bila pozvana, da
sama stopi na oder, zamenja protagonistko — zatirano osebo v igri — ter sama odigra
reSitev, ki jo je predlagala. Na tej tocki se je razvila tehnika forumskega gledalisca,
ki sloni na improvizaciji aktivnih igralcev in igralk.

Namen intervencij obc¢instva ni samo iskanje teoretskih alternativ, kako se sooci-
ti z zatirajoCo, nepravi¢no, netolerantno situacijo, ampak nadgradnja tega, ko se
predloge prakti¢no preizkusi na odru. Intervencije potekajo ena za drugo, ko ak-
tivni gledalci in gledalke odigrajo svoje predloge za soocanje s situacijo in jo fi-
zi¢no pokazejo na odru. Temu sledi diskusija s publiko o resni¢nosti intervencije
in realni moznosti predlagane situacije, prizor pa se veckrat ponavlja z razlicnimi
intervencijami. Intervencije v predstavi gledalce in gledalke aktivno vkljucujejo
v potek dogajanja. Predstava brez njihovega soustvarjanja pravzaprav sploh ni mo-
goca. Augusto Boal utemeljuje, da ima gledaliS¢e zatiranih dva osnovna principa:
1) spreminjanje aktivnega gledalca oz. gledalke v protagonista oz. protagonistko
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dramskega dogajanja, z namenom vadbe akcije za osvobajanje, ko je 2) aktivni gle-
dalec oz. gledalka zmoZna prenesti dogajanje, ki jih je vadila na odru, v vsakdanje
zivljenje (Boal 1995: 40).

V forumskem gledali§¢u most in kontakt med gledalci in gledalkami ter igralci in
igralkami vzpostavlja joker/kuringa, ki gledalce in gledalke spodbuja k aktivni par-
ticipaciji, diskusiji in premisleku. V tej tehniki se z gledaliskim orodjem obravnava
moznosti za druzbene spremembe — gre za refleksijo realnosti in vajo za akcijo v
prihodnjih situacijah v Zivljenju.

Zakonodajno gledalisce

Ena najbolj neposredno politicno angaZiranih tehnik gledalis¢a zatiranih je gotovo
zakonodajno gledalisce, ki je na neki ravni nadgradnja forumskega gledalis¢a. Teh-
niko zakonodajnega gledalis¢a smo v Sloveniji skupaj s partnerji s Poljske, Italije
in Skotske v praksi in teoriji raziskovali med letoma 2017 in 2018 v okviru projekta
LegilLAB 4 Progress (https://legilab4progress.wixsite.com/legilab4progress). Kot
rezultat projekta je leta 2018 izSel zbornik Onkraj uprizarjanja: Izkusnje z zako-
nodajnim gledalis¢em. Kot avtorji in avtorice zapiSemo v zborniku, je Augusto
Boal to tehniko razvil, ko je v Riu de Janeiru opravljal funkcijo, v portugalS¢ini
imenovano vereador (1993—-1997), ki ji je najblizje funkcija mestnega svetnika.
Boal je s tem pristopom Zelel neposredno vkljucevati razli¢ne, najveckrat prezrte in
nereprezentirane skupnosti iz mesta. Te so z udelezbo v zakonodajnem gledaliscu
in glasovanjem vplivale na spreminjanje zakonov, glasovale za nove zakone, vse
to pa je Boal nato posredoval mestni zbornici. Z uporabo te tehnike so med Boalo-
vim delovanjem sprejeli 13 novih zakonov, med drugim tudi zakon, da morajo vse
obc¢inske bolniSnice zaposlovati tudi zdravnike in zdravnice specialiste za starostne
bolezni in tezave (Bahlen Okoli idr. 2018: 3).

Predstava zakonodajnega gledalis¢a poteka kot forumsko gledalis¢e — prikazejo se
problem, konflikt, situacija zatiranja (s poudarkom zatiranja na sistemski ravni),
gledalci in gledalke so povabljene k aktivnemu spremljanju predstave in podajanju
predlogov za spremembe 0z. izboljSave z intervencijami na odru ter — v primeru
zakonodajnega gledaliS¢a — zapisovanjem predlogov zakonov za obravnavano
podroc¢je. Predloge zakonov, ki jih zbere publika nato obravnava t. i. metaboli¢na
celica, v idealni sestavi aktivista ali aktivistke na podro¢ju obravnavane
problematike, zakonodajalca ali zakonodajalke, ki pozna in razume zakonodajo ter
odvetnika ali odvetnice z izkuSnjami obravnavanega podroc¢ja. Metaboli¢na celica
med predlaganimi zakoni zabeleZi in posreduje predloge zakona, ki Ze obstajajo in
so podobni ali enaki tem, ki jih je predlagala publika ter/ali nekaj novih zakonov,
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ki jih oblikuje na podlagi predlogov obcinstva. Ko metaboli¢na celica predstavi
predloge, publika glasuje o predlaganih zakonih, in sicer z uporabo tribarvnih kartic
— zelena pomeni strinjanje, rdec¢a nestrinjanje, rumena pa neodlocenost. Vecina
zelenih kartic pomeni konsenz in izglasovanje zakona.

Zakonodajno gledalis¢e ima pomembno vlogo tako pri izobrazevanju o zZe obstojeci
zakonodaji, opozarjanju na obstojec¢e zakone, ki niso primerno implementirani ter
opozarjanju, kako bi bilo, ¢e bi bili in bi s tem prepreciti zatiranje. Tehnika obenem
prispeva k zbiranju novih zakonov, ki se jih v idealnem scenariju predlaga odlo-
¢evalcem in odlo¢evalkam. Ob tem je potrebno imeti v mislih, da gre pri izvedbi
tehnike zakonodajnega gledalis¢a do te tocke za pred-zakonodajni postopek. Sledi
posredovanje predlogov zakonodajalcem oz. zakonodajalkam oziroma odloceval-
cem iz. odlo¢evalkam® (Bahlen Okoli idr. 2018: 3-5).

Bistvo zakonodajnega gledalisca kot politicnega gledalis¢a z neposrednim vkljuce-
vanjem obcinstva v proces predlaganja zakonov zapiSe Frances Babbage v delu Au-
gusto Boal, ko povzame Boalovo temeljno idejo omenjene tehnike: z zakonodajnim
gledalis¢em se drzavljani in drzavljanke transformirajo v zakonodajalce in zako-
nodajalke, v primeru gledalis¢a zatiranih pa se gledalci in gledalke transformirajo
v igralce in igralke ter izvajalce in izvajalke. Zakonodajni postopek se s tehniko
zakonodajnega gledalis¢a vrne ljudem in ni vec¢ last elite (Babbage 2004: 27).

Seveda pa je to idealna slika, ki jo je z uporabo tehnike prepoznal sam Boal, ki je
deloval kot politik in je njegova moc¢ spreminjanja zakonov prihajala od ,znotraj, iz
politike, ,od zgoraj navzdol‘. V ve€ini primerov je najtezZje najti dialog in povezanost
s politicnimi strankami in odlocevalci, in to ne samo zato, ker gre za gledaliski in
aktivisti¢ni pristop. Tudi podobno vkljucevalne prakse, kot je Iniciativa mestni zbor,
ki si z organiziranjem krajevnih skupnosti prizadeva za participatorni proracun in dati
glas mes¢ankam in meS¢anom za njihove predloge izboljsav mesta, nima posluha pri
odlocevalcih, ki Serifovsko delujejo v interesu kapitala in ne v interesu ljudi.

Nevidno gledalisce

Nevidno gledalisce je tehnika, ki z dolo¢eno tematiko neposredno posega in inter-
venira v druzbo z namenom spodbujanja diskusije, stimulativnega javnega dialoga,
spodbujanja ozavescenosti in izpostavljanja problema, ki bi moral biti resen, ter po-
stavljanja vprasSanj v javnem forumu. Tehniko je moZno primerjati z agitprop ulicnim
gledalis¢em, z osnovno razliko, da se lahko publika pri nevidnem gledalis¢u opredeli

3 Zakonodajno gledalisée je seveda mozno uporabljati tudi na nizji ravni, ne nujno drzavni, na primer na ravni ob¢ine,
krajevne skupnosti, v Solah, razli¢nih organizacijah ipd.
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za kakrsnokoli pozicijo in mnenje ter nima obcutka obsojanja. Gledalec oz. gledalka
v nevidnem gledalis¢u se transformira v protagonista oz. protagonistko dejanja, ne da
bi se tega zavedala. Postane protagonist oz. protagonistka resnicnosti, ki jo gleda/vidi,
saj se ne zaveda, da gre za igran prizor, izveden v javnem prostoru. Ciljna publika
nevidnega gledaliS¢a so torej naklju¢ni mimoidoci, ki ne vedo, da so del vnaprej na-
¢rtovanega in zreziranega ter ne povsem improviziranega performansa, saj deluje kot
popolnoma vsakdanja situacija — zgolj izvajalci in izvajalke vedo, da gre za vnaprej
pripravljeno in zrezirano igro. Ker se izvaja v resnicnem ¢asu in prostoru, morajo
izvajalci in izvajalke prevzeti odgovornost za morebitne posledice performansa. Ne
vsebuje ali prikazuje nasilnih scen, saj je namen te tehnike razresiti nasilje, ki obstaja
v druzbi, in ne njegovo reproduciranje. Ciljna publika nevidnega gledalis¢a ni mnozi-
ca, temvec pescica, ki se jo spodbudi k razmisleku o dolo¢eni problematiki.

Namesto zakljuc¢ka

Pomen skupnostnega gledali§¢a in skupnostnega nac¢ina delovanja je Se toliko po-
membnejse v ¢asu individualizma in neoliberalizma. Gledalis¢e zatiranih v svojih
nacelih in pristopih krepi skupnostni na¢in delovanja in si prizadeva za spreminja-
nje posameznic, posameznikov ter druzbe — tezi k humanizaciji druzbe.

Gledali$¢e zatiranih z razli¢nimi oblikami neposredne participacije tako publiko
(predlaganje zakonov in glasovanje v zakonodajnem gledaliscu, intervencije v pri-
zore zatiranja na odru v forumskem gledaliS¢u in neposredna vkljucenost v prizore
v nevidnem gledalis¢u) kot izvajalce in izvajalke (ustvarjanje predstav na snovalen
in kolektiven, skupinski nacin, deljenje osebnih zgodb ter njihovo uprizarjanje in
postavljanje v druzbene kontekste) premika iz cone udobja. Lahko bi celo rekli, da
je participacija omenjenih pomembnejSa od same etablirane in uveljavljene este-
tike. Pri uprizoritvah gledaliS¢e zatiranih namre¢ najveckrat uporablja reciklirane
kostume, scenografijo in s strani nastopajoc¢ih izdelane pripomocke in rekvizite.
Proces ustvarjanja tovrstne estetike sloni na ideji estetike zatiranih, katere namen
je preizprasevati ze obstojece vrednote, estetiko, norme in ideale z uporabo zvoka,
slike in besed. Barbara Santos, mednarodno uveljavljena mentorica gledali§¢a za-
tiranih, ki razvija predvsem estetiko gledaliS¢a zatiranih v delu The Theatre of The
Oppressed: Roots & Wings razlozi, da sistem zatiranja z uporabo treh komunika-
cijskih kanalov (zvok, slika in beseda) vzdrzuje in §iri svojo prevladujoc€o ideolo-
gijo (Santos 2019: 237). Estetika gledalisca zatiranih torej udeleZene v procesu ter
izvajalce in izvajalke osvobaja od obstojecih ideologij, vkljucujo€ to, kaj in kako
je lepo, pravilno, odobravajoce ipd., obenem pa z uporabo tovrstnih elementov gle-
dalcu oz. gledalki omogoca novo izkus$njo.
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Gledaliscu zatiranih lahko danes ocitamo ekskluzivnost, ki jo v tujini ustvarjajo vi-
soke cene delavnic in aktivnosti (dvodnevne delavnice lahko stanejo tudi vec¢ sto
evrov), metoda pa se tako lahko zdi orodje aktivizma privilegiranih druZbenih skupin,
tj. belih oseb srednjega druzbenega razreda. A hkrati se gledalisCe zatiranih vse bolj
kaze tudi kot uporabna metoda dela v Solah in vrtcih ter dela z marginaliziranimi
skupinami. Gledalis¢e zatiranih vsakomur ponuja priloznost, da sodeluje pri (poten-
cialni) spremembi: z ustvarjanjem med ljudmi in z ljudmi ter pri procesu oblikovanja
predstav po metodi kolektivnega avtorstva. Ta enakovredno vkljucuje vse udelezene
in omogoca prostor za javno diskusijo ter izmenjavo razli¢nih pogledov in mnen;.

Gledalisce zatiranih je lahko oblika demokrati¢ne ustvarjalnosti, ki povecuje sode-
lovanje med sodelujo¢imi in ob¢instvom. Boalove tehnike prav z aktiviranjem gle-
dalcev in gledalk, kakor tudi igralcev in igralk v skupinskem ustvarjanju ponujajo
konkreten umetniski pristop za skupnosti in ustvarjalce, ki Zelijo gojiti kolektivne
umetniske oblike, temeljeCe na Siroki bazi udelezencev in udelezenk ter delovanju za
progresivne druzbene spremembe. Tvorjenje skupnosti, ki povezuje enako delujoce
in misle¢e posameznike in posmeznice, je lahko korak v smer druzbenih sprememb.
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SUMMARY

This paper explores the Theatre of the Oppressed as an eclectic and interdisciplinary method
that spans various fields, including theatre, activism, education, and social work. The focus is
on its significance as a theatrical practice, with the understanding that the article does not seek
to exhaustively analyze the entire scope of this complex and multifaceted approach.

The Theatre of the Oppressed, developed by Brazilian theatre-maker, activist, and politician
Augusto Boal in the 1960s and 70s, emerged as an "artivist" response to Brazil’s military dic-
tatorship. It encompasses diverse techniques such as newspaper theatre, image theatre, forum
theatre, invisible theatre, legislative theatre, the rainbow of desire, and direct action. These
techniques respond to concrete social issues like media censorship, political repression, and
social injustice.

The method aims to democratize theatre and create a theatre by the people, for the people.
Rather than offering definitive solutions, it seeks to open up dialogue about oppression and
power. As such, the Theatre of the Oppressed can be seen as a movement advocating for a more
equal, just, and non-exploitative society. It works towards humanizing social relations and de-
colonizing the body from imposed social and economic norms.

The paper pays special attention to the Theatre of the Oppressed as a form of community and
socially engaged theatre. This form actively involves spectators, transforming them into "spect-
-actors" who co-create the dramaturgy of each performance. Participatory creation processes—
rooted in personal experiences, collective authorship, and the dismantling of the fourth wall—
are essential to this approach.

Through the lens of community-based art, which seeks to empower marginalized groups and
promote democratic, participatory creativity, the paper discusses the Theatre of the Oppressed
as a space of political action. Drawing on theorists such as Claire Bishop, Emine Fisek, and
Paulo Freire, the article situates the method in a broader context of participatory practices that
challenge hierarchical structures in art and society.

Furthermore, the paper emphasizes how the method fosters group dynamics, body awareness,
and critical consciousness through theatre exercises and techniques. Collective creation and the
horizontal structure of the creative process mirror Boal’s pedagogical alignment with Freire’s
Pedagogy of the Oppressed, highlighting a reciprocal relationship between performers and au-
dience members.

Finally, the paper analyzes three specific techniques—forum theatre, legislative theatre, and
invisible theatre—as key sites of participatory potential, empowerment, and collective trans-
formation. These techniques allow participants not only to reflect on oppression but also to
rehearse real-life actions for change. Boal’s key concepts of osmosis, metaxis, and analogical
induction provide the theoretical foundation for understanding how individual stories can lead
to broader social insight and transformation.
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