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UVODNA REC

Pokretanje novih nau¢nih ¢asopisa danasse, uglavnom, dozivljavakao neizvesna
avantura koja je osudena na neuspeh. Zbog nedostatka finansijskih, logistickih i
infrastrukturnih sredstava za kvalitetan i obuhvatan naucnoistrazivacki rad, stanje
u produkciji i distribuciji rezultata istrazivanja je podjednako tesko kao i u samim
istrazivanjima. Ipak, verujuci u ideju da se reSenja nalaze najc¢es¢e tamo gde su
i sami problemi, pokretanjem Humanistike zelimo da doprinesemo unapredenju
ukupne nauc¢no-istrazivacke stvarnosti.

Kao i vecina postojecih i aktivnih nau¢nih ¢asopisa u Srbiji, ni mi nemamo
dovoljno finansijskih uslova za sve planove i ono $to u sadasnjosti zelimo.
Medutim, strategijom postupnosti, skromno, korak po korak i istrajno napredujuci
ka budu¢nosti sigurno ¢emo popravljati materijalne i finansijske uslove rada. Bez
finansija nema ni istrazivanja ni nauc¢ne publicistike, ali materijalno skromnija
izdavacka reSenja, oslonjena na pristupa¢ne mogucnosti elektronskog izdavastva,
danas mogu spasiti nau¢nu publicistiku. U tom smislu Humanistiku vidimo kao
¢asopi u klasi¢cnom Stampanom izdanju, ali i kao moderan elektronski ¢asopis, koji
funkcioni$e na vrlo ekonomi¢nim finansijski $tedljivim osnovama. Verujemo da je
to dovoljno, makar za pocetak.

Ubuduc¢emradu, kaoklju¢ne polugeza dostizanje nasihciljeva, primenjivacemo
pravila, standarde i metode kojima se ostvaruje visok nivo kvaliteta nau¢nog rada,

podspesuje inovativnost i doprinosi razvoju nauke i posebno nau¢nog podmlatka.
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Kvalitet ¢lanaka koje objavljujemo logi¢na je posledica ostvarivanja kvaliteta u
fazi nau¢nog istrazivanja, ali odgovornost u tom procesu preuzima i Humanistika.
Na$ deo odgovornosti najvise se temelji u obezbedenju kvalitetnih, nezavisnih i
nauc¢no utemeljenih evaluacionih mehanizama. Primenom savremenih metoda
u komunikaciji sa autorima i recenzentima clanaka, obezbedi¢emo zakonski
i institucionalno promovisanu praksu visokih standarda i kvaliteta nau¢ne
periodike.

U distribuciji sadrzaja Humanistika e biti ¢asopis sa otvorenim pristupom za
sve potencijalne korisnike, bilo da je re¢ o stampanom ili elektronskom izdanju
Casopisa. Promovisa¢emo i postovati autorska i prava intelektualne svojine i
posebno c¢uvati kulturu i standarde akademskog postenja i akademskog pisanja.
Uvereni da je plagijarizam ozbiljna pretnja razvoju nauke, odlu¢no ¢emo se boriti
protiv njega a koristicemo i savremene tehnologije u procesu verifikacije nau¢nih
radova.

Humanistika ¢e tematski i predmetno biti posveéena nau¢nim oblastima koje
pripadaju polju drustveno-humanistickih nauka. Obezbedili smo dovoljan broj
kompetentnih urednika i recenzenata za sve oblasti iz kojih dolaze nasi autori.
Recenzenti i autori se medusobno ne poznaju i proces recenziranja je anoniman,
nezavisan i meritoran. Recenzenti su uvek u jednom nau¢nom ili nastavhom rangu
iznad autora teksta. Urednici su odgovorni za organizaciju i kona¢nu kategorizaciju
i ocenjivanje prispelih radova. Mogu¢nost da predlazu i ucestvuju u donosenju
odluka unutar organa ¢asopisa imaju svi saradnici i predstavnici nauc¢ne i stru¢ne
javnosti iz polja drustveno-humanistickih nauka.

Casopisom rukovodi Redakcija na &elu sa glavnim i odgovornim uerdnikom a
najvazniju ulogu u strate§kom promisljanju i usmeravanju rada ima Savet ¢asopisa
u kome se nalaze kompetentni predstavnici domace i inostrane naucne zajednice.

Posebno isticemo ambiciju usmerenu ka ostvarivanju veceg stepena interakcije
izmedu casopisa i zainteresovanih javnosti. Verujemo da naucna produkcija,
samim tim i naucna publicistika, u svom ishodi$tu moraju imati implikacije na
svet rada i prakse. Iako je u polju drustveno-humanistickih nauka implementacija
rezultata nauke supstancijalno drugacija nego u drugim nau¢nim poljima, mi

¢emo nastojati da rezultati naseg rada steknu potencijal za primenu u praksi.
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Ohrabrujemo i podsticemo sve pojedince i organizacije koji u nama vide
dostojne partnere, ili mogu¢nosti da saradujemo, da nam se jave. Otvoreni smo
za saradnju i nove ideje koje doprinose ostvarivanju nasih ciljeva a time i razvoju
nauke koji nam je u ovom vremenu veoma potreban. Veruju¢i da se ukupan
napredak drustva temelji, izmedu ostalog, i na rezultatima nauc¢no-tehnoloskog
razvoja, naucnih istrazivanja, inovacija i u¢enja, na$ doprinos ugradujemo upravo

u te vrednosti.

Boban Tomi¢, glavni i odgovorni urednik
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Serbian tabloid discourse vs. reporting on
Gender Minority Groups

Boban Tomi¢'
Centar za studije medija i komunikacija
Beograd

Abstract: The withdrawal of the state from media ownership through
deregulation and an accelerated liberalization of the media market, in Serbia as
well as the entire region, have resulted in the expansion of media entrepreneurship.
The entry of foreign media companies into domestic markets has galvanized the
mediasphere and enriched the media market with electronic and print media.
The increased number of periodicals and dailies has not contributed to the quality
of media content; rather, it has led to the devaluation of media professionalism
and the ethics of public speech. The tabloidization of the Serbian print media,
alongside the rudimentary forms of media commercialization, has pushed to the
back all traditional and modern values of free press and professional journalism.
One of the domains in which this destructive and retrograde process takes place
is reporting on Gender Minority Groups and a wide array of topics relating to
the activities of organizations and individuals engaged in GMG communities.
The most obvious examples of a complete lack of journalistic professionalism and
ethics can be found in the reporting of certain Serbian tabloids. The approach
to various topics, processing the information materials and the creation of the
journalistic text, as well as the use of the formal-stylistic and linguistic-symbolic
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elements in a journalistic text, are entirely inappropriate in the objective
journalistic procedure, and more often than not have the open characteristics of
propaganda and hate speech. In this paper, we analyze examples of reporting of
the Serbian tabloid press on GMG activities and individuals, and we point out
the necessity of changing the given circumstances in the context of the rule of law
and media legislation.

Keywords: tabloidization, media ethics, professionalism, framing, hate speech

Introduction

The processes of transition, social reform, and modernization have
lasted unusually long in Serbia, and the effects of positive social changes
are insufficient and not visible enough. Media activities are characterized
by significantly unsuccessful reforms and a heritage of an authoritarian
and destructive past that is problematic in more ways than one. Attempts
to implement the transition of the media system and practice in optimal
time periods have not been successful and key processes such as media
deregulation and digitalization are slow and inefficient. The reforms of media
legislation - very dependent in some of their segments on the reform of the
criminal law - still fail to establish a permanent and stable legal framework
for media operation in Serbia. The technical and technological innovations,
as an area of reform and modernization, are applied in step with global
progress in telecommunications and information and communications
technologies. In this respect, there are achievements in media technologies,
but also in the degree of media creation and freedoms in online journalism,
development of the blogosphere, web 2.0 platforms and the social media,
which undoubtedly improve public and mass communication.

The basic progress of mass communication, the media, and journalism
asa public corpus s still not properly reflected upon. The indicators of media
freedoms largely put Serbia high up in terms of the extent to which media
freedoms and professionalism are endangered. According to the report by
Reporters Without Borders from 2014, Serbia is in the 67" place out of a total
of 180 countries in terms of the freedom of the press. The said organization
estimates that “the government in Serbia stifles critical reporting, while

10 HUMANISTIKA - Vol. 1.Broj 1 - Mart 2017.
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different, especially financial pressures undermine the independence of the
editorial policy of the media. The development of the media situation is not
leading towards the desired, European goal."* Though insufficient, media
freedoms are used in differing ways and even abused to various ends, which
additionally jeopardizes the efforts to professionalize the media and make
them more responsible. The abuse of public speech, and media time and
space, has become a patently obvious and virtually unscrupulous practice
of different ideological-political, religious, or extremist formations, as well
as groups. An especially indicative practice of some media in Serbia has
to do with reporting on gender equality, the rights of LGBT community
organizations, and the GMG (Gender Minority Group). “In the dominant
public and media matrix in Serbia, the resistance to modernization
and the homophobic discourse survive and keep regenerating, which is
clearly reflected through the value matrix system of younger generations”
(Visnji¢ 2013:5). Stereotyping is not only the heritage of authoritarian
and undemocratic history; rather, it is an additionally actualized practice,
especially in daily newspapers with significant tabloid content features.
The production of news-oriented daily press in Serbia is made up of
seven dailies (Politika, Danas, Blic, Vecernje novosti, Kurir, Alo, Informer)
providing non-specific news-oriented content with national coverage, as
well as two regional dailies - Dnevnik in Vojvodina and Re¢ naroda (The
People’s Word) in the south of Serbia. Analyses of the national dailies’ content
clearly demonstrate that with such dailies as Kurir, Alo, and Informer,
there is a clear commercial and tabloid orientation in the editorial policy
and reporting. With dailies such as Vecernje novosti and Blic, elements of
tabloid journalism and content commercialization are also clearly visible,
but they can be considered a milder form of tabloid press due to other types
of content and approach. A clear editorial concept and the value aspects of
tabloid daily press warn from the outset of problematic practices as regards
media representations of gender minority groups. That fears are justified and
expectations regarding professionalization of media reporting are unmet
is clearly indicated by an almost decade-long practice of Serbian tabloids
and by effects which increasingly undermine progress and ideas of equality,
and cooperation and tolerance. Media representations of gender minority

2 http://www.danas.rs/danasrs/drustvo/srbija_zabelezila_losije_rezultate.55.html?news_id=301131. Accessed on 18 May 2015.
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groups in Serbian tabloid dailies are for the most part based on problematic
selection criteria, lack of professionalism in processing, and lack of balance
in the system of evaluation of phenomena, events, or persons reported on.
By affirming such an approach, tabloid press increasingly forges an entirely
new discourse of conflict, which it uses to compensate for the lack of own
media content based on objective, unbiased, and rational information.
The development of such practice could change the very foundations of
the forms and structure of not just tabloid press, but also other types and
forms of journalism and mass media, with far-reaching consequences in the
domain of mass communication and culture en general.

Old practices in a new framing

Understanding the social role and social responsibility of mass media
is inseparable from the concrete results of each individual media and its
journalistic practices. It is in this sense that the media modernity is ripe
with a multitude of mutual implications between the media and the social
context. “Journalism and the media, today more than ever before in the
history of mankind, fill the public sphere and spread pervasively through
the entire society the world over. With the development of science, and
especially the information and communications technologies, journalism
and the media have become the ubiquitous and all-pervasive factor of social
reality” (Tomic¢ 2012: 18). By upholding certain traditional values and roles
of journalism and the media, such as the commitment of journalism to
the truth, the role of the watchdog, setting the priorities of public policies
(agenda setting), the media become responsible for formulating the public
discourse and for constituting public opinion. Regardless of what social
practice or reality the media report on, and which events, phenomena, or
persons are the focus of attention of reporters, commentators, analysts,
the media always have a degree of supremacy in the process of creating
public opinion. Consequently, the practice of reporting on gender minority
groups is immeasurably significant in the process of dissemination of media
messages on topics, events, persons, groups and their social engagements,
importance, and results.

In the practice of fact-based journalism, the journalistic forms of the
news item and report are dedicated to the mediation of basic information

12 HUMANISTIKA - Vol. 1.Broj 1 - Mart 2017.
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(facts) about the subject event, persons, or phenomenon. Facts must not
have any elements of interpretation or analysis, or any other form of value
expression. Fact-oriented reporting of tabloid dailies on gender minority
group topics could be characterized as acceptable, but with some provisos -
only if certain news items are seen in isolation, out of the visual and thematic
context. An example of such facts-oriented reporting can be found in the
news item titled “All Serbian Gays and Lesbians Unite” from the daily Kurir
dated 24 April 2015. By relaying the agency news item originating from the
press conference of seven LGBT organizations which had united by signing
the LGBT Platform, the editorial board fulfils the factual aspect of the task.
The very same event was reported on by the daily Danas, which uses the
same agency news - titled “United for LGBT Rights” — as a background,
connecting it further with a wider context of the activities of the LGBT
community in Serbia, and corroborating it with two broader statements of
different participants in the abovementioned event. In this case, the news
item has been surpassed by means of the classic report form -- a result of a
significantly higher-quality journalistic and editorial observation, treatment
and evaluation of the said event. By comparing these two very paradigmatic
examples, we conclude that tabloid practices are based on reporting on
LGBT activities according to the principle of necessity and unavoidability,
reducing the reporting to a compromise between two opposed affinities.
Reporting in the form of a bare-bones news item containing no more than
the most basic facts is accurate, but it is not sufficient given the crucial
importance of the said event in the context of the general state of LGBT
community rights in Serbia.

The next example of tabloid reporting on the rights of LGBT persons
is illustrated by a news item with the introductory lead on the front page
of the tabloid Alo dated 15 January 2015. The kicker: “Charge against the
Defense Minister and the Army Headquarters” Headline: “Serbian Officer
Wishes to Be a Woman!” Introductory Lead: “M. V., a member of the Serbian
Army, nicknamed Helena, is retired with a diagnosis that damages the
reputation of the Army’ because he wants to make a sex change?!” Although
this content is very short and it formally introduces a more detailed text
on pages 4 and 5 in the same issue, said text is a textbook example of a full
news item with an introductory lead. The dominant headline takes a large
part of the front page and its graphical and meaning-related elements are
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skilfully balanced with the photographs of the officer and a female. Even
though we cannot identify the inaccuracies in the denotational layer of this
news item, a degree of confusion can be discerned, whether consciously
introduced into the news item or not. The very headline -- “Serbian Officer
Wishes to Be a Woman!” is lexically and stylistically constructed such that
the traditional public understands it as an oxymoron, or at least something
that is not possible or should not be possible. The headline suggests the
discrepancy between the concept officer and the concept woman, and the
syntactic construction “wishes to be” implies the logical categories of the
impossible, unnatural, and unreal. The news lead contains a statement in
quotation marks to the effect that Helena was discharged with a “diagnosis
that damages the reputation of the Army”, but rather than pointing out the
social and legal unacceptability of the act of assigning a “diagnosis” by
the military authorities, this lead balances out this act and puts it beyond
doubt. Visually, additional confusion is introduced by the presence of the
photographs of a dominant soldier stereotype in full combat gear and the
juxtaposition of this with a sensitive female person whose face is pixelated.
There is a puft box over the first photograph, with the text "This is Major
Helena", and over the other one with the text " This is Major Helena too".
The overall textual and visual layout of this news item taking up the large
part of the front page is an objective news item only upon first glance; a
more thorough analysis reveals considerable ideological-conservative and
stereotyping domination. The very same event was publicized by the daily
Blic dated 15 January 2015, with a single headline only - "Army drives Major
into retirement for wanting to be a woman!" announcing the text on page 10.
The readership which, according to all current polls looking into the trust
in public institutions, has the highest trust in the Serbian Army, can only
understand this headline as confirming that the decision of the Serbian Army
is indeed the right one. Therefore, instead of having informational function,
the headline was performed the task of decontextualization, of evaluating
an act directed against LGBT persons in terms of idea and value, which is a
typical example of framing in its negative sense. "The framing procedure is
used to emphasize certain portions of reality, while at the same time reducing
or marginalizing the value of others." (Kunczik, Zupfel 1998: 103).

Front pages of dailies are an especially important space for newspapers
in general, mostly because of efficiently attracting the attention of the
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reader, also due to the effects they have on the commercial positioning
of newspapers, and lastly, as an indicator of sensibility and affinities of a
newspaper. The Serbian tabloid practices, brimming with homophobic
utterances and blurts, often use front pages to posit crude, humiliating
constructions, largely without any factual basis. The tabloid daily Informer
of 20 March 2015 has the following content in the biggest and most dominant
part of the page: The kicker: "Ombudsman Sasa Jankovic proposes", headline:
"Faggots in Serbia to have the right to adopt children!". Text: "A working draft
of the law on gender equality drawn up by Ombudsman Jankovic¢ stipulates
that everyone has the right to adopt, irrespective of sex, marital status, and
sexual preference. Government is against. Also proposed is the legalization of
"surrogate mothers”, rented by gays around the world to have children." This
text, in large letters, contrasting colours, bold and visually highlighted font,
was illustrated with a portrait photograph of Ombudsman Sasa Jankovic.
Even though this too is an announcement of the text inside the paper, all the
facts relevant for framing are stressed here as well. A highlighted headline
gives emphasis to the semantic and valuative standpoint of the journalist with
respect to the topic and event reported on. The use of offensive lexis (faggot)
in the syntactic construction suggesting the unnaturalness and illogicalness,
and ultimately provoking conservatism and nationalism, is a very specific
destructive media discourse. Although in their valuative and normativet
sense they represent the contemporary legacy of modern Western cultures
and societies, Jankovic's solutions are not presented as such; rather, they
are presented as their own opposites — as a threat to national identity and
tradition, a classic example of xenophobia, homophobia, and chauvinism.
In the sentence "Government is against", a reference point is suggested of
the ubiquitous authority of the state and the governing ideological matrix
which in this kind of use aims to be a criterion of fear-mongering, or a
mark of the boundary which must not be crossed. Linguistic (the text) and
extralinguistic (the photograph) insistence on the fact that the author of
the Gender Equality bill, Ombudsman Sasa Jankovi¢, aims to diminish the
reputation of the authority of the law and the ombudsman. In the above-
mentioned tabloid, Jankovi¢ has been a persona non grata for a while now,
and is associated with the most negative scripts. In this case, the appearance
of Jankovi¢ suggests to the traditional public that the proposed law is bad
for Serbia and its reputation.
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The front page of the tabloid daily Alo dated 11 February 2015 introduces
the story with the kicker "A shocking confession of the novice Milanka". The
headline: "Lesbo-scandal in the monastery" announces a separate text, but it
essentially frames a deeply-rooted stereotype using an utterly unethical and
bizarre reflection. By skilful wordplay, syntactic constructions supported
by visual compilations of photograph, colour, and contrast, a "news
item" publicized in this way represents writing with a clear tendency to
stigmatize lesbian sexual orientation, even though it is debatable whether
there is anything lesbian in the story. The supposed "sex scandal” between
the hegumeness and the novice at the monastery suggests sacrilege in the
Orthodox tradition in its own right, but here it is lesbianism that is stressed
as the source of sacrilege and not the sexuality of the act itself, which is
a proscribed category in the Eastern Orthodox jurisprudence. Would a
case of sexual congress between a male and a female of the monastery have
been presented, and would the degree of supposed sacrilege involved in
male-female sex have been the same as in the case of alleged lesbian sex?
Contrasting lesbianism and the Orthodox monastery as an institution
significantly strengthens the existing stereotypes and feeds the homophobic
inclinations of the mass public, thus realizing and affirming the media
discourse of extremely simplified mannerisms and rudimentary forms of
vulgarity. "The position of women in the dailies analysed suggests their
marginalization, by strengthening the gender relation stereotypes. The
media approach supports traditional, polarized gender roles, according
to which women are passive, inferior, incompetent for presenting official
discourses or for offering expertise in matters of public interest" (Torlak
2011:50).

Another specific form of pressure and unethical reporting on LGBT
topics is discernable in the writing of Serbian tabloids. A rapid expansion of
TV reality shows has promoted new formats which are eroticised in terms of
concept and content, and based on show-business standards and a profane
outlook. One of the scandalous reality shows titled Parovi (Couples), is
broadcast by the national TV station TV Happy, and features explicit scenes
of erotica, sex, and pornography, with a wide range of problematic actions
on the part of the participants. Vulgar and inappropriate content in this
show has resulted in legal sanctions against the show itself, imposed by the
regulatory body in charge of electronic media because of inappropriate
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scenes and parts of the show. It is part of the practice of Serbian tabloids,
in varying degrees, to attract the attention of their readership by publishing
in their daily editions short overviews of the developments in this reality
show during the previous day. Such overviews have the form of a modified
report, ripe with inappropriate lexis, vulgarities, subcultural jargon, and
are supported by photographs ranging from erotica to pornography. By
"retelling” the events, tabloids also relay statements of the participants, many
of which are examples of scandalous insults and discrimination of LGBT
persons. "Marko is a faggot and Atina a pole whore!", "Faggot!", "Lesbo
action in Couples!, "Sex live, orgies in couples”, "Goca and Sandra doing
it" are typical headlines of texts stigmatizing or discriminating against the
rights of LGBT persons. Such practice is most common in the tabloid Alo
and Kurir. "The media lend to everything they report on a positive and/
or negative connotation, but they also build a context around the object/
subject; the contextualization of LGBT topics is extremely important for
the positioning of the LGBT population in the society." (Turcilo 2012: 11).
Consequently, we conclude that the tabloid discourse of Serbian dailies
constructs to a considerable degree a negative attitude, a discrimination
characterized by stereotyping, stigma, and homophobic, biphobic, and
transphobic responses at the denotational and connotational level.

Connotative media constructions

Present-day media representations and media reporting on gender
minority groups in Serbia are characterized by a sort of improved, or
sophisticated discriminatory practice, which is considerably different
from rudimentary forms of media discrimination in the past. During the
destructive periods in the recent and more distant past, reporting on the
activities, rights, and values of the LGBT community was articulated largely
through nationalist patterns of the so-called protection of patriotism, boiling
down to open insults, stigmatization, and discrimination of all members,
entities, and institutions of gender minority groups. In the contemporary
practice of the mediaas discriminators, the primitive forms of discrimination
have mostly been dropped, and discrimination now has a new face, more
subtle forms and patterns, with just as dangerous destructiveness towards
gender minority groups. This process of transformation of an aggressive
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media discourse has not been willed into existence by the media as
communicators; rather, it was part of a general process of pacification of
the geographic and demographic space. The decade gone by, even with the
results falling short of expectations in Serbia, has nonetheless had successes
in terms of modernization and social reform, as well as the adoption of
modern values and civilization gains. As part of these processes, through
necessity or of their own accord, the media participate in the creation of a
new social reality in which there is no place for old and aggressive models of
public nationalist and chauvinist speech. Public communication using such
content has become the subject of criminal law and legal sanction, still not
applied to a sufficient extent, but nonetheless topical, serving as a deterrent,
preventing the expansion and strengthening of discrimination in the media.
A strong conservative bent and the heavy burden of the traditional patterns
arestill presentin large portions of the public, and, unfortunately, in the media
as communicators in the process of mass communication as well. This bent
shows in practice as an authentic phenomenon, and largely as a collective
or personal frustration; as such, it successfully moves the boundaries of
legal norms, ethics, and aesthetics in the media representations of gender
minorities. The imperfections of the felony and misdemeanour legislation,
the dysfunctionality of the judicial, prosecution, and security structures in
practice, frees up the space for the flourishing of subtle, connotative, and
contextual forms of discrimination, nationalism, chauvinism, mysogyny,
xenophobia, etc. The tabloid press represents an ideal public space for
presenting and promoting these forms of discrimination, boiling down to the
application of various forms of communication as per the types of symbolic
systems and the subjects of communication and their features (Radojkovi¢
Mileti¢ 2006: 33). Such practice of the tabloid media introduces into the
public communication such media constructs as are based on linguistic
and no-linguistic communication codes. Science unambiguously confirms
that this practice is much more dangerous and more destructive than open
hate speech in the sense that "non-verbal communication is very reliable,
because its level of veracity is very high due to the fact that the process
of non-verbal communication is not in full control of the central nervous
system, unlike speech; rather, it is considered a sort of unconscious activity
or non-verbal leakage, as it is sometimes referred to" (Tomi¢ 2012: 30).

The contextual and connotative media constructions are realized in
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the tabloid press by creating visual and textual wholes aimed to attract
the attention of the readership and suggest the axiological message
level. Front pages are the most used space for such content explications,
and it is part of everyday practice to use photographs as the illustration
genre forms, with graphic pictorial and symbolic content. Photographs
are most often graphically processed and printed in such a way as to
underline the semantic layer and have the maximum persuasive effect on
the viewer — reader. We note here the practice of having a pleasant and
attractive photograph when a tabloid has a positive view of a person, and an
inappropriate and inadequate photograph with a negative aesthetic when
the view of a person is negative. Graphic elements such as pointing arrows,
visually inflammatory wholes, clip applications of exploding objects, star-
shaped forms of shining and flashing symbols, outlines of fire, water, and
sunlight, as well as many other symbolically condensed and pre-determined
visual points, are developed with the aim of increasing persuasiveness, to
the detriment of the information content of the message. In addition to
destroying the essence that is reported on, this practice of the tabloid press
destroys the classical forms of journalistic text and its composite whole. The
aim and logic of the journalistic text specify that a text must have a form
and content structure which is dependent upon the form of the journalistic
text. News item, report, coverage, interview, commentary, feature, column,
and other forms belong to their genres (particular or individual types),
and as such are by definition defined by specific features of form, style, and
language. A news item must have a well-known construction - a pyramid,
an inverted pyramid, an hourglass or the system of compartments — so that it
is treated and published in the media as a news item, and so that the public
could adequately perceive it and evaluate it. The destructive practice of the
tabloid press destroys the news form, especially on front pages containing
text fragments, highlighted headlines, too large kickers, and contextualized
subheads. With this method and level of fragmentation, a symbiosis is
actualized of the text divided in this way, and the tendentious visual content,
which produces a high level of persuasion and an evaluation of the message
by the media, which in communicological terms represents the explicit code
noise. The reduction of information content not only decreases the quantity
and quality of information on front pages of tabloids, but also increases
the redundancy of such a process and the mass communication system.
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"Inadequate representation is not dangerous only because it is 'untrue’, but
also because it persuades people that there is nothing bad in doing so, i.e.
about the fact that the 'others’ even deserve to not be treated as equals. Media
representations sometimes even create an apparent acceptance, promoting
the view that inequality is a normal and acceptable response to difference”
(Milivojevi¢ 2012:13).

The front page of Kurir from 17 May 2015 manifests a milder sort
of contextual and connotative construction of media news regarding
the bestowal of the Duga award for the contribution to the fight against
homophobia. Rather than adapting the news content as the textual form
and photographs as the visual form to the topic and event reported on -
this being bestowing the Duga award to Jadranka Joksimovi¢, a Serbian
Government minister, this content directs the attention to a whole different
level and irrational content. The bulk of the front page is taken up by the
photograph made by editing together two separate photographs — that of
Minister Joksimovi¢ and of the Serbian Army Major Helena. At the top of
the photograph, just above the heads of the photographed persons, a kicker
is placed in a white font against a red background, saying, "Helena loses to
Jadranka". In the same space, running across the bodies of the photographed
persons on a yellow sideways ribbon and in a red and black bold font, the
headline says, "Minister in a gay scandal'. Just under the headline, in three
separate sectional indents, the following text is placed: "Jadranka Joksimovic
has won the Duga award for her contribution to the fight against homophobia,
even though six out of nine members of the jury voted for trans-Major Helena.
I'm not interested to find out what individual votes were, says Joksimovic. Four
members leave the jury following being pressured.” The overall impression,
based on the textual and visual form, is based on insufficient understanding
of the type of event the text reports about. Is the object of reporting the
Duga award or the problematic aspects of the decision process in bestowing
the award? The headline content points denotationally and explicitly to the
existence of a "scandal’, i.e. it problematizes the decision process, which
may and should be the focus of the journalist's attention and reporting.
However, the position, creation, and content of this story imply to a
considerable extent that an important event is turned into a scandal, while
pushing to the invisible back the fact that the Duga award has been given
in the first place. The news criterion stipulates the completeness of content,
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clear determination by information, and the harmony of language and style,
with full avoidance of connotation and arbitrariness, and this is not met in
this example.

Media content dedicated to activities, events, and individuals in the
LGBT community and gender minorities in Serbia are grouped within the
unusual tabloid forms of reporting — most often the news item or a short
report, while interpretive texts are quite rare. A researched information, an
in-depth investigation and reporting are extremely rare in Serbian tabloids.
Even when they do exist, they can be found in a problematic semantic
and valuative context, so that they bring more harm than benefit to the
communications of LGBT and gender minority groups. One of the few
examples of a more comprehensive journalistic form and interpretive genre
is found in the daily Blic dated 2 May 2015, publishing a hybrid form of a
report interview with five photographs in the text titled "How I got out of
the cage: The victory of Major Helena in macho Serbia”. However, this text
is in fact an adaptation by the editorial board of the original and deeper
story titled "Transgender Army major wins victory in conservative Serbia,
published by Associated Press on the previous day. This is not the only
example, because the Blic daily customarily fails to cover LGBT topics via
own stories, using good and bad examples from the local environment.
One could get the impression that it is part of the policy of this daily to
"acknowledge" LGBT topics by taking stories from the international
exchange service. Naturally, such actions are not bad per se, but if this is
the only in-depth approach to topical issues and analytic journalism, then
this is not a completely positive practice. Even more so when it is applied
by a daily with a large circulation, production volume, business operation,
and market share such as that of Blic. The fact that tabloids do not pay
sufficient attention or properly observe these topic is indicative in its own
right, demonstrating that an awareness of the public agenda priorities does
not correspond to the gravity of the circumstances and state of affairs in the
area of LGBT community rights.

Contextual negativity is seen in tabloid journalism in publishing
headlines that have no text or indication as to where the text is in the
newspaper. Such headlines are often phrased as a lexical and syntactic

3 http://hosted.ap.org/dynamic/stories/E/EU_SERBIA_TRANSGENDER_ARMY_MAJOR?SITE=AP&SECTION=HOME&TEMPLATE=DE-
FAULT. Accessed: 24 May 2015.
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construction that ties into the same syntactic whole the negativity and
the ascribed subjects and objects. Frequent syntagmatic wholes signifying
some of the typical gender stereotypes are: "Gay scandal”, "lesbo scandal”,
"gay affair”, "lesbo affair”, "lesbo orgies”, "surrogate mother", "faggot making
advances”, "and many others. The prevalent headlines in tabloid papers such
as "Pajtic amid a gay scandal”, "Lesbo sex action”, "Gay monster”, "Lesbo
scandal in the monastery”, "Erotic ombudsman", "Lesbo orgies in couples”,
"Conchita: I would explain to Putin the pleasures of gay sex”, "Palma for
Kurir: 1 will become a shepherd if gays are an EU condition” very clearly
and in a simplified fashion frame the semantic and valuative aspect of the
message, putting the LGBT and other gender minorities into a fully negative
context. Even a simple lexical link between one's name and the notion of
belonging to the LGBT and gender minorities is enough to attract attention
and provoke a reaction of the conservative readership, which, according to
all indicators, has the ability to clearly understand the paralinguistic and
extralinguistic symbolic systems that tabloids abstract away from.

Possible implications for the mass audience

To what extent can the tabloid journalism and the media practicing it
change their own criteria and the quality of reporting on these topics, and
would tabloid journalism find a safe haven only in tabloids, or would it be
incorporated into other types of daily and weekly press and the electronic
media? Answers to these questions demand caution and a high level of
focus on media modernity and its attributes. Establishing responsibility
for public speech in Serbia is a process which has for decades been failing
to become part of social structures and the systems of common values.
Attempts to establish normative frameworks in the media profession are
made by defining and implementing various types of self-regulation of
the media profession and, by analogy, adopting the code of professional
journalists. Although in Serbia there is a generally accepted Code of the
Journalists of Serbia, passed and adopted by two biggest associations of
journalists — The Association of Journalists of Serbia and the Independent
Association of Journalists of Serbia — the provisions of this documents
are still not adhered to. Chapter IV, Item 4 of the Code strictly defines
the responsibility of professional journalists regarding the prevention of
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discrimination: "A journalist must be aware of the danger of discrimination
which could be spread by the media, and shall do everything in his/her
power to avoid discrimination based on, among other things, race, sex, age,
sexual orientation, language, religion, political and other views, national or
social origin" (Popovi¢ 2008: 19). Although journalists were informed about
the nuance of manifest forms of discrimination, in practice the journalistic
profession invests insufficient or inadequate effort, and lacks the necesary
attitude.

However, due to insufficient functionality of the legislative, executive, and
judicial power in the domain of protection from all forms of discrimination,
and especially the discrimination of LGBT and gender minority groups in
the media, the practice demonstrates more and more conclusively that the
media themselves can be discriminators. In addition to attaching excessive
importance in their reporting to the actions and statements of people who
engage in individual discrimination (as exemplified by the text titled Palma
for Kurir: I will become a shepherd if gays are an EU condition), the media
can engage in institutional discrimination in their writing. Perhaps the
most complete description of tabloid media practices in this connection
is the assessment that tabloid reporting on LGBT and gender minorities
represents a classic example of structural discrimination which "refers to
the policies of institutions of the dominant race/ethnic/gender group, and
the behaviour of individuals who implement the policies and control the
institutions, intended as racially/ethically/gender neutral, but resulting in
possible harmful treatment of other race/ethnic/gender groups” (Mrsevi¢
2011: 38,39). The media are institutions which are often implied in the
dominant social, political, ideological, religious, or ethnic supremacies. As
such, theyrepresent a favourable framework for all manner of discrimination
as the nature of their profession and public communication as a platform
to influence the public offer countless possibilities for good and bad effects.

Perhaps the gravest threat to the development of positive gains and
values of public communication are the sophisticated, hidden ways to
discriminate, which are increasingly improved upon over time. Through
the development of information and communications technologies, and the
relocation of the media discourse out of the typographic culture and into the
digital culture, numerous possibilities open up for sophisticated forms of
journalism, but persuasion, public relations, marketing, and, consequently,
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abuse, follow as well. The tabloid media discourse, which is in stark contrast
in all its formal and content characteristics with media responsibility and
professionalism, can be adapted very efficiently to the digital environment,
which is already happening. Tabloid media electronic editions, web portals,
and accounts on social networks fully accept and share all content with
their printed "parents”. The dissemination power and potential of web
2.0 technologies and social media platforms are considerably greater than
those of printed dailies. Improved forms of communication, interaction,
and collaboration between the media and mass audiences develop along
these lines. Through this, the persuasive and framing functions of tabloid
journalism are made more pronounced and implemented very successfully
in the target audiences, which are as a rule discriminatory against LGBT
and gender minorities.

Whether this technological breakthrough can improve upon the
unbridled power of the discriminatory discourse, and what forms of
social, professional, or expert activity can positively construct this zone
remains a mystery. The danger of media freedom abuse, non-compliance
with media codes and ethical norms stipulated in them are topical issues
and threaten with complete destruction of the dailies framework, but
also with entering into radio, TV, and on-screen media programmes. The
responsibility for the development of media representations and modes of
media reporting largely lies with the public itself, i.e. the target audiences of
tabloid dailies as well as the general public. The readership must recognize
its responsibility primarily because of the criteria for content selection for
which it is responsible and has a sovereign influence over. Then, in the
process of decoding messages received via the media, the public alongside
the media impacts on the final effects of the communication process, as
pointed out by "Stuart Hall's theory according to which the media encode
the messages through an ideological framework of the media institutions,
while the public decodes the messages via desirable readings” (Ros 2011:
81). The way in which the readership will go about decoding messages,
or, to put it differently, the way in which it will understand and evaluate
tabloid media reports on the LGBT and minority groups, is crucial for
taking a standpoint and affirming the value system of the mass audience.
If discriminatory practices are still skilfully and successfully framed in
stereotypical norms and cultural patterns of the tabloid audience, the right
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to access public communication channels as exercised by the LGBT and
gender minorities will be further jeopardized. Thinking along similar lines,
but from a different axiological point of view, Douglas Kellner states that
"In the postmodern culture of image, the scenes, the stories and the cultural
texts provided by the media are meant to offer the individuals a variety
of attitudes that can shape their personality. These images provide social
role models, appropriate and inappropriate patterns of behaviour, style
and fashion and a subtle impulse of imitating and identifying with certain
identities." (Kellner 2004: 426). And lastly, from a psychological standpoint,
tabloid journalism in Serbia, as a by-product of social and economic
transition, has the characteristics of a pragmatic, but essentially inferior
and frustrated, collective identity which uses discrimination of any type of
otherness to resolve its own conflicts and existential fears. The best proof
for this claim is the supremacy of tabloid dailies in the daily newspaper
market which is threatened by any and all oscillations in the content; more
simply put, any deviation from the negativist credibility would be punished
by the traditional readership as well as by a financial collapse. Every shape
and manner of discrimination is the most desirable haven of racism as
its fundamental factor, as Stuart Hall points out: “By inferential racism I
mean those apparently naturalized representations of events and situations
relating to race, whether “factual” or “fictional” which have racist premises
and propositions inscribed in them as a set of unquestioned assumptions”
(Hall 2011:83).

Conclusion

The place and role of the public are often defined as key concepts of any
kind of detailed reconstruction in social practice. However, current, just as
much as recent and distant past, practices teach us that incentivizing the
public to represent foundational social and civilizational values almost never
succeeds. The populist milieu, domination of stereotypes, and ideological
predetermination of society make difficult any process of setting up the
public agenda regarding matters of reform. This is the way to approach
issues in the domain of media practices and representations of otherness
and, consequently, reporting on gender minority groups. The professional
public and the academic communities of the humanities and social sciences
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can play a special role in this, but not to the exclusion of natural and
technical sciences, whose work helps create and develop information and
communications technologies as material and technical prerequirements for
media operation. Practitioners, experts, and theoreticians of media activity
have a serious and far-reaching problem seen today in a phenomenon
called tabloidization. All the negative consequences and performances
of this phenomenon can develop and aspire to do so only if social actors
and factors of the information and communications system of Serbia do
not contribute to a solution. Reporting on gender minorities is but one
discriminatory practice of tabloid press, but discrimination targets -
admittedly, with considerably different consequences — other constructive
and prominent segments of society, organizations, and individuals as well.
"One should always bear in mind that the study of media culture requires
a multi-perspectival and transdisciplinary approach if one wishes to dig a
little deeper into the complexity of the processes unfolding from an idea,
through production, to the moment of consumption of media content; still,
some developments in and around the media in countries in transition can
be identified as typical. Often disconcertingly. Especially as it is beyond
doubt that today the media culture is a dominant, and to a large majority
of citizens, most influential producer and transmitter of meaning, and so
an ideology, of social values, or departure points for identity construction.”
(Sarnavka 2004:7).

Civil society organizations represent a significant point of support for all
processes and measures through which the bearers of modernization trends
and activities will improve the media communication practices in Serbia.
The importance of establishing intersectoral cooperation of civil society
organizations and an overlay of interest areas in the domain of LGBT and
gender minority rights (but in other segments of the fight for universal
human rights as well -- the right to equality, a healthy environment, and
other rights), can and should create a high level of synergy and productivity.
Insufficient development of civil society organizations in the area of media
construction, media literacy, and education for media production and
media consumption, are important drawbacks, but also a possible chance
for development. Media forms of discrimination of LGBT and gender
minorities that we have listed here, as well as drastic examples of open or
concealed stigmatization, misogyny, and other forms of discriminatory
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practices, can be made liable to control by active organizations and citizens,
which would ultimately resolve and considerably improve the degree of
communication rights and needs of LGBT and gender minorities, as well as
all forms of otherness.
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Konvergencija i njene implikacije na poslovanje medija Igor Jovanovi¢

Ekspanzijom Interneta, novih medija i njihovih servisa na medijskom
trzistu, najvece promene pretrpeli su Sstampani mediji. Zbog toga je pov-
ecanje broja platformi i pracenje tehnoloskog razvoja postalo posebno
vazno za tu vrstu medija. Dejvid Bruer (David Brewer), jedan od vodecih
stru¢njaka u oblasti konvergencije medija i osniva¢ konsultantske kuce
za medijske strategije Media Ideas International (www.mediaideas.co.uk)
navodi da “danasnji mediji sebi viSe ne mogu da priuste da zaposljavaju
novinare koji proizvode vesti za samo jednu platformu”. To je vrsta evolu-
cije u novinarstvu, publika se seli na razli¢ite platforme. Ako ne mozete da
pokrijete sve platforme - imate problem”, rekao je Bruer®.

Dr Katarina Kopecka - Pjeh (Katarzyna Kopecka Piech), sa Univerziteta
u Vroclavu u Poljskoj, koja se specijalizovala za oblast novih medija, u svom
radu “Koncepti medijske konvergencije™ navodi da su se teoreti¢ari medi-
ja bavili pojmom konvergencije jo§ od osamdesetih godina 20. veka usled
sve znacajnije uloge kompjutera i Interneta. Medutim, prema njenim reci-
ma, prava prekretnica za izucavanje te medijske oblasti nastala je 2006. go-
dine nakon izdavanja knjige Henrija DZenkinsa (Henry Jenkins) “Kultura
konvergencije. Gde se stari i novi mediji sudaraju” (Convergence Culture.
Where Old and New Media Collide). U radu poljske nauc¢nice navodi se da
sama re¢ konvergencija potice od latinske reci convergere $to bi moglo da
se prevede i kao “okupljati se, i¢i zajedno”. Takode, ona podrzava stav poje-
dinih autora koji smatraju da se konvergencija moze smatrati obostranim
delovanjem na najmanje tri vazne tehnologije - telefonu, televizoru i komp-
juteru - ,,0d kojih je svaki hibrid tehnicke, socijalne i ekonomske prakse i
od kojih svaki ima svoj sopstveni put neposrednosti“ do publike.

Sam Dzenkins, predava¢ na Institutu za tehnologiju u Masacusetsu
(Massachusetts Institute of Technology), na svom blogu navodi da pod po-
jmom konvergencija misli na “protok sadrzaja na vise medijskih platformi,
saradnju izmedu vise medijskih industrija, kao i na migraciono ponasanje
medijske publike koja ¢e i¢i skoro bilo gde u potrazi za zabavom i iskust-
vima koje zeli”. “Konvergencija je re¢ koja uspeva da opise tehnoloske, in-
dustrijske, kulturne, drustvene promene...U svetu medijske konvergencije,
svaka vazna prica biva ispricana, svaki brend prodat, svakom potrosacu se

3 Intervju sa Dejvidom Bruerom za potrebe ovog seminarskog rada.

4 Katarzyna Kopecka-Piech, Media convergence concepts, Internet, http://www.academia.edu/1782436/Media_convergence_concepts, (datum
pristupa 2.2.2015)
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nudi uzitak na vise medijskih platformi. Upravo sada...kultura konvergenci-
je se oblikuje Zeljama medijskih konglomerata da prosire svoja carstva na
vise platformi i zeljama potrosaca da imaju medije koje zele, gde god to Zele,
kada zele, i u kom formatu Zele”, naveo je Dzenkins®.

Bavedi se definicijom konvergencije u medijima, dekan Univerzite-
ta Njujork (City University of New York) Stiven Separd (Stephen Shepard)
naveo je da konvergencija znaci da ¢e “u jednu vest biti upakovani tekst,
audio, video i interaktivnost™. “Svi novinari morace da uce o audio i video
tehnikama, interaktivnosti i hiper-linkovanju”, rekao je Separd u intervjuu
koji prenosi portal Cyberjournalist.net.

O znacaju koji se konvergenciji u medijima pridaje u najrazvijeni-
jim zapadnim zemljama svedoci i ¢injenica da je Univerzitet u Njujorku
pokrenuo trosemestralne studije o konvergenciji i novim medijima. Pritom,
taj Univerzitet nije usamljen slucaj, ve¢ se i na nekoliko drugih univerziteta
u Sjedinjenim Americkim Drzavama sprovode sli¢ni kursevi. Govoreéi o
tome kako ¢e svoje studente uéiti konvergenciji, Separd je u istom intervjuu
kazao da ¢e oni morati da usvoje “najbolje i od starog i od novog”. “Postoji
tendencija da se odbaci ono staro, ali mi ¢emo morati da pokrijemo najbolje
od oba sveta. Mora postojati sinteza starog i novog. Moramo da poducava-
mo i starim i novim vestinama’, rekao je Separd.

Znacaj konvergencije

Savremenu istoriju svakako je obelezio i proces globalizacije koji nije
zaobi$ao ni medije. Globalizacija, proces koji je doneo drasti¢ne promene
svetskoj ekonomiji, politici i kulturi, nije mogao biti sproveden bez velikog
uticaja medija koji su, prema nekim autorima, bili od presudnog uticaja
za nametanje interesa transnacionalnih kompanija od kojih pojedine imaju
vece budzete od pojedinih drzava u razvoju, kao i neoliberalne koncepcije
savremenog sveta.

Mediji, prema svim definicijama, imaju trostruku ulogu - informativnu,
edukativnu i zabavnu. Medutim, uspostavljanjem kriterijuma komerci-
jalnosti kao vrhovnog regulatora trzista i pokazatelja uspeha, globalni
mediji sve viSe zapostavljaju prve dve funkcije i neselektivno se orjentisu

5  Blog Henrija Dzenkinsa, Internet, http://henryjenkins.org/2006/06/welcome_to_convergence_culture.html,, (datum pristupa 3.2.2015).
6 Cyberjournalist.net, Internet, http://www.cyberjournalist.net/news/003017.php, (datum pristupa 4.2. 2015).
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na zabavu i nasilje. ,Javni emiteri su pocetkom devedesetih godina usled
jake konkurencije privatnih medijskih kuca poceli sve vise da gube publiku
i da dolaze u bezizlaznu i nezavidnu situaciju u kojoj moraju da se odluce
ili za komercijalizaciju koja ¢e im doneti ekonomski opstanak, ali koja ¢e
ih udaljiti od njihove primarne funkcije javnog servisa, ili za otpor komer-
cijalizaciji i na taj nacin sebe osude na ekonomsku propast”, smatra Lorna
Strbac’.

Edvard Herman (Edward Herman) i Robert Mek¢esni (McChesney),
autori knjige “Globalni mediji” jo$ su otvoreniji u kritici dominacije global-
nih medija i komercijalnog modela komunikacije. “Komercijalni model
ima svoju unutrasnju logiku, a posto je u privatnom vlasnistvu i oslanja se
na podrsku oglasivaca, tezi da erodira javnost i stvori kulturu zabave §to
je nespojivo sa demokratskim poretkom. Proizvodi medija pretvaraju se u
robu i dizajniraju se tako da sluze ciljevima trzista, ne i potrebama gradana’,
navode dvojica autora “Globalnih medija™.

O takvoj “kulturi zabave” pisao je i americki kriticar medija Nil
(Neil) Postman, autor knjige o fenomenu televizije ,,Amusing Ourselves
to Death” iz 1985. godine. On je ustvrdio da se u drustvenoj realnosti ne
ostvaruje utopija DZordza Orvela (George Orwell) iz dela ,,1984° ve¢ pred-
vidanja britanskog pisca Oldasa Hakslija (Aldous Huxley) iz romana “Vrli
novi svet’, izdatog jo$ 1932. godine. U svojoj knjizi o fenomenu televizije
Postman kaze: “Orvel se plasio onih koji ¢e zabraniti knjige. Haksli se plasio
toga da nece biti razloga za zabranu knjiga, jer niko nece hteti da ih ¢ita. Or-
vel se plasio onih koji bi nam uskratili informacije. Hakslija su, pak, plasili
oni koji bi nam dali toliko informacija da bismo bili osudeni na pasivnost i
egoizam™.

U takvim uslovima jasno je da je konvergencija proces od posebnog
znacaja za medije i publiku. Henri Dzenkins je u studiji “Kulturna logika
medijske konvergencije” (The Cultural Logic of Media Convergence) naveo
da ¢e od uspesnosti i brzine sprovodenja konvergencije zavisiti raspodela
moc¢i u “novoj medijskoj eri”, odnosno da ¢e gospodari medijskog prostora
postati oni koji publici ponude najvise sadrzaja na sto vise aktuelnih plat-
formi. “Konvergencija nije samo jednostavna tehnoloska promena. Kon-

7 Nova srpska politicka misao, 8. novembar 2009, Internet, http://www.nspm.rs/kulturna-politika/globalni-mediji-%E2%80%93-o0d-ekspanzi-
je-do-relativnog-poraza.html, (datum pristupa 4.2.2015).

8  Herman, Edvard i Mekéesni Robert, Globalni mediji, (prev. Nada Siljanovi¢-Donati), Beograd, Clio, 2004, str. 16.
9 http://en.wikipedia.org/wiki/Neil_Postman#Amusing_Ourselves_to_Death (20.12.09).
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vergencija menja odnose izmedu postojecih tehnologija, industrija, trzista,
zanrova i publike”, naveo je DZenkins.

Dzenkins, za razliku od autora koji, poput Noama Comskog, govore
kriticki o uticaju medija na ljudsko drustvo, u prvi plan stavlja mogucnosti
koje donosi konvergencija. Prema njegovom misljenju, pogresno je stavljati
u prvi plan $ta mediji mogu da ucine korisnicima, ve¢ je potrebno govoriti
o tome $ta publika moze da ucini medijima. “Zahvaljujuéi povecanju bro-
ja kanala (komunikacije) i prenosivosti novih racunarskih i telekomunik-
acionih tehnologija, ulazimo u eru u kojoj ¢e mediji biti svuda i mi ¢emo
koristiti sve vrste medija u medusobnim komunikacijama. Nasi mobilni
telefoni nisu jednostavno telekomunikacioni uredaji; oni nam takode omo-
gucuju da igramo igrice, preuzimamo informacija sa Interneta i primamo i
saljemo fotografije ili tekstualne poruke’, naveo je Dzenkins"'.

WAN-IFRA (World Association of Newspapers and News Publishers),
medunarodna organizacija Ciji je cilj uspostavljenje veza izmedu stampanih
i novih medija, navodi da ce Stampani mediji morati da iskoriste nove
tehnologije kako bi opstali u bici za korisnike. U video klipu na svom Jutjub
kanalu (www.youtube.com/watch?v=nXEeuAy4e9Y) IFRA navodi da Ce
redakcije Stampanih medija morati da koriste mobilnu telefoniju i Internet
kako bi upotpunile svoju ponudu i ostvarile interaktivni odnos sa publikom. U
materijalu IFRA-e predlaze se model po kom ¢e redakcije stampanih medija
prvu informaciju o nekom vaznom dogadaju svojim korisnicima slati
putem poruka koje Ce stizati na mobilne telefone. U istoj poruci bice i link
ka nesto $iroj informaciji o tom dogadaju koju ¢e korisnici mo¢i da nadu na
Internet platformi odredenog medija. U meduvremenu, konzumenti preko
mobilnih telefona i Interneta $alju povratnu informaciju o procitanom
sadrzaju i redakciji saopstavaju na koji bi nacin zeleli da informacija bude
dodatno obradena u stampanom izdanju medija. Ista vizija predvida da se
interaktivni odnos publike i redakcije nastavi preko svih kanala sve dok ima
zanimanja za odredenu temu.

Jedan od urednika u IFRA-i Ditmar Santin (Dietmar Schantin) u
svom radu o izazovima konvergencije u medijima navodi da ¢e osnovna
tri izazova za sve redakcije u buducnosti biti poboljsanje kvaliteta i kvan-

10 Jenkins, Henry, ,The Cultural Logic of Media Convergence” u: International Journal of Cultural Studies, 2004, Internet, http://engl131adapta-
tions.pbworks.com/f/Jenkins,+Henry++-+The+Cultural+Logic+of+Media+Convergence.pdf, (datum pristupa 4.2.2015).
11 Isto.
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titeta video materijala na njihovim platformama, sposobnost da se naplate
proizvodi objavljeni na novim platformama, kao i obuka novinara za rad
na novim tehnologijama. U istom radu, Santin navodi da su za medijsku
konvergenciju posebno znacajne 2006. i 2007. godina jer su tada, “nakon
godina razmisljanja’, redakcije prionule na ozbiljan posao i svoje proizvode
masovno pocele da plasiraju preko novih kanala'.

Modeli i tipovi konvergencije

Kopecka navodi da postoji nekoliko tipova konvergencije - teh-
noloska konvergencija, konvergencija tehnickih uredaja, konvergencija
reSenja, konvergencija mreza, ekonomska konvergencija i korporativna
konvergencija". Najpre, ona smatra da se tehnoloska konvergencija odnosi
na digitalizaciju celog medijskog sadrzaja, odnosno seobu od “atoma do
bitova”. Sto se tice konvergencije tehnickih uredaja, ona se bazira na ideji o
uredaju u kojem ce se susretati viSe razli¢itih medija, kao $to se to deSava
u danasnjim kompjuterima. Slicno je i sa mobilnim telefonima u kojima se
sada nalaze i radio prijemnici, mogucnost da se gledaju sadrzaji sa Interne-
ta, slusa MP3 plejer.

Konvergencija mreza podrazumeva konvergenciju onih mreza i
komunikacija koje su najpre bile predoredene za razlicite ciljeve. Tako se
u jedno spajaju mreze za distribuciju televizijskog signala, Interneta, fik-
sne telefonije. U ekonomskoj konvergenciji dolazi do spajanja trzista tele-
komunikacija, IT sektora i medijskog trzista u dve faze. Prema Kopeckoj,
najpre se spajaju trziste telekomunikacija i IT sektora, da bi se u drugoj
fazi oni spojili sa medijskim trzistem. Pojedini ovoj konvergenciji dodaju
i Cetvrti element - trziSte zabave. Pritom, ekonomisti razlikuju takozvanu
horizontalnu konvergenciju trzista (kada se spajaju preduzeca unutar jedne
oblasti, delatnosti) i vertikalnu (dobija se spajanjem kompanija iz razlic¢itih
domena). I na kraju, korporativna konvergencija koja se sastoji od spajanja
vise preduzeca iz razlic¢itih oblasti - telekomunikacija, IT sektora, medijskih
organizacija i onih iz zabavne industrije. Pritom se razlikuje konvergencija
dobijena spajanjem imovine tih preduzeca ili njihovim zajedni¢kim akcija-

12 Schantin, Dietmar, Challenges for Convergence in 2008 and beyond, IFRA, Internet, http://www.ifra.net/wiki/challenges-for-convergence-in-
2008-and-beyond, (datum pristupa 1.2.2015).

13 Katarzyna Kopecka-Piech, Media convergence concepts, Internet, http://www.academia.edu/1782436/Media_convergence_concepts, (datum
pristupa 2.2.2015)
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ma, uz koju svi subjekti napreduju i imovinski i marketinski.

Sto se tice konvergencije uredaja i medija, pojedini autori skloni su
da poveruju pronalasku takozvanecrne kutije” koja ¢e objediniti sve ureda-
je i medije, ali se Dzenkins ne slaze sa tom teorijom. Prema njemu, mediji
¢e biti svugde i nece postojati samo u jednoj formi. “Nikada nece postojati
crna kutija koja ¢e kontrolisati sve medije”'*, naveo je Dzenkins, izrazava-
juci uverenje da ¢e ve¢ postojeci mediji samo evoluirati u novoj formi. Kao
primer, on navodi kasetu i MP3 fajl, koji su po izgledu veoma razliciti, ali iza
njih stoji slicna, ako ne i ista ideja. “Medijski sadrzaj se moze menjati, moze
se menjati i publika, takode moze rasti i padati drustveni znacaj pojedinog
medija, ali jednom kada je on pronaden zauvek ostaje deo medijskog eko-
sistema’, napisao je Dzenkins.

Isti autor, spisku konvergencija dodaje jo$ i kulturnu konvergenciju
koju vidi kao “eksplozije novih oblika stvaralastva na mestima ukrstanja
razli¢itih medijskih tehnologija, industrija i potrosaca”. Takode, razvija se
i globalna konvergencija koju vidi kao “kulturnu hibridnost nastalu kao
rezultat medunarodnog protoka medijskog sadrzaja”. I na kraju, Dzenkins
navodi i pojam “drustvene ili organske” konvergencije koja proistice iz
promene nacina na koji trazimo i koristimo informacije. “Mozda sada ko-
ristimo nove tehnologije, u poredenju sa periodom od pre 50 godina, kako
bismo tragali za informacijama, ali je ¢injenica da i dalje tragamo za infor-
macijama koje ¢e uvecati nase znanje ili nas zabaviti’, naveo je Dzenkins.

Istovremeno, Igor Vobic, asistent na Odseku za novinarstvo Fakulteta
za dru$tvene nauke Univerziteta u Ljubljani, navodi da postoje dve vrste
pristupa konvergenciji — linearni i nelinearni®. U linearnom pristupu, kon-
vergencija se smatra kontinuitetom, koji se u redakcijama odvija postupno,
po odredenim koracima, sve dok one ne dostignu “konacni stepen konver-
gencije”. U kritikama tog pravca navodi se da on prenebregava mogucnost
da proces konvergencije moze biti i neuspesan ili da uopste ne utice na neke
delove medijske organizacije.

Sa druge strane, u nelinearnom pristupu konvergencija se vidi kao
otvoren proces koji deluje na razli¢itim nivoima medijske organizacije,
ali i medu razli¢im akterima u istoj organizaciji - menadzmentom, ured-

14 Jenkins, Henry, ,The Cultural Logic of Media Convergence” u: International Journal of Cultural Studies, 2004, Internet, http://engl131adapta-
tions.pbworks.com/f/Jenkins,+Henry++-+The+Cultural+Logic+of+Media+Convergence.pdf, (datum pristupa 4.2.2015).

15 Vobig, Igor, ,Konvergencija u praksi - trendovi i izazovi’, Internet, http://www.media.ba/bs/menadzment-novinarstvo/konvergencija-u-prak-
si-trendovi-i-izazovi, (datum pristupa 5.2.2015).
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nicima i novinarima i drugim zaposlenima u redakciji. Sve to, naravno,
donosi razli¢ite posledice u medijskoj organizaciji. Vobi¢, takode, navodi i
svoj pristup konvergenciji. “Konvergencija pobija neke tradicionalne vidike
novinarskog posla sve u Zelji podizanja produktivnosti, u¢inkovitosti i za-
rade. To se u konvergenciji odrazava preko tri nivoa: prvo, multitalentova-
nost novinara u fazama prikupljanja, selekcije i prilagodavanja informacija
za razlic¢ite medijske platforme istovremeno; drugo, ubrzanje novinarskog
produkcijskog procesa i skracivanje rokova slanja u skoro celodnevnom
produkcijskom ciklusu; trece, menjanje rutine i praksi unutar ¢asopisne,
radijske, televizijske i internetske novinarske kulture. U ovom ¢lanku kon-
vergenciju razumemo kao kompleksan i heterogeni proces koji izrazava
interakciju izmedu tehnologije i novinarstva, te stremljenje ka specifi¢cnim
ciljevima u odredenom politickom, ekonomskom i kulturnom kontekstu”,
naveo je Vobic'®.

Promene u redakcijama

Ve¢ samom masovnijom upotrebom Interneta devedesetih godina 20.
veka promene u novinarstvu postale su tektonske. “Internet predstavlja
kombinaciju TV i §tampanih medija sa ubacenim radiom, kombinovanom
sa dubinom, $irinom i funkcionalnos¢u najvece baze podataka na svetu....
Internet omogucava svakom, ko ima neku vest, a uz to kompjuter i telefon,
da je saopsti svetu doslovno iz svoje sobe”"’, napisao je Endrju Bojd o tim
promenama.

Njih, u knjizi “Interpretativno i istrazivacko novinarstvo” konstatu-
je i Neda Todorovi¢, profesor na Fakultetu za politicke nauke u Beogra-
du. “Pojava sve savr$enijih na¢ina komuniciranja (Sto brze, sto vise, $to at-
raktivnije) prisiljava novinare i urednike mainstream medija da se protiv
konkurencije novih sredstava informisanja bore daju¢i uz informaciju o
dogadaju i njegovu pozadinu (background), analizirajuci pojave dubinski
(in-depth) i smestajuci ih u koordinatni sistem njihovog slozenog, drust-
venog znacaja. Interpretacija, koja — pored konstatovanja ¢injenica — pruza
i njihovo tumacenje, prisutna je u gotovo svim novinarskim zanrovima od
faktografskih do analitickih”, navela je Neda Todorovi¢'.

16  Isto

17 Bojd, ,Novinarstvo u elektronskim medijima®, op.cit, str.548.

18  Todorovi¢, Neda, ,,Interpretativno i istrazivacko novinarstvo’, Cigoja Stampa, Beograd, 2002, str.7.
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Na sajtu Academy britanskog BBC' u prilogu o konvergenciji u reda-
kcijama navodi se da su “saradnja, komunikacija i planiranje” klju¢ni za
izradu najboljeg moguceg medijskog sadrzaja i kako bi on dospeo do svih
platformi preko kojih ta medijska kuca stize do svoje publike. U prilogu,
urednik televizijskih vesti Entoni Dor (Antony Dore) i izvesta¢ Voren Netl-
for (Warren Nettlefor) objasnjavaju da multimedijalni rad samo ojacava
uticaj njihovog izvestavanja. “Multimedijalni rad ne znaci da svi moraju da
rade sve vreme Ali, to znaci da osoblje treba da bude svesno razli¢itih vrsta
sadrzaja koji ¢e dobro izgledati na svakoj platformi’, rekao je Dor.

Novinar Voren Netlfor, koji je u prilogu o konvergenciji u redakciji BBC
zaduzen za pricu na kojoj se radi, potom objasnjava da je u integrisanoj
redakciji, iako je televizijski novinar, ve¢ navikao da tokom rada na terenu
razmislja i o tonovima koje ¢e koristiti za radijski prilog ili o dodatnom ma-
terijalu koji ¢e biti efektno plasirati na Internet sajtu kompanije. “Zapravo
mislim o svemu, a ujedno razmisljam i o Tviteru”, rekao je novinar.

Nakon zavrsetka svih intervjua, ceo prilog se prebacuje na uredaje koji
su dostupni svim redakcijama. To omogucava da na materijalu ne radi samo
izvestac, iako on odlucuje koji ¢e delovi priloga i¢i na televiziju, koji na ra-
dio, a $ta na Internet portal BBC. Buduci da su ¢lanovi redakcije blizu, tesna
komunikacija samo pomaze brzu obradu materijala. Istovremeno, novinar
koji je radio na izvestaju gostuje na Radiju BBC i pojasnjava slusaocima
sustinu obradene teme. Posle emitovanja priloga na svim vaznim platforma-
ma, linkovi ka izvestaju stavljaju se i na Fejsbuk i na Tviter nalog medijske
kuce. Tu se odvija i nastavak konverzije jer publika svojim komentarima i
sugestijama utice na dalji razvoj price, izbor osoba koje ¢e biti intervjuisane,
ponekad i na pronalazak dokumenata vaznih za izvestavanje. Pored toga,
kajroni prilikom repriziranja priloga na televiziji ili bivaju pusteni kao ko-
mentari Citalaca na Internet portalu BBC. “Zaista je divno plasirati svoju
pricu preko $to je moguce vise medija’, zakljuc¢uje Netlfor.

Pol Bredso (Paul Bradshow), predava¢ Onlajn novinarstva na Univer-
zitetu u Birmingemu, smatra da je digitalizacijom i konverzijom omoguce-
no mnogo toga novog u novinarstvu. “Sada kada je sve digitalizovano, nove
stvari postaju moguce. Audio i video zapisi, fotografije, animacije — sve je

19 http://www.bbc.co.uk/academy/journalism/skills/multimedia-journalism/article/art20140305121733049, (datum pristupa 5.2.2015).
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pretvoreno u jedinice i nule. Morate shvatiti koje sve efikasne mogu¢nosti
ovo otvara, od toga da program emitujete uzivo sa svog mobilnog telefona,
do objavljivanja slika pod Creative Commons licencom (licenca koja omo-
gucava ponovno kori$¢enje kreativnog materijala bez nov¢anih naknada)
ili objavljivanja sirovih podataka koji onda korisnicima omogucavaju da im
povecaju vrednost tako $to ce ih dalje koristiti. Vrednost vase organizacije
ne lezi samo unutar njenih zidova, ve¢ i izvan njih”, naveo je Bredso®.

Za resurse potrebne za novinarski rad, kao i za njihovu raspodelu
medu novinarima, zaduzen je menadZer za resurse. Ostatak koncep-
cije ¢ini redakcija, odnosno neposredni proizvoda¢i medijsk-
og sadrzaja, koji su ujedno zaduzeni i za unapredenje rada na
pojedinim platformama. Bruerova Sema graficki izgleda ovako
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Bruer je, takode, uspostavio i nekoliko pravila konvergencije od kojih su
prva dva da “nijedna prica nije ekskluzivna samo za jednu platformu” i da
korisnici treba da prime iste informacije “bez obzira koji uredaj izaberu™..
Medu ostalima su i da se medijski sadrzaj mora potpuno iskoristiti na svim
izlazima ka publici, kao i da pristup vestima mora biti takav da se neutralno
odnosi prema svim platformama. Uz sve to, centralni sistem proizvodnje
vesti treba da bude dostupan celom osoblju, pri ¢emu uredivacki tim mora

biti fleksibilan, sposoban da radi multimedijalno i “poseduje visestruke ves-

20 Bredso, Pol, ,Kako je Internet promenio ekonomiku vesti — u svim medijima‘, Internet, http://www.media.ba/bs/menadzment-novinarstvo/
kako-je-internet-promijenio-ekonomiku-vijesti-u-svim-medijima, (datum pristupa 6.2.2015).
21 Isto.
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tine”. Kao uspesni primeri konvergencije, na sajtu posve¢enom toj prob-
lematici (http://iml.jou.ufl.edu/projects/Spring03/Mallard/examples.html),
isticu se tri slucaja. Prvi od njih je “Tampa” portal (http://tbo.com), zajed-
nicki projekat stampanog medija “Tampa tribjun” (The Tampa tribune) i
televizije WFLA. Autori taj sajt smatraju jednim od retkih primera potpuno
konvergirane medijske organizacije u Sjedinjenim Americkim Drzavama.
Pored toga $to zajednicki rade na pricama i objavljuju ih, portal, novine
i televizija saraduju tesno u oblasti marketinga. Takode, prostorije svih
redakcija nalaze se u istoj zgradi. Do ujedinjenja novina i televizije doslo
je krajem devedesetih godina 20. veka, nakon pada prodaje, odnosno gle-
danosti. Zbog americkih propisa, tri organizacije i dalje deluju kao posebna
preduzeca, ali su najavili dodatnu konsolidaciju ¢im se propisi izmene u toj
oblasti.

Izazovi i buducénost konvergencije

Konvergencija u medijima, iako postaje uslov opstanka medijskih
organizacija na trzistu, svakako nije zavrSen proces. Izvesno je da nastavak
najpre zavisi i od tehnoloskih noviteta ¢iji je razvoj, zbog vrtoglavog us-
pona, gotovo nemoguce predvideti. Pored toga, nije jos ni izvesno da li ¢e
konvergirani sadrzaji biti marketinski brzo isplativi ili ¢e za to biti potrebno
duze vreme. No, jedno od pitanja koje se takode namece kao prioritetno po
pitanju konvergencije jeste $ta o tome misle oni koji treba da je sprovedu,
dakle novinari. Izvesno je da je konvergencija proces koji, pre svega, odgo-
vara vlasnicima medija. Oni, rukovodeni logikom profita, koji je sve cesce i
primarni i jedini motiv u medijskoj sferi, svakako zele da u redakciji imaju
manji broj novinara koji ¢e, medutim, obavljati posao koji je do sada radilo
znatno vise ljudi. Jasna je logika ustede ako jedan novinar uradi reportazu, a
potom je sam pripremi i za televizijski kanal medijske organizacije, zatim za
njen radijski kanal, a na kraju i za Internet portal. Medutim, za sada nema
pouzdanih podataka $ta o tom procesu misle novinari.

Jedna od retkih dostupnih anketa o tome $ta novinari misle o kon-
vergenciji sprovedena je 2003. godine u Danskoj, drzavi za koju stru¢nja-
ci navode da ima odli¢nu novinarsku Skolu i tradiciju. Istrazivanje je bilo
sprovedeno na nevelikom uzorku (341 novinar) i pokazalo je da zaposle-
ni u medijskim redakcijama nemaju dobro misljenje o multimedijalnom
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novinarstvu, a takode smatraju i da rad za vise platformi ne uti¢e dobro na
njihov rad, odnosno ¢ini ga manje istrazivackim, a viSe povr$nim?.

Medu ispitanicima u Danskoj, velika vec¢ina, odnosno 65 odsto
njih navela je da smatra da ce isporucivanje vesti na vise platformi njihovo
izvestavanje uciniti povr$nijim. Sa druge strane, samo je pet odsto anke-
tiranih izrazilo uverenje da ¢e multimedijalni rad imati pozitivne posled-
ice po kvalitet novinarstva. Ni dalji odgovori novinara u Danskoj nisu bili
mnogo pozitivniji za pitanje konvergencije. Iako je 41 odsto njih reklo da
konvergencija u medijima ima mogu¢nost da dnevnu rutinu na poslu ucini
manje svakodnevnom, vecina njih se izjasnila da su nezadovoljniji svojim
poslom od kada moraju da pripremaju priloge za vise platformi. Tako je 18
odsto njih reklo da sa ve¢im uzivanjem ide na posao od kada se bavi mul-
timedijalnim novinarstvom, dok je 29 odsto reklo da im se uzitak u radu
smanjio nakon sprovedene konvergencije. Ostali su tvrdili da ne osecaju
prevelike promene, pri ¢emu su anketirane Zene novinari bile nezadovoljni-
je posledicama konvergencije nego muske kolege.

Sli¢ne rezultate ankete medu novinarima navodi i Igor Vobi¢. On
tvrdi da razna istrazivanja u svetu pokazuju da su “novinari zabrinuti raz-
vojem novinarske produkcije i neizvesnih uslova za rad u novinarstvu™.
Pozivajuci se na istrazivanje Medunarodne federacije novinara (Intern-
tional Federation of Journalists) iz 2006. godine, Vobi¢ navodi da je tada
ustanovljeno da je “socijalni status novinara i ostalog kadra u novinarstvu
zabrinjavajuci, po$to nalogodavci neprestano menjaju svoje zahteve”.

Takode, on se poziva i na studiju “Projekta za izvrsnost u zurnalistici”
(Project for Excellence in Journalism) iz 2008. i 2009. godine koja je poka-
zala da medu americkim novinarima vlada skepticizam kada su u pitan-
ju strukturne i organizacijske transformacije urednistva. Sve te promene,
zaposleni u medijima nisu povezali samo sa racionalizacijom posla, ve¢ i
sa otpustanjima, tako da je ve¢ina anketiranih novinara ocenila da njihova
profesija ide u “pogresnom smeru”.

Vobic¢ navodi i da se u izvestaju “Inovacije u novinama” (Innovations in
Newspapers) iz 2008. godine zakljuc¢uje da je nakon konvergencije medi-
ja produktivniju i multitalentovanu novinarsku radnu snagu moguce steci

22 Poynter Online, http://www.poynter.org/column.asp?id=31&aid=34577, Internet, (datum pristupa 7.2.2015).
23 Vobi¢, Igor, ,,Konvergencija u praksi - trendovi i izazovi‘, Internet, http://www.media.ba/bs/menadzment-novinarstvo/konvergencija-u-prak-
si-trendovi-i-izazovi, (datum pristupa 7.2.2015).
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samo ako se prevazide “buntovnistvo” protiv promena. “Spomenuta is-
trazivanja otkrivaju da strukturna i organizacijska integracija urednistva
postaje globalna pojava, mada ne nude kontekstualizaciju procesa konver-
gencije i zanemaruju tradicionalne razlike medu novinarskim radnim sre-
dinama u anglosaksonskom novinarstvu i onom u kontinentalnoj Evropi’,
naveo je Vobic.

Pored svega toga, konvergencija se odvija nejednako u razli¢itim delovi-
ma sveta, u zavisnosti od nivoa njihovog tehnoloskog razvitka. Zbog toga
se konverzija za sada najbrze razvila u Sjedinjenim Americkim Drzavama.
Ali, i tamo postoje odredeni preduslovi za nastavak procesa konvergencije
na koje medijske organizacije ne mogu direktno da uti¢u. Naime, americka
Federalna komisija za komunikacije (FCC) 5. februara iznela je, po vesti
Novinske agencije Beta od istog dana, predlog pravilnika kojima se jacaju
ovlascenja federalnih vlasti kako bi se najveci Internet provajderi sprecili
da blokiraju ili usporavaju mrezni saobracaj. U predlogu FCC navodi se da
je Internet “od kriti¢ne vaznosti za americku naciju”. Medutim, protivni-
ci predloga navode da provajderi nisu ni imali nameru da prave “brze” i
“spore” trake na Internetu u zavisnosti od toga koliko koji korisnik placa
za usluge, kao i da ¢e nove odredbe sigurno povecati poreze i spreciti nove
investicije u oblasti Interneta.

Samoregulacija u onlajn sferi

Internet postoji ve¢ oko 40 godina, a World Wide Web preko dve de-
cenije, ali se ta oblast i dalje naziva “novim medijem”. Pored toga, ne pos-
toji jedinstveno misljenje, niti propis, na koji nacin regulisati Internet, niti
na tehnoloskom nivou, niti na nivou sadrzaja. Kristijan Miler (Christian
Moller) iz Organizacije za bezbednost i saradnju smatra da “konvergencija
ima ogroman uticaj” na uredivacki sadrzaj i regulaciju medija. “Tradicio-
nalno su prepreke za ulazak u medijski sektor bile vrlo velike. Tehnologi-
ja je bila komplikovana i skupa, a propusnost (badwidth) i frekvencije za
Sirenje informacija su bili oskudni. Ovo je legitimisalo i davalo razloge za
regulisanje mnogih oblika medija i sadrzaja. Kako bi se osigurao maksi-
malan stepen pluralizma unutar ogranicenih resursa frekvencijskog spektra
medijiska regulatorna tela su izdavala dozvole za radio i TV stanice. U dig-
italnom dobu, ne postoji nestasica frekvencija na Internetu, a trzi$ni udeli
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pojedinih online medijskih kuc¢a se ne mogu uporediti sa uticajem koje su
velike televizijske kuce imale 1980-tih”, naveo je Miler*.

Direktor Mreze etickog novinarstva (Ethical Journalism Network)
Ejdan Vajt (Aidan White) smatra da se u digitalnom dobu svako lako moze
baviti distribucijom informacija za javnu potrosnju i da bi zato svako ko
ucestvuje u tom procesu morao biti “moralan i odgovoran™. “Ovo novo
medijsko okruzenje zahteva viSe samoregulacije koja se smatra najbol-
jim nacinom da se slede medijske eticke norme. Vecina saveta za Stampu
sada ukljucuje online usluge koje u okviru svog delokruga pruzaju medi-
jske kuce. Samoregulacija se razvija kako se $iri novinarstvo na Internetu.
Mnoge nove online usluge nisu pokrivene industrijskim regulatorima, ali
to ne bi trebalo njih ili njihove novinare da izuzme od primene osnovnih
etickih standarda koje su mediji uvek sledili’, naveo je Vajt.

On jo$ smatra da se u digitalnom dobu najpre mora poraditi na
zastiti privatnosti, kao i na dodatnom proveravaju ¢injenica, jer novinari
koji rade u multimedijalnim organizacijama sada imaju manje vremena za
to. “Internet je razbio prethodno uspesne medijske poslovne modele. Sada
vi$e novinara radi na nesigurnim radnim mestima i mediji ulazu manje u
novinarstvo - kako u obuke tako i u istrazivacko novinarstvo. Zbog toga je
novinarstvo postalo teska delatnost koja se obavlja pod velikim pritiskom.
Niko ne moze predvideti kako ¢e novinarstvo evoluirati na kraju, ali proces
promena je voznja po neravnom terenu. Jedina sigurnost je da demokratiji
trebaju informisani gradani, a eticko novinarstvo je jedini nezavisni garant
pouzdane i korisne informacije potrebne da bi se osigurala prosperitetna
demokratija’, naveo je Vaijt.

Velike svetske medijske kuce, kao $to su Rojters (Reuters), BBC, AP,
ve¢ su formulisale smernice kojima se formalizuje ponasanje njihovih nov-
inara u onlajn sferi, posebno na drustvenim mrezama. Prema istrazivanji-
ma organizacije IREX za 2014. godinu u Srbiji je registrovano 133 Internet
portala koji prenose vesti (od toga 103 sa dnevnim vestima). U 2013. go-
dini takvih portala bilo je 107. Zbog toga je jasno da je i u Srbiji potrebno
regulisati onlajn sferu. Nacrt preporuka za eticko ponasanje profesional-
nih novinara na vebu izradila je Medijska koalicija, koju ¢ine Nezavisno

24  Miler, Kristijan, ,Internet i novi medijski prostor®, u: Vodi¢ za samoregulaciju online
medija, OEBS, Be¢, 2013, str.13.

25 Vajt, Ejdan, ,Etika i digitalno novinarstvo', u: Vodi¢ za samoregulaciju online
medija, OEBS, Bec, 2013, str. 63.
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udruzenje novinara Srbije, Udruzenje novinara Srbije, Nezavisno drustvo
novinara Srbije, Asocijacija nezavisnih elektronskih medija i Lokal pres®.
U dokumentu se navodi da Internet novinarstvo nije stati¢na kategorija,
te se ni preporuke ne mogu smatrati kona¢nim, ve¢ se moraju menjati za-
jedno sa promenama u oblasti koju tretiraju. Jedna od osnovnih preporu-
ka je da se novinari i u onlajn sferi moraju pridrzavati odredba Kodeksa
novinara Srbije. “Smernice za ponasanje na dru$tvenim mrezama i drugim
onlajn platformama omogucavaju zaposlenima jasne nacine ponasanja u
etickim dilemama. Vec¢ina smernica navodi kako su eticki kodeksi i dalje
izvor pravila, te da se ona odnose i na onlajn sferu, a daju upute za dve
glavne oblasti: koriS¢enje drustvenih mreza i drugih Internet platformi od
strane zaposlenih i medijske kuce, te privatno kori$¢enje drustvenih mreza’,
navodi se u preporukama.

Medu ostalim klju¢nim navodima je i da novinari treba da budu
svesni da ce sve $to objave na Internetu, pa i na li¢cnim profilima drust-
venih mreza - biti javno, te da su zbog toga u obavezi da obrate paznju da
tim napisima ne ugroze profesionalni rad i reputaciju. Takode se savetuju
da proveravaju autenti¢nost svih sadrzaja sa drustvenih mreza, blogova i
drugih platformi kroz dva nezavisna izvora. Potom, novinarima se pre-
porucuje da koriste drustvene mreze kao alat za interakciju sa publikom,
istrazivanje novih informacija, razvijanje kontakata, kao i mogu¢nost da na
profesionalan nacin ukljuce publiku u vlastiti rad. Medu klju¢nim preporu-
kama su i da novinar uvek treba da se identifikuje, kao i da treba da prizna
svoje greske.

Konvergencija medija u Srbiji

Potreba za konvergencijom prepoznata je i u srpskim medijima. Zbog
specificnih okolnosti pod kojima su pojedini mediji radili tokom devedese-
tih godina 20. veka, odnosno za vreme vlasti Slobodana MiloSevica, ta po-
treba prepoznata je prilicno rano i Srbija, silom prilika, u tome nije zaostajala
za najrazvijenijim drzavama. Posebno kada se uzme u obzir da je za vreme
represivne vlasti konvergencija bila jedan od uslova, ali i taktika opstanka ne-
zavisnih medija. O tome je u autorskom tekstu svedocio i nekadasnji glavni i

26 Nacrt, Eticke preporuke za profesionalne novinare u onlajn sferi, Internet http://www.medijskapismenost.net/vest/103_javna-diskusija-nacrt-
etickih-preporuke-za-novinare-u-onlajn-sferi, (datum pristupa 9.2.2015).
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odgovorni urednik beogradske Radio-televizije B92 Veran Mati¢ koji je naveo
da je konvergenciju u redakciji sproveo i kao odgovor na pokusaje tadasnje
vlasti da zatvori njegovu medijsku kucu.

“Jedini spas je bio da zivimo kroz medijske izraze, kroz pojave, pro-
jekte, pokrete, a kasnije i kroz inovativhu upotrebu novih tehnologija, za sta
je manje vazno bilo da li si radijski ili televizijski novinar, da li si radio samo u
novinama, da li si radio za bilten ili visokotirazni tabloid. Vazna je bila odbrana
elementarnih postulata ¢ovecnosti, pa onda postulata profesije, pa onda ne-
pristajanje na represiju...Zbog toga smo formirali kulturni centar, izdavacku
produkciju, dva ¢asopisa, muzicku produkciju, internet provajding, web sajt,
itd. Kada nam je ukinuto radio-emitovanje 1995. godine, samo nekoliko sati
posle zabrane poceli smo da izdajemo bilten koji je distribuiran gradanima
Beograda, da emitujemo sa prozora zgrade Doma omladine, da emitujemo
programe putem Interneta, do predajnika BBC, VOA, RFE/RL, RFI itd, sto
je ubrzo obesmislilo zabranu”, naveo je Mati¢” ¢iji je B92 od 1989. do 2000.
godine bio viSe puta zabranjivan, a dva puta je ostao bez celokupne imovine.

No, i nakon demokratskih promena 2000. godine u Srbiji, konvergencija
medija ostala je uslov za uspeh medija na trzistu i njihov nacin da pridobiju
novu publiku. Porde Padejski, nekadasnji Sef Centra za istrazivacko novi-
narstvo Nezavisnog udruzenja novinara Srbije, rekao je jo$ 2010. godine
da Internet u Srbiji “tezi da postane glavni izvor informisanja, $to uti¢e na
tradicionalne medije, posebno $tampane, kada je re¢ o tirazu i prihodima
od oglasavanja”*. Padejski je tada dodao i da oko cetvrtine korisnika Inter-
neta u Srbiji gleda veb televiziju, dok oko 42 odsto njih ¢ita dnevnu $tampu
na Internetu. Sto se ti¢e $tampanih medija oni su 2010. godine u odnosu
na 2008. godinu zabelezili pad tiraza od 13 do 21 odsto, dok je oglasavanje
opalo za 30 do 50 odsto®.

U istrazivanju predstavljenom 2011. godine i uradenom za Nezavisno
udruzenje novinara Srbije, Padejski je naveo da je te godine pad tiraza pe-
riodi¢ne Stampe bio oko 21 odsto. Takode se navodi da je u istom periodu
broj oglasa u $tampi prosecno bio od 30 do 50 odsto manji nego godinu
dana ranije. Prema podacima iz tog istrazivanja, nesto manje od polovine

27 Mati¢, Veran, ,Konvergencija kao strategija uspeha’, Internet, http://www.media.ba/bs/menadzment-novinarstvo-vezza/konvergenci-
ja-kao-strategija-uspeha, (datum pristupa 10.2.2015).

28 Internet portal dnevnika Danas, http://www.danas.rs/danasrs/drustvo/od_prilagodjavanja_zavisi_buducnost_.55.html?news_id=192342,
Internet, (datum pristupa 10.2.2015).

29 Isto
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gradana Srbije ima rac¢unar, dok 36,7 odsto ima i pristup Internetu na svom
kompjuteru. Od tih ispitanika, koji imaju i ra¢unar i mogucnost pristupa
Internetu, njih 42,1 odsto reklo je da za Citanje Stampe iskljucivo koristi
Internet. Odgovor Stampe nije trebalo dugo ¢ekati — Internet portal beo-
gradskog dnevnika “Blic” stalno je u vrhu po broju poseta domacih infor-
mativnih portala. Nije se mnogo ¢ekalo ni na odgovor drugih medija.

Veran Mati¢ naveo je da su ga uslovi na medijskom trzi$tu naterali da
razmislja o ekonomicnosti poslovanja, odnosno da sa $to manje izdataka
B92 ostvari §to bolje rezultate. Zbog toga je ta medijska kuca ulozila no-
vac u trogodisnju obuku zaposlenih za rad na multimedijalnim sadrzajima.
“To je u prvom redu bilo promovisanje ideje konvergencije medija kojima
smo operisali: radija, televizije i weba. Na to smo nadovezali organizaciju
kroz “super-desk” tj. organizaciju koja je zahtevala od svakog novinara da
radi za sve platforme kojima B92 raspolaze: radio, televiziju, wap, teletekst,
web, podcast... “Za mene je izuzetno vazna bila sinergija svih ovih medija.
Uvek sam ih video kao celinu, a ne kao pojedinacne elemente, kao $to su ih,
verovatno, videli ljudi koji su radili u pojedinim medijima”, naveo je Mati¢®.

U izvestaju Fonda za otvoreno drustvo “Mapiranje digitalnih medija u
Srbiji” za 2011. godinu navodi se da se Internet, kao mesto za politicki i svaki
drugi aktivizam, “Siri velikom brzinom i da postaje od sve veceg znacaja i
za informisanje gradana. “Internet je takode doveo do porasta razlicitosti
i pluralizma glasova u politickom zivotu drustva. Drustveni mediji su
popularni i sve vise se koriste od strane medija kao sredstva za prenosenje
sadrzaja i marketing. Medutim, digitalizacija je donela novinarima vise
posla, jer medijske kuce zbog finansijskih problema otpustaju zaposlene.
Pored toga, mediji su morali i da povecaju proizvodnju sadrzaja kako bi
odgovorili na sve ve¢u potraznju za informacijama. Ovakvi pritisci su doveli
do efekta nazvanog “Gugl novinarstvo” — trend da se sadrzaji sa Interneta
recikliraju velikom brzinom i prikazuju kao medijski proizvodi”, navodi se
u izvestaju’’.

30 Mati¢, ,Konvergencija kao strategija uspeha‘.

31 Fond za otvoreno drustvo, , Mapiranje digitalnih medija u Srbiji‘, Internet, http://www.opensocietyfoundations.org/sites/default/files/map-
ping-digital-media-serbia-sr-20140401_0.pdf, (datum pristupa 11.2.2015).
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Zakljucak

U medijskoj sferi danasnjice najveci porast broja konzumenata, ali i
prihoda od marketinga ostvaruju digitalni, takozvani novi mediji, pre sve-
ga Internet portali. Uzdrmani ekonomskom krizom i seobom publike na
drugacije platforme, tradicionalni mediji pokusavaju da odrze korak u bici
na medijskom trzistu. Posebno je ugrozena $tampa koja belezi najveci pad
broja konzumenata i prihoda od reklama. Zbog toga, veliki broj tradicio-
nalnih medija pokusava da svoj sadrzaj dostavi publici na $to ve¢em broju
platformi jer se i publika sve viSe seli na Internet, prima vesti preko mobil-
nih telefona ili ih vidi na dru$tvenim mrezama, za pristup informativnim
sadrzajima koristi tablete, sve usavrsenije gadzete.

U takvim uslovima konvergencija, isporucivanje sadrzaja na sto
vise platformi, postaje i ekonomski vazan potez, ali i uslov za opstanak na
medijskoj sceni. Takav proces donosi i velike promene unutar redakcije, jer
pojedini novinari postaju tehnologki visak, dok su ostali prinudeni da za
isti novac rade posao koji su radile otpustene kolege. Takode, sada su novi-
nari u obavezi i da se posvete radu na viSe platformi $to, prema tvrdnjama
izvestaca, moze da znacii povr$nost u radu. No, za vlasnike medija, konver-
gencija je pored ulaganja u tehnoloske promene i obuku zaposlenih, nacin
da se dode do nove publike i novih izvora prihoda.

Konvergencija je, takode, proces koji se ne moze posmatrati odvo-
jeno od publike jer sada i ona snazno pocinje da utice na medijske sadrzaje.
Preko drustvenih mreza publika je u stanju da iskaze $ta misli o odredenim
medijskim sadrzajima, ali i da saopsti u kom pravcu Zeli da se izvestavanje
dalje odvija. Pored toga, Internet je oznacio i mogucnost da gradani sami
na mrezu postavljaju dokumenta ili druge sadrzaje koji mogu da pokrenu ili
pomognu novinarsko istrazivanje. U takvim uslovima, konvergencija moze
da bude i pitanje opstanka pojedinih medija, pre svega Stampanih glasila
koja su ve¢ pretrpela $tetu zbog dominacije Interneta. Takvu ocenu iznosi
i Dejvid Bruer koji medijima savetuje da pre svega ostanu verni izvornim
nacelima - objavljivanju nepristrasnih i ta¢nih informacija. “Ali, pored toga,
zarad opstanka na trzistu, mediji ¢e morati da nauce da svoje informacije
objave na svakoj platformi ili spravi za kojom posegnu konzumenti Zeljni
informacija’, rekao je Bruer. Budu¢i da se digitalizacija medija ubrzano nas-
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tavlja, kao i da se drasti¢cno menjaju navike i potrebe konzumenata, izvesno
je da ¢e konvergencija u medijima znaciti vazan put ka poslovnom uspehu
ili, ta¢nije receno, opstanku medijskih kuca.
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and imaginary escape or release from the constraints of embodiment via fantastic
re-shapings, transformations or hybridisations, in Serbian horror films there
is no transgression nor transformation - corporality seems inescapable while
characters are constrained and doomed in vicious circles of repetition.

More specifically: sexuality leads to damnation or is damnation itself in
Dijordje Kadijevi¢'s The She-Butterfly (Leptirica, 1973) and A Holy Place (Sveto
mesto, 1990); there is no escape from the body and the autopsy, with which the film
ends, reduces its protagonist to dead meat in GASP! aka The Backbone (Kicma,
Vlatko Gili¢, 1975); Variola Vera (Goran Markovic, 1982) uses the smallpox
disease as a metaphor for the unhealthy system of the socialist Yugoslavia and
sees the virus as eternal, inescapable, constantly mutating; in The Life and Death
of a Porno Gang (Zivot i smrt porno bande, Mladen Djordjevi¢, 2009) there is
no possibility for real, lasting emancipation: transgressive individualists' bodies
are sold for fun and profit; finally, A Serbian Film (Srpski film, Srdjan Spasojevic,
2010) presents its characters as literally and metaphorically raped from birth; it

Kontakt sa autorom: dejan@rue—morgue.com
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depicts body as a pleasure dome, as Hell, and as a weapon which is, ultimately,
self-destructive. Close reading and motif analysis of representative Serbian
horrors prove that the bleakness in them is more than a mere genre trope: the
darkness in these films is rooted in a cultural and spiritual crisis which is not
alleviated by the change of system (from socialist to neo-liberal capitalist state)
but is even more pronounced.

Keywords: Serbia, horror, film, body, sex, disease, metaphor, transgression,
transcendence, pessimism

Before investigating representation of the body in Serbian horror films,
it should be pointed out that the notion of genre cinema in a country whose
cultural and production context is vastly different from that in the Western
Europe or USA may present problems if taken without some precaution.
First of all, this paper shares the assumption "that genre is a categorizing
tool emerging from historically shifting accretions of discourses; while
texts may contain qualities which are associated with certain genres, a film's
reception through culturally situated discourse primarily determines its
generic status” (Church 2015, 75). This categorizing tool can be helpful for
new researches, but it should be stressed that it was mostly not used when
the films to be discussed below were originally released. In other words,
films selected for this analysis made during Yugoslavia were rarely, if ever,
advertised or discussed as horror films.

This is not an exception particular only for Serbian cinema, but can
be found in other Eastern European countries as well, where production
and reception are dictated by different cultural context than the Western
one, which birthed genre cinema. For example, the editors of European
Nightmares remind the reader that "Taxidermia itself was described by
Channel 4 as 'horror' for its UK screening, but is not referred to as a horror
film anywhere on its own website, or in Hungarian reviews. The grotesque
and surrealist aesthetics which characterize Taxidermia locate the text
firmly against a background of high art rather than the popular/trash
culture usually associated with horror" (Allmer, Brick and Huxley 2012,
222). Christina Stojanova, in the same anthology, addresses this issue when
she says: "Due to the traditionally uneasy relations of Eastern European
cinema with genres and entertainment, and because of the specificity of its
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perception of horror, predicated on over-investment in Hegelian rationality
- 'What is real is rational, but not everything that is rational is real' - the
paradigmatic darkness, mystery and violence of the horror genre has
migrated to the experimental and art cinema" (Stojanova 2012, 230).

As argued elsewhere (Ognjanovi¢ 2008, 69), in the days of socialist
Yugoslavia, Serbian filmmakers prevailed in the open application of genre
models in their works in comparison to colleagues from other republics.
However, the dominant Marxist aesthetics and ethics in the best case
underestimated such films or regarded them with contempt, or, in the
worst case, with open animosity. In Tito's Yugoslavia genre was considered
a Western concoction which did not have anything to do with our society of
self-management, the original economic concept of Yugoslavia. One of the
most influential domestic theorists (Severin Frani¢) claimed that genre is
inherently alien to our experience of the world and the values of our society.
In the local setting, according to him, it can only exist as an intruder, as a
foreign body violently incorporated in somebody else's milieu.

This was especially true regarding the beginnings of horror genre
in Yugoslavia, which posed several problems: 1) it did not have a strong
basis in local literary or cinematic tradition; 2) it did not have a significant
popularity among domestic audiences even concerning foreign titles of
this genre; 3) it had a strong ideological stigma (designated as a Western
product improper for local, socialist consumption); and last, but not least:
4) it had a strong aesthetic stigma, since it was perceived inferior, either as
puerile ("boogey tales"), dirty (equated with "pornographic”) or dangerous
("sick, depraved, corrupting”). For these reasons, horror was not welcome
within Yugoslavia's socialist system of values, it was not popular with the
audiences, and ultimately not even with the filmmakers. In the few instances
of what can be retroactively labeled as horror (due to recognizable motifs,
themes and genre rhetoric) the films were neither advertised nor analyzed
as horrors at all. One further reason for this was that local critics mostly
lacked the critical apparatus to approach such works, and this started to
change, slowly, only in the early 1980s.

Because of the above problems attendant to horror films made in Serbia,
a clear division is obvious between those made while Serbia was still a
constituent republic of Yugoslavia (1945-1991) and those made after the
country fell apart in civil wars and Serbia became an independent state. In
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the former, genre was disguised as adaptation of recognized literary classic,
as satire and parable and/or as experimental and art cinema. In the latter
period, younger filmmakers dispensed with the stigma of the genre and
embraced it fully, paying homage to Western European (especially Italian)
and American horrors of their youth while, in some cases, also attempting
to implement the Western tropes into personal stories rooted in the local
tradition.

This introduction regarding the cultural context of Serbian films made
in Yugoslavia and afterwards is important because "body horror" has usually
been theorized with references to Anglo-American cinema, where horror
was famously labeled by Linda Williams as one of the "body genres", together
with pornography and melodrama: "The body spectacle is featured most
sensationally in pornography's portrayal of orgasm, in horror's portrayal of
violence and terror, and in melodrama's portrayal of weeping" (Williams 1995,
142). For Williams, horror is defined as one of those "genres whose nonlinear
spectacles have centered more directly upon the gross display of the human
body" (Williams 1995, 142). Those films "privilege the sensational” and deal
with "the spectacle of a body caught in the grips of intense sensation or
emotion" (Williams 1995, 142). Williams's definitions, however, were largely
based on then-popular slasher films, with the unfortunate result that they
equate the rich variety of horror genre with only one of its recent subgenres.
As such, they can be helpful for understanding those horror films which tend
towards slasher, but significant modifications are required for older films
belonging to a different aesthetic background which is very distant from
sensationalism and spectacle in presentation of the body.

The tradition of films made in Serbia which can be construed as horror isa
relatively recent phenomenon (the first genre titleisa TV film from 1973), and
while its numbers are still slim, fewer than twenty, the accomplishments of the
most significant films are surprisingly stellar within such an undernourished
context. Not numerous, but still important, these films have been made
by some of the most recognized Serbian directors like Djordje Kadijevié,
Slobodan Sijan, Goran Markovi¢, and are among the most successful, talked-
about and analyzed recent Serbian titles even abroad (especially A Serbian
Film and The Life and Death of a Porno Gang). In all of them, as befits the
genre, presentation of the body offers a fresh perspective from which they can
be (re)evaluated.
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Sex equals Death

It is almost a truism to claim that "gothic is also inherently somatic and
corporeal” (Reyes2014,2). Numerousscholarsagree that "horrorisessentially
bio-horror and involves the tenuous negotiations between rationality and a
looming biological plenum that defies rational mapping" (Morgan 2002, 3).
Yet, the implications arising from this basis are not inevitably the same.
Existing in the body and nothing but the body is seen by many as a cause
for pessimism, since the body is denied that which is seemingly reserved
only for the soul - transcendence. Jack Morgan, for example, says that
horror genre, by its very nature, favours sinister elements antagonistic to
ideas of rebirth and renewal (expect in their horrific, perverted, fantastic
shapes): "Horror, despite its often obscene depravity, is driven by an anti-
erotic, and fertility-adversarial perspective. Though the Dark Romantic
impulse shares the broader Romantic concern with physicality, it is with the
menacing aspects of physicality” (Morgan 2002, 8-9). Corporeality as such,
devoid of spirituality, seems to spell doom, and the same, apparently, goes
for the genre which is so deeply rooted in the somatic: "Horror and comedy
both thus situate us in physicalness," he argues, "tracking adventures in the
mysterious, contingent, organic scheme. Rather than on fertility, however,
horror centers upon withering; rather than on renewal, it focuses on
degeneration; rather than on an intrepid human vitality, it centers upon the
eminently assailable human body and the deep-rooted anxieties it situates”
(Morgan 2002, 85-6).

Other scholars and artists, however, see a positive potential in the body
itself and in the genre dealing with its various aspects. "Body gothic positions
the body at the centre of the experience of horror even if, in some cases, its
destruction and mutilation may provide for temporary and imaginary escape
or release from the constraints of embodiment via fantastic reshapings,
transformations or hybridizations" (Reyes 2014, 16). Opposed to this is
slasher, an inherently nihilistic subgenre of horror, because body in it is
reduced to meat and gore; Reyes, however, stresses the fantastic elements
in other subgenres which offer new fictional possibilities for reshaping and
transforming the mortal, transient flesh. A similar attitude is found in one
of the most prominent practitioners of "body horror", David Cronenberg:

I don't think that the flesh is necessarily treacherous, evil, bad. It is

HUMANISTIKA - Vol. 1.Broj 1 - Mart 2017. 53



No Escape from the Body: Bleak Landscapes of Serbian horror film Dejan Ognjanovi¢

cantankerous, and it is independent. The idea of independence is the key.
It really is like colonialism. The colonies suddenly decide that they can and
should exist with their own personality and should detach from the control
of the mother country. At first the colony is perceived as being treacherous.
It's a betrayal. Ultimately, it can be seen as the separation of a partner that
could be very valuable as an equal rather than as something you dominate. I
think that the flesh in my films is like that." (Cronenberg in Rodley 1997, 80)

Others disagreed and saw Cronenberg's portrayal of flesh, body and
sexuality as "reactionary”, "premised and motivated by sexual disgust"
(Wood 1979, 24). Such differences between pessimistic and optimistic
interpretations are probably inevitable regarding a topic of such vast
potentials as the body. In any case, such views exemplify the richness of
horror genre and its ability to be situated in opposing parts of the ideological
spectrum. However, when one takes a look away from the richness of
Western horror cinema and into the limited sample of Serbian horror films,
using the body as a magnifying glass, one sees only the bleakness, pessimism
and despair. In Serbian horror sex equals wounds, the disease is incurable,
people are trapped in vicious circles of repetition, there is no chance for
transcendence, no escape from the body's prison, and suicide, madness and
death seem inevitable.

Djordje Kadijevi¢ pioneered horror at a time inimical to it, under
the guise of literary adaptations made for TV, although with expressive
cinematic style in accordance with his previous feature films. The series of
four films, three of which he directed, waslabeled, after Poe, "Tales of mystery
and imagination". To this day Kadijevi¢ renounces the label "horror" (e.g.
during his public master class at the Grossmann film festival in Ljutomer,
Slovenia, in July 2014), equating it with American slasher which he sees as
unambigous and commercial, and preferrs the term "dark fantasy" which
he equates with European, non-commercial, authorial cinema. Under any
label, those films use obvious themes and motifs of horror such as vampire
in The She-Butterfly (Leptirica, Djordje Kadijevi¢, 1973), demonic femme
fatale in The She-Butterfly, The Maidenly Music (Devicanska svirka, Djordje
Kadijevi¢, 1973), and A Holy Place (Sveto mesto, Djordje Kadijevi¢, 1990),
gothic castle and skeletons in The Maidenly Music, a mysterious stranger
of otherworldly origin in The Protected One (Sticenik, Djordje Kadijevi,
1973) and witches, hags, the living dead etc. in A Holy Place. All of them
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contain serious, brooding tone (with a slight exception in deceptively semi-
comedic The She-Butterfly) and numerous scenes directed with a clear aim
at creating suspense and fear.

Three out of four films directed by Kadijevi¢ feature the central motif of
a femme fatale: a virginal girl is transformed into a vicious vampire in The
She-Butterfly, a sadistic seductress kills her lovers in The Maidenly Music,
and a sexy living dead witch seduces a theology student in A Holy Place.
Eroticism and death are interlinked in a manner more typical for German
and Anglo-American romanticism and gothicism than it is for Serbian
literary or cinematic tradition. There is a telling scene in this author's first
and best known foray into the "dark fantastic", The She-Butterfly: after a
local vampire, Sava Savanovi¢, has been dispatched in the prescribed
manner, with a stake through the coffin, there is a wedding ceremony
for the young hero (Petar Bozovi¢) and his bride (Mirjana Nikoli¢). But,
on the night preceding the official wedding in the church, the impatient
groom sneaks into the bride's room. He caresses the sleeping girl's body and
unbuttons her night-shirt — only to reveal a gaping bloody wound on her
belly. It transpires that a butterfly carrying the vampire's soul (in accordance
with Serbian folklore) had escaped during his execution and possessed the
"innocent" young girl. The wound on her belly comes from the stake driven
through Sava's coffin.

This image is shocking on several levels. First of all, it is a surprising
twist nonexistent in the film's literary basis (the 1880 story "After Ninety
Years" by Milovan Glisi¢), and therefore not even the viewers familiar with
the story could have anticipated it; second, it comes at the very end, after
the monster has been defeated, at a time (1973) when "one last shock" twist
endings were not prevalent even in the world cinema, not to speak of a
Serbian film coming practically out of nowhere, with no previous genre
tradition; third, the relatively light tone of the film and the humour of the
preceding wedding scenes created a quite different "horizon of expectations";
fourth, explicit scenes of gore and body damage were scarce in Serbian films
of the time (found, rarely, only in war movies), and were nonexistent (and
therefore unexpected) in TV films of early 1970s; fifth, nothing in the film
had prepared the viewer for the girl's transformation into a vampire (except
two ambiguous scenes which gain weight only in retrospect, i.e. upon
second viewing), especially since everyone in Serbia is familiar with the
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legend of Sava Savanovi¢, a decidedly male vampire within a culture which
has no significant female vampires; sixth and final, no one expects a wound
where a vagina should be. And yet, in a male subconscious, according to
Freud, that is exactly what vagina is: a gaping wound, an absence carrying
a trace of castration. This is especially true in the context of a scene which
apparently leads to deflowering of a virgin, an act usually accompanied with
a blood flow from vagina.

In western horror film such explicit scenes are usually, as in Linda
Williams's definition, linked with sensationalism and spectacle, but in
this instance that may not be the case, or at least not entirely. The She-
Butterfly was made at a time when the state television had only two
channels, governed by relatively non-commercial programs. There was
no competition, commercials were rare, and sensationalism of any kind
had no place there. Therefore, it was not necessary to lure the audiences
with cheap tricks because the viewers had no other channels to turn to.
The motivation for this explicit body horror image is elsewhere. The gory
wound under the attractive girl's shirt is an archetypal image, not only for
many a male's psyche, but is also emblematic for this director, in whose
work sensuality is usually linked with suffering and death. Revelation of
the wound is followed by the bride's growing of big teeth and facial hair
(in Serbian mythology vampires and werewolves are often synonymous),
after which transformation she jumps on the groom's back and rides him,
literally, to exhaustion and death, like a mora, a being from Serbian folklore
with attributes of a disease, nightmare and a witch.

Another Kadijevi¢'s film, from the same cycle, The Maidenly Music,
concludes with a discovery that the music surrounding an isolated castle is
actually created by the feet of skeletons hung up and moving slowly in the
wind over a harpsichord in the attic. Those skeletons belong to previous
lovers of Sybilla (Olivera Vuco, a Serbian sex-symbol of the time).

A Holy Place, a much later film, contains numerous scenes of sexual
dread, most archetypal of which depicts a willful and sadistic landowner's
daughter, Katarina (Branka Puji¢), literally jumping and treading upon
a servant's genitals. After her death she comes back to haunt the young
theology student forced to spend three nights reading psalms next to her
coffin in a lonely church, eventually riding him like a mora, both in the
shape of a maiden (Puji¢) and a hag (Mira Banjac). This film was based
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on Nikolai Gogol's story "Viy", but typical for Kadijevi¢, it is a very free
adaptation, and almost all elaborations of sexual dread are original to his
script.

As can be seen, the female body in Kadijevi¢'s films is portrayed as
desirableand seductive, butalso treacherous, asit can easilyand unexpectedly
transform into something repulsive and destructive. It is malleable, but only
for the worse: the erotic easily turns into the repulsive in The She-Butterfly
(vagina = wound), the feminine turns into masculine (growth of hair on the
maiden's cheeks), the human into monstrous. A large part of the monstrosity
is contained in the gender role reversal: a supposedly passive girl becomes
aggressively active, literally riding her groom, instead vice versa (according
to the patriarchal expectations of what a wedding night should look like).
Female sexuality is depicted as threatening, leading to destruction (male
lovers turned into skeletons in The Maidenly Music) and so powerful that
not even death can contain it (the revenant witch in A Holy Place). While
in the latter film female body's transformations can be seen as liberating
from the patriarchal constraints, they are depicted with unrelenting horror
and negativity. Within this director's poetics, rare instances of explicit body
imagery (gaping wounds, skeletons, etc.) are used in order to underscore a
consistent worldview which is, at least partially, informed by the junction of
Eros and Thanatos, and the prevalence of death principle.

Diseased body politic

Just like Kadijevi¢, Goran Markovi¢ is another classical, canonical Ser-
bian director (although of a younger generation) whose major films were
made, recognized and awarded in the time of Yugoslavia. The dominant
theme of his opus is the effect of socialism on common people's souls; his
common approach is a satire, while his mise en scene usually has to do with
an isolated group as a microcosm which reflects ills of the society. Fantasy
and horror are strongly present in three of his films: Variola Vera (, 1982),
a mixture of horror and disaster film, Déja vu (aka Reflections, , 1987), a
political psycho-slasher, and The Meeting Centre (Sabirni centar, 1989), a
fantasy black comedy about a group of people who come back from the
dead only to encounter the betrayal of their neighbors and relatives.

Variola Vera is especially potent in its use of a real event for purposes
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of a political parable by appropriating elements of body horror. Its starting
point is an incident which took place in Belgrade and several other places
in Serbia in 1972, when a Muslim pilgrim from Kosovo brought smallpox
from the Middle East and inadvertently created a small epidemic because
the symptoms of this disease had not been instantly recognized. Markovi¢'s
film is confined to a small Belgrade hospital turned into quarantine, and
this setting becomes a microcosm which reflects the ills of the macrocosm,
i.e. the soulless, bureaucratic, incompetent socialist system.

Markovi¢ uses the disease as a metaphor: it provides a distorted mirror
for an unhealthy system. He does not shy away from the gruesome imagery
of smallpox: ulcers, scabs, pus, blood-vomiting, etc. but, more importantly,
the body horror of the disease is used to tell the story and enliven it through
constant suspense, fear and occasional shock. Besides the sinister prologue
in the Middle East, two horror scenes stand out. Redzepi, the Albanian
“"typhoid Mary", runs from his bed, tormented by pains, while Dr. Gruji¢
(Rade Serbedzija) follows his trail of blood through the half-darkened
hospital corridors. They lead him to the attic stairway;, its far end shrouded
in darkness. Delirious, Redzepi leaps screaming from the blackness straight
into the doctor's lap, his bloodied mouth leaving a red mark on the white
coat. The handheld camera and very few cuts enhance the scene, so that the
viewer "runs” together with the doctor until virtually being thrown into the
arms of the man covered in bloody boils.

In another horror scene, a female hospital worker is looking for a
colleague, the missing handyman. She goes to the boiler room, unaware
that the man is infected, when the light bulb burns out. She uses matches
to make her way towards an indistinct mumbling, which brings her to a
shocking encounter with his bloodied face. Markovi¢ manipulates the
audience's emotions by using the subjective camera in an environment
which provides a minimum of visual information. Suspense is accentuated
by the context, i.e. the reality and physicality of the threat, with the release
in shock: a sudden appearance of a screaming, pox-marked face.

It should be noted that in Variola Vera obvious horror scenes are
not numerous: the stress is on the human drama and political allegory.
However, what the film lacks in sheer number of horror scenes, it more than
makes up for in the dense atmosphere of the quarantine claustrophobia and
the sense of doom hanging over the entrapped characters. It is strengthened

58 HUMANISTIKA - Vol. 1.Broj 1 - Mart 2017.

Dejan Ognjanovi¢ No Escape from the Body: Bleak Landscapes of Serbian horror film

through the imagery of scary men in white protective suits and corpses of
the deceased, wrapped in sheets soaked with disinfectant, to be sealed in
metal caskets. In its uncompromising portrayal of the disease's advance and
the disposal of its victims, Variola Vera occasionally reaches the levels of
political satire in the harrowing Mexican disaster-horror film The Year of
the Plague (El ano de la peste, 1978, by Felipe Cazals). It is interesting to
note that in a cinema lacking experienced technicians for elaborate make-
up effects, the appropriately gruesome ravages of smallpox were designed
by a professor from the Medicine Faculty (Ognjanovi¢ 2007, 80).

The film's final image, in which the rising politician innocently and
unwittingly holds the smallpox-infected flute at the press conference, is a
powerful allegory of the "disease” which only changes its appearance but
not destructiveness. It shows where the real and more corrosive disease
hides, its virus seemingly indestructible, leaping from one victim to the
next. The gloomy "disease theme" by Zoran Simjanovi¢ stresses the grim
future in store for the people with such politicians in power.

The theme of the vicious cycle of evil, constantly perpetuating itself in
ever-widening circles, is present in his other horror, Déja vu, where the
victims of yesteryear seem destined to grow into the tormentors of today,
in turn guaranteeing the transformation of their own victims into the
evildoers of tomorrow. The wrongs are never really balanced or corrected,
only enriched with new injustices and new victims. Everything remains the
same, as if 'already seen': only the protagonists are different.

A similar sense of despair permeates Vlatko Gili¢'s The Backbone, aka
GASP! (Ki¢ma, 1975) which could be called the first Serbian existentialist
horror film. For reasons discussed above, one should be careful in using
the "horror" label in the context of Serbian filmmaking. Still, in spite of
The Backbone's obvious artistic ambitions and veiled metaphors, in spite of
the slow rhythm, its lack of sensational set-pieces and overall strangeness,
the film is unlike anything preceding it in the Yugoslav cinema and is
largely informed by the body horror imagery. It boasts grimness verging
on nihilism, and bears a resemblance in tone to David Cronenberg's early
work, especially Shivers (released the same year), but without the elements
of exploitation that made Cronenberg's "body horror" films commercial.

Backbone deals with air pollution in Belgrade's new high-rise block
and its effect on the tenants. Dragan Nikoli¢ plays Pavle, a doctor who
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works in the city morgue. He is intrigued by the wave of suicides in the
neighborhood affected by the pollution, and starts investigating on his own.
He discovers that the sickly-sweet, yellowish haze originates in the nearby
surreal, almost gothic crematorium. He wanders among the disaffected
people, and - unable to do anything about their (and his own) condition
- eventually commits a suicide by surgically draining his blood into a glass
vessel (shown in excruciating and explicit detail). The film ends with his
own autopsy, with images of his heart and lungs weighed on the scales
and his brain dissected. Backbone depicts people (and society) who lack a
backbone to hold the organism together: there is no hint of human feeling
among the alienated, selfish and aimless characters, nor is there any sign of
ideology or spirituality to provide a unifying factor. People are reduced to
mechanical biological organisms which live and die with no purpose. The
autopsy which concludes the film shows the protagonist as only so much
dead flesh.

Again, such imagery is not motivated by sensation and spectacle
of commercial cinema, but by the author's need to express disgust and
despair with the hopeless position of an individual in his society. The film
can be seen as an allegory of a repressive system, or as a metaphor of the
human condition outside of any political context. The director is distanced
from obvious political symbolism, and the surreal atmosphere of his film
implies an amorphous threat, with the horror internalized and released
only through a suicide. The feeling of despair is undeniable, however, but
it remains unclear whether the breakdown of humanity originates in the
unhealthy political system or in our very biological foundations (frail and
volatile as they are) - or, perhaps, in both.

The Body Prison

A Serbian Film (Srpski film, Srdjan Spasojevi¢, 2010) is unique
among the domestic titles, and has very few contenders in the world cinema
for the title of the most despairing and nihilistic film ever made. Its plot is
activated by the motif of escape: an ex-porn star wants desperately to escape
the impending poverty of Serbia, desiring a solid bourgeois existence for
his wife and small son which, he believes, awaits him in the prosperous
West. For this reason he accepts a shady deal for one last job and only too
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late discovers that it involves pedophilia and snuff. His intended means of
escape eventually becomes something to escape from, but as the film insists
— there is no escape.

The whole film is an extended metaphor for how its authors -
screenwriter Aleksandar Radivojevi¢ and co-writer and director Srdjan
Spasojevi¢ - perceive life in Serbia today. The country is depicted as an
oppressive, claustrophobic prison in which one is doomed from birth and
hope is lost for those who remain there.

Our film treats violence as a way of communicating rage. We are
trying through A Serbian Film to communicate our own rage and our
own frustration. So it is neither historical nor is it ‘fun violence’ that we
are dealing with, but something else. Violence is here merely a tool and
it is an unusual, rare way of using horror and porn film-genre clichés to
communicate something that is profoundly personal and therefore hard
to express under the best of circumstances because it is rather abstract.
(Radivojevi¢ in Radovi¢ 2015, 9)

The central image on which the film's idea hinges belongs to the
notorious "newborn porn" scene in which a muscled man literally rapes a
newborn baby girl while its mother smiles in approval. This scene, situated
around the film's middle, depicts a subgenre of pornography which, luckily,
does not exist; its shockingly unpleasant innovation, however, much to
the complaints of the appalled viewers, is not there merely to exploit the
spectacle and controversy (although there is that, as well). The "newborn
porn" is motivated by the authors' idea, consistently embodied throughout,
and made explicit in this scene, that in Serbia one is raped from birth. "The
murder of the youth in this country. That was the point. We were trying to
show the idea in the flesh, in the explicit terms of the skin flick, something
politically threatening. To cinematically reshape our reality by treating
it as violent pornography, because that's what it's actually turned into"
(Radivojevi¢ in Radovi¢ 2015, 9). Therefore a tagline "Not all stories have a
happy ending" to a film titled A Serbian Film makes a perfect sense.

It also makes sense that the film's ideological aspect is so dependent
on the body imagery, uniting as it does the worlds of sex (pornography)
and death (horror / snuff). Body is initially seen as a pleasure dome, a sex
machine, a wonderful, fetishized tool. Here is the praise from the shady
producer, Vukmir (Sergej Trifunovi¢) to the porn star brought from

HUMANISTIKA - Vol. 1.Broj 1 - Mart 2017. 61



No Escape from the Body: Bleak Landscapes of Serbian horror film Dejan Ognjanovi¢

retirement, Milo$ (Srdjan Todorovi¢): "Right hand is the sex centre in
any man. It's a direct line between your brain and cock. Ever since your
childhood. Your hand is special, for it has jerked such a special cock. Milos,
it's an honor to shake a hand to such an artist of fuck.” Yet, this tool can
be easily switched from pleasure to pain, as evidenced by plentiful tearing
and bleeding shown in the film, by far the goriest among Serbian horrors.
Unlike his older predecessors like Kadijevi¢, Markovi¢, Gili¢ etc. the angry
young debutant, Srdjan Spasojevi¢, does not aim for respectability or high
art: he is not ashamed to admit and incorporate influences from American
genre cinema. However, both authors stress that genre references are not
there merely as homage, for commercial reasons (as could be claimed for the
B-movie horrors of Milan Todorovi¢, Zone of the Dead /2009/ and Mamula /
aka Nymph, 2014/), but are intended as tools for personal expression. "While
inspired by those (genre) auteurs, I was trying to formulate a new aesthetic
here. After all, the New World calls for a new breed of genre cinema — we
can call it 'Metasploitation." Genre films more openly dealing with a new
reality through fiction in an unexpectedly blunt manner” (Radivojevi¢ in
Radovi¢ 2015, 9).

The excess of imagery related to body's damage is fuelled by the authors'
anger and dismay, and is mostly of a sexual nature. A woman has her
teeth pulled out and is then raped in the mouth until she chokes on her
own blood. Another woman is drugged by a strong aphrodisiac so that
she violates herself with an iron bar and dies of bleeding from a vagina.
Yet another woman is gorily decapitated while handcuffed to the bed and
raped from behind. An eyeless man is raped through his empty eye socket.
Tellingly, in all these instances, rape and murder are equated, implying that
in Serbia as its authors see it, one is not merely killed, but is at the same time
also humiliated, dehumanized and violated by the system.

The body, as presented in A Serbian Film, is a tool, a commodity to
be bought and sold, a fetish, a weapon even (e.g. the penis through the eye-
socket scene), but ultimately it is a prison. The fleeting joy leads to ultimate
perdition and destruction. Milos tries to control the flesh, i.e. his penis
(e.g. in an early scene of preparation for the job in which he commands
his erection), but ends up being the controlled one: injected with an
aphrodisiac for bulls, he becomes a puppet, a sex-zombie ruled by the
shady masterminds into murder, mayhem and rape of his own family (he
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is tricked into unwittingly raping his own son). After the total humiliation
the survivors are too devastated to live; they have nowhere to go but to self-
destruction, i.e. suicide. In the final blackly ironic twist, even their dead
bodies cannot rest in peace: their still warm corpses will be raped again, in
front of the cameras, for fun and profit. Raped at birth, they are also raped
in death and the cycle of abuse and humiliation is never-ending.

Similarly bleak conclusions haunt The Life and Death of a Porno Gang
(Zivot i smrt porno bande, Mladen Djordjevié, 2009), an unusual mixture
of road-movie, black comedy and splatter horror. A Serbian Film's writer,
Aleksandar Radivojevi¢, said at a panel after the film's Serbian premiere
at Novi Sad's "Cinema City" festival, that his film is a horror in which the
monster is — Serbia itself; the same could be said for Djordjevi¢'s film as well.
It deals with an ensemble of outsiders (junkies, homosexuals, transvestites,
porn actors) traveling rural parts of Serbia with their Porn-Cabaret. Sex sells
badly, however, so they are lured by a shady German investor into making
snuft films, but with a peculiar Serbian twist: unlike American horrors, in
which unwilling "actors” fight with all their might to escape the clutches of
insane directors, here the victims are coming voluntarily. In an environment
where all hope is abandoned a new set of outsiders appears — those willing
to sacrifice themselves in order to sustain their otherwise destitute families.
A lot of blood is shed in a very convincing (but staged) scene of animal
violence, and there is also a gruesome use of razor on one's own torso and
neck, plus sledge-hammer to the head and a decapitation with a chainsaw,
an explicit throat cutting, together with some more conventional, but quite
gory gunshot wounds.

Again, like in A Serbian Film, the spectacle of a violated body is not there
for the sake of exploitation but is an expression of anger and frustration: "The
explicit imagery for me is more than just shock," says Mladen Djordjevi¢.
"Ultimately, shock is not particularly interesting to me. This violence in the
film expresses a destructive attitude towards reality: I wanted the explicitness
to be taken so far as to destroy the reality, the next step is just to make the
celluloid burn. I'm interested to deepen the violence and destruction until
there is a light at the end of the tunnel" (Djordjevi¢ in Ognjanovi¢ 2010, 19).

No light can be seen at the end of The Life and Death of a Porno
Gang: pornography and snuft are metaphors for violations and abuse in a
world in which bodies are sold and destroyed mercilessly and there seems
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to be no escape from that. The colourful outsiders of this film, with their
unorthodox bodies, make-up and dress, are emancipated only for death.
They are raped (in one scene the angry villagers gang-rape the entire "Porn
gang"), persecuted, killed or driven to suicide until in the end only the
idealistic film director (Mihajlo Jovanovi¢) and his girlfriend remain. Seeing
no perspective for themselves, they commit a group suicide, slashing their
veins together at an archeological site which connects Serbia to its distant
past. Future, however, seems inconceivable.

Conclusion: No Escape from this Skin

There is a Serbian saying: "Iz ove se koze ne moze" ("You can't
escape from your own skin"). The films analyzed above seem to present
a bleak, hopeless worldview which illustrates that. In this regard, some
similarities can be found with other Eastern European subgenres, such as
the miserabilism of the so called "cinema of damnation" (McKibbin 2005),
commonly associated with the films of Béla Tarr, or the Russian "chernukha"
films of post-socialist despair from the late 1980s and throughout
1990s. However, Serbian horror films cannot be related to those, except
superficially, for several reasons. First of all, they span a larger time-frame,
beginning in the early 1970s, and therefore cannot be related to the post-
socialist despair since some of them have been made while the socialist
system was in full power. The newer ones, on the other hand, belong to
the times of "transition" between the defunct socialism and the emerging,
ideals-shattering capitalism, whose once-promising prospects have been
revealed as driven by the need for cheap labor and new markets instead of
by human rights and democracy. Second, since Serbian horror films have
been largely devoid of commercial prospects, they were mostly driven by
strong authorial poetics of the individuals who made them. Some of those
can be construed as pessimist (e.g. Kadijevi¢ and Gili¢), while authors like
Markovi¢ are better described as deeply critical of the system(s) and human
fallacies, but not really pessimist regarding human potentials for change and
betterment on individual and societal scale. The hopelessness of most recent
Serbian horror films seems to be the result of their authors' realization that
the changes of regimes, from Tito's to Milogevic's to allegedly democratic
ones, did not bring any betterment. Quite the opposite. In this regard, Milos,
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the protagonist of A Serbian Film, is a highly emblematic character:

He is in a way like a metaphorical stand-in for the country of Serbia
— humiliatingly impoverished and easily manipulated by the powers that be
(the European Union) and the people (politicians) in charge... He is drugged,
molested, raped and so on. And that is precisely what happens with some
of the employees here who work in the private sector, with marketing or
virtually any job you can get. This is a film about the neo-sociopolitical
industry in which any kind of monetary exchange or any kind of emotional
exchange comes off as porn. (Radivojevi¢ in Radovi¢ 2015, 13)

The body, in this context, is seen mostly as passive, a puppet, easily
victimized and manipulated. Under the burden of cheerless and unpromising
economic and political reality the young Serbian filmmakers do not have
the relatively optimistic options of, say, Clive Barker's "fantastique" or David
Cronenberg's "new flesh". Settled within rich capitalist societies, authors like
Barker and Cronenberg can afford the relaxed luxury of dreaming up the
transcendent, hopeful new possibilities of the imaginary, half-monstrous,
half-fascinating bodies with their fantastic reshapings, transformations or
hybridisations. In other, less fortunate parts of the world, however, in the
desert of the economically deprived reality, as evidenced by Serbian horror
films, corporeal transgression and transformative acts of the body can
only lead to unhappy endings. The horror genre, in this regard, comes as a
handy tool for expressing collective, national (but also universal) fears, as it
essentially deals with the inversion of the fertility rites and with the victory
of the Waste Land.
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»ONnm je Hawa Heuncra caBect”

Bnapnmnp Konapuh
beorpap

Caxcemax: Y pady ce ucmpasxyjy ecmemuuxe u emuuke UMNAUKAUUje
npobnema npedcmasmwarba Ha Punamy. C 063upom Ha penpooyKmueHy npupooy
punmcke cnuke pasmampa ce moeyhnocm gunama da npedcmasmpa u c6edouu o
»UCIUHUIMO] peanHocmu’; a 002080puU ce mpasice y aymeHmuuHo xpuwhanckom
cxeamarvy nojmosa 00HOCA, ONumerva U IUHHOCHU.

Kmwyune peuu: punm, ecmemuxa, emuxad, iudHocm, xpuuharncmeo, 00HOC,
onuimere.

ToBoputu O PUIMY Kao HEYMCTOj CAaBECTV WM HEYNCTOj CaBeCTU
¢dbuiMa je, HApaBHO, CYMIBUBO. Jep GpUIM He MOXKe IMATy CaBeCT — CaBeCT
Ba/bJia MMa (VI MOXKe MMAT!) CaMo JIMYHOCT,  jOII Marbe MOXKe ,,0UTH"
CaBecCT, jep MMUTame je o Koje Mepe puM yoruite ,,jecte”. Hajsan, caBect
je KaTeropuja Mopaja WM eTUKe, a IOBe3UBambe YMETHOCTY Ca MOPaIoM
U Ca €TUKOM je y [aHallllbe BpeMe U Te KaKO CyYMIbJBO, jep HaM MUpHUIIIe
Ha [[eH3ypy JWIM Ha OBAaKaB JWIVM OHAKaB eCEHIMjaln3aM, IITO Hac Ofomja;
TaKO CMO Hay4eH, IIPeBUIIIe TPy MHOTVX TeHepaliyja YIOXKeHO je 1a HaM
Cce y IIaBy YTYBU OBa O[J00jHOCT IpeMa CIIajalby OHOT IITO je IPOI/IAIleHO
HeCIIOjMBMM Jia OMCMO je ce caji TaKo JIaKO Ofjpeky, cMarpajyhu jma 6u ce
TUMe ofipeKku cnobone. Magia, na nu je mpo6reM Win jesaH oy mpobaema
JlaHAIllbe YMETHOCTY VIV TyMaderha YMETHOCTH YIIPaBO y CBAKOBPCHOM
OfpMIIaBby, IIa U Y OfpULAEbY Off YMETHOCTM CaMe, VIV Makap Off IlojMa
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»~DUNM je Hawa HeuncTa caBecT” Bnagumup Konapuh

ymeTtHOCT? M1 XxoheMo f1a HeMaMo 1ojMa, ¥ TO BUAVMO Kao crnobopny. I1a
fia 7 je cBe OaI Tako?

[la, Hallle MUIII/bebE je Kao U Hallla ,er3UCTeHIuja“ y cBe je Behoj mepu
OfipMIIaEbe, A/l aKO Ce OfPMYEMO, MU Ce OfpUYeMO yTeMe/berha, a He CBOTa
»ja‘, CBOje IleHTpaIHe O3MIINje y KOCMOCY, CBOje BJTACTI I CBOTA CBE3HAhA —
TOje ,CTPAcT  Hac JaHAIIbMX. A OIIeT, KAKO CaM Yy IPeTXOTHOM pajy IOKa3ao
(Komapuh, 2014), cTpacT, kao eTnyky mmpo6semM’, yrpaso je Haur npobiem
ca GuiIMOM, ca CIMKOM, ca PUIMCKOM CIVIKOM M Ca IpefcTaBbameM. VI
YIIpaBO CaM Yy TOM KOHTEKCTY yIOTpebumo muckas-pedeHmuy: ,,Owm je
Hama Heuncra caBect  (Vcro, 59). Jep, puam cBemoun, MoXx/ja BUIIIE Of
APYTMX YMETHOCTHM, O HalleM IpoOjeMy ca cBeToM, HaueM (crTpaurhy)
VICKPVIB/BEHOM 1 I30ITa4€HOM OJIHOCY TIpeMa CBeTY, ca HalllMM yd4elrhem y
CBETY U OIILITEHEM Ca HBUM. AKO CMO JIMYHOCTI OHJIA C€ OJHOCKMO, OH/Ia
OIIIITUMO, aKO HE — OHJJa H/IIITA, OHJAa CMO MOXXIa 3a1CTa HUIITA NI HAaM
[IpeTU TO HUILITA.

Y peny, GuiIM je HeuncTa caBecT, a/y ,HalIA“ He4yyucTa caBecT, Ouim
je, JaKJIe, HEIITO ,Hallle ; He caMO TBOje VIV MOje VJIU FeTOBO/BbeHO, TAMO
HEKOT KO Hac ce He Tide, HerO Hallla 3ajeJHMYKa CTBAp, HAII 3ajeHIYKN
npo6yeM. Jep, 3ajeflHO CMO y TOMe, Y TOM OJHOCY-OIIIITEHhY Ca CBETOM,
TO HMKAKO He MOXKe 6utm camo ,Moja“ crBap. PunM To mokasyje, Kao
3ajeJHIYKO JI€I0, Y IPOM3BO/IIbY, Y PELIETIIV)IA, Y UJIEJU, Y HE Matbe BaXKHO -
y TexHonoruju. Puim je yoctanom of moyarka foUeKaH Tako, 300T werose
MacCOBHOCTY ¥ IIONYTAPHOCTI, IIPUjEMINBOCTY HETOBUX ,,CIIO/bAIIBIX |
C/IMKa W ,,apXEeTUIICKe", ,TIOfICBeCHe", ,,eKCTa3MjCKe", a TUMe CBe/bYJCKe
IIPUPOJie HeroBe ,yHyTpallwe  cauke. E cap, fa M of TOr CBE/bYICKOT
MOXeMo fohm [0 CBeYOBEYaHCKOT, OJJHOCHO Off CKyIla Makap 1M YBPCTO
(MHCTUTYIVIOHA/IHO) TIOBE3aHMX VHVBUAYA 10 3ajefHUIIe, Kao 3ajeHuIe
HeC/IMBEHUX JIMYHOCTH, TO je MuTame. A To muTame je 6eCMUCIEHO, jep
6u TuMe op dmaMa Tpaxwim Aa MKOHM3yje JIUTYprujy, kao MCTUMHCKY

1 A, TIopey| eTMYKOT U JIyXOBHOT, M TICUXOJIOIIKY IIPO6/IeM, IITO Hitje 6e3 BaKHOCTM Y OBOM pajy.

2 VIHTepecaHTHO je MHCHCTUPAEe Ha MACOBHOCTH (UIMCKOT Me/Mja Ca IO3MUL{Mje COBjeTCKe Teoplje, Tfie, Ha IPUMEP, KAo jefaH Off TPI

pasora 360r Kor (ui/IM IpefCTaB/ba N3Y3eTHY YMETHOCT CBOT BpeMeHa 3Hauajan Mehyparnu ayrop J. Jode uspsaja ,,cmocobnoct obpaharma
MacoBHO] ITy6/mmiu, pyt uemy je GimM BpCTa MUIIbErba, 4 UCTOPja MIIIUbErba je ,JICTOPHja IIopacTa YoBeKoBe Mohu u BracTu Hax mpupogoMm

u Hap cBeToM . YIIpaBo 0Bo nMajyhit y Bupy, dbuiM cojim Macosuum Kapaktepom notsphyje 1 omoryhasa cmoco6HOCT mpeHomenha [IHAMIKE
CTBAPHOCTIH, KA0 ¥ Be3y Ca TEXHUKOM I IIPOM3BOAIOM, Koja oret norsphyje mponerepckn kapaktep oBe ymernoctin. Takobe, 3a Benmkor cosjeTckor
penurerma M. Poma, jeina off ocHOBHIX 0cobeHoCTH (riMa je HeroBa MacOBHOCT, Koja je Hajay0/be IIoBe3aHa ca meroBOM BETIKOM ,,crocobuomhy
yomTaBarma, THIM3aIlije XIBOTHIX MojaBa“. MacoBHOCT 1 TOITyapHa ycMepeHoCT (huiva oBJie, JaKIe, HIICY heroBe yarpeame ocobume, iy
HEIIOCPEJIHOj BE3II Cy Ca eroBoM crocobuomhy mpeo6mimkoBama CTBAPHOCTIL, I TO HA HIBOY 3ajejIHILIIe, MaKap I COBjeTCKe M/ieje 3ajeHuiie-
KOTIEKTHBUTETA 11 Ifjeje 06jeKTuBHe peanHocTn. V mopey njeonomke nepCreKTiBe, 0BO OCTajy 3aHNM/BUBY YBUIM Y IPUPORY duMa Kao
ymertHOCTH 1 Meuja (Bupetu Vodde, 2006: 26, 279; Pomm, 1954: 69; Konapuh, 2013: 138-158).
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»3j€JHIYKY CTBap", Kao cMMOO Hafi cMMOO/INMA, CBe Hallle, ,0f] CBUX, O
CBera 1 3a CBe, CBe IITO MIMaMO Y OBOM OfIBPaTHOM cBeTy. Jmak, Mopamo
OUTH yMepeHujL.

Jlaxie, Hale je ja ce He ofpMYEMO, HEro Aa ce cyounmo. Jla craHeMo
o4y npex o4, mueM y mune. Ca borom - y nepcriektnBy, 61arogahy, a He
IPYPOZIOM; Ca APYTVM JbYAMMA — aKTYeTHO, OBJIE M CaJia; Ca CBETOM YIIPAaBO
Ka0 ca CBETOM, He OHOM MaIJIOM CTPAcTy ¥ NIPUBUJA, HETO Ka0 UCTMHUTOM
peanHoihy, ca crBapHoihy koja je nctuHa, ca ouuM mro (1 Ouum Kojn)
jecte. CTBapHOCT, I1a ¥ UICTMHUTA CTBApHOCT Huje bor, ann oHa jecte borom.
V1 Mu jecMo caMo ako jecMo borom 1 ako OmmTIIMO ¥ OFJHOCUMO Ce ca OBOM
cTBapHouIhy Kao J1a OHa jecTe 3aTo IITO jecTe borom. A cBe To je cTBap Bepe, Ty
ipyTe 1 Ty Bpfiarba HeMa, HeTO CaMo IIpaBy ITy'T, IIPaB U VICIIPaBaH, yCIpaBaH,
Kao CTpesia y HaMa caMJyMa J KOja CMO MU CaMJ, OfjalleTa y CTBApHOCT CBETa,
y OHO Cplie CBeTa: a/I He Jja OTyO, Hy ceOe Hul ’era, HeTo 1a O>KIBY, 3ayBeK
OXXVIBJL, U 12 Ca BbMIM O>KMBY CB€ OHO IIITO je MPTBO U LITO 3a cebe Mucy (ako
YOIIIITEe MVIC/IN) ia je MPTBO. A MPTBO HUje CaMO ¥ IIPOCTO OHO LITO je He-
JKVIBO, HETO OHO LITO HeMa Ouhe, IITO Hje ,,jecTe’, y TOMe je caB y»Kac OHOra
OKO Hac, y HaMa, Y CBYM CBETOBMMA VI CBVIM HUBOMMA PeaJTHOCTH, Y>Kac Hac
caMmX. AKO je CMPT caMo caH Wiy uirdesHyhe, y>kaca oHzia 1 Hema. Ay ,,He
OuTH, HUKaJ ¥ HUIZIe He OMTH, OHO ,HeMa Me" — e, TO jecTe yrKac.

A oBa ,JCIPaBHOCT® IIyTa HMUje peryacaHa IPOCTO HEKAKBUM
NpaBWIMMA, CIIO/ba YOOMMYEHVM ) HaMETHYTUM MaKap ¥ MOpaJHUM
KaTeropujama, MaIioM Kojy camo Tpeba (I1acuBHO) Jia CJIEAMMO KaKo 61CMO
JIOCEer/IV MCTUHY VIV CIIacerbe, a HajIIpe MICTVMHY Kao claceme; Beh ce mpe
pamy 0 M3BOPHOj €TMYKOj KaTerOpMjy caMe YCMEpPEHOCTH, OHOT ,,IIyLba’,
CKOKa, ITPAaBOT ¥ MICTMHUTOT IIyTa - 6e3 CKpeTama U 3aMajaBama - ka OHOM
41ju CMO €0 CTBOpeHM fia bymemo, HapaBHO, Omarogahy, a He IPUPOAOM.
Mlaxre, eTka je oBAe OHTOJNIOTMja, TO Beh U ITUIle 3HAjy, HEMa pasjMKe
usmeby etnke u gormara (Jesruh 1989: 176-195), a ,ucpaBHOCT jormara
HIje [UTabe perpecrje U ayTopureTa, Beh HajayObe muTame cCracema.
Axo He 3HaMO Tfie I He 3HaMO Kako, oHjja Hehemo ctuhm, mpomammhemo,
3aJIyTaTy, CBejelHO. A He 611 cMerIo 1a HaM Oyjie CBejeHo.

Ilakye, oBa 3a30pHa eTUYHOCT OB/l MIPEJIOKEHOT HACTIOBa (pedeHuIle-
JICKa3a) ce CacTojy YIPaBO y OBOj OJUIYLIM Jia HaM He 6yze cBejenHo. Hiu 3a
¢unm HU 3a cebe came. WM je OMIITEHE Y OHOC, MY BbUIME OINIITAMO U
OJIHOCVIMO Ce Ka CBeTY, CTBapyuMa, 6uhnma, [pyruM /byfuma 1 cebu caMoM.
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Mwu ce OZHOCHMO U MM ONUITHMO Y GUIMY U GuaMoM IpencTasbajyhu,
jep je ¢mIM HeKakBO IIpeNCTaB/bambe, HEKAKBa C/IMKA, MIOKPETHA C/IVKa,
C/IMKa y TMPOKpeTy. A IITa IpefCcTaB/ba 1 1ITa 6u Tpebaso Ja Mmpencran/ba
M nm fa ce mpefcTaBba GUIMOM, aKO CMO Beh omytyunm ja HaM Huje
CBejeflHO? Jep IOK CMO >KVMBM U aKO CMO >KVMBU OHJJa OfITy4yjeMO, U YIIPaBO
Ta MOTYRHOCT U Taj ,,4MH" OC/Ty4MBama je CBe IITO MMaMo, OHaj 006pa3 (MK,
MIKOHa) ycaheH y Hac, 11, eTo, OHa Hallla caBect.”

Cge je To n1emo, amu GUIM je yrnpaBo 300r TOra U ONTY>KEH, Maja He
TAKO OTBOPEHO M He TUM pedmma. Jla Hac CBOjOM PeNpPOAYKTUBHOM
¥ MaHUIYIaTMBHOM IIPUMPOJOM OKMBa, y3uMa CI000fy, CrpedyaBa [a
OJITy4yjeMo, fia HaC BOAM Ka HEKAKBMM TOTOBUM VM IIPOM3BO/BHUM pe-
3ylTaTKMa, HeYeMy LITO je BaH Hallle KOHTPOJIE, HAlIeT Jocera, BaH Hac
caMux, LITO HAac OHfa IopoOJ/paBa, HAa HAUYMH Ha KOju HAc IOpobspaBa
CBe CIO/balllibe, CBE IITO HICMO CTBApajauky Ipeobpasui, cBe IMITO je
BaH Jlocera Hallle JIMYHOCTY Kao MIIOCTAcHe, M KaOo TaKBe pealioHe I
xoMmyHMKanyoHe (Jesruh, 2004: 196), ctBapHOCTH.

C ppyre cTpaHe, 3a GpuIM CIyTUMO J1a je YIIpaBO OH Taj KOju je, Makap
Y OOMEHY YMETHOCTU, IIPUBUJIETOBaHU WJIN 6ap HOTeHHI/Ija}IHI/I CBEIOK
jaB/barba, OHOI bora Koju ce jaBuo 1 Koju ce jaBba, a Koju je Ham bor. [la
CIMKA TBAPY U Jla CIMKA CBETA U JIa CJIMKA CTBAPHOCTM - 2 IOTOTOBO C/IVKa-
Y-IIOKpPETY CBE€ra Tora - MOXxe 6I/ITI/I HEUITO BUIIE; HEIITO IITO yHyhyJe Ha
HEIITO ,,BUIlle“ U ,,Jja/be’, HEllITO IITO ,Hac" ymyhyje a TMMe u mopcrude
Ha HEIITO BHUIIIE U 1ajbe, TaMO Ihe (1im MoXkaa kKaga?) hemo 6uTy OHO 1ITO
Tpeba 1a 6yieMo, OHO LITO CMO OffyBeK CyTWIN Ja Tpeba fa 6yaeMo - ToK
CMO ce My4wIu, 60pwn, oK cMo ponTany win (ce) oomamybamu. OTKyga
OBa Bepa y aHArolIKy BPeJHOCT CIMKe — TO je OffJaBHO pacIpaB/beHO MUTAE,
yTeMe/beHO Ha Xa/lIKMAOHCKUM formaruma. OTKyj oBa Bepa y MoryhHocTn
bunmcke cnmke-y-mokpety, To je Beh gpyro murame. VI HapaBHO, omer
nuTame Bepe. Bepe koja je 0OHO IITO HAC CIpedaBa Ja ce 3aMajaBaMo
IJIyIIOCTIMA, 0aBMMO HeOUTHUM, CUMYIMPAMO, HErO Ja Ce YCTPEMUMO,
YCMEpUMO, Jja UICKOPUCTUMO CBOje BPEME; jep je BpeMeHa MaJlo.

[Ta xoja je OHAA Ta MCTMHCKA CTBApHOCT O KOjoj 61 Moxja ¢puim
MOrao fia cBefioun? bamr o 0BOj MCTMHNUTOj MM MCTUHCKO] CTBAPHOCTH,
He O MICTMHM KAO allCTPAKTHOj KaTeropuju, UCTUHUTO] UMEjU U UJEjU

3 Ilaero, OHJIA je M CaBeCT HEKAKBa C/IMKA: /A /I HAC TO M MaJIO YCIOKOjaBa?
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VICTUHE, HETO O ICTUHNUTOj CTBAPHOCTH, OHOM CYILITOM, OUTHjY, CYLITAaCTBY,
OHOM LITO jecTe jep jecTe y MCTMH," U Haj3aj, 0 OHOj VcTuHY Koja je myT
U XVBOT, MIIOCTACHOj ¥ UIIOCTACHPAHO] VICTVIHM, UCTUHY KaO TMIHOCTH,
Jlorocy n Vixonu; Jlorocy u Vikonu oBaj myT 1o npupoau (jecTacTsy), a He
10 6/1arofaTin. YIpaBo Ty je MOTyhHOCT G1/IMa, YIIPKOC BeT0BOj IPe3peHoj
MEXaHNYKO] PpEeNpOAYKTUBHOCTM, JOII IIpe3PEeHMjeM KOJIEKTUBHOM
ayTOPCTBY U, KOHaYHO, HajIIpe3PEHNjOj MACOBHOCTM.

JacHo je ja pyIM y OFHOCY Ha CTBApHOCT He cMe (He CMe, 3aIlTO He CMe,
KOMe je IaTo Ja MpOINCyje?) fa ce IMOKaxe Kao ,HeIUIOTHO nynndecTBo”
yaBajama’ i GecKpajHa IOHOB/BMBOCT 371a, OHA MallTa, MMAaryHaIja
ynjn je ,oran bhHaso. Jep, kaxxe Cumon Bejn (Veil), 3no xapakrepuire
MOHOTOHMja, HOIITO ,,y IbeMY HU9eTa HOBOT, CBe je Y ’eMy eKBIBA/JIEHTHO
HeueMy npyrom. Hudera cTBapHOT y lbeMy, CBe je Y BbeMY MMaruHapHo. [...]
Kap je yoBek ocyben Ha nmaxuny 6eckoHaunoct. Taja ce Hamasy y makmy”
(Bejnm, 2007: 93). ITocnenuiie 3a YMETHOCT OBE ,,VIMarMHAaTMBHOCTY 371a°
cy cnenehe: ,JI3MuibeHo 3710 je pOMaHTUYHE M PasHOBPCHE IIPUPOJE;
IPaBo 3710 je TY>KHO, MpauHO, MOHOTOHO, HOCafiHO. V3aMuibeHo 706po
je mocazmHO, mpaBo 06pPO je yBeK HOBO, OmucTaBo, oMamsbyjyhe. Crora
je ‘MalITOBMTa KHIbJDKEBHOCT WM JOCaJHA WIM HeMOpanHa (Wim je
KoMOuHanuja oBe ABe ctBapu). OHa jefHO M3MMYe OBOj CYAOMHMU aKO Ha
U3BeCTaH HauMH npeBasube oBaj acrekT u npebhe y omeH peanHor Kpo3
YMETHIMYKM YMH — a CaMo TeHMje je y cTamy oBo #a octBapu (Vcro, 94).
ITpema TOMe, ,,OHO IITO je CTBapHUje 3a JbY/e U CBe CTBApU je JobpoTa, a
OHO IIITO UM je Ofy3uMa, jecte 31m0° (Vcro, 102).

ITpobieM je, jakie, y ToMe ja IOCTOjU IIpo6IeM ca caMOM yMeTHoIIhy
U Ipo6yIeM ca BEeHUM OHOCOM IIpeMa cTBapHocTu. Kop ¢puima ce ce To
Beh MomaTHO KOMIUIMKYje: 3ap OH HUje y IOITIAy C/IMKe PernpopyKIyja
(ynBajame, ekBMBaJIeHT!), a y INOITIEAy MeAMja M TEXHO/IOTHje oOMaHa,
danTasuja (ogysumame crBapHoctu!)? OBO je Beh HOBO/BHO 3a HMAHUKY,
U TAHMKA je, HapOYMTO y OBOM BpPEMEHY BHIIECTIOjHO IPECBYYEHOT
HeollaraHu3Ma, HapaBHO TY. OW/IM je MU CTBaPHOCT caMa MM CUMY/Ialllja,

4 Craporpyku TepMUH OUSia IOTIYe OJf CTAPOMH/IM]CKOT Sati-/satya = MCTUHA, HCTUHUT. A TO je MCTV TepMUH Koju Koji II1aToHa o3Hayasa
CBOjUHY M/IX CBOJCTBO, a/IM U TIOCTOjakhe, IMAHEHTHO CBOJCTBO, GUT M CYIITHHY, IOK APUCTOTE/ Hy/u UPOKO ofipeherbe Tojma Koje mosipasyMesa
9MCTO NI0CTOjakbe, IPAGMBCTBO KPO3 Koje CBE MOjeIHAYHO OCTOjH, Ca Yak YeTHPU TIO[I3HAYeka: 1) IIO/Iora, OCHOBA [OCTOjakba, 2) 1ITa HelITO
jecre (BpcTa, 061K, MaTepuja), 3) OHO IITO je 3ajeAHNYKO, (cBe)oruiTe u 4) pofi. XpuirhaHcKKa TeoNoruja TepMIH ousia KOPUCTY Jja 03HAYM
60)XaHCKy CyIITUHY (CYIITacTBO) 32 pasiuKy off 6oxkaHckux enepruja (Bumern ®emuh Kacarmce, 2010; XKymuh, 2012).

5 ,YMETHOCT He TPa)Xi jja YIOTITYHI PeaTHOCT UM a CTBOPY YIIOPefo ¢ ioM HOBo 6uhe (To 61 6mm0 Hermmogno mynudepcTBo), OHa JKem ga
TOKaXKe HeHy ped, nyejy, Mucaonn k' (Byarakos, 1998: 42).
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CpenViHe HeMa — IJIacU Ipecyfda. Aji, oIleT, KOMe je IIOBEPEHO Ja CyAn?
Hamrem konexktmBHOM mymwiy? Vmak ,Heko mymuio Mopa OpeTm Haj
mumbeweM ([Jepupa, 1993: 104), anu He 6MI0 KaKBO JTYAVIO ¥ CBAaKaKO
He KOJIEKTMBHO JIYIM/IO, Makap O6miao u ,Hame. MoXXJa jefyuHO JyuIo
HApyradmjer moruena‘, 3a Koju je ciocoOHa, TO CTaIHO IIOHaB/baM, CaMO
JIMYHOCT, @ OHA HMje JAaTOCT, Hero 1360p, Hero ojyIyka, Hero cinobozpa.®

A trie je Ty MecTO 3a (WM, KOju IOpeN CBOje JaTOCTV MOpa VIMAaTH U
cBojy crmobony? Koju nopen coje texxune (ometr CumoH Bejn) mopa nmaru
Y CBOjy 6/1aropogHoCT. A mTa je oje 6maropopHocT (la grace), ocum oHora
omnia gratia Cseror IlaBa, o yemy Hukomnaj Adanacjes (AdanacbeB) kaxe
cnepehe: ,,He Ha m3Bectan 6poj /pyay, KOjux Moke OMTU BUIIE WM Malbe,
Hero Ha cBe locnopy usnuBa op [lyxa Csora. [...] Cu cy gob6umm [lyxa xao
‘3aJ10T HOBOT eoHa, KoMe npurnaza []pkBsa, jour nmpebusajyhu y crapom eony.
Ona je mouerak ‘mocnenmux gaHa. [...] Tlynoha 6maromati — omnia gra-
tia’ MMa aTrcoMyTHI, a He Pe/IaTBHM KapaKTep, KOHAYHIY, a He IPUBPeMeHN
(Acdanacjes, 2008: 21). M To je OHO jeEMHO HOBO, OHO INTO IPeBa3NIA3U
CBaKo /MIMQEPCTBO U CBAKY AOCaAY, IIa U JOCAAy IIOHAB/balba Kao JOCALY
371, Kao MaKao JlaykKHe O@CKOHAYHOCTM, Kao CJIefl C/IMKa-TIPUBI/A KOjii HaM
3aK/Iama IOIIefl Ha 0OPO 1 MCTUHY, Ha CTBAPHOCT Kao OOPO M MCTUHY.
Owaj apyra4mju moryies Ha CTBAPHOCT, KA0 CTBAPHOCT MCIybeHY [lyxoMm n
Ha ITyTy Ka HOBOM €OHY, TO je Moryhe cBefjouere ¢puimMa 1 TO y TpU BUJA:
Kao 1o3uB (aHaromko), kao objasa (OHor koju ce jaBuo y [lyxy) u kao
ersyucreHIyja (mpogop 60KAHCKOT y Hally CTBapHOCT). Jlakste, Kao 1Mo3uB
ka lyxy (koju cam mak HMKaj He mo3uBa ce6u, Hero CuHY’), Kao CIIO3Haja
uctune (y [Iyxy), n kao npucycrso Jlyxa oBzie u caja.

CaBecT Tako CBYJa, I1a ¥ Y YMETHOCTY ¥ PUIMY, Ha/laxe o060y Kao,
peunma VBana Vipuua (Vnbuh), ,,0rOBOPHY, CTBapaIauKy CaMOCTATHOCT
yoBeka“ (VpnH, 2001: 79), koja HopipasymMeBa YOBEKOBY OJ/IyKY Jia ,,lIOHOBO
IIOXKenn JVICTMHCKY Ppe€alHOCT, CyHCTaHHij BaCKOJ/IMKOT 6I/Iha I CBaKor
xmBoTa“ (VcTo, 6), OTHOCHO HBErOBY YCMEPEHOCT M TeXXIbY Ka CaBpPLICHCTBY
3axBasbyjyhm kojoj cer yomure ,nocenyje 6uhe“ (Vcro, 30). Jakre, oBy
VI/bMHOBY ,,04MITIEFHOCT  He MO>Ke M3a3BaTy HUIITa ocuM [lyxa, oHa je map

6 BaxHoCT KaTeropuja ojIyke i n360pa 3a ICUXUYKO 3/]paB/be YOBEKa, HAPOUYMTO HAI/IAlNaBa, a i To Beh nTuile sHajy, Bukrop ®panki, unjn
TIOI7IE]l HA YMETHOCT U HheH 3HAYaj 32 YOBEKa, YOCTA/IOM, HMje CTPaH OHOM Koju oBjie 3actynamo (Frankl, 1987). [Toesanoct us6opa, cobosie u
cMuCay JomeHy GuiMa Ha M3y3eTaH HaulH Cy, Ha OCHOBaMa CTPYKTypa/He ceMnoTuke, Tymadm J. Jlormar u J. Lusjan (Jlorman n Husjas,
2014: 50).

7 O oBome Majenzopd, 2006: 178.
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Hyxa u penosame Jlyxa, amm Jlyxa Kao MIIOCTAcH, KO JTMYHOCTU HAKIIE, Y
OffHOCY ca zipyroM nnuHolnhy. Tek TakaB OfHOC MOXKe Ja IIPOM3BENe OHY
OYMITIEHOCT KOjy He MOKe fla 3aMeHM Hu jemaH ayroputet (Vicro, 19), n
KOja, ca CTAaHOBMINITA JIMYHOT JMCKYCTBA, HIKAKO He MOXKe OMTHU 3aMereHa
3a 0OMaHy; OYMITIENHOCT KoOja IocTaje (jemmHa) 0OjeKTMBHA peasHOCT U
OYMITIEHOCT Koja je Bepa.?

ETo TakBo jemHO IymwIoO Bepe U JIYAMIO CBEJOYEHA, jYPOAUBOCT
jemHa pakie, je morpebHa guamy, n oHa je Mmoryhnoct ¢punma. Punm He
KOHCTPYUIILE Ty OUYNIVISHHOCT Y aHAJIOTVj! Ca YHYTPAIIbOM CIMKOM; PIM
TeK He KOHCTPYMIIe Ty OYMITIEHHOCT OKMBajyhi je y TpaHuIie BU/bUBOT
cBeTa ¥ MOTYhHOCTH Werose pernpopykuuje. GyvaM KOpUCTY OTeHLMjajie
CBefloYeHa U jaB/barba, CUMOOINYKE IPUPOJE CaMOT CTBOPEHOT CBETa,
jemHe yBek npehyTHo moppasymeBaHe u mpusuBaHe (u 6amr 36or Tora
4eCTO HapyllIaBaHe) KeHO3€e I aCKe3e CBUX YK/bY4eHUX Y GUIMCKY TIPOLIeC,
yK/BYy4yjyhu 1 refaole, Koju Cy OBjie CBe CaMo He ITyKJ [TACYIBHM, HeJle/IaTHI
U He3amHTepecoBaHy nocmarpaun.’ OBzie IpocTo Tpeba CXBATUTH fia je Ta
OYMITIEHOCT KOja ce TPy off GprMa Hije eceHIjanncTindka, Beh -
HOCHa Kareropuja, 1 onja he cBe 61ty MHOro yakie u 6ospe: Hajupe, He-
hemo ce Tonmuko 6ojatu cTBapanmamTBa, 60jehu ce gyanmsma v 6ojehn
ce cmobopie, CBejelHO. A peK/n CMO, CaracuIu cMo ce, ia Hehemo fja Ham
Oyze cBejenHO.

®uM je HeuncTa CaBecT, ,Halla", He CAMO MOja TBOja MJIN HeroBa/heHa,
Hero Hallla He4JICTa CaBecT, 3aTO LITO CBEJOYM O HAIIOj HeMONhM 1 0 Halloj
3710j BOJBM, A 3aIIPABO OFTyLM ia Ty HeMoh camo yBehaBamo, mopjactupamem
JTaXKVl 32 ICTUHY, IIPUBMJA 3a CIIUKY, KomsMa 1 dancudukaTa 3a cTBapa-
JIAIITBO.

8  JemuHO y 0OBOM CMUCTTY OCTajy YHUBEP3a/THO PUXBaT/biBe peun b. Bulecnasiesa, nspedene, napajjokcio, mososioM Jexapta: ,, butu npasu
dumocod sHaum — 1aTn caB CBOj KMBOT, KPTBOBATH CBOje Criacere Ja 61 ce 3aj06uIa HCTIHA U TIOCTUITIA ounI/IefHOCT  (Bumecmasies, 2007:185).
OHe HenocpejIHO KOPeCIoH/Mpajy ca 3SHaMeHUT!M pednma Jlocrojesckor o ,usbopy™ nsmehy Xpucra u ucrune (e, To je ns6op, ma cay 6upajre!), u
Jajy I07laTaH apryMeHT Cpe/iieBEeKOBHOM, BU3AHTHjCKOM roucToBehuBamy pumosoduje i ackeTnsma, OTHOCHO jeIHOM ApyradujeM Bubemy mojma
dunosoduije..

9  IloBogom mpezpacyze o ,macuBHOCTH  ummckor rregaona ugetu: Komapuh, 2008: 96.
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Mu cMo, fakiie, OHY KOju CBEJOYVMO, & He HeKaKaB jafiHu QUIM, HeKa
jaZiHa YMETHOCT, KOjy CMO aHTpOIIOMOp(}130BaIy W 060TOTBOPIIIY, 1A
je KpMBMMO 3a CB€ U CBAIITA, I1a je TPAMMO, JVIBMMO jOj Ce, MP31MO je 1IN
joj ce moHekaj Kamamo."’

Mu cMO TH KOji Y CBEMY LITO YMHMMO, I1a ¥ Y YMETHUYKOM 9UKHY,
ozpebyjemo cBoj omHoc mpema bory, ogHOCHO oppebyjemo momnoxkaj cBor
6uha y ofHOCy Ha ,,}beTOB AIICOMYTHM y3POK, OMHOCHO Ha JIMYHOCT Bora
Teopua“ (ITerposuh, 2010: 61), mpu YeMy He MOXKEMO He MMATy Y BUAY A
ce opartohemeM [ocriopa Vicyca XpuicTa fiepuHNTIBHO Memba ,,THOCEO/IONIKA
TIIepCIIeKTBA TIOC/IENIaJHOT CBEeTa“, Kao HEIITO M jeAMHO 3aNCTa ,HOBO IIOf
Cynuem” (Vcro, 61). To je HOBO, 1 My HuIITa HOBO HeheMO CTBOPUTH aKO
HJICMO CBECHI OB€ IIPOMEHeHe MEPCIEKTIBE, OBOT CYIITUHCKN ,,ipyTradljer
noreaa’, Kojui Hac y IOTIYHOCTM fAeduHMINE y HalleM OfHOCY IIpeMa
CTBapHOCTH, CBAKOj CTBAPHOCTH, I1a U1 OHO] Y VIJbBTHOBOM CMUCITY 06jeKTUBHO;.
Jep mta My mpefcTaB/baMo Y GuiMy miu GUIMOM, aKO HaM je YOIIIITe /IO
OBe OYMITIETHOCTI, 10 OUJIO Yera yocTasoM, ako HeheMo fja Hama je cBejemHO?
CBeT M CTBapHOCT Kao UCHyHeHe 6uheM, cBeT 1 CTBApHOCT Kao cuMOore,
KOjii BpXyHe y 60rocimy6eHoj cuMOommIm y Kojoj XpIUCToC ,TajaHCTBEHO
npucycTByje go myHohe cor Jlpyror [Jonacka, kaga he ce mokasary kao jegyau
cMucao nocrojara TBopeBuHe (Vcro, 106). A Hberoso mpucycrso mehy
JbYAVIMA, ,Ka0 ¥ CBAKO Y3BMIIEHO JI€I0 VI CBaKa M3TOBOpeHa ped jeBaHberpa
[/ u cBeT Kao cMMOOI M Y MIeaTHOM CMUCITYy CBAaKyM CMMOOJI IIOHA0C00)]
HIICY HUIITA JPYTo /1o cBefouere Omsune Lapcrsa Hebeckor™ (Vicro, 107).
EBo ra, cag he, camo mTo Huje, Beh je Ty — y ToMe je caB u3a3oB guimMa u
YMETHOCT, y TOME je CBe IITO BO/IMO, YeMY Ce HaJjlaMo 11 y IIITa BepyjeMo, TO
je CBa Hallla OYMIJVIEIHOCT, je[iiHa KOja HaC 3aHMMa; He HEIlTO BaH Hac, HETo
HEILTO YMj¥I CMO €0, HEKO ca KJMM CMO Kao JIa CMO ca CaMiM cOOO0M, OHAKBVIM
KaKBY OV BOJIE/N JIa jeCMO M KaKBMU 3aIIPaBoO jeCMO, aKO jecMO.

10  Ero xako oryheme u mocTBapeme HacTaje Kao IOCTEANMIIA i/ IIi 61Ba MPOM3BEAEHO 0OCAMOCTA/bIBALEM I OfBAjaHeM IPOM3BOJA HY/ICKE
cnocobrocTH rpabema 1 Janama off YoBeKa, a TuMe u o u3Bopa (Vssopa) cBakor rpaberma u fenosarma, Koje ce y TBOPAuKOj ONTHULM CaraefaBa
Kao CTBapanamTBo 1 cno6oga. Ao 6ose nornegamo, Jle6opos mojam oBajara MoXza 60/be Off APYTHX feyHMILIE CYIITHHCKY M0AaTPU3ALI]y
JbYACKVX IIPOJKaTa, I1a 1 KyAType y nemsi. OBa Ma0naTpusaluja ce y TOM II0jMy jaCHO cariefiasa He CaMo Kao COLjja/IHu, MCTOPUjCKM ¥
Ky/ITyPHI/KY/ITYPOTOLIKIL, HETO ¥ KaO MEHTA/THM, TICHXO/IOMIKY a THME ¥ JyXOBHI deHomen: ,, CIeKTak/I e pereHepiiie CBY/ja I7ie MPeCTaB/barbe
nocraje He3aBucHo. [...] Cnekraxn Hacnehyje ce cnaboctu sanazHor Gpun030Q)cKor MpojeKTa, Kojit je yBeK HACTOjao Ja aKTHBHOCT CXBATH Kao
IIPeCTaBY; OH je Be3aH 3a HENPECTaHM PA3BOj TEXHMUYKe PALMOHAMTHOCTH, KOjU je M3HEAPHO Taj UCTH 06/mK Mucim. [...] CIIeKTaKsI je TeXHONMOMmKa
Bep3uja IPOrOHa bYACKMX MONH y OHOCTPAHO; TO je BPXyHAL| Y0BEKOBOT yHyTpAIUher OBajarba of caMor cebe. [...] Kynrypa je onmra chepa
3HAIA ¥ IIPEJICTABA O IIPOKIB/HEHOM MCKYCTBY yHYTap UCTOPHjCKIX, K/IACHO MOAe/beHNX ApymTasa. To je yomurasajyha chara, koja moctoju

Kao OJ|BOjeH eHTHTET, Kao II0jle/la MHTE/IeKTYa/THOT Paja i Kao MHTeneKTyanHu paj nogene. [...] Ilocrasiun HesaBycHa, KyITypa 3aII04Mbe CBOjy
MMIIepHjanuCTIIKY Kapujepy camooborahiBarba, Koja, y Kpajs0j IMHIjI BOM Ka yKUAakby Te HesaBUCHOCTI. [...] KynTypa je o6mact nmorpare 3a
U3ry6/beHnM jegiHCTBOM. Y TOj IIOTpasu, KyATypa, Kao ofBojena cdepa, ocyhena je ma nerupa cebe” ([le6op, 2006: 8, 48). Ami 10 je, yoctamom, u
OHaj ,,3amaHK TPOGIEM YKOPEmeH Y ,,IPOCBETUTE/LCKOM IIOPUBY foMuHaIuje Hap mpupopgom” (Ross, 2014).
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Moskemo m1 T0? MokeMo i GUIM Jja IPETBOPUMO y PasroBOp, Y
OTHOC I OIILITEeHe, CIMKY HAIller [yIIeBHOT 3[paB/ba OBJE, a TYXOBHOT
Tpujymda Taga u TaMo, y Ipeobpakemy, KaJia HUIITA BUIe He Oyze 1CTo,
amm cBe MIak Oyje Ty, CBe OHO 3a LITa CMO Ce MKaja Hagamy fa he 6utn
Ty, #a he yommre 6utn? Xpabpoct fa M My caMu U CBe OKO Hac Oyne
MIKOHA CTBAPHOCTY KOja IIpeBasyIasy MOJiey Ha BUI/BMBY U HEBUJ/bVIBY,
€CXaToJIOIIKe CTBApHOCTY, Beka Oynyher, kajja hemo koHayHO 6UTH CBe Y
CBEMY, U CBaKOMe CBe, Kajja hemo koHauHo 6uTH, 3ancTa 6umu, y cnobopm."

[Toxymao cam ja Omypke OfipeqyuM OJHOC, TadHMje MOTyhm ofgHOC
¢uimMa mpeMa CTBAPHOCTY KOjy >KeIVMMO Ja OAPEeAVMO Kao VICTHMUTY.
VjeHTNTET OBE ,,ICTMHUTE  CTBAPHOCTM, Kao ¥ MOryhHOCT puima, amu u
MoryhHOCT 4oBeKa, fia O ¥0j CBEL0YM, @ KOMOJIM i Y 10j Y4eCTBYje U Y 1b0j
¥ IbOMe JXVIBY, 1 Jja/be he OMTI KaMeH CIOTHUIIamka, a TeK 3a IOHEKOT KaMeH
myzpoctu. CMMpEeHO U IeJIOBUTO ydelthe y eBXapUCTHjCKOM cabpamy
paspelaBa cBe guieMe, 11a u oBy osfie. [Ipumame Tena n KpBu uckmpydyje
CBaKy oTpeby 3a KAMEHOM MY[POCTH, /it He U IIOTPeOy 3a UCIUTHBAEM,
pacybuBamem, 3a crBapamamtBoM. Ty je ympaBo mpocTop 3a ¢uim, 3a
YMETHOCT, 3a OBaKBe TEKCTOBe. 3a HaC OBaKBe KAaKBM CMO, KaKBI) TOJL fia
CMO, Y CBETY U UCTOPUjH, 32 Pa3rOBOP.
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11 ,JIurypruja je Teno, moxemo pehi KOCMITUKO, KOje Le/IOBUTO (XOMMCTIYKN) CIIaja, CHHTETHIIE 1 00je/iuibyje CBe BpeMe 1 CaB IIPOCTOP,

nkouusyjyhu ecxaronomky (xomcriaxy) crsapuocr. [...] Yoseka tako Buue He ofpebyje Hut Tero, Hu Gonect, Huti cMpT, Beh c1o60sa kao y3pok
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Vladimir Kolari¢

»Film is our guilty conscience”

Abstract: This paper explores the aesthetic and ethical implications of the
problem of representation on film. With regard to the reproductive nature of film
images is considering the possibility of film to represent and testifies to the “true
reality”, and the answers are sought in an authentic Christian understanding of
concepts relationships, communication and personality.

Keywords: film, aesthetics, ethics, personality, Christianity, relationship,
communication.
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Oko za oko, zub za zub?
Eticki problem simpatije u filmu Mrtav covek hoda

Damir Smiljani¢
Univerzitet u Novom Sadu
Filozofski fakultet, Odsek za filozofiju

Sazetak: Film Tima Robinsa Mrtav covek hoda (1995) postavlja pitanje da
li i u kojoj meri treba saosecati sa ubicom osudenim na smrt. Ovo slozeno pitanje
Ce se razmatrati na osnovu uzajamnog odnosa glavnih junaka filma, casne ses-
tre Helen Prezan i osudenika Metjua Ponseleta. Takode e se analizirati njihov
odnos prema roditeljima Zrtava, kao i odnos ovih prema ubici, sto problem Cini
jos slozenijim, jer se time umnozavaju perspektive posmatranja i vrednovanja.
Pokazace se koje predrasude otezavaju simpatiju u ovom slucaju. Kako bi se raz-
motrila ova konstelacija sa metaeticke tacke gledista od koristi e biti teorija
moralnih osecanja Adama Smita sa kljucnim konceptima ,,simpatije i ,nepris-
trasnog posmatraca“.

Kljucne reci: Mrtav covek hoda, Adam Smit, Teorija moralnih oselanja,
simpatija, nepristrasni posmatrac

Jedna neobic¢na veza: ¢asna sestra i osudenik na smrt

Pitanje kako se postaviti prema ubici, jedno je od onih pitanja koje ni-
kog ne ostavljaju ravnodusnim - kako one koji su u direktnoj vezi sa samim
ubicom ili njegovim Zrtvama, tako ni one koji zastupaju javno mnjenje ili
drzavne institucije koje donose odluku o daljoj sudbini zlo¢inca. Ono nije
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samo relevantno u juristickom pogledu - pitanje odredivanja stepena kri-
vice i donosenja presude - ve¢ je i pitanje od znacaja za etiku kao filozofsku
disciplinu. Pitanje, da li je ona osoba pravedno osudena ili ne, ima svakako i
eticke implikacije. Medutim, onaj aspekat koji je od znacaja za etiku medul-
judskih odnosa nije toliko misljenje pravednosti presude, nego emotivna di-
menzija stava drugih ljudi prema optuZzenoj, odnosno osudenoj osobi. Sto
nas viSe pogada zloc¢in ili pak sudbina osudenog, to ¢e nas emotivni stav
prema njemu biti izrazeniji — bez obzira da li u pozitivhom ili negativhom
pogledu.

Kako se odnositi prema nekome ko je (verovatno) pocinio zlo¢in - to nije
pitanje koje bi samo podsticalo senzacionalizam mas-medija. Ono ne spada
samo u crnu hroniku dnevnih novina, ve¢ se moze obraditi i umetnickim
sredstvima. Dobar primer za to je film Tima Robinsa [Timm Robbins] iz
1995. godine Mrtav covek hoda.! Ne samo radnja filma, inace inspirisana
realnim dogadajima?, ve¢ i autenticna gluma, pre svega glavnih protago-
nista Suzan Sarandon [Susan Sarandon] u ulozi ¢asne sestre Helen Prezan
[Helen Prejean] i Sona Pena [Sean Penn] kao osudenika Metjua Ponseleta
[Matthew Poncelet] doprineli su tome da ovaj film moze emotivno dirnuti
gledaoca, ali i da moze podstaci razmisljanje o etickom problemu simpatije®.

Neka ukratko bude preprican sadrzaj ovog intenzivnog filma. Casna se-
stra Helen Prezan (Suzan Sarandon), koja u jednoj siromasnoj cetvrti Nju
Orleansa pomaze pre svega mladim Afroamerikancima, dobija nekoliko
pisama od izvesnog Metjua Ponseleta (Son Pen) koji je zbog ucesca u okrut-
nom ubistvu jednog mladog para u Luizijani osuden na smrt. Podstaknuta
ovim neobi¢nim pozivom, Prezanova donosi odluku da poseti osudenika u
zatvoru Lousiana State Penitentiary (u mestu Angola). Ve¢ pre prvog susre-
ta sa zatvorenikom ona ¢e se suociti sa negativnim stavom institucije prema
njemu. Simboli¢na sekvenca koja najavljuje njen dolazak u zatvor anticipira
konflikt koji ¢e sama Prezanova morati da istrpi u sebi: prilikom obavezne
kontrole pred ulazak u zatvor detektor registruje krst koji nosi oko vrata
— krst kao simbol milosrda i oprosta ¢ak i greha jednog ubice. Film na jed-
nom dubljem nivou prikazuje gde je pozicionirana sama hri$¢anska etika:

1 Dead Man Walking, Polygram Filmed Entertainment, Working Title Films, Havoc, USA 1995.

2 Robinsov scenario je adaptacija autobiografske knjige Helen Prezan Dead Man Walking. (Zanimljivo da su na istoj osnovi DzZejk Hegi [Jake
Heggie] i Terens Meknali [Terrence McNally] napisali i operu identi¢nog naslova koja je svoju premijeru imala 2000. godine u San Francisku.)

3 ,Simpatija’ se ovde poima u smislu saosecanja, ne kao vid zaljubljenosti, kako se cesto taj izraz koristi u svakodnevnom govoru (recimo, kada
kazemo za nekog mladica da gaji simpatiju prema nekoj devojci).
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izmedu opravdanja kazne i oprastanja greha. Konvencionalni hris¢anski
moral prikazan je u liku zatvorskog svestenika Farlija [Farley] (Skot Vilson
[Scott Wilson]) koji prvo prima Helen Prezan kod sebe, pre nego $to ce se
susresti sa Ponseletom. Razgovor koji vode je simptomatican, jer se vidi ko
samo zastupa hris$c¢anski stav, a ko ga odista sprovodi u delo. Tako se Farli
pita Sta je to navodi na susret sa jednim okorelim zlikovcem kao $to je Metju
Ponselet: da li ,,morbidna fasciniranost® (sic!) ili ,,srceparajuca simpatija®
Ne moze se prevideti nedostatak razumevanja za sudbinu optuzenog, pa
¢ak i izvestan cinizam u Farlijevim re¢ima.

Odmah posle toga dolazi do prvog susreta glavnih junaka filma. To je
susret dvoje razlic¢itih ljudi: jedne osobe koja je, slede¢i put hris¢anske vere,
svoj zivot posvetila ljudima na margini socijalne egzistencije, s druge strane
osobe koja je, bez vere u vise ideale i bez respekta prema socijalnim norma-
ma, kréila zakone i ¢ak pristala na najve¢i mogudi zlocin, ubistvo. I u eti¢-
kom pogledu je ova konstelacija zanimljiva. Naime, radi se o jednoj osobi
koja svoju misiju vidi u simpatiji (saose¢anju) sa drugim ljudima i o dru-
goj koja ne pokazuje skoro nikakvu simpatiju prema drugima, pa je i sama
ostala uskracena za nju. Jasno je da ¢e jedan od glavnih problema koje ¢e
Robins staviti u sredi$te svog filma biti uspostavljanje komunikacije izmedu
dvoje razlicitih ljudi, kao i otklanjanje barijera koje sprecavaju pokusaj da
se razume situacija drugog.

Najintenzivniji deo filma lezi upravo u razgovorima izmedu Prezanove
i Ponseleta, a moze se primetiti kako, $to vise vreme odmice (Sto je blizi ¢as
pogubljenja), sve vise dolazi do zblizavanja ovo dvoje ljudi. Istina, na po¢-
etku pomalo naivna Helen mora da se suoci sa nizom predrasuda* arogant-
nog zatvorenika koji ne pokazuje respekt prema predstavnicima institucija,
kako onih drzavnih tako i onih verskih. Jedna od tema tih razgovora je i
Metjuova krivica: on porice da je ubio Voltera Delakroaa [Walter Delacroix]
i njegovu devojku Houp [Hope] i tvrdi da je to ucinio njegov ortak Karl
Vitelo [Carl Vitello], samo §to je ovaj imao boljeg (ta¢nije: bolje placenog)
advokata koji ga je uspeo osloboditi od smrtne kazne. Ali bice reci kako
o vaznim egzistencijalnim temama (o veri, Bibliji i Isusu Hristu), tako i o

4 Tako ¢e u jednom intervjuu pred kamerama Ponselet otvoreno iskazati svoju simpatiju (!) prema Adolfu Hitleru i Fidelu Kastru [Fidel Castro]
(sic!). Kasnije e se pred svojom sagovornicom pokajati zbog te nepromisljene izjave.
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onim svakodnevnim kao $to su na primer one intimne, o ljubavi®. Vremen-
om se upravo kroz te razgovore pokazuje da i Ponselet ima dusu, da nije
hladnokrvni ubica kojeg u njemu vide roditelji njegovih zrtava i kakvim ga
pravi medijska javnost. Upravo svojim nenametljivim pristupom Prezanova
uspeva naprosto majeuticki izmamiti senzibilitet kod svog ,,0zloglasenog*“
sagovornika, na kraju krajeva i veru u covecnost.

Kako bi uslidila Ponseletovu molbu za obustavom smrtne kazne, odnos-
no preispitivanjem slucaja, Prezan trazi pomo¢ od iskusnog advokata
Hiltona Barbera (Robert Proski [Robert Prosky]), specijaliste za ovakve
slucajeve. U Barberu ¢e naci osobu koja pokazuje puno razumevanje za
Ponseletovu situaciju. Vrlo je upecatljivo njegovo istupanje pred odborom
za pomilovanje gde ukazuje na besmislenost navodno ,,humanog® izvrsenja
kazne smrtonosnom injekcijom: ,,Privezemo ga i damo mu injekciju za um-
rtvljivanje. Onda mu damo drugu injekciju od koje mu implodiraju pluca.
A od trece injekcije stane mu srce. MiSi¢i lica trzali bi mu se da nije dobio
prvu injekciju. Tako ne moramo gledati uzas. Ne moramo okusiti krv osvete
dok se njegovi organi izvijaju, okrecu i stezu. Samo mirno sedimo, klimamo
glavom i mislimo: ,Pravda je zadovoljena. (Odista, nije li ubijanje samo
po sebi nehumano, pa bilo ono izvrseno i ,po pravdi“?) Medutim, nijedan
od pokusaja da se ponovo pokrene sudski postupak u slu¢aju Ponselet ili
barem odlozi termin izvr$enja kazne nece uroditi plodom.

Helen Prezan ¢e u meduvremenu morati pro¢i kroz niz unutrasnjih
konflikata kako bi zauzela konacan stav prema osudeniku na smrt. Pored
toga $to ¢e se morati ograditi od predrasuda javnhog mnjenja (izmedu os-
talog i zvani¢nog stava crkve kako to predocava pocetna epizoda sa zat-
vorskim svestenikom), ona ¢e se konfrontirati i sa roditeljima Ponseletovih
zrtava, bra¢nim parom Persi [Percy] i Erlom Delakroaom [Earl Delacroix]
(Rejmon Dz. Beri [Raymond J. Barry]) koji ¢e joj prebaciti arogantnost
kada mu bude rekla da je pozove ako treba njenu pomo¢. Svojim insistiran-
jem da kontaktira ozloglasenog ubicu nai¢i ¢e na nerazumevanje, ¢ak i na
prezir kod ovih, $to se moze primetiti ve¢ iz njihovih mrskih pogleda ili ¢ak
otvorenih osuda njenog ponasanja. Tako ¢e prilikom jedne posete u kuci
Persijevih do¢i do konflikta, pa ¢e Klajd Persi [Clyde Percy] (R. Li Ermi [R.

5 Zaledi se kako mu ponekad nedostaje prisustvo neke zene (vise iz nekih ,prirodnih®, nego iz emotivnih razloga), Ponselet se ¢udi Prezanovoj
koja se u ime vere odrekla intimne veze sa muskarcem. Ona mu odgovara lakonski: ,,Mozes s drugim podeliti snove, misli, osecanja. I to je intimnost.”
Medutim, Metju i dalje provocira: ,,Mi smo sada intimni, zar ne sestro?“ Pomalo uvredena, Helen trazi od njega viSe po$tovanja.
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Lee Ermey]), saznavsi licno od nje da ¢e biti duhovni savetnik Ponseletu,
zahtevati od nje da napusti njihov dom. S druge strane Delakroa® je isto
tako kori zbog svoje privrzenosti jednom zlikovcu, a da ne trazi kontakt sa
roditeljima zrtava koje takode treba razumeti. Ne osuduje se samo (potenci-
jalni) zlocinac, ve¢ i onaj ko saoseca sa njim - to je zakljucak koji se namece
gledaocu filma iz premisa koje mu ovde predocava Robins.

Kako se priblizava dan egzekucije, odnos izmedu casne sestre i osudeni-
ka postaje sve prisniji. Posto ve¢ i sam polako gubi nadu u odlaganje kazne,
Ponselet trazi savet od Prezanove koje delove Biblije bi trebalo da procita
kako bi pronasao kakvu-takvu utehu. U $ali ¢e mu re¢i da poput komicara
V. K. Fildsa [W. C. Fields] u Bibliji ,trazi rupe u zakonu® (Neobi¢no za
jednu ¢asnu sestru da sebi dopusti jednu takvu vrstu humora, ali to je znak
njene senzibilnosti, da ume da se nasali onda kada treba malo rasteretiti
svoga sagovornika.) Svakako da ¢e mu preporuciti lektiru odredenih mesta
iz Biblije, pre svega ono iz Jovanovog jevandelja gde je re¢ o oslobadajucoj
snazi istine. Zanimljivo je da ¢e mu u kasnijim razgovorima hteti predociti
kako je i sam Isus Hrist bio pobunjenik. To ¢e se svideti Metjuu, jer e se
tako moci identifikovati sa njime; medutim, Helen ¢e ga upozoriti da ga
Isusovo Zrtvovanje ne oslobada od priznanja svog udela u ubistvu Voltera
Delakroaa i njegove devojke. Shodno svom pozivu, Prezan priprema Pon-
seleta da se bez straha suoci sa smrcu; ona Zeli da mu pruzi moguc¢nost da
sa dostojanstvom napusti ovaj svet. [ako ona svojim angazmanom oko Pon-
seleta stoji na strani iste one institucije koja odobrava, a ne osuduje javno
smrtnu kaznu, ipak ona izvrSenju svog zadatka prilazi blago, nenametlji-
vo, bez iracionalnog zanosa. Robinsu nije stalo toliko do veli¢anja duse-
briznicke prakse, koja moze biti i hladna i bezosec¢ajna,” ve¢ do humanosti
onoga ko istinski saoseca sa osudenikom, ko je trazio i - kao Helen Prezan
- pronasao mogucnost da se ovome olaksa muka ($to bi se reklo: sapatnik
koji je dobrim delom bio i njegov saputnik).

Na dan izvr$enja smrtne kazne Ponselet dobija priliku da se jos jednom
vidi sa ¢lanovima svoje porodice, majkom Lusil [Lucille] i bracom Kregom
[Craig], Sonijem [Sony] i Trojom [Troy]. Susret je ispocetka sasvim nor-
malan, jedan od brace se ¢ak $ali na Metov [Matt] racun i njegovih bivs$ih

6 Njegov glavni argument zasto ne moZe oprostiti zlo¢in Ponseletu je taj $to vise nece imati (bioloskog) naslednika. Loza Delakroaovih ¢e nestati sa njime.
7 Tako nesto simboli¢no pokazuje konvencionalni gest kapelana Farlija pred Ponseletovo pogubljenje: dva pokreta rukom, u vidu krsta, ali bez
pravog saucesca.
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ljubavnica, atmosfera je na neobican nacin opustena, kao da nista ne pre-
doseca na strasni rasplet. U meduvremenu. Helen ¢e imati kratak razgovor
sa jednim strazarem koji je vazan za razumevanje filma, posebno njegove
eticke dimenzije. Primec¢uju¢i njenu brigu za osudenika, taj strazar joj kao
neku vrstu opravdanja za kaznu dobacuje da se zna $ta je napisano u Bibliji:
,Oko za oko ...“ Drugim rec¢ima, ucinjena nepravda opravdava manjak sim-
patije sa onim ko ¢e zavrsiti sa otrovom u venama. Medutim, ona mu daje
adekvatan protivargument: u Bibliji takode stoji da se smr¢u treba kaznja-
vati preljuba, prostitucija, homoseksualnost, skrnavljenje Svetog tla i drugo.
Za to vreme, posto polako isti¢e vreme dozvoljeno za posetu, atmosfera se
naglo menja: naprosto se ose¢a napetost u prostoriji, nema vise one opuste-
nosti, nastaje neugodni tajac. Jedino zvuk Trojovih patika, koje monotono
vuce po podu, prekida tisinu. Vrlo brzo dolazi do rastanka - njime je najvise
pogodena majka koja posle izlaska iz zatvora naprosto kolabira, dok je Met-
ju, sa suzama u o¢ima i drhtavog glasa, ispraca ute$nim recima.

Napetost raste i kod gledaoca - blizi se trenutak istine. No to nije simo
izvr$enje kazne kojom se navodno uspostavlja pravda i pravni sistem legit-
imira svoju mo¢, ve¢ je to onaj momenat kada Ponselet, neposredno pred
svoj ,,odlazak u smrt®, pre nego $to se hodnikom LA State Prison-a prolomi
glas jednog od strazara: ,,Dead man walking!“*, u svom poslednjem razgov-
oru sa Helen, vidno skrhan, kroz suze priznaje da je ubio mladog Delak-
roaa. Priznaje i da je silovao njegovu devojku, ali da je nije ubio. To je ucin-
io Vitelo koji nece biti pogubljen. Priznajuéi svoju krivicu on prevazilazi
arogantnost koja ga je ve¢im delom vremena provedenog u zatvoru ucinila
slepim da preispita svoj stav prema ljudima kojima je naneo zlo, prema ko-
jima je imao moralnu obavezu pokajanja. Prezanova je svojim rec¢ima da
¢e ga istina osloboditi uspela prodreti u njegovu dusu, podstakla ga je time
na priznanje greha kojim je ujedno data mogu¢nost da mu ljudi pogodeni
ubistvom oproste. Spasen je u ovostranom smislu, kada ,zasluzi“ njihovo
saosecanje - to je eticka poenta priznanja zlocina.

Nedugo zatim, posto je u meduvremenu obelodanjeno da je i pos-
lednji pokusaj pred viSom instancom (Saveznim apelacionim sudom koji se
tako prikljucio guverneru’) da se zaustavi izvrSenje kazne propao, ,,mrtvi

8  Na taj nacin se zaista u americkim zatvorima najavljuje poslednji hod osudenika pred pogubljenje.

9 Sam guverner Ben Benedikt [Ben Benedict] ima najvecu , zaslugu® za ,.ekspresno” pogubljenje Ponseleta, jer kao $to se vidi iz jednog transparenta
na auto-putu odn. jednog TV snimka on zagovara tvrd stav prema okorelim kriminalcima (,,Get tough!*), a Ponseletovim pogubljenjem pred izbore
dodatno Zzeli motivisati one glasace, koji su za izvrenje smrtne kazne.
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covek® okruzen ¢uvarima zapocinje svoj poslednji hod. Pre nego sto ¢e kro-
Citi u prostoriju gde se vrsi egzekucija, Helen Prezan prvi put stupa u ne-
posredni kontakt s njim, bez prepreka koje su ih do tog trenutka razdvajale
u zatvoru, i pruza mu jo$ jednom podrsku da istraje u tim teskim trenucima
i ne izgubi dostojanstvo. Pre nego $to se rastanu, Helen ga savetuje da za
vreme davanja injekcija gleda u nju - jedino ,lice ljubavi“ koje je Metju ikad
pogledao. Njemu ¢e zatim biti usliSena molba da ga Helen jedno vreme drzi
za rame.

Pre nego $to Ce biti polozen na medicinski lezaj', Ponselet dobija priliku
da se poslednji put obrati onima koji ¢e prisustvovati ,,teatru uzasa“: on po-
malo nesigurnim glasom, ali ipak trezveno trazi od roditelja zrtava da mu
oproste, a zatim kaze i ono §to je mozda i smisao Robinsove poruke koju
daje svojim filmom: ,,Samo Zelim re¢i da je ubijanje lose, bez obzira na to
ko ubija. Ja, Vi ili Vasa Vlada.“ Zatim ga polazu na lezaj i polako ,,humano®
ubijaju - pokretanjem jednog mehanizma aparat automatski ubrizgava jed-
nu za drugom tri supstance (prvu da umiri Zrtvu, zatim drugu da joj implo-
diraju pluca i tre¢u da prestane rad njenog srca, onako kako je to ve¢ pre-
docio Barber u svom pledojeu). Prikaz ovog ,medicinskog“ ubistva je sam
po sebi uzasan, ali Robins ¢ini na tom mestu jedan neocekivan dramaturski
obrt. On, naime, uporedo sa prikazivanjem takvog (,,pravednog®) ubistva
u jednoj vrsti osvrta prikazuje zlo¢in Ponseleta i Vitela one kobne no¢i. S
jedne strane vidimo Ponseleta, onako nemoc¢nog na lezaju, sa injekcijama u
venama, dakle, kao Zrtvu, s druge strane isto njega, ali kao zloc¢inca koji se
isto tako izivljava nad svojom nemoc¢nom zZrtvom. Posto mu je ubrizgana i
treca injekcija, Ponseletove oci se otvaraju i aparat registruje njegovu smrt.
»Pravda“ je zadovoljena!

Film se zavr$ava kratkim prikazivanjem Ponseletove sahrane na groblju
gde inace bivaju sahranjivane ¢asne sestre (zasluga je Prezanove da je uopste
mogao biti pokopan na tom mestu). Sahrani prisustvuju ¢lanovi porodice
Ponselet, Helen i njena najbolja prijateljica Kolin [Colleen], jedan biskup i
jo$ nekoliko osoba. Kao zadnju sekvencu vidimo jednu crkvu u kojoj sedi
Prezan, a u njenoj blizini Erl Delakroa. Za pretpostaviti je da je Helen nasla
novog sagovornika sa kojim ¢e mo¢i govoriti o zlo¢inu i kazni, o pokajanju

10  Taj lezaj sa naslonjac¢ima za obe ruke biva uspravljen i poprima oblik krsta $to moZe podsetiti na raspece Hrista, iako Robins svakako nije imao
nameru Ponseleta prikazati kao mucenika, ve¢ pre ukazati na dva lica samog hris¢anstva: religija, ¢iji je osnivac¢ zavrsio razapet na krstu, sama je ¢esto
umela prinositi zrtve ili opravdavati njihovo ubistvo.
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i oprastanju, o gresnosti i spasenju — o tome kako ljudi trebaju graditi svoje
odnose u medusobnom razumevanju i saosecanju, a ne u bezosecajnosti i
mrznji.

Konstelacija simpatetickih odnosa u filmu
Mrtav ¢ovek hoda

Film Dead Man Walking pokrece slozeno pitanje opravdanosti smrtne
kazne. Time se ubraja u niz filmova koji se uglavnom kriticki odnose prema
toj temi (neki od primera takvih filmova bi bili Kjubrikov [Kubrick] Putevi
slave [Paths of Glory] (1957), Kratki film o ubijanju [Krétki film o zabijaniu]
(1988) Kislovskog [Kieslowski], Darabontova adaptacija romana Stivena
Kinga [Stephena King] Zelena milja [The Green Mile] (1999) ili Lars fon
Trirov [Lars von Trier] Ples u tami [Dancer in the Dark] (2000)). Zanimljivo
je da, iako sam kriticar smrtne kazne, Robins u svom filmu vrlo diferenci-
rano prilazi tematici, tako $to uvazava i perspektivu onih koji su pogodeni
ubistvom svoje dece i koji zahtevaju da se zloc¢inac kazni smréu. Ta ambiv-
alentnost je filmskim sredstvima izrazena u sceni Ponseletovog pogubljenja
u koju se ubacuje epizoda zloc¢ina u $umi, tako da se naizmeni¢no prepli¢u
proslost i sadasnjost. No, bilo bi pogresno Robinsu zbog toga prebaciti ne-
doslednost ili ¢ak neodlu¢nost koja bi ,,pravu® odluku pro et contra jednos-
tavno prepustila gledaocu. Ovom dvostrukom sekvencom Robins pre zeli
ukazati na besmislenost ubijanja po sebi, bez obzira da li se ubija kriv ili nev-
in covek. Stoga se moze reci da je njegov film svojevrsna kritika ubijanja.

Ono $to je bitno za eticki motivisanu analizu ovog filma, kao $to je na
pocetku napomenuto, nije toliko apstraktan sud o tome da li je smrtna ka-
zna opravdana ili ne, ve¢ onaj aspekat koji se tice konkretnih meduljudskih
odnosa prikazanih u ovom filmu. Glavno pitanje je onda kako se odnos-
iti prema osudeniku na smrt, da li saosecati sa njime ili ne - to je eticki
problem simpatije. Upravo Mrtav ¢ovek hoda pokazuje svu slozenost tog
problema. Jer radi se o viSedimenzionalnom, ta¢nije, multiperspektivhom
problemu: treba razlikovati perspektivu onih pogodenih nekim sre¢nim ili
nesre¢nim spletom okolnosti ili pak na osnovu ucinjenih (zlo)dela i pers-
pektivu onih koji su samo posmatraci u toj situaciji. U zavisnosti od blizine
ili distance prema onim prvima ovi drugi se prema njima mogu odnositi sa
vise ili manje simpatije $to pak kod onih izaziva razlicite reakcije. Ali isto
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tako neko kao posmatra¢ moze biti pogoden nekom situacijom. Perspektive
ovde nisu fiksirane, ve¢ su podlozne menjanju — moze se ostati pri njima,
ali isto tako se mogu promeniti, odnosno zameniti. Simpatija pri tom up-
ravo znacdi ili pretpostavlja mogucénost promene tacke gledista. Simpatisa-
ti, odnosno saosecati sa nekim znaci da umem (barem u mislima) zauzeti
njegovo stajaliSte, da situaciju vidim njegovim oc¢ima. Istina, ako bismo in-
sistirali na diferenciranosti izraza, simpatija bi bio onaj vid saosecanja gde
posmatrac deli isti osecaj sa pogodenom osobom, dok bi empatija bila ono
»uzivljavanje“ u neku drugu osobu koje ne mora voditi tome da se sa njom
podeli isti osecaj."!

U zavisnosti od toga u kojoj meri se moze simpatisati sa odredenom
osobom zavisice i ,kvalitet“ odnosa prema njoj. Tako se u Robinsovom
filmu mogu razluditi sledece perspektive: (1) odnos Helen Prezan prema
Metu Ponseletu kao i odnos ovog prema njoj, zatim (2) njen odnos pre-
ma roditeljima ubijene dece® i vice versa, (3) uzajamni odnos Ponseleta i
roditelja Zrtava, (4) odnos predstavnika institucije ili javnog mnjenja prema
osudeniku - a na jednom visem ili barem novom nivou imamo i odnos
gledaoca prema sudbini prikazanih aktera (5). Recepcija samog filma ne
ostavlja ravnodusnim ni gledaoca; $tavise, jedno od glavnih obelezja filma
je da najefektivnije od svih umetnickih medija ume polarizovati ili senzibi-
lizovati recipijenta za prikazane sadrzaje. Moglo bi se reci da je film simpa-
teticka umetnost par excellence.

Razlozimo kompleksnu konstelaciju meduljudskih odnosa prikazanih u
filmu i pogledajmo kakvog karaktera su simpateticki procesi onako kako se
odvijaju iz perspektive ucesnika i posmatraca. — (1) Kao jezgro oko kojeg se
koncentri$u svi drugi odnosi imamo odnos Helen Prezan i Metjua Ponse-
leta. Ona inkorporira poziciju posmatraca, a Ponselet (takode i bra¢ni par
Persi i Delakroa) onu nekog pogodenog izvesnom situacijom. Kako bi se
razvio simpateticki odnos, potrebna je bliza veza sa osobom ciju situaciju
treba sagledati. Otuda ce se ovde razviti najintenzivniji odnos koji poprima

11 Prikaz znacaja empatije za razvoj moralne ,kompetencije“ pojedinca (posebno na primeru socijalizacije dece) moze se naéi u delu psihologa
Martina L. Hofmana [Martin L. Hoffman]. Upor. Hoffman, M. L. (2003) Empatija i moralni razvoj. Znaaj za brigu i pravdu, Beograd: Dereta. Hofman
se bavi slede¢im moralnim situacijama: (1) situacija u kojoj jedna osoba povredi drugu, (2) ona situacija kada je uklju¢en neduZzni posmatrac, (3) kada
osoba, iako je neduzna, krivi samu sebe, (4) kada se u situaciji u kojoj je pogodeno vi$e osoba treba prikloniti jednoj od njih i (5) ona situacija u kojoj
je odredena osoba u sebi ambivalentna izmedu sopstvene brige za druge i socijalno korektnog ponasanja.

12 Odnos izmedu Helen i Lusil Ponselet, Metove majke, mogao bi se takode zasebno posmatrati, a pokazalo bi se da je ovde odnos neposredniji, jer
ne postoje prepreke koje bi trebalo otkloniti kako bi se razumela situacija ove majke. Iako sama nema decu, Helen ume da sagleda situaciju Zene koja
Ce ostati bez jednog od svojih sinova. Time prigovor Meri Bet Persi [Mary Beth Percy], kako Helen nema osecaja za njenu sudbinu zato $to sama nikad
nije othranila decu, ostaje bez osnova.
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skoro crte jedne intimne veze. lako razdvojeni resetkama i zastitnim stakli-
ma — nekada na taj nacin da se ne mogu ¢ak ni gledati vis-a-vis -, dva cove-
ka razli¢itih sudbina postaju blizi jedan drugom. Ali na razlicit nacin: dok
je Ponselet raznim predrasudama onemogucen da ,,otvori dusu® pred cas-
nom sestrom, ova ispocetka pokusava uciniti kontakt prisnim i otvorenim,
pa ¢e se vremenom pod njenim uticajem i delikvent distancirati od nekih
predrasuda i poceti preispitivati svoj stav prema okolini. Iako Prezanovoj
ve¢ sama profesija nalaze da stupi u blizi kontakt sa Ponseletom, kako bi
ga bolje razumela i pripremila na priznanje istine, njena senzibilnost je ta
koja joj olaksava pristup konfliktnoj osobi kao sto je Ponselet. Prezanovu ne
interesuje samo perspektiva ¢oveka koji oc¢ekuje smrtnu kaznu ($to samo
po sebi izaziva strah, te identifikaciju sa osudenim ¢ini lak§om), ve¢ i per-
spektiva (potencijalnog) krivca koji treba da raskrsti sa proslosc¢u, da bude
»hacisto” sa samim sobom. Iako je od aktera u najdaljoj vezi sa Ponseletom,
Prezanova e ipak razviti najblizi odnos sa njime.

(2) Njen odnos prema roditeljima Zrtvi je daleko problemati¢niji.
Naime, s obzirom na njenu biografsku pozadinu (pomo¢ onima koje je
sudbina, a ne sopstveno delo ucinilo nesre¢nim) moglo bi se ocekivati da
¢e najvise vremena provoditi sa njima i najve¢u moralnu podrsku davati
upravo njima. Gubitak voljene osobe je jedan od onih ljudskih udesa koji
najviSe podstic¢u na saosecanje, jer svakome je manje-vise iz sopstvenog
iskustva poznato $ta to znaci, posebno kada nije bilo nuzno da dode do
toga. A posebno je tragi¢no kada neko izgubi zivot tudom krivicom. Otuda
bi takvim ljudima trebalo najvise pomoc¢i. No Helen Prezan najvise vre-
mena provodi sa krivcem, a ne sa onima pogodenim njegovim zlo¢inom!
To je jedan od problema sa kojima ¢e se ona nolens volens morati uhvatiti
ukostac. Zbog te svoje bliskosti prema Ponseletu, Persijevi i Delakroa ¢e
joj prebacivati ravnodus$nost — umesto da njima daje moralnu podrsku,
ona im navodno okrece leda i podrzava okrutnog zlocinca. Jasno je da
oni time ,,ne pogadaju” perspektivu iz koje valja sagledati njen angazman,
a to Cine zato $to su pod uticajem negativnih afekata, pre svega mrznje i
osvetoljubivosti, koji onemogucavaju moralno simpatisanje sa nekim. Iako
oni tako nemaju razumevanja za nju, Helen ¢e ipak pokazati razumevanje
za njih kao $to to ilustruje njena poseta roditeljima Houp Persi koja ce,
istina, zavrsiti u nesporazumu. Kako bi opravdala svoje ponasanje, ona im
odgovara: ,Poku$avam slediti Isusov primer. Rekao je da je svako vredan
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vi$e nego najgora stvar koju je uc¢inio.“ To zvuci provokativno, ali ona time
ne zeli uvrediti Persijeve, ve¢ ih zeli navesti na vise senzibilnosti u razma-
tranju problema. Time kod njih nece imati uspeha, ali zaklju¢na sekvenca
filma, gde vidimo kako Prezan i Erl Delakroa sede u istoj crkvi, pokazuje
da je ona svojim konsekventnim stavom uspela barem njega podstaci na
razmisljanje.

(3) Ako se ve¢ izmedu casne sestre i roditelja ne moze razviti har-
monican odnos, jasno je da ¢e najmanje do ovog do¢i izmedu roditelja i
ubice njihove dece. Tolerancija ili medusobno razumevanje ovde dostize
skoro nultu tacku. Ve¢ je receno da je patnja kao posledica gubitka voljene
osobe (a ne vole li se najvise sopstvena deca?) utoliko veca, ukoliko se to
moglo spreciti. Ako su okolnosti bile slu¢ajne, a nikome se ne moze prebac-
iti krivica, dusevno stanje sapatnika ¢e biti neodredeno, pa na neki nacin
slabijeg intenziteta. Medutim, ako se zna krivac, a radi se o ubistvu voljene
osobe, onda je jasno da ¢e se kod onih, koji su bili u bliskom odnosu sa ubi-
jenim (roditelji, rodaci, prijatelji), pored bola radi gubitka javiti i izrazito
negativan stav prema onome ko je pocinio taj zlo¢in. Iz takvog negativnog
stava nikako ne moze da sledi simpatija u smislu razumevanja poriva ili
motiva koji su naveli ubicu na taj ¢in, a samim time ni razumevanje za
neke olaksavajuce okolnosti koje bi — barem delimi¢no - mogle opravdati
ili, bolje re¢i, ublaziti patnju nanesenu kobnom radnjom. Gospodin i gos-
poda Persi kao i Erl Delakroa ne pokazuju nikakvo razumevanje za Pon-
seleta, naprotiv, traze od pravnog sistema da ga najstroze kazni,” a ni ne
pomisljaju da mu na neki nacin oproste zloc¢in. S druge strane Ponselet se
takode ne ponasa kao neko ko bi imao razumevanje za situaciju roditelja, a
na to da taj stav ne promeni navodi ga izmedu ostalog nedostatak simpatije
upravo od strane roditelja (simpatije u smislu razumevanja njegove situ-
acije): ,,Tesko je simpatizirati s njima kad me zele ubiti, kaze on jednom
prilikom Helen. Jedan od etickih uvida, koji se odatle moze izvu¢i kao zak-
ljucak, jeste da nedostatak razumevanja koju neka osoba oc¢ekuje od dru-
gih povratno pojacava efekat njene netolerantnosti prema ovima. Princip
»kako ti meni, tako ja tebi“ onemogucava simpateticke akte, ako seisjedne
i s druge strane ostane pri negativnim (afektivnim) stavovima, tako da bi

13 Panisu zadovoljni ni na¢inom izvr$enja kazne: tako Klajd Persi, otac ubijene Houp, u jednom TV intervjuu sa prili¢nim cinizmom kaze: ,,Mozda
sam sentimentalan, ali radije bih da se przi.“ (Misli na elektri¢nu stolicu.) Zanimljivo je kako reakcija onih pogodenih nekim zlo¢inom poprima crte
nehumanosti, kao §to to ilustruje Persijev govor. U svojoj kudi ¢e pred Helen o Metjuu reci sledece: ,,Ponselet je BozZija pogreska!“ To je svakako vrhunac
njegove netrpeljivosti prema osudeniku (iako on uopste nije ubio njegovu ¢erku, kako pred kraj filma saznaju gledaoci).
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se na primeru odnosa izmedu Ponseleta i Delakroaa, odnosno Persijevih,
moglo pokazati kako se na osnovi negativne reciprocnosti ne moze razviti
ni minimum simpatije. Tek pred kraj filma, jedna strana ¢e popustiti: Pon-
selet e, posto ga savlada griza savesti i tako prizna svoju krivicu, zatraziti
od roditelja da mu oproste, $to bi se moglo protumaciti kao simpateticki
apel, molba da se razume i njegova situacija. Film ne pokazuje, da li ¢e ta
implicitna molba biti usliSena, mada poslednja scena nagovestava da ce
eventualno Delakroa ublaziti svoj stav ili pokazati barem spremnost za to.

(4) Pored neposrednih odnosa izmedu glavnih aktera u filmu su barem
naznaceni i posredni odnosi koji se mogu razviti u slu¢aju Ponselet. Oni
se ticu pre svega percepcije njegove situacije iz ugla predstavnika javnog
mnjenja ili pak institucija povezanih sa njime (pre svega zatvora). Kako se
drukdije nije moglo ni ocekivati, mediji prave Sou od sudbine osudenika
na smrt, bez takta i distance neophodne za objektivno posmatranje. Kako
to pokazuje njihova fiksiranost na patnju roditelja (takode i onu Metjuove
majke, ali vise iz voajerizma) ili izmamljivanje negativnih stavova Ponse-
leta u onom intervjuu u kome iskazuje simpatiju za naciste i druge ideol-
oge, svaka prilika se koristi kako bi se ve¢ dovoljno ,,ocrnjeni“ osudenik
jo$ vise ,,demonizovao“ i time dodatno opravdala smrtna kazna. Dizanje
~medijske prasine“ za cilj ima skretanje paznje sa individualnih ljudskih
sudbina, ¢ije rasvetljenje bi barem delimi¢no moglo razjasniti okolnosti
koje su vodile nekom zlo¢inu, ili dati daleko suptilniju sliku osudene osobe
i na taj nacin doprineti smirivanju strasti. Praksa medijalnog insceniranja
ubistava i slicnih negativnih pojava dovoljno nam je poznata iz dnevne
Stampe i drugih medija - ona umesto senzitivizma podstice senzacionali-
zam, tako da je Robinsov prikaz navedenih epizoda realistican. Sto se tice
predstavnika vlasti, odnosno institucija, oni ili nemaju nikakvo razume-
vanje za Ponseleta ili ga samo simuliraju. Primer onih koji odlu¢uju o Pon-
seletovoj sudbini (viSe pravne instance!), a koji se ne prikazuju u filmu,
$to je konsekventno, jer najmanje simpatije ¢e prema nekome pokazati oni
koji nisu ni u kakvom neposrednom odnosu sa njim, zatim zatvorski strazar
koji shodno ,,zdravom razumu® sudi o pogubljenju, kad navodi reci iz Bib-
lije (,Oko za oko, zub za zub®), kapelan Farli koji samo konvencionalno
ispraca Ponseleta u smrt, iako se zna da ima vrlo negativno misljenje o
njemu (to je maskirani moral) — potvrduju otudenost, ali i emocionalnu
otupelost predstavnika jednog sistema koji treba maske kako bi prikrio svoj
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nemoral (ili barem dvostruke standarde). Simpatisanje se ovde ve¢ iz tog
razloga izbegava, po$to ono ne odgovara formalnom karakteru odnosa pre-
ma doti¢nom licu, kojim se treba prilaziti sluzbeno, sa distance, bez emo-
cija, onako kako to nalaze zakon ili neki drugi skup pravila ponasanja ili
kako to odreduje uloga dodeljena akteru u socijalnom sistemu.™

(5) Na kraju ostaje da se napusti ravan filmskih desavanja i ukaze na
simpateticke aspekte same recepcije filma. U dosad razmatranu konstelaciju
simpatetickih odnosa valja ukljuciti i filmskog gledaoca. On u ovom sluca-
ju inkorporira (neutralnog) posmatraca par excellence. Iako se radi samo
o fiktivnom des$avanju, radnja filma trazi i od samog gledaoca da se na
odreden nacin postavi, ne samo prema problemu koji se obraduje (kritika
smrtne kazne i ubijanja uopste), ve¢ i prema protagonistima ¢ija se sudbi-
na prikazuje. Prema svakome od njih se moze zauzeti stav baziran takode
na simpatiji (eventualno i na antipatiji). Verovatno najvecu simpatiju (u
smislu odobravanja postupaka) pobra¢e Helen Prezan svojim smelim an-
gazmanom i borbom protiv predrasuda. Gledano iz ugla etike, ona je glavna
junakinja filma. Prema liku Metjua Ponseleta bice teze odrediti stav: lako
bi se moglo desiti da on bude ambivalentan. Njegova netolerancija prema
neposrednoj okolini, roditeljima zrtava, pripadnicima druge rase - ali i ona
prema Helen (barem na pocetku filma), verovatno ¢e ga ,,odbijati“ od gle-
daoca, ne¢e mo¢i privuéi njegovu simpatiju; medutim, tokom filma, up-
oredo sa menjanjem njegovog negativnog stava prema ljudima, percepcija
ovog lika od strane gledaoca ¢e se izmeniti i kao posledica toga nece izostati
razumevanje za njegovu situaciju. Naravno, njegov zlocin nece naici na ra-
zumevanje, i to je ono sto sprecava potpunu simpatiju koju ¢e gledalac imati
pre za Helen Prezan. Mozda je upravo u tome bila Robinsova namera kada
je u scenu pogubljenja utkao prikaz surovog ubistva: da gledalac ostane
svestan Ponseletovog nedela, a ne da pod uticajem perfidnog pogubljenja
izgubi distancu prema ovom liku. Zanimljivo je da ¢e na nerazumevanje
veceg dela gledalaca (barem je to za ocekivati) nai¢i povremeno ponasanje
roditelja Zrtava, njihova grubost i nediferenciranost u odnosu prema cas-
noj sestri, a dodatno ih ,,nesimpati¢nim® ¢ini njihova jasno izrazena mrznja

14 Zanimljivo bi bilo pitanje da li je ve¢ svojom pripadnoscu instituciji crkve Helen Prezan predodredena da ,rutinski“ obavlja svoj posao $to bi u
mnogome umanjilo znacaj njenog personalnog angazmana — ili je upravo njen bliski kontakt sa osudenikom povod da preispita svoju ulogu u okviru
jedne institucije koja odobrava smrtnu kaznu (to pak ne tangira njeno liéno angazovanje). U svakom sluc¢aju valjalo bi promisliti da li odredena
socijalna rola nekog ¢ini vise ili manje prijem¢ivim za simpateticke osecaje. Da li se simpatija moze ,narediti* ili ona, $tavise, preispituje ,,kodifikovanje*
karitativnih aktivnosti u okviru institucija?
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prema Ponseletu koja od institucija, zaduzenih za to, trazi ispunjenje onog
Biblijskog stava ,,Oko za oko, zub za zub", da se zlo¢in uzvrati zlo¢inom,
ubistvo ubistvom. Sigurno je da bi njihov diferenciraniji stav prema Ponse-
letu, a mozda i spremnost da mu se oprosti zlo¢in, doprineli tome da se vise
razume i njihova situacija. Ovako oni (p)ostaju delom jednog sistema koji
opravdava ubijanje i doprinosi daljem odvijanju spirale ljudskog nasilja. A
u takvom sistemu nema mesta ni za moralnu simpatiju kao korektiv resan-
timana prema drustvenim otpadnicima.

Helen Prezan kao ,nepristrasni posmatrac”

Za kraj ovog razmatranja etickih problema prikazanih u filmu Mrtav
¢ovek hoda ostaje metaeticko pitanje, koji tehnicki termini predlozeni u
tradiciji etickih teorija mogu u formalnom pogledu posluziti za koncep-
tualizaciju onih problema. A pitanje se moze postaviti i iz recepcionisticke
perspektive: za ilustraciju kojih eticki relevantnih pojmova moze posluziti
prikaz karaktera u ovom filmu? Da bismo pronasli odgovor na to pitanje,
treba s jedne strane odrediti struju u okviru istorije etike u kojoj pojam sim-
patije ima klju¢nu ulogu, a s druge strane pronaci pojam predlozen u nekoj
od teorija iz te tradicije koji bi se egzemplarno mogao uvesti gledanjem
ovog filma.15 Sto se tice eticke tradicije, jasno je da u obzir treba uzeti onaj
tip promisljanja koji je (barem provizorno) dobio naziv etika simpatije ili
simpateticka etika.16 Medu predstavnicima tog pravca izdvojio bih skotsk-
og filozofa Adama Smita [Adam Smith] (1723-1790) koji je slavu stekao
svojim delom iz politicke ekonomije Bogatstvo naroda, ali koji je — §to se
Cesto previda — svojim delom Teorija moralnih osecanja [Theory of Moral
Sentiments] iz 1759. godine (Smit, 2008) isto tako vazan doprinos dao i
filozofskoj disciplini etike, posebno onoj simpateticke orijentacije. A kada
je u pitanju pojam koji bi posebno valjalo izdvojiti kao paradigmatican za
prikaz simpateticki relevantnih situacija, svejedno da li onih realnih ili onih

15 To valja doslovno shvatiti, naime, tako da bi Robinsov film mogao posluzZiti u didakticke svrhe: kada bi se doti¢ni apstraktni koncept trebao
pojasniti, umesto egzegeze nekog teksta uc¢enicima ili studentima filozofije bi se mogao pokazati taj film. Ta procedura, istina, nije uobic¢ajena u okviru
pedagoske prakse, ali bi barem za uvod u tematiku (recimo eticki problem simpatije) bila od koristi. Za ,,hardcore filozofe" takva praksa mozda ne bi bila
prihvatljiva iz razloga $to bi se onda primat dao mediju pokretnih slika, a ne mediju pojma, jer po njima razumevanje filozofskih koncepata mora da se
odvija imanentno, shodno prirodi discipline, a to je onda pojmovnost, a ne slikovitost. Ipak mislim da bi takav kvazi-platonisticki stav trebalo preispitati.
O mogucem didaktickom i heuristickom znacaju filmova za filozofiju videti u Smiljani¢, 2014, 34-51.

16  Upor. Scheler, 1948, 1 et al. U nemackoj tradiciji je - posebno s obzirom na Sopenhauera [Schopenhauer] i njegove sledbenike - re¢ i o etici
sazaljenja [Mitleidsethik], za §ta se u novije vreme kao alternativa ponudio pojam patocentricne etike, a dalja alternativa bi bio pojam situacionisticke
etike, posto se u slucaju fenomena simpatije, empatije, saZaljenja itd. radi o fenomenima usko vezanim za situativni kontekst. ,Emotivizam" se s druge
strane ustalio vi$e u metaeti¢ckim diskusijama, tako da taj pojam ovde ne bih stavio u prvi plan.
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fiktivnih (kao recimo onih u nekom filmu), onda bi izbor trebalo da padne
na pojam nepristrasnog posmatraca [the impartial spectator] kojeg je u
eticki diskurs uveo upravo Smit.

Za razliku od klasi¢nih i ondasnjih eticara (Platon i Aristotel su primeri
za prve, Frensis Haceson [Francis Hutcheson] za druge) Smit svoju filozofi-
ju morala ne zasniva niti na razumu, odnosno umu, niti na nekom poseb-
nom moralnom ¢ulu (moral sense) ili posebnom emotivnom stanju kao $to
je samoljublje (kao Tomas Hobs [Thomas Hobbes] ili Bernard Mandevil
[Bernard Mandeville]), ve¢ na simpatiji kao dispoziciji za saosecajnost u na-
jSirem smislu te re¢i.” Simpatija je jedna vrsta psihickog mehanizma kojim
se afekat, posmatran na nekoj drugoj osobi, moze (ali ne mora!) preneti
na samog posmatraca.” Glavna Smitova teza je da moralni ,shematizam®
pripisivanja svojstava (moralno) dobrog i (moralno) loseg svoje izvoriste
ima upravo u simpatiji. Tako simpatija postaje glavnim instrumentom za
analizu principa koji ljudima sluze da sude o ponasanju i karakteru drugih
i, naposletku, o sopstvenom ponasanju i karakteru, to je i glavna intencija
Smitovog moralno-filozofskog spisa.*

Ono $to je od znacaja za etiku je ¢injenica da neko delanje na osnovu
afekta ili sém taj afekat odobravamo, ukoliko se na$ simpateticki osecaj slaze
sa osecajem onoga ko je pogoden nekom problemati¢nom situacijom, a da
ga ne odobravamo, ako nas osecaj ne harmonise sa ose¢ajem doti¢ne osobe.
To zahteva dvostruku operaciju menjanja tacke gledista: posmatrac se treba
postaviti na mesto onog ko je pogoden nekom (ne)ugodnom situacijom, a
pogodeni na mesto posmatraca. Otuda bi moglo biti reci i o zameni uloga.
Medutim, efekat te promene tacke gledista je razlicit u pogledu kvaliteta
osecaja: dok se posmatrac postavlja na visu ,,afektivnu ravan®, u tom smislu
$to se uzdize do primarnog (jakog) afekta pogodene osobe, ako se nademo
na mestu pogodenog potrebno je da, koliko god je to moguce, ublazZimo
nas afekat, kako bi se premestili u polozaj gledaoca ili posmatraca, posto
ovaj nije pod neposrednim dejstvom situacije. Jos treba dodati da je primar-
ni afekat uvek jaci od sekundarnog, a da su i posmatrac¢ i pogodena osoba

17  Kako bi se sprecile pogresne asocijacije, valja napomenuti da simpatija kod Smita nije isto $to i empatija ili ,emocionalna inteligencija“. Dok se bit
empatije sastoji u ,uzivljavanju“ u drugu osobu, a da pri tom nije nuzno da se dele njena osecanja, simpatija po Smitu uvek znaci saosecanje posmatraca
sa ose¢ajem onoga koga je zadesila neka sreca ili nesreca, gde se, dakle, radi o harmoni¢nom odnosu (dok u slu¢aju empatije mogu da se pojave suprotna
osecanja, recimo mrznja, ako neka osoba koju ne volimo ima uspeha). Vidi na primer takvu interpretaciju u Riihl, 2005:178.

18  Fenomenoloski korektnije bi onda bilo govoriti o svojevrsnoj emotivnoj kontaminaciji [nemacki izraz: Gefiihlsansteckung], ali uz u¢e$¢e razuma.
19 Tako je to navedeno u produzenom naslovu njegovog ¢etvrtog izdanja: ,, An essay towards an analysis of the principles by which men naturally judge
concerning the conduct and character, first of their neighbours and afterwards of themselves*.
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svesni te razlike medu afektima (posmatrac se treba uzdi¢i do radosti ili
tuge druge osobe, a ova treba da se spusti na afektivni nivo posmatraca).

Ono $to je klju¢no u Smitovoj koncepciji simpatije i njom omogucene
promene perspektive jeste da prava procena afektivnog stanja neke osobe
moze biti uspesna samo pod uslovom da smo upoznati sa uzrokom tog
stanja. Kako to sam Smit kaze: ,Saucestvovanje [tj. simpatija, D. S.] ... ne
potice toliko od pogleda na ispoljavanje necijeg osecanja, koliko od situ-
acije koja takvo osecanje izaziva“ (Smit, 2008: 5). Dakle, na identifikaciju
sa posmatranom osobom nas ne navodi toliko percepcija samog osecaja,
koliko pogled na situaciju — naravno, ako to situacija nalaze, u protivhom
identifikacija izostaje. Zato bi se moglo re¢i da Smitova etika ima situacion-
isticki predznak.

Pored pojma simpatije, Smit je u eticki diskurs uveo jo$ jedan koncept
kojim se prevazilazi jednostrana identifikacija posmatrajuceg subjekta sa
sopstvenom pozicijom (Sto bi analiticki filozofi rekli: sa prvim licem jed-
nine), a koji mu garantuje da uskladi svoj (sekundarni) afekat sa onim
(primarnim) osobe koju posmatra: to je koncept nepristrasnog posmatraca.
Proces, kojim se dolazi do korespondencije osecanja, Smit opisuje slede¢im
rec¢ima: ,,Da bi se to slaganje uspostavilo — kako priroda uci posmatrace da
pretpostavljaju okolnosti u kojima se nalazi pogodena osoba - tako udi i
samu tu osobu da u izvesnoj meri pretpostavi okolnosti u kojima se nala-
ze posmatraci. [...] Kao sto ih njihovo saosecanje tera da na nju [na svoju
situaciju, D. S.] u izvesnoj meri gledaju njegovim oc¢ima [o¢ima pogodenog
¢oveka, D. S.], tako ga i njeno [njegovo?] osecanje nagoni da u izvesnoj meri
na svoju situaciju gleda njihovim oc¢ima, a posebno u njihovom prisustvu
i pod njihovim pogledima; a kako je to posredno osecanje do kojeg ona
[pogodena osoba, D. S.] na taj nac¢in dolazi mnogo slabije od onoga $to je
ona zaista osetila, njegova jacina se smanjuje u poredenju sa ose¢anjem koje
je kod nje postojalo pre no sto je pocela da procenjuje prirodu osec¢anja pos-
matraca, pa ona pocinje da gleda na situaciju u ovakvoj verodostojnijoj i ob-
jektivnijoj svetlosti“ (Isto, 16). Nepristrasni posmatra¢ oznacava formalnu
instancu da se sopstvena situacija — nezavisno od toga, da li ona samog pos-
matraca ili ona afektom pogodenog - posmatra tudim pogledom, sto impli-
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cira distancu prema samom sebi.”* Tek tacka gledista nekog (predstavljenog)
treceg lica jeste zapravo neutralna. Moralni subjekt je upravo onaj ¢ovek koji
moze zameniti perspektivu posmatrac¢a/posmatranog i time uskladiti svoj
afekat prema odgovarajucoj situaciji.

Dalji tok Smitovog razmatranja nas ovde vi$e ne mora interesovati, jer
smo upoznali osnovne pojmove i elemente njegove teorije moralnih os-
ecanja. Valja ih jo$ jednom navesti: (1) osoba pogodena (primarnim) afek-
tom; (2) uzrok afekta (situacija); (3) posledice koje ¢e taj afekat eventualno
imati u blizoj buducnosti; (4) posmatrac i njegov ,,sekundarni“ afekat; (5)
simpatija. (To bi bila formalna rekonstrukcija jedne situacije relevantne za
simpateticku etiku.)

Ukoliko se uzmu formalne odredbe situacije koja neposredno podstice
neki afekat, a posredno (ne)slaganje sa njim, onako kako su ovde ukratko
sazete (1-5), onda se na primeru filma Mrtav ovek hoda konstelacija osoba
i dogadaja moze rasclaniti na slede¢i nac¢in: imamo Metjua Ponseleta (1)
kao onog afektivno ,,pogodenog” osudom na smrt (2), koji zbog ,,negativnog*
afekta, izazvanog takvom odlukom (mrznja prema ljudima, arogancija i
sli¢no), nije spreman da prizna krivicu (3), zatim Helen Prezan (4) kao pos-
matraca koji pod uticajem datih okolnosti saosec¢a sa sudbinom osudenika
(5). Ali to je samo konstelacija videna iz ugla odnosa Ponseleta i Prezanove;
stvari se komplikuju, ako se u nju ukljuce roditelji Ponseletovih zrtava: (1)
do (3) ostaje isto, ali sada su posmatraci Delakroa i bracni par Persi (4a)
koji ne saosecaju sa Ponseletom, ve¢ naprotiv osecaju netrpeljivost prema
njemu (5a). Medutim, oni su sami pogodeni patnjom (1a) izazvanom jed-
nom tragi¢nom situacijom (gubitak dece: 2a), tako da ¢e kao kompenzacija
za tu patnju (3a) Ponselet biti osuden na smrt. Naspram njih se pak Helen
Prezan, sli¢no kao i u prvom slucaju, moze odnositi kao posmatrac (4b) koji
simpatise (5b) sa njihovim primarnim afektom (sa 1a, ali nikako sa 5a!).”

Ocigledno je da je lik ¢asne sestre Prezan najblizi onom (idealnom?)
tipu koji Smit naziva ,nepristrasnim posmatra¢em® ,Garancija“ za to da
je nepristrasna jeste ¢injenica da nije u direktnoj vezi niti sa Ponseletom

20  Figura nepristrasnog posmatraca kao Smitov originalan doprinos etici se u sekundarnoj literaturi smatra predformom Kantovog kategorickog
imperativa, pa je i iz tog razloga zanimljivo bavljenje ovim Smitovim delom. O odnosu Smitovog koncepta simpatije, odn. nepristrasnog posmatraca
prema nekim drugim klasi¢nim koncepcijama kao $to je Aristotelovo ucenje o vrlinama ili pak prema Kantovom principu upor. Tugendhat, 2003: 261.
i sl. (Vidi ¢itavo petnaesto predavanje: ,Prodirenje Kantova pojma nadovezujuci se na Adama Smitha: univerzalisticki odobravani intersubjektivni
stavovi®, navedeno delo, str. 245-268.)

21  Metju Ponselet se niti prema Prezanovoj niti prema roditeljima ne odnosi kao posmatra¢, samim time $to je glavni akter situacije koja je pokrenula
¢itavu peripetiju (2a). Drugo je pitanje nije li on do priznanja svoje krivice do$ao upravo time $to je zauzeo poziciju nepristrasnog posmatraca, $to se
sa te pozicije distancirao od sebe i prevazi$ao onaj negativni afekat (1).
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niti sa roditeljima ubijenih, a isto tako i podatak da nije direktno pogodena
nekom od problemati¢nih situacija (2 odn. 2a). Istina, kod Smita je ,,ne-
pristrasni posmatrac¢® instanca koju svako u sebi mora internalizovati, pa
¢e tako i Prezanova morati pronaci pravi balans izmedu (moralnih) osecaja
kako bi udovoljila zahtevu neutralnog posmatranja. Po Smitovom shvatan-
ju afekat i neutralnost se ne isklju¢uju (u tom smislu da bi sama neutralnost
znacila oslobodenost od bilo kog afekta), ve¢ se radi o tome da posmatrac
svoje emotivno stanje svede na pravu meru kako bi mogao sa-osecati sa
posmatranom osobom (doslovno: rezonovati sa njenim osec¢anjima). Tako
¢e i Helen prvo morati pronaci pravi odnos blizine i distance prema Metjuu,
isto kao $to ¢e prema Delakroau i Persijevima naknadno pokusati poklon-
iti paznju primerenu njihovoj situaciji. Iako se ¢ini da vrlo brzo simpatise
sa Ponseletom u smislu da razume njegovu situaciju, ona povremeno pre-
ispituje svoj stav (recimo prilikom gledanja intervjua u kome on izrazava
svoj respekt prema Hitleru), ali isto tako brani pred njim principe hris¢an-
ske etike da se pomogne socijalno ugrozenim i diskriminisanim osobama
- aijedno i drugo je u duhu nepristrasnog posmatraca (samokriticki i al-
truisticki stav). Radi se o promisljenoj, a ne o sentimentalnoj osobi - a kao
takvu je prikazuje Robins: njeno je ponasanje racionalno, emotivne reakcije
su joj umerene i primerene situaciji, a zastupanje hris¢anskih principa bez
preterane patetike.” S druge strane kada biva suocena sa prigovorom Erla
Delakroaa da ne stoji na strani roditelja, ona takode ne napusta distanciran
stav kada im - ponovo u skladu sa svojim pogledom na svet — pokusava
objasniti da se jedan covek, koliko god velik bio greh koji je pocinio, ne
sme demonizovati kako to ¢ine mediji, pa i sami roditelji, proglagavajuci
Ponseleta ,,monstrumom® (gospodin Persi, u svom ,,stilu®, takve osudenike
naziva ,besnim psima, manijacima®“). Helen Prezan ne stoji niti na jednoj,
niti na drugoj strani, ve¢ pokusava u skladu sa situacijom, te njome prou-
zrokovanim afektima, pronaci onu poziciju koja pokusava udovoljiti svim
stranama.” Jedino takav stav je pravedan.

Svojim ukratko prikazanim osobinama i vrlinama Helen Prezan stice

22 To lepo ilustruju sve scene sa kapelanom Farlijem gde vidimo konflikt izmedu jednog konvencionalnog i uniformisanog tipa, kada je u pitanju
pristup veri i nacin na koji je valja praktikovati, i jedne osobe koja se ne identifikuje sa svojom verom preko spoljasnjih stvari kao $to je ode¢a (Prezanova
ne nosi odelo ¢asne sestre $to joj Farli zamera), a koja u konkretnom odnosu sa individuama - bila to deca ili zatvorenik - vidi ispunjenje svog zadatka.
Nije to jednostavno samo vera, ve¢ kako ona to kaZe u zavrsnom razgovoru sa Delakroaom, naporan rad [hard work]. - Na teoretskoj ravni se prikriveni
konflikt Farlija i Prezanove moze prikazati kao konkurencija rigoristicke i situacionisticke etike.

23 Samo ne onoj koja zadovoljenje pravde vidi u daljem ubijanju ili zadovoljenju negativnih ose¢anja (mrznje, gneva, netrpeljivosti, osvetoljubivosti
itd.).
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najviSe simpatije od strane filmskog gledaoca. Ali dublji razlog za to lezi
upravo u tome $to ona u filmu preuzima funkciju takozvanog nepristras-
nog posmatraca onako kako ga je odredio Adam Smit. Zato i ne ¢udi da
se gledalac najviSe moze poistovetiti sa njom, jer poenta jednog ovakvog
filma jeste upravo ta da se gledaoci ne identifikuju sa bilo kojim likom, ve¢
da sami teze zauzimanju stanovista nepristrasnog posmatraca. Specificnost
Robinsovog filma je da se u njemu poklapaju jedan lik (Helen Prezan) i
figura nepristrasnog posmatraca, ¢ime je gledaocima olaksano sopstveno
pozicioniranje u prikazanim odnosima izmedu ubice Ponseleta, roditelja
njegovih Zrtava i predstavnika institucija i javnhog mnjenja. Oni treba da
vide situaciju Ponseleta i roditelja njenim ocima, jer ona figurise kao onaj
posmatra¢ (korektnije bi bilo reci: posmatracica). Pravi imperativ jedne
simpateticke etike bi shodno tome glasio: ,,Ponasaj se onako prema blizn-
jem svom, kako bi se i prema tebi ponasao neko sa stajalista nepristrasnog
posmatraca!l“ Formalno gledano radi se o jednoj trijadickoj relaciji (Drugi
kao pogodeni - Ja kao obi¢an posmatrac — nepristrasni posmatrac). Radi se
o slozenijoj relaciji nego $to je ona dijadicka koja se zasniva na pukoj recip-
ro¢nosti perspektiva i koja lako moze odvesti u konflikt strana ili produbiti
ve¢ postojeci. Takav odnos se legitimi$e onim biblijskim zahtevom: ,,Oko
za oko, zub za zub!“ Nepristrasni posmatrac je u ljudskim vezama potreban
kao nuzan korektiv jednostranosti u koje nas uvlace svakojaki afekti i koje
se mogu prevazi¢i samo pros$irenjem horizonta posmatranja i samoposma-
tranja zauzimanjem stava onog posmatraca. Tek figura Treceg je garancija
za postovanje Drugog,* tek njome se zasniva pravednost (Smit je to anticip-
irao u svojoj etickoj teoriji). Stoga bih svim formalistima u etici preporucio
da pre razrade svojih apstrakcija pogledaju film Mrtav covek hoda i iz njega
izvuku zakljucke koje bi mogle biti korisne za njihovu teoriju.
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24  Eticke implikacije zauzimanja pozicije Treceg autor je razmatrao na zasebnom mestu — upor. Smiljani¢, 2011: 40-53.
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An eye for an eye and a tooth for a tooth?
the ethical problem of sympathy in
Dead Man Walking

Abstract: Tim Robbins' movie Dead Man Walking (1995) is dealing with the
question whether and to which extent we have to sympathize with a killer who is
sentenced to death. This difficult question will be considered on the basis of the
relationship between Sister Helen Prejean and the convict Matthew Poncelet as the
main characters. It will also be analyzed their relationship with the parents of the
victims furthermore the parents’ relation to the killer. Because of the multiplication
of the perspectives of observation and valuation the problem becomes much more
complex. It will be shown what kind of prejudices hinder the process of empathizing
with the other in this case. In order to consider this constellation from the meta-
ethical point of view there will be useful to draw on Adam Smith'’s theory of moral
sentiments and its key concepts of "sympathy” and "impartial spectator”.

Key words: Dead Man Walking, Adam Smith, Theory of Moral Sentiments,
sympathy, impartial spectator
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Od slike-vremena do slike ve¢nosti:
Bergson, Delez, Tarkovski

Janko Nesi¢
Aleksinac

Apstrakt: U ovom radu pokusacu da preko analize Delezovih tipova filmskih
slika i filmske ontologije Tarkovskog ukaZem na mogucnost kinematografa da
nam prikaze vecnost. Prvo ¢u pokazati koje vrste slika razlikuje Delez (slika-
pokret i slika-vreme), da bih zatim ilustrovao kako Delezovo shvatanje filmskog
vremena vodi poreklo od teorije Anrija Bergsona. Delezovo filozofsko razume-
vanje vremena na filmu povezujem sa ucenjem Tarkovskog iz knjige Vajanje u
vremenu. Tarkovski je smatrao da je kinematograf umetnost Ciji jezik je samo
vreme. Zakljucke Tarkovskog o prirodi filma iskoristicu da ukaZem kako se moZe
govoriti 0 novoj vrsti filmske slike, koju, prate¢i Delezovu taksonomiju, nazivam
slika-vecnost.

Kljucne reci: slika-pokret, slika-vreme, slika-vecnost, kristal vremena, vre-
menska figura

U ovom radu pokusacu da preko analize Delezove podele tipova
filmskih slika i esteticke teorije Andreja Tarkovskog ukazem na moguénost
zasnivanja nove vrste filmske slike: slike-ve¢nosti. Pri tom ¢u objasniti koje
se vrste slika javljaju kod Deleza i zasto, kako njegovo shvatanje filmskog
vremena vodi poreklo od Bergsona, te kako se to shvatanje povezuje i pri-
menjuje na teoriju o filmskom vremenu Tarkovskog. Konac¢no, ukazacu na
mogucnost i potrebu za pojavom nove vrste slike na filmu.
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Delez

Slika-pokret kod Deleza, u knjizi Cinema I, Movement-image, javlja
se u tri oblika i to su: slika-percepcija, slika-akcija i slika-afekcija. U reka-
pitulaciji slika u knjizi Cinema 2, Time-image, slika-percepcija se izdvaja
kao ,,nulta® vrsta slike iz koje opet nastaje tri nove vrste slike: slika-afekci-
ja, slika-akcija i slika-relacija. Bez obzira na neke razlike sve slike se ,,de-
dukuju iz slike-pokreta kao iz svog materijala sve dok se ona odnosi na
interval pokreta® Slika-percepcija pokazuje odnos izmedu pokreta i tela, tih
tela koja ¢e biti pokrenuta (imenica u jeziku), slika-akcija pokazuje odnos
pokreta prema nekom aktu (glagolu u jeziku), a slika-afekcija (afektivna
slika) stavlja u odnos pokret sa kvalitetom (pridevom u jeziku). Ovde ih
necemo detaljnije objasnjavati jer nam to nije od znacaja. Ova taksonomi-
ja slika vu¢e poreklo od Carlsa Sandersa Persa. ,I na taj nacin iz pokre-
ta-slike nastaje jedna senzorno-motorna celina koja temelji naraciju u sli-
ci.” (Deleuze, 1989: 32). To je u stvari jedna senzorno-motorna shema koja
postoji u filmovima slike-pokreta, u klasi¢cnom filmu, ili senzorno-motor-
ni znak. Treba pokazati kako po Delezu slika-pokret biva zamenjena sli-
kom-vremenom, koja je doduse, postojala od pocetka, ali je tek kasnije do-
bila svoj pravi znacaj.

U jednom obliku filma imamo samo slike-pokrete (koje sve kao da
predstavljaju odredene sadasnjosti), a njihovim sastavljanjem i povezivan-
jem putem montaze dobija se utisak vremena, dobijamo razli¢ite dimenzije
vremena, tj. indirektnu sliku vremena. Slika vremena nastaje naknadno i u
zavisnosti od slike-pokreta. Ovo je u stvari Delezova prva teza, da montaza
»sastavlja celinu i daje nam sliku vremena [a ne sliku-vreme!]“ (Isto, 34).
Vreme je indiretna reprezentacija dobijena montazom. Ovoj tezi Delez daje
jos jednu stranu, jo$ jednu napomenu, da i svaki deo montaze, svaka slika-
pokret mora ve¢ sadrzati montazu, pa na sebi ve¢ svaka slika-pokret ima
vreme. Ovaj nacin gledanja na montazu i odnos kretanja i vremena vezuje
ga za anticke filozofe i odredenje vremena kao zbroja na kretanju. Ovo je
klasi¢no razumevanje. Po njoj vreme se odreduje preko kretanja.

Delez uvodi novu pojavu koja razbija ove veze. Da bi vreme bilo neko
brojanje kretanja i indirektno ga pokazuje, bilo je potrebno da postoji ,,nor-
malno” kretanje ili kretanje koje ima neki centar (gravitacije tela u kretanju
ili tacku posmatranja sa koje se moze opaziti kretanje). Medutim ako se
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pojavi neko aberantno kretanje, onda se i veza kretanja sa vremenom kida i
ono postaje samostalno, nezavisno od kretanja, postaje direktna prezentaci-
ja. A takvo aberantno kretanje koje upravo omogucava ovo je slika-pokret,
po Delezu. Ovo je sve primetio jos Epsten i to primenio u svojim filmovima
kroz upotrebu usporenih i reverznih kadrova. Normalno kretanje vladalo je
nad vremenom i davalo nam samo njenu indirektnu reprezentaciju, dok je
aberantno kretanje oslobodilo vreme i dozvolilo nam diretnu prezentaciju.
I ne samo da je vreme postalo oslobodeno od normalnog kretanja, ve¢ je
sebi podredilo kretanje.

Ono $to nas vodi direktnoj prezentaciji vremena je prvo popustanje,
zakazivanje, a onda, konac¢no, i pucanje senzorno-motorne sheme (veze)
filma-pokreta. Ovu shemu i njeno nastajanje preko povezivanja razli¢itih
slika-pokreta (slika-percepcija-> slika-afekcija - slika-akcija) ve¢ smo obja-
snili. Ali da bi dobili sliku-vreme, a ne samo sliku vremena preko kretanja,
ova veza se mora napustiti, shema se mora prekinuti. U ¢emu se ogleda ovo
popustanje postojece senzorno-motorne sheme? Jasno je da se radi o nekom
zaustavljanju, na neku akciju se ne dobija odmah ili uopste ne dobija neka
reakcija. U filmovima se to manifestuje pojavom raznih junaka koji samo
gledaju (Cuveni filmski teorijski pojam ,,pogleda®, gaze, koji se uglavhom
vezuje za psihoanaliticku interpretaciju, ali je i $iri od toga), prisustvuju
nekim situacijama, ali ne ucestvuju u njima. Slika-percepcija se ne vezuje sa
nekom slikom-akcijom. Shema senzorno-motorna situacija->slika vremena
zamenjuje se Semom Ciste opticke i zvucne situacije>direktna slika-vreme
(Isto, 41). Ovakve situacije i scene javljaju se u filmovima italijanskog neo-
realizma i francuskog novog talasa. Na primer, junakinje Roselinijevih film-
ova Stromboli i Evropa 51 ili bilo kojeg od Antonionijevih filmova. Naiz-
gled besciljna lutanja Monike Viti u Antonionijevom Pomracenju, Crvenoj
pustinji i Avanturi, koja su izazvala veliko negodovanje Kanske publike na
premijeri Avanture 1968. godone.

Nova vrste slike, slika-vreme, donosi nam smisao cistih optickih i
zvucnih slika kao deskripcija. Deskripcija zamenjuje realni objekat i pon-
ovo ga konstituise. Opticke i zvucne slike ili znaci, kao aktuelne slike, posle
raskida veze sa ,pokretnom ekstenzijom® (Isto, 69) ulaze u razne krugove
(kola) i veze sa slikama-se¢anjima, slikama-snovima i slikama-svetom. Ali
po Delezu, koji u ovim odnosima slika u stvari prati Bergsonovo ucenje,
svoj pravi smisao aktuelne slike jedino nalaze kada se povezuju sa sobom,
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kao sa virtuelnom slikom. Aktuelna slika i jeste u isto vreme i virtuelna
slika, kao $to je deskripcija istovremeno sam objekat koji je zamenila. Ovo
je najmanji moguci krug, kolo u koje moze u¢i neka slika i ona je transcen-
dentalna osnova, kao moguc¢nost svih drugih vrsta i veza krugova. Resenje
nije bilo u najve¢em nego u najmanjem krugu, koji je poput slike u ogle-
dalu. Ovakva slika ima dve strane, aktuelnu i virtuelnu. Ili kako jo$ kaze
Delez ,,aktuelna slika kristalizira svoju virtuelnu sliku® (Isto, 69) i u samoj
aktuelno-virtuelnoj slici imamo jedan unutrasnji, interni krug. Ovo je slika-
kristal ili kristalna deskripcija — hyalosign, kristalni znak. U ovoj slici stalno
su pomesani i stalno prelaze jedno u drugo u vecitom kruzenju realno i
imaginarno, sadasnje i proslo, aktuelno i virtuelno, ali ne kao neka iluzija,
ve¢ kao stvarnost. Ovaj najmanji krug Delez jo$ karakterise i jednom sled-
stvenom prostornom predstavom, kao vrh ili tacku, porede¢i je sa epikure-
jskim atomom.

Jo$ jedna nam vizuelna predstava pojasnjava odnos strana u ovoj sli-
ci-kristalu. Kako se virtuelna slika aktuelizuje ona postaje vidljiva, svetla i
prozirna poput izbrusenog kristala. Kako aktuelna slika postaje virtuelnija
ona postaje mutnija, nevidljiva, prljavija, poput kristala koji je tek izvaden
iz zemlje (Isto, 70). I tako u krug. Par aktuelno-virtuelno postaje i par bis-
tro-mutno, kako kaze Delez. Ali on dodaje i treci elemenat kristala, tre¢i
oblik kristalnog kruga: seme i okolinu, seme iz koga nastaje, razvija se i §iri
neka okolina i iz nje nazad, kristalizacijom se ponovo dobija seme. Prvi
primeri ovih stanja se ,kristalizuju® u filmovima Ksistofa Zanusija u vidu
primene naucnog, Hajzenbergovog principa neodredenosti, ali i filmovi-
ma Toda Brauninga, Orsona Velsa (u ¢ijim filmovima po Delezu imamo
primere svih vrsta slika i znakova koje on proucava). Prelepe kristalne slike
srecemo i u odgovarajuc¢im slikama crvenog kristala u filmu Herz aus glass
Vernera Hercoga i u vecini filmova Andreja Tarkovskog. Pokazuje se da su
svi oblici predstavljanja do sada, kao flashback i snovi ili film u filmu, bili
samo modusi kristalne slike.

Bergson

Po Bergsonu vreme se ne moze shvatiti samo kao jedna sadasnjost
zamenjena drugom sada$njoscu, tako da prethodna postane proslost. Da bi
sadasnjost uopste postala proslost, ona mora istovremeno da bude proslost,
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inace ne bi uopste nikada prosla.
Sadasnjost istovremeno prolazi

0 (u proslost) i odrzava se. Imamo
., neko cepanje vremena. Ovo Delez

o prikazuje tzv. tre¢om S$emom iz

& Materije i memorije, koju sam

Bergson nije prikazao (figura 1)

Na njoj vidimo cepanje i krivljenje vremena, tako da jedan ,deo” odlazi
ka budu¢nosti, a drugi se vraca u proslost. Rekolekcije, se¢anja ne nastaju
naknadno, kaze Bergson, posle konstitucije sadasnjosti, ve¢ istovremeno sa
njom. Tako je i nasa slika i sadasnjost i proslost u isto vreme, ,,i dalje sadasn-
jost i ve¢ proslost” (Isto, 79). Ta¢nije, aktuelna slika u kristalu, jeste ona koja
je sadasnjost, a virtuelna slika, koja istovremena sa aktuelnom, je u stvari
proslost. Tako u kristalnoj slici vidimo i sadasnjost koja prolazi i proslost.
Slika je istovremeno i percepcija i rekolekcija. I virtuelnu sliku Bergson na-
ziva Cista rekolekcija (se¢anje). I sve vrste mentalnih slika o kojima smo
govorili slike-secanja i slike-snovi su se odredivale samo preko sukcesije
sadasnjosti i bile samo ,,relativno® virtuelne, za razliku od ¢iste rekolekcije
koja je i Cista virtuelnost. Virtuelna slika nije proslost u odnosu na neku
sadasnju sliku, ve¢ jeste proslost same slike sadasnjosti, sa kojom je u un-
utarnjem krugu. Virtuelna slika postoji van svesti kao zbiljska u vremenu,
a iz nje se tek dobijaju druge slike (se¢anja, sna) koje zato i nazivamo men-
talnim, psiholoskim, slikama svesti, koje izviru iz te rekolekcije. ,,Memorija
nije u nama; mi smi ti koji se kre¢emo u Bi¢u-memoriji, svet-memoriji“
(Isto, 98).

Ovde je upravo na delu druga velika Bergson-
ova shema iz Materije i memorije (figura 2). Ona
prikazuje obrnutu kupu vremena; tacka S na dnu
predstavlja sadasnji trenutak, a iznad nje se nal-
azi nekoliko krugova (kola) u ¢istoj rekolekciji.
Slike-secanja, slike-snove i druge mentalne slike
dobijamo tek skokom iz S u neki od krugova da bi
ih aktuelizovali. I ,,Ja“ nije nikad samo u jednom od
delova kupe (samo u memoriji ili samo u sadasnjo-
sti) ve¢ se stalno krece izmedu ekstrema (Bergson,
1911: 212). Po Bergsonu mi postojimo u vremenu,
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a ne vreme u nama, iako je ono najveca subjektivnost, ono je ipak objektivno.
U stvari, ovde moramo izaci van te relacije subjekat-objekat, koja nas samo
dodatno zbunjuje. ,,Subjektivnost nikad nije nasa, vreme je to koje je dusa
ili duh, virtuelno“ (Deleuze, 1989: 83). Konac¢no Delez daje i svoju definiciju
vremena: ,Vreme je samo, Cista virtuelnost koja deli sebe na onog koji utice
i onog na koga se utice, ganutost sebe od sebe” (Isto, 83).

I ovde dolazimo do najznacajnijeg dela Delezovog ucenja. Upravo u
kristalu, u kristalnoj slici, mi mozemo videti to cepanje i razdvajanje vremena
na sadasnjost (koja hrli ka budu¢nosti) i proslost koja postaje Memorija. Na-
jvazniji zaklju¢ak Deleza je ovaj: ,Vreme se sastoji od tog razdvajanja i vreme
je ono sto mi vidimo u kristalu® (Isto, 81) Slika-kristal nije po sebi vreme, ali
mi u kristalu mozemo da vidimo vreme, zakljucuje Delez. Mi vidimo vreme u
njegovom cistom stanju u kristalu, ali vreme koje je ne-hronolosko, ,,Hronos
i ne-Hronos“ (Isto, 81) ili ,,ne-organski Zivot“ kako ih naziva. Zato $to nema
smene, nizanja sadasnjosti iz koje se dobija proslost i budu¢nost; tako ima-
mo ,,proslost uopste®, ne-hronolosku proslost. Vrlo je tesko odrediti smisao
ovakvog vremena i njegovih imena. Ono se moze zato samo intuitivno raz-
umeti, moze se samo doziveti, u njega se uziveti; to nije mehanicko, nau¢no,
matematicki zbrojivo vreme Aristotela. U ovome bitan je njegov kvalitet, a ne
kvantitet. A Cisto vreme mozemo posmatrati jedino u kristalu, slici-kristalu.
I upravo je ,direktna slika-vreme ili transcendentalna forma vremena ono
$to vidimo u kristalu® (Isto, 274). Kristal nam otkriva direktnu sliku-vreme.
Delez kaze za kristal i da je ratio cognoscendi vremena, a vreme ratio essendi
kristala. Preko kristala saznajemo vreme, i to vreme koje je odvojeno od sub-
ordinacije kretanja, pokreta.

Delez u prvom poglavlju Cinema 1 govori o dve formule kod Bergso-
na: ,realni pokret — konkretno trajanje“ i ,,nepokretni delovi + apstraktno
vreme®. Druga, pogresna formula, je upravo ova Bergsonova ,,kinematograf-
ska iluzija“, pod koju i ljudsko saznanje podpada. Bergson eskplicitno kaze:
»10 Ce reci da se dolazi do filozofije Ideja kad se primenjuje kinematografski
mehanizam inteligencije na analizu stvarnog” (Isto, 179). Na taj nacin ni nase
svakodnevno saznanje ni nau¢no saznanje ne posmatra ,,stvarno‘ vreme i
kretanje. Upravo ovde se Delezu ¢ini da Bergson gresi. Po Begsonu nacin rada
i stvaranja kinematografa se ne razlikuje od stare formule koja postoji jos od
grcke filozofije ,kinematografskog mehanizma inteligencije®. Kinematograf
kao da ne donosi ni$ta novo, on kao da je ve¢ postojao u Staroj Grekoj.
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Delez naglasava da je upravo fenomenologija bolje i ta¢nije shvatila
prirodu filma od Bergsona. Princip rada filma (kinematografska percep-
cija) i princip nase percepcije se, pre svega, duboko razlikuju, kako uoca-
va fenomenologija. Na filmu, postojanje tih nepokretnih delova, sli¢ica (24
slika u sekundi, ¢ime se dobija ,iluzija“ pokreta) nije najvazniji elemenat
rada kinematografa. S pravom Delez kaze da se na filmu ne dodaje kretanje
slici koja je stati¢na pre toga, ve¢ nam se odmah daje direktna slika-pokret.
I ovo i predstavlja Bergsonovu prvu tezu o kretanju. Prema Delezu, Berg-
son je sve ovo vrlo dobro znao jo$ u Materiji i memoriji gde je i ,otkrio®
sliku-pokret, ali kao da je u Stvaralackoj evoluciji to zaboravio, te upravo
Materiju i memoriju i njeno prvo poglavlje on smatra tako znacajnim za
razumevanje filma i njegove percepcije. Ta greska, prema Delazu, i potice
od toga $to se neka stvar ne moze od pocetka razumeti $ta ona zaista jeste,
pa tako ni film nije odmah razumeo svoju ulogu kao umetnosti i prosao je
dug zaobilazni put, oponasajuci ljudsku percepciju, ne prihvataju¢i vreme
kao svoju sustinu.

Bergson odbacuje film iz razloga $to ¢ini istu gresku kao i prirodna per-
cepcija u dobijanju kretanja iz nepokretnih delova; on ¢ak i naziva tu staru
gresku kinematografska iluzija. Medutim Delez rehabilituje Bergsona pre-
ko njegovih teza iz Materije i memorije, u kojima je on pravilno razumeo i
predvideo film. Po njemu imamo jednakost slike i pokreta (kretanje), ali i
slika-pokret i materija su takode jednake (Isto, 59). Krajnji Delezov zakl-
jucak izveden iz Materije i memorije je da je Citav ,,univerzum kao film po
sebi, metafilm (metacinema)“ (Isto, 59)

Tarkovski

Analizirajmo sada razmiSljanja Andreja Tarkovskog ¢iji prakti¢ni
i teorijski rad na filmu jeste najblizi ovim problemima. Pomoc¢u njegov-
ih promisljanja filmske umetnosti mo¢i ¢emo lakse da uspostavimo vezu
izmedu vremena i jezika koja nam je ,,sve vreme® izmicala. Naravno, Tar-
kovski govori sa pozicije jednog umetnika, stvaraoca filmskih dela, ali i teo-
reticara, drugacije vrste teoreticara od Deleza, ne sa pozicije esteticara, iako
to jeste glavni lik Zrtve, poslednjeg filma Tarkovskog. Njegov stav je vrlo
jasan i jednostavan po pitanju filmske umetnosti, on zakljucuje da ,vreme
u filmu postaje baza svih baza, kao zvuk u muzici, boja u slikarstvu [...]
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Montaza je daleko od toga da stvara novi kvalitet® (Isto, 288). Znaci vreme
kao osnovu filma imamo jo§ u samom kadru, u svakoj jedinici filma, ono
se ne dobija montazom, i to ne mora biti samo sadasnjost. Za Tarkovskog
bitan je nacin na koji vreme protice kroz kadar, ,,pritisak vremena u kadru®
Tarkovski kaze: ,Vreme, utisnuto u opipljive oblike i ispoljavanja radnje:
to je vrhunska ideja filma kao umetnosti...“ (Tarkovski, 1999: 62). Iz nekih
njegovih izjava moze se zakljuciti da on podrzava klasi¢nu alternativu kadra
umesto montaZe, da ,kinematografska figura postoji samo unutar kadra®'

Ipak, drugi je smisao ove primedbe za Deleza, a to je da Tarkovski hoce
da kaze kako film ne radi sa jedinicama, bilo u smislu posebnih kadrova
ili montaze kao ,jedinice viSeg reda® I kadar i montaza ,dele“ i ucestvu-
ju zajedno u direktnoj slici-vremenu, kao §to smo ve¢ pokazali. Zato kod
Tarkovskog Delez nalazi najvisi izraz onoga ¢emu je i sam tezio u teoriji,
pokusavajuci da uporedi vreme i jezik. Tarkovski govori o kinematografskoj
figuri, kao o necemu §to izrazava ,tipi¢no‘, opste, ali na jedinstven nacin.
»Kinematograf uspeva u fiksiranju vremena u njegovim znacima koji se per-
cipiraju ¢ulima® (Deleuze, 1989: 43). I ovo je upravo funkcija i smisao zna-
ka. I evo stoga najcudnijeg, ali doslednog Delezovog zakljucka o znaku, da
upravo ako znak za svoj materijal uzima sliku-pokret, te dobijamo senzor-
no-motorne sheme, dobice se i nova vrsta ,,opstosti“ i dolazi do konfuzije,
mesanja sa jezikom. Vezivanjem znaka za sliku-pokret dobijamo apstrakci-
juiupadamo u gresku posmatranja filma kao jezika. Vreme se dobija nak-
nadno, preko montaze, preko apstrakcije. Vezujuéi ga pak za sliku-vreme, tj.
kada vreme postane znakovni materijal, a ne kretanje, dobijamo temporalni
tip koji se sada poklapa sa ,,singularnos¢u odvojenom od svojih motornih
asocijacija”“ (Isto, 43). Znaci, ako znak ide preko slike-pokreta do vremena
dobijaju se koncepti i apstrakcija, pa film postaje tekst i mesa se sa jezikom
u uzem smislu; ova greska se izbegava samo ako znak direktno vezemo za
vreme. Film pak treba da se izrazava preko vremenskih figura, slika vreme-
na.

Umetnost dovodi u pitanje strukturu jezika, uvek je osobina umetnosti
da prevazilazi jezik, da bude slobodno stvaralastvo. Umetnicko delo je ned-

1 Tarkovski navodi reci Vjaceslava Ivanova koji je pisao o ,,celovitosti umetnicke slike (koje je on nazivao ,,simbolom"): ,,Simbol je istinit samo
onda kada je neiscrpan i neogranic¢en u svojim znacenjima, kada u svojoj arkani (hijerati¢noj i magi¢noj) obelodanjuje jezik nagovestaja i zblizavanja
sa ne¢im $to ne moze biti objasnjeno, $to je nesaopstivo re¢ima... On je oblikovan prirodnim procesom, poput kristala... Uistinu on je monada, i zato
po ustrojenju razli¢it od kompleksnih i razlozivih alegorija, parabola i poredenja.” (Tarkovski, 1999: 46. Zanimljivo je kako nas ovo poredenje simbo-
la sa kristalom direktno vezuje sa Delezovim kristalima vremena koje imamo u filmovima Tarkovskog kao ,vremenske simbole“ kinematografskog
jezika.
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eljivo jedinstvo. Ako je ono simbol, ono onda ne moze biti prevod iz jezika,
iz drugog sistema, $to bi bila alegorija. Intelektualizam gresi deleci simbol,
od onoga $to simbolizuje, pa on i nije viSe pravi simbol, ve¢ alegorija ,,pred-
stava nekog apstraktnog pojma®“ tada umetnost samo kopira neku nauku
ili filozofiju, kako ukazuje Kroce. A tesko je braniti jaku tezu o ,,filmu kao
filozofiji“ (Livingston, 2006: 11-18). Ne moze se uzeti neki apstraktni sa-
drzaj i dati mu, naknadno, neku simbolicku formu, koja mu ve¢ intrinsi¢no
ne pripada; tako dobijamo samo znak, ali ne i simbol. On ne postoji da bi
izrekao nesto $to je ve¢ bez njega bilo moguce izre¢i. Simbol je misterija.
Priroda umetnosti je uvek simboli¢na, umetnost uvek najavljuje drugi svet.

Slika-vecnost

Ali $ta je sa vecnoscu, za koju se tako cesto kaze da je predmet umetnos-
ti? Kakav je odnos vremena i ve¢nosti? I da li mozemo dobiti sliku ve¢nosti
na filmu? Ovakav pristup iziskivao bi jedno religiozno tumacenje filma i
(filmskog) vremena. Rene Svob hri$¢anski prilazi filmu i kaze: ,,Film nam
u svakoj licnosti otkriva najistinitiji njen lik, i to onaj koji je zivot sakrio
od nas - metafizicko bic¢e“ (Azel, 1978: 28). Po njemu ,.film je pre slikanje
necega Sto se krije s one strane vidljivoga, nego slikanje tog vidljivog" (Isto,
28). Ante Peterli¢ u svojoj knjizi Pojam i struktura filmskog vremena govori
o razli¢itim nacinima na koje elementi filma mogu uticati na izgradnju i
promenu vremena na filmu. Svaki elemenat filma utice na protok vremena
u njemu i svi oni zajedno odreduju ritam filma. Takvi elementi su kadar,
plan, rakurs. Posebno je zanimljivo ono $to Peterli¢ kaze o uticaju plano-
va na vreme. Tako zakljuc¢uje da krupni plan i njegova primena nam daju
vreme kao nizanje njegovih Cestica (,,Zrvanj vremena®), a za $iroki plan ili
total da ,,sugerira vrijeme $to bijase prije i §to ¢e biti poslije covjeka, vrijeme
koje nazivamo i ve¢nos¢u.” Ovde imamo i jednu definiciju ve¢nosti, kao
nepromenljivosti, te da upotrebom totala mozemo postici ,,dozivljaj ve¢no-
sti, kako Peterli¢ kaze, mozemo dobiti sliku vecnosti, ,,stvarajuci vrijeme
stvoriti sliku vecnosti®, parafrazirajuci Plotina (Peterli¢, 1976: 99).

Sli¢no, po Peterlic¢u, sliku vecnosti mozemo dobiti i odgovaraju¢om up-
otrebom rakursa, iako se on uglavnom uzima kao prostorna kategorija filma
i koji ima likovni kvalitet, i to koriste¢i donji rakurs, koji je ,teatralniji“. Sni-
manje svemira ili neba na taj nacin, ,,odsustvo mijena, ta stalna sadasnjost,
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pretvorice videnje stvarnosti u dozivljaj geometrijskog, staticnog ekvilibri-
ja, pa Ce se gledaocevo pocetno osjecanje prave sadasnjosti ubrzo pretvoriti
u dozivljaj vje¢nosti, dozivljaj cuda od lijepih stvari, §to se nebom gnijezde,
kaze Peterli¢, citiraju¢i Dantea. Naravno ovo ne mora i ne sme biti pravilo
za sve filmove i pravi efekat se ne postize u svakoj prilici, jer ovakvo prop-
isivanje pravila, formula koje svako moze primeniti da bi ostvario Zeljeni
cilj nije preporucljivo i treba ga se kloniti u umetnosti. Smisao jednog dela
vidljiv je samo u celini, tada se ono moze sagledati kao simbol, nikako samo
u pojedina¢nim delovima. Na filmu, ovo je jasno samo u celokupnom pro-
cesu koji je njime opisan, procesu koji je tim filmom ostvaren.

No, vratimo se Bergsonu. Kao $to pokazuje Berdajev u Smislu stvaralast-
va, Bergsonova filozofija se ipak razlikuje od tadasnje racionalisticke i
naucne filozofije. U njoj se ve¢ vidi kriza ovakve filozofije, Bergsonova je
filozofija negde na polovini puta ka novoj. Berdajev kaze da Bergson ,,stiti
filozofiju kao stvaralacki ¢in i nastoji da je priblizi umetnosti“ (Berdajev,
2001b: 27). Odmah vidimo od kakvog nam onda znacaja moze biti takva
filozofija i pri odredenju filma. Ipak Bergsonova filozofija ima previse bi-
oloskog u sebi, kao $to se i oseca u Stvaralackoj evoluciji, metafizika zasno-
vana na biologiji, vreme na evoluciji. Bergson naglasava ono $to i Berdajev
smatra bitnim, delatnu i stvaralacku ulogu filozofije, kao i umetnosti, koji
teze novom svetu i bune se protiv nuznosti date stvarnosti. Berdajev istice
i znacaj intuicije koji je postulirao Bergson. ,,Ali Bergson je shvatio da filo-
zofsko saznanje pociva na intuiciji, tj. na simpatickom, ljubavnom proziran-
ju u sustinu stvari, a ne na naucnoj analizi, koja nas ostavlja izvan stvari, na
njihovoj povrsini“ (Isto, 28).

A intuicijom se shvata vreme kao trajanje. Bergsonova kritika u St-
varalackoj evoluciji usmerena je upravo na petrifikujucu prirodu nauke, koja
zamrzava, usmrcuje svet svojim vestackim pojmovima. To je ono $to ¢ini
inteligencija. Ona vidi jednu vecnost, ali to nije prava ve¢nost. To je mrt-
va vecnost. Stalno uzrastanje, napredovanje ka novom je sustina kreativne
evolucije. A kreativnost je u metafizickom ,,razumevanju“ (i stvaranju) st-
varnosti, a ne u nau¢nom, kao $to se pogresno misli. A za to napredovanje
je potrebno vreme. Zato i postoji vreme, trajanje. Vreme sada izgleda da ima
metafizicku ulogu, metafizi¢ki smisao.

Razumevanje vremena i odnosa vremena i vecnosti pruza nam tek
hri§¢anska filozofija. Takvo razumevanje vecnosti treba potraziti kod Niko-
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laja Berdajeva kako se ono pojavljuje u delu Smisao istorije (Bardajev, 2001a).
Vecnost je ono $to mi ocekujemo od umetnosti. Ako je umetnost ta koja
izlazi iz ,,ovog" sveta, ona bi trebala da bude nasa prva spona sa ve¢no$cu.
Bergson ipak i sam ostaje delimi¢no u staroj paradigmi, ali pokusava i da
ojaca veze medu dimenzijama vremena kroz postuliranje trajanja. To je novo
Bergsonovo vreme, ne temps, nego duree. Ne matematicko, kvantitativno,
ve¢ kvalitativno vreme. Kod Bergsona imamo taj odnos prema zivoj proslos-
ti koja nije izgubljena, vreme nikada nije ni bilo izgubljeno, ve¢ zaista postoji
i moze se dozvati u sadasnjost, mozZe se uroniti u proslost. Ali i Bergsonovo
vreme ostaje na granici prema vec¢nosti, prema pravom ,novom* vremenu,
ono je i dalje, ,samo vreme®. Ne smemo se ipak previse osloniti na igranje i
eksperimentisanje sa samo ljudskim, subjektivnim vremenom na filmu, treba
traziti objektivno vreme, koje nije ono mehanicko, matematicko vreme, vec¢
vecnost. Ne treba ispitivati razliku izmedu kosmickog i ljudskog vremena,
svako vreme je ljudsko, samo covek poznaje vreme, nego odnos vremena
(vulgarnog) i vecnosti (pravog vremena) koja je potpuno dostupna ¢oveku.

Delez vrlo iscrpno teorijski, ali ponekad suvise apstraktno posmatra i tu-
maci filmske slike i filmsko vreme. Njegovo tumacenje filma, kako se filmske
slike nizu u drugoj knjizi, postaje sve vise materijalisticko i ne zadovoljava
nas u potpunosti kada je vreme u pitanju. Liniju Delezovog razmisljanja iz
Cinema 2 ne pratimo u potpunosti. Upravo ovaj materijalisticki ton u kome
se zavr$ava druga Delezova knjiga Zelimo da izbegnemo. Mozda je pogresno
i previse optimisticno od nas da o¢ekujemo da ¢e teorijsko promisljanje neke
umetnosti pomo¢i u njenom razvoju i napretku, ali smatramo da moze biti
tako.

Ako nastavimo da pratimo put kojim ide Delez, i pri tom smatramo
da vec¢nost kao izlazenje iz vremena takode postoji, mozemo zakljuciti da
pored slike-pokreta i slike-vremena mora postojati i treca vrsta slika koja
nas najvise interesuje, slika koja ne ostaje u vremenu, ve¢ ostvaruje/prika-
zuje vecnost: slika-vecnost. Ona je vrhunac jednog filmskog dela, kada nam
namerni kreativni sklop svih kinematografskih elemenata kako ih je uredio
reziser da moguc¢nost izlaska iz vremena, skok u vecnost. Ostvariti ovakvu
sliku na filmu osnovni je cilj kinematografa kao umetnosti i ona predstavl-
ja i projekciju za budu¢nosti filma. Ipak, moguénost zasnivanja jedne nove
slike-vreme kao slike-vecnost na filmu mora biti detaljnije istrazena i ubedl-
jivije branjena. Nju tek treba argumentovati.
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From time-image to eternity-image:
Bergson, Deleuze, Tarkovsky

Abstract: In this paper I will use Deleuzian analysis of film image types and
Tarkovskian cinema ontology in order to argue that cinema can express eternity.
First I show how types of images in cinema are distinguished by Deleuze (move-
ment-image and time-image). I will then illustrate the way Deleuze's under-
standing of time in cinema is influenced by Bergson's theory. Deleuze's notion
of cinematical time will be linked and compared to Tarkovsky's view on time in
cinema that is expounded in his book Sculpitng in time. Tarkovsky thought that
time is the language of cinema. By connecting these theories of cinematical time
I will try to argue that another, new type of film image is possible, one that I will
call, following Deleuzian taxonomy, eternity-image.

Key words: cinema, movement-image, time-image, crystal-image, eterni-
ty-image
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Introduction

Pedagogy is a cognitive science that is naturally affected by any type
of progress in knowledge. Technical developments spurred by digitisation’
have brought new approaches in language pedagogy, not only through access
to digital resources but also through the development of technologies where
phonetics could be easily practiced using platforms such as Bescherelle* for
spelling lessons or numerous interactive websites for language learning.

Modern language pedagogy could be considered as a highly developed
field, particularly in Anglophone countries. Numerous language centres for
learning English have been opened within universities and other institutions
across the globe. This is not astonishing if we consider the place and the role
of English language in today’s world.

French language pedagogy is a relatively young and developing field. It
started its specific journey as a discipline with Christian Puren in the late
1980s, when he proposed the history of methodologies used in language
teaching (Puren, 1988). This is particularly the case with pedagogy of French
as a foreign language or didactique du FLE if we use French terminology.
Today, young scholars and experts in the discipline have a possibility to
obtain more specific education via MA courses recently founded in French
universities. These are also followed by PhD research in the field.’

Literary and culture studies are a vital part of language studies whether
as a subject itself or as part of the language curriculum while learning
and teaching the grammar. While language pedagogy or didactique keeps
developing as a field, literary pedagogy is the part that has been slightly
neglected or marginalized and this is where digital scholarship may offer
hope. “‘While research is flourishing, more and more authors are starting
to question the role and the use of the latter at a university level (Hirsch,
2012). It is not too surprising that digital pedagogy, as the next step in the
pedagogical evolution, is also more developed in English literature and
language departments just as language pedagogy is. Examples from the
United States are numerous and annual conferences are held regularly such

C.f. CIEP <http://www.ciep.fr/bibliographies-reference/nouvelles-technologi i 1t-fle>
<http://bescherelle.com/dictees-audio>
C.f. Paris-Sorbonne University, University of Lyon and many others

- NIKS BN

C.f. Although language is to be taught along with culture and literature, literary pedagogy is quite limited. If we consider Puren’s work, most of
he articles are on language pedagogy and literature takes very little space
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as those of the Modern Language Association of America (MLA). Articles
on the new possibilities that technology and digitisation could offer for
language learning are written daily.

One of the platforms created specifically for this type of pedagogy
is Digital Pedagogy Lab and its journal Hybrid Pedagogy where digital
humanities (DH) scholars would still be the main authors of the articles.
Being a relatively young field, DH as a discipline is also establishing its
pedagogical principles (Hirsch, 2012).

This paper investigates 1) whether literature pedagogy is going through
a metamorphosis of its own in an era of technological development, similar
to language pedagogy and 2) what the role of digital pedagogy is for French
literature studies.

DH terminology: project, collaboration,
networking, participation and digital pedagogy

Project

Being a ‘basic unit’ (Burdick et al., 2012, p. 124), project is one of the
most frequently mentioned terms in DH and examples of these will be
analyzed in further text. There is a clear inclination for students’ inclusion
in the creation of projects. According to numerous authors, digital work
would enable student participation and engagement that offers better
learning possibilities (Davidson, Goldberg, 2009).

In his article about eighteenth-century studies, Damian-Grint (2008)
differentiates DH project websites as ‘teaching’ or ‘research’ sites. “Teaching’
sites are those specifically created for teaching purposes in terms of, for
example, making text materials available, and ‘research’ sites are those that
were created for research purposes but could possibly be used for teaching.
Another division is the one between digital pedagogy and DH itself:

All too often distinctions are drawn between the work of digital
humanities and digital pedagogy, assuming that the output of digital
humanities is knowledge and the output of digital pedagogy is student
learning. Its as if the active dialogue prized in the classroom must be
limited to the classroom. According to this reasoning, digital humanities
work is celebrated as a collaborative approach to scholarship in which there
is a circulation of skills and ideas in multiple vectors (Konkol, 2015).
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Various authors have underlined the negligence of teaching compared
to research especially in the DH. Losh (2015) gives the example of a Digital
Humanities Conference held in Germany (2012) where learning and
teaching were only mentioned as ‘machine learning’ in a collective Google
document of conference participants. Hirsch (2012) also underlines the
frequency of the word “research” in DH literature as a note to his edition of
Digital Humanities Pedagogy from 2012.

Digital Pedagogy and Digital Scholarship:
definition, examples, importance of participation

Along with the research projects, there are platforms and journals -
again, mainly in the US - that are covering digital or hybrid pedagogy (Losh,
2015). Literature teachers are also involved in the debates on pedagogy and,
more specifically, digital pedagogy. Some of them consider themselves
active members of the wider DH community. Definitions of the terms
digital pedagogy, research, teaching and digital humanities seem to overlap.
In his definition of digital pedagogy, Stommel (2014) underlines the word
‘critical’ as it gives space for active participation:

Critical Digital Pedagogy demands that open and networked educational
environments must not be merely repositories of content. They must be
platforms for engaging students and teachers as full agents of their own
learning.

Pedagogy is ‘the art, occupation, or practice of teaching; the theory or
principles of education; a method of teaching based on such theory’ (OED).
Note that the Oxford English Dictionary does not include participation
(Davidson, Goldberg, 2009) in its definition.

The French term didactique (in English, language pedagogy) defines the
change in the approach where a student is a central figure and his/her role
becomes as important as that of a teacher. They are participating as equal
actors in the learning process. If we look at the historical aspect of French
didactique this was emphasised by the perspective actionnelle in language
learning where the real social situation would be used for language learning
and not only ex cathedra methods where teacher is remaining active and
students are mostly passive listeners (Robert, 2008).

English literary scholars such as Cathy Davidson and others have created
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a collaborative academic platform for online learning - HASTAC’ - that is
well accepted according to the available literature. It is a combination of
online courses, learner and teacher communication and networking using
a social media model. This notion of networking is an integral part of the
world of Web 2.0 or Common Era 2 as Clivaz (2012) names it to describe the
importance of the aforementioned values.

However, work of a few students in DH and their supervisor (Anderson
et al, 2016) has demonstrated that the collaboration and social media model
could lead to a lack of structure as there is no hierarchy imposed. They
have noticed a lack of engagement on the literary interface promoted at
one of the MLA Conferences that imitates social media participation and
democracy (Anderson et al, 2016).

France and DH: inclusion of the digital
into humanities curriculum

French DH: internal and external projects

Many digital humanities centres have been opened within Anglophone
universities as well as the only individual department at Kings College
London. When it comes to French DH, Mounier and Dacos (2014) underline
the lack of centres and structure in DH on a national level while giving
an overview of the discipline in their collaborative essay. Although there
are numerous individuals practicing DH, centres such as Center for Digital
Scholarship at Brown University or UCL Centre for Digital Humanities were
never formed in France (Mounier, Dacos, 2014). France has more developed
digital centres only in the social sciences, for example, Médialab at Sciences
Po (Dacos, Mounier, 2014).

Numerous Francophone DH projects are related to French literary
tradition. Although France has made great efforts to preserve cultural
heritage, many of these projects were created abroad. One of them, as
Mounier and Dacos (2014) have noted, is Stanford University’s The
Republic of Letters, which is mostly focused on French Enlightenment

7 HASTAC (Humanities, Arts, Science, and Technology Advanced Collabortory), a virtual network dedicated to designing new media, critical
thinking about the implications of technology in our life and interdisciplinary forms of pedagogy that think about, with, and through new media.
(Davidson, p. 136, 2015)

8  While Common Era 1 was mostly concentrated on western and Christian thought, Common Era 2 will be concentrated on international and
intercultural exchange just as Web 2.0 is thanks to networking and easier means of communication (Clivaz, 2012, p. 12).
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authors and their correspondence and was created from Oxford’s Electronic
Enlightenment in collaboration with Bibliothéque Nationale de France. There
have been many others created in Canada, the US and the UK as well as the
Swiss project Rousseau Online.

Inclusion of the digital into humanities curriculum

One of the main suggestions of DH scholars is integrating digital work,
and eventually DH courses, into humanities studies (Hirsch, 2012). This is
specifically what Paris DH Manifesto has proposed:

Our objectives are the advancement of knowledge, the improvement
of research quality in our disciplines, the enrichment of knowledge and of
collective patrimony, in the academic sphere and beyond it. (...) We call for
the integration of digital humanities education within social science and
humanities curricula. We also wish to see the creation of diplomas specific
to the digital humanities, and the development of dedicated professional
education (Dacos, 2011).

Debates on DH are vivid in France (Dacos, Mounier, 2014) but those
on the inclusion of digital content in the current literary curriculum are
still rare, and there is a lack of literature on the subject. There are a number
of issues related to this curriculum integration. In addition to the question
of students’ digital literacy, which encompasses the capacity of students to
use or create digital resources and tools, there is also the inevitable question
of funds, grants and unequal access for those who wish to pursue their
research in the field.

The question of the educational level comes naturally: include digital
work into humanities curricula, but at what stage? Saklofske et al. (2012,
p. 318) noticed that one of the reasons why it is easier to apply digital
pedagogy in secondary or higher education is the question of age. Most of
these students are over 18 and are responsible for respecting copyright and
intellectual property requirements. Teachers need to feel a degree of safety
when their students are using certain digital resources.

Digital Pedagogy Applied to Humanities

Project creation: Looking for Whitman
While digital sources are becoming more and more accessible to
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literary students, actually creating them is rarely part of students’ studies.
Project creation could also be used in literature teaching. Although the DH
Manifestos intentions looked persuasive, experimentation with literary
pedagogy through DH projects is, as mentioned above, more developed in
English departments worldwide and more specifically in the US. One of
the projects that might be considered successful according to its presence
in DH literature is Looking for Whitman, which demonstrates how digital
work can enable different interpretations and literary practices. This was a
three-campus project between universities that had some sort of connection
to Walt Whitman’s work or life, whether it was his place of birth or the place
where he worked at as a teacher; his biography was one of the pillars of the
research. In that way, spatiality is combined with literary analysis (Gold,
2012). When it comes to pedagogy, this project displays the collaboration,
user-generated content, student engagement and participation that is
celebrated in DH. Losh (2015, p. 433, 434) also underlined the inclusion of
foreign English language and literary students who worked on translations
and have contributed with their own interpretations to the project.

Virtual spaces

The idea of digital pedagogy is not only applicable to university courses
or DH pedagogy alone. Learning through games, GIS, and text analysis is
partially included in humanities courses through various summer schools
(Rehbein, Fritze, 2012). This could be applied to literature studies, as well.
Saklofske (2010) combined romantic novels with pedagogical games he
created. After reading the novel, students had the opportunity to understand
issues of social classes and cultural context through participation in a digital
game where characters and historical context were visualised and made alive
through avatars. This has created new interpretation possibilities and enabled
enhanced participation, which is the aim of most digital pedagogy scholars.

The issue of unequal access to resources to make this pedagogy possible is
also critiqued by scholars. Unequal access is necessarily related to funding or
a lack thereof. The issue has been underlined by most DH pedagogy scholars,
especially in terms of equipment and digital labs. Spiro (2012) suggested open
courses that would offer training for everybody. These online courses would
be in DH and more of a technical nature. It would ideally involve humanities
teachers.
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However, some of them have shown that the notion of digital pedagogy
does not have to require the use of computers, proposing the idea of ‘digital
pedagogy unplugged’ (Fyfe, 2011). Thus, digital pedagogy could be defined
and developed without exclusive identification with technology. Still,
however, the question of funds and grants for new programs or projects
remains. Liu and Thomas (2015) have suggested that integrating DH in
humanities courses could ‘save’ the humanities as the field has been suffering
from budget cuts in the last couple of years, with funds mostly reserved for
science, technology, engineering and mathematics (STEM) subjects (Liu
and Thomas, 2015, p. 36).

Conclusion

All the sources mentioned earlier indicate the lack of sources in other
literatures (in this case, French) compared to English, even in digital
scholarship. Digital pedagogy itself is at a young age and is slowly becoming
integrated into formal education. Digital humanities as a discipline is trying
to find its way to define itself, and one of the possible means to achieve it
(Hirsch, 2012) is having a clearly defined pedagogy.

Literature teachers (being digital humanists or not) are involved to some
extent. However, along with the funding issues, it is the conservatism of
humanities teachers that has been criticised quite often. Studies on research
and teaching are common, but digital pedagogy is still seen as additional,
extracurricular or reserved for certain people. The gap between ‘traditional’
and ‘digital’ is still there in one form or another.

Methodology

Since the aim of this paper is to investigate how digital pedagogy or
some of its forms work in practice in one country where French is taught as
a foreign language but as a joint course in language and literature, French
language and literary teachers from two colleges at the University of London
were interviewed. Some of them were already involved in certain digital
projects while others were not too familiar with the DH discipline or digital
work. A case study on one of the digital projects considered successful
according to available literature was conducted through comparison with
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some Francophone projects that could be used for pedagogical purposes.
This was conducted while considering the data obtained from primary
sources, in-depth interviews and the projects and experiences mentioned
there. The topic is analysed from the perspective of a former French
language student.

Taking the scope of the research into account as well as the number
of teachers interviewed, the results presented will possibly open some new
questions for more profound research.

Questionnaire

The questionnaire started with the idea and initial association of DH
followed by respondent’s use of the Internet for lecture preparation. The
aim was to detect differences in the use of technology and the use of what
is called digital scholarship, where word ‘online’ could be added, with an
assumption that some of DH scholarship was inevitably complemented by
Internet resources as opposed to offline resources. Thus, digital scholarship
does not only offer projects that are available online but are created to
function with the latter. These forms are the ones that are possibly more
applicable for literature pedagogy at university level. Other digital forms,
such as tools created within these spaces could be as important as the
sources available purely online. For this reason there were questions
regarding referencing tools as one of the examples that might be used by
both teachers and students.

According to available literature, DH pedagogy suggests the inclusion of
DH studies into humanities courses. Therefore, opinions on the matter and
the potential benefits from it for literature teaching, if any, were presented.
Theinclusion of digital contentand technologies into theliterature classroom
and possible obstacles to it were analysed subsequently. The conservatism of
literature and humanities teachers suggested by some authors was a starting
point along with communication issue within (digital) humanities.

Finally, with the terms ‘digital literacy’ and ‘digital natives, literature
students were ‘defined’ as literate or illiterate by their teachers. As a result of
interviewing humanities teachers who were involved in large DH projects,
this study represents their experiences on collaboration, communication,
technical training and student engagement.
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One of the weak points of the research was that it failed to recruit more
humanities teachers and those who consider themselves techno-pessimists.
One of the reasons for this could have been the way invitation emails were
conceived, with that ‘frightening’ syntagma of ‘digital tools and methods.
More examples of oblivious use of digital pedagogy would have been
obtained and the data could have given more profound analysis.

Introduction to data analysis and construction of the
argument

This paper argues that digital pedagogy brings new teaching methods
that, when combined with well-established ones, offer new interpretative
possibilities to French literature studies. DH projects and the discipline as
a whole could therefore offer a better understanding of literature. Not only
could DH projects and scholarship contribute to literary pedagogy in terms
of new approaches, but also in terms of the values proposed by the discipline,
including communication and interdisciplinarity. The investigation offers
insight into whether conservatism in humanities and, therefore, literature
departments is really one of the biggest obstacles to incorporating digital
approaches into literature pedagogy, and further analyses issues introduced
earlier in the text. The following chapter encompasses data analysis obtained
from the in-depth interviews with French literature teachers, connects the
data to the relevant literature and highlights gaps in that literature.

Use and Creation of Digital Scholarship

Digital Archives

The questionnaire started with questions regarding the use of the
Internet for lecture preparation, and none of the interviewees denied using
it. However, this does not mean that DH project websites were the ones they
used. As they were all French literature teachers, they listed a number of
repositories, digital archives such as ARTFL from the University of Chicago
and Electronic Enlightenment from Oxford University, and French or
English dictionaries related to the literary period they teach. They did not
make a clear differentiation between digital archive, database and digital
research project. The exception came from an interviewee who had been
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teaching in the United States for a while and whose response confirmed a
certain degree of awareness of DH terminology, yet this interviewee had not
yet been involved in the creation of any digital project.

As mentioned above, digital archives could be considered teaching
websites if we are to accept the categorization given by Damian-Grint (2008)
and are very often part of a larger digital project that involved (digital)
humanists.

Virtual spaces

Virtual or digital spaces such as digital games could offer new
interpretative methods. When the interviewees were asked about virtual
spaces and incorporation of virtual spaces into the curriculum for literature
teaching, they all said that it depended on the subject being taught.
Interviewee 2, who teaches a course on medieval literature, has tried it out
with her students on Le Roman de la Rose (n.d.), one of the first romances
and fundamental texts for Francophone literature as a whole. They
reconstructed the fictional garden from the novel/romance in the Second
Life (Int2, 2016). A fictional garden in this work is important because of
the understanding of allegory, as one of the common rhetorical figures in
medieval texts and the role of it in medieval French literature. If we go back
to Saklofoske, (2010, p.134) he did something similar with romantic novels
through the virtual space of games. Interviewee 4 (2016) gave the example of
the online generator of fairy tales that was made by her colleague at Brown
University many years ago. She would refer to this work when teaching fairy
tales to her students.

The teacher who lectures in 18" century literature imagined this could
be used in medieval literature while she did not see it as useful in any way
for the teaching of Enlightenment and the century of rationalism in France.

Video games are considered as virtual spaces that are not part of a
material world. Therefore, they are associated with something fictional or
supernatural. That is why it is more adaptable to the world of dragons and
fairy tales and the Middle Ages or the Romantic period that gave rebirth
to the gothic novel, when superstition and religion played an important
role in everyday life. However, the garden from Candide, Voltaire’s conte
philosophique from the 18" century, could also be reconstructed in Second
Life. Even though the medieval may sound more fictional, the garden from
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Candide, could be perfectly reconstructed in Second Life with all those
characters, hyperbolas and coup de théditre. The genre of conte philosophique
is difficult to understand because the satire and social criticism is obtained
through hyperbola and a sharp, rationalist tone from the language of 18"
century France. The possibilities of 20" century avant-garde and surrealism,
where non-material and unconsciousness were sources of inspiration under
the influence of Freud and psychoanalysis, could only be bigger. Therefore,
the subject of the study is not really relevant when choosing this method.

Wikipedia editing

Wikipedia has opened the debate on evaluation of resources and critical
thinking of students. As much as they did not consider it as a valuable
reference, interviewees admitted that they often used Wikipedia and more
precisely French Wikipedia for lecture preparation (Intl, Int2,2016). One of
them (Int2, 2016) mentioned that she would correct mistakes on the entries
related to her subject, and the idea of Wikipedia editing was acceptable for
all. One of the main positive aspects the interviewees noted was the non-
critical approach by their students to it. It could possibly be raised with the
student if they were involved in the creation and/or editing of the entries.
This issue would come up very often during the interview. Interviewee 4
underlined the examples of historians who were already editing Wikipedia
entries with their students, one of the benefits being ‘understanding the
importance of referencing’ (Int4, 2016). In her opinion not only would it
be beneficial as a pedagogical experiment, but it would also improve the
existing articles, or create new ones, around the subject she teaches.

The issue of being non-critical has been raised by the Interviewee 4,
while mentioning data repositories that universities typically subscribe to
and students often use as references. The interviewees discussed JSTOR
and the Muse Project as the most representative examples for this lack of
criticism. Students would simply cite articles without relating the content
to their specific work or theme, and would often not make a difference
between a reviewed and authored text. Therefore, the issue of students using
resources without taking a critical approach is not unique to Wikipedia;
avoiding its use, especially by teachers who could help their students in
practice by editing, will not necessarily create critical thinkers. Quite the

122 HUMANISTIKA - Vol. 1.Broj 1 - Mart 2017.

MA Jelena Durovi¢ Digital Humanities and Pedagogy, Teaching and Learning of French Literature

opposite: participation and mutual efforts on its editing probably would
bring greater awareness and engagement with the topic.

New literacies

The lack of critical thinking discussed in relation to Wikipedia was
also confirmed by the interviewees while answering the question related to
definitions of digital literacy and digital natives. The notion of digital natives
is related to a generation that was born in the era when World Wide Web
started to develop and that have grown with the presence of the latter. All
4 interviewees used the word ‘navigation’ or ‘search;, being able to navigate
and search the Internet but adding a critical element to it once again. Two
of them said that their students are ‘digitally literate’ but they are not non-
digitally literate in a way as they do not know how to evaluate the sources
or how the catalogues or repositories of information function. One of them
said: ‘it would be useful if they could understand, as I do not completely
understand either how these catalogues work (Intl, 2016)’

The interviewees involved as one of the main researchers (Int2, 2016)
in an on-going project on medieval literature also pointed out that they
do not have to know how ‘to program’ but ‘to understand’ how it has been
done to some extent. Understanding even partially how it was made, the
construction of the website, project or database, would enable understanding
of its use and options available there.

Interviewee 1 answered the question of digital literacy through another
one, while giving her definition of digital natives: ‘Being a digital native is
not the same as being able to construct a program, or being able to search
the web or download the app, it is not the same thing as designing an app
(Int1, 2016).

The question of digital literacy is apparently relative but the difference
between ‘writing’ and ‘reading’ was made, and as one of them confirmed:
‘but literacy in the sense of being able to read rather than being able to
write (Int2, 2016). The same interviewee noticed that students are more
exposed to technology and digital work at high school than they would be
at university.

Thisleadstoaconclusion thatbeinga digital native does notautomatically
make students digitally literate. If digital literacy, just as any other form of

HUMANISTIKA - Vol. 1.Broj 1 - Mart 2017. 123



Digital Humanities and Pedagogy, Teaching and Learning of French Literature MA Jelena Purovi¢

literacy is important for a community, then a means for achieving it should
be found. DH at university, just as coding in earlier stages, could be the
space for making future humanists digitally literate. The key aspect of digital
literacy could therefore be the combination of critical and technical.

Project Involvement

Participation and engagement

This study is based on the triangle of the subject, teacher and student
referring to the pedagogical approach suggested by new French language
pedagogy theorists and perspective actionnelle that was firstly aimed at language
learning but could partially be applied to literature pedagogy, as stated earlier.

This does not neglect the importance of individual work, but quite
the opposite. Individual work could be incited if a teacher, a student and
peers stand together with the same objective which is learning and better
understanding, possibly for both, and not only for a student. The question of
participation, network and community arises but also that of fixed structures
or hierarchy. Interviewee 2 (2016) pointed out that the Internet, and therefore
the open access scholarship, does not give the possibility of ‘control of what
they read as was the case when only paper books and libraries were used (Int2,
2016). Of course, control in terms of criticism, what the relevant and reliable
sources are. But the evidence that students are not critical even when using
databases, which home universities are subscribed to, proves that this lack of
critical thinking is not ‘the fault of the internet and all that is available out
there’ as some may say. It is the aim of the literature studies itself and is related
to individual development.

Collaboration and communication

The teachers that were interviewed had all participated at least once in
some kind of collaborative project. Interviewee 1 (2016) works annually on
a translation project that includes collaborative work between one of the UK
colleges and one French college. The teacher defined it as being an ‘internet
project’ (Intl, 2016) rather than a digital one. A common means for both
would be a computer but for different parts of its realisation. In the ‘internet’
(Intl, 2016) translation project in question, a computer was probably used as
a means for communication and material exchange that did not necessarily
involve students.
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Since Moodle or other learning management systems were the only thing
mentioned by teachers related to the student communication topic (Intl,
int2, Int4, 2016), An analogy could be made with online learning platforms
such as HASTAC. The administrator of the course is usually a teacher. A
teacher chooses the material to be uploaded, but there is also space for
forums and email communication there. One of the teachers mentioned
using Wikis and getting creative results from there. Although, I expected
social media to be mentioned by the interviewees, it appeared not to be as
attractive or as provocative topic. Tweeter was the only social media that
was mentioned. Interviewee 3 (2016) gave the example of its informative
function as keeping her up-to-date with academic literature, what is to be
read, what is new and what has triggered new debates or reactions.

Collaboration is, however, what is common to both, the example given
as an internet project and most digital projects. The idea of collaboration
is a big topic in DH scholarship and is also so in pedagogical platforms of
a different kind. However this is exactly one of the main issues detected by
the teacher involved in the digital literary project. Not only was there a gap
between ‘usand digital humanities but there wasareallack of communication’
since there was a knowledge gap as well, and more specifically, a technical
knowledge gap (Int2, 2016). When asked if technical training was provided,
they confirmed that they were not involved technically, but none of them
(literature teachers) actually understood what a database was and how it
actually worked.

This is exactly where interdisciplinarity could bridge the gap. One of the
researcher’s personal contacts actually helped; an economist and working
regularly with databases, gave the idea of structure and explain the need
for various tables of contents for the programmer to then create afterwards.
Another example was a philologist who previously practiced text analysis.
His ideas were passed on and implemented by another assistant who had
experience with similar type projects related to manuscripts completed at
another UK university. The interviewee concluded: ‘I am trying to think
what we really wanted to know was in effect something on texts and
manuscripts, they do one or the other but not both. (...) I think it helped
a lot that his [talking about the main programmer] background was not in
literature, he was a complete blank slide (Int2, 2016)’. Through questions
asked by the programmer mentioned above they actually ‘elaborated a
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model for implementing it [referring to the content of the project] (Int2,
2016).

Therefore, these various professions worked in collaboration with each
other to resolve the ‘gaps’ as the interviewee describes them to be and thus
helped to structure the project better.

Looking for Whitman 2, Evaluation, Assessment

Pedagogical experimentations on Wikipedia editing or world of virtual
space such as games or Second Life have been discussed. The participation in
a specific digital project or online learning platform is of a different nature.
The issue of collaboration is not easy, even amongst the experts with similar
research interests. If student work and voice were incorporated into this, it
could make things even more complicated. When asked if there were any
students involved, she explained that there were some graduate students
but mainly as data collectors or extra labour and that the fact that they had
to be trained, not only in the technical part but also in the academic part
of it, made her think that it would be easier if they did it themselves (Int2,
2016).The unsatisfying incomes of crowdsourcing could happen in any
project and it is not always the best way for data collecting. But are there
any benefits in pedagogical terms for those graduate students in this case?

Overall, there are multiple benefits in terms of the skills that are
obtained; the whole experience of working side by side with scholars but
actually the literary side and benefits for literature learning does not seem
to be persuasive in this case. When asked if it would it be useful for students
in their understanding of the period that the project covered Interviewee 2
answered: ‘this one would be too high a level for undergraduates.

Here we have another issue, an issue of complexity. What do they mean
by a high level; technically or scholarly? Does this imply that the project
on Whitman involving undergraduates was less demanding? In response to
this, one could argue that not every literary project is adaptable for use in the
classroom or student participation. The argument that Looking for Whitman
was successful stands because of the specific rationale that included a
pedagogical side of the project. Students were not mere ‘data collectors, they
had their personal blog, personal analytic work to be submitted regularly
regardless of whether they were translating or collecting materials. There
were also English language students from abroad that were involved as Losh
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(2015) reminded us. Finally they were assessed on this and also participated
in the evaluation of the project itself (Gold, 2012).

In any pedagogy, along with teaching, an important role is given to the
evaluation and assessment as part of the learning process. The example
of Wikipedia editing and respondents’ thoughts on it proved that it could
be pedagogically useful in terms of understanding a literary term or a
specific writer and his work. However, the issue is that: ‘you dont have
the possibility to try out different modes of assessment, (...) assessment
practices tend to be very tightly controlled and institutionally defined’ as
noticed by the Interviewee 4 (2016). This could be one of the reasons why
most of the projects are only suggested for individual consultation, in their
free time. Participation in a larger project would require more resources,
more time and even formal modifications such as assessment forms.

Assessment and Time Limitations, Longevity of the projects

The assessment is exactly what teachers underlined as the main issue
along with the technical side for any sort of inclusion of digital content in the
literature classroom. A curriculum is usually built in a specific way to cover
both aspects evaluation and assessment. Language departments, including
literature courses traditionally use essays or desk exams for assessment and
we will see if these could be extended through digital methods according to
the opinion of the teachers. The types of assessment may depend on the level
of the studies, and whether the students are undergraduates or graduates.

Two colleges were used as a reference, even though both were
separate faculties from the same university, the University of London, the
curricula and the exam conception, are independently determined and
differ from one another. Constraints from the department were not detected
in terms of flexibility to include digital work, but how to assess the work and
whether it would be feasible in the time framework of 10- 20 weeks per
term.

The time framework was one of the main issues raised by the teachers
interviewed. Not only do they not have time to experiment but they also
do not have sufficient time to get the current syllabus completed. Students
are expected to read a lot of primary texts and time for analysis and contact
with teachers is limited to only 2 hours per week. Primary texts are usually
paper editions or ‘simply scanned versions (Int2, 2016)’ of the printed copy
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that is available in PDF format. Actual e-books and online editions are not
that commonly used.

The initial hypothesis of this essay was the use of digital humanities
projects for literature teaching. There are various definitions of what may be
considered a project. Taking the example of research projects and whether
there are students involved or not, one of the obstacles would certainly be
‘the duration of these’ as one of the interviewees mentioned. The project
that she was involved in would be maintained for the next five years once it
was completed.

This question of longevity raises another debate related to the opposition
of digital/material. Material books or manuals last throughout the whole
career of a teacher, and references can be made over and over again. If there
is so much intellectual work invested in one project and then it simply
disappears after five years as mentioned by the interviewee, then it could
only be used as a temporary teaching method. Testing time would last only
ten terms. Even if it proves to be a very good means after testing, for example
as an assessment and the results of the latter, it becomes irrelevant since it
simply would not be available for the generation that comes after and would
just stay at a level of experimentation.

The main reason why most of the projects cannot last for a long period,
is, once again a question of funds. According to literature presented above,
numerous projects are funded by The National Endowment for Humanities
in the US and by The Arts and Humanities Research Council in the UK.
Interviewee 4 (2016) mentioned that there is much more funding in the US.
However, Interviewee 2 (2016) underlined that the grant had been obtained
in the UK but it was also because ‘we added a digital element to it (Int2,
2016)’ so there are funding bodies that would possibly support pedagogical
initiatives in the UK as well. This is exactly what Liu and Thomas (2015)
suggested, digital humanities could save humanities in terms of funding.
However, this is one of the main issues ‘traditional’ humanities teachers have
with DH; significant funding is given to DH and it is often very difficult to
get funding for research that has not got a digital element, as confirmed by
interviewee 2.
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Conclusion

In conclusion, this chapter offers a summary of the numerous questions
that were raised when using only one, quite specific part of the humanities
and its relation to digital applications. There were some assertions pointed
out by digital scholars that have been confirmed through this short study and
interviews.

Thelimitation of this study s that it did not cover a wide range of universities
and teachers. However, the main issues raised in the literature review were
confirmed. It was shown that the emphasis is still on the differences between
DH and ‘traditional’ humanities rather than the similarities. One of the main
issues is communication between ‘us’ and ‘them. The lack of understanding of
the digital terminology that was detected by the teachers is an invitation for
some deliberation.

The purpose of this study was to investigate the relation between digital
pedagogy and French literary studies with the help of DH scholarship and,
more specifically, online literary projects and virtual spaces in order to
confirm new interpretive means. The results presented have re-raised most
of the questions mentioned by cited authors. Funds and facilities are still seen
as one of the main issues for any form of digital pedagogy. Lack of expertise
and fear of collaborative work with ‘digital humanists’ was underlined again.
Limitations such as a lack of Internet access should not be trivialized either,
as it is not impossible to implement digital pedagogy without the internet or
digital lab. The hope still lies in online platforms that are, however, mostly used
outside the classroom.

Some of the interviewees showed true interest in digital pedagogy. However,
some of them would still declare themselves techno-pessimists, especially
Interviewee 1. But the analysis of the answers given by these teachers has
shown that there is lack of awareness about the actual use of digital pedagogy.
I am sure that neither of the two interviewees who were involved in the digital
projects (Int2, Int3) would see themselves as practicing digital pedagogy.
Digital teaching content is not very likely to be implemented very soon in
literature curriculum and neither is the more complex digital pedagogy. But
use of it as a supplement still offers great possibilities and is quite feasible. If the
digital pedagogy was seen as evolutionary rather then revolutionary just as Liu
(2012) claimed for the perception of the DH, effects would be more definite.
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The assumption that this hybrid literary pedagogy is more applicable
to the higher education level was partially confirmed. It seems that it is
actually much more adaptable and useful for the postgraduate level of
literary studies.

The research helped conclude that digital projects are widely used in
teaching. And indeed, what is the Electronic Enlightenment or ARTFL
if not DH projects? If successful examples such as Looking for Whitman
were more promoted outside the DH community, maybe we would see
some of these for Victor Hugo, Verlaine or Baudelaire and Edgar Allan
Poe on the same web page of the project. It could include critical editions,
translations, text analysis examples with or without the idea of ‘the dead
author’ made famous by Roland Barthes (1967), and the importance of
independent textual interpretation separate from the author as a person
and his biographical references.

If the evaluation of project quality included humanists or pedagogy
theorists among others, and if this was a factor that would decide project
longevity or university subscriptions to the latter, the literature would benefit
from the possibilities that digital pedagogy could offer. And just as literature
studies do not want to serve as language learning, and the language studies
does not want to be reduced to the function of service, DH should not be
linked to its technical side only.

With all the work that is expected from a literature student in terms of
primarytexts,languagerequirementsandthe constantworkofunderstanding
culture, literature and language, digital pedagogy also offers a new world of
games that can attenuate the pressure of scholarship, as it imitates forms
that we see as ‘entertaining’ or relaxing which is also celebrated by French
didactique. That does not mean that there is no intellectual effort. Leaving a
comment on a forum requires reflection, the moment of participation and
inclusion are of great importance for any modern pedagogy. Being an active
learner instead of a passive listener will make for more critical and engaged
students who are better prepared for an increasingly interdisciplinary world.
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PhD course
Future Media - Technologies and Markets

Time: 6 - 8 September 2017

Place: Center for Communication, Media and Information technologies (CMI),
Aalborg University Copenhagen, Denmark

Description: The development of the audio/visual media sector from technology,
market and policy perspectives

Media landscapes have gone through fundamental changes and will continue to do

so in the coming years. The changes have intensified in the last two decades starting
with the digitalization of broadcast infrastructures and presently with the development
of streaming platforms and the development of broadband infrastructures and

cloud platforms that most likely will result in the end of dedicated infrastructures

for media distribution. Time shifting, place shifting, video and audio on demand, and
global networks for distribution of audio visual content are just a few examples of these
changes. The implications are, e.g., the disruption of the traditional media distribution
and delivery forms, distribution of content markets, disruption of home video markets,
and disruption of the record and music industry. Furthermore, there are major
changes in the usage and consumption behavior connected with terminal devices

and the combination of audio visual applications and services with social networking
applications. These changes are driven by the interplay between technological
developments, market developments and new business models and the policy and
regulatory environment. The aim of this course is to discuss the driving forces for
such changes and to examine the implications for the market, industry, users and the
technological development.

The course will address the following topics:

ICT convergence

New business models

Standardization processes

Dedicated TV and radio infrastructures - the current status and future perspectives
Linear and nonlinear audio-visual services

Over the Top (OTT) and hybrid platforms

Development of fixed and mobile broadband infrastructures, including LTE and 5G as
platform for audio visual services

Market developments

Organizers: Anders Henten and Reza Tadayoni,

Lecturers: Anders Henten, Reza Tadayoni, Knud Erik Skouby, and Jannick Kirk
Serensen

ECTS: 3

Number of seats: 20

Deadline for registration: 15. August 2017

Website for registration: https://phd.moodle.aau.dk/

Contact: Anders Henten, e-mail Henten@es.aau.dKk, tel. +45 99402512 and Reza
Tadayoni, e-mail reza@es.aau.dk, tel. +45 99402510
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Newspaper & Periodical History Forum of Ireland
http://www.newspapersperiodicals.org/
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Tenth Annual Conference, Newcastle University, UK, 10-11 November 2017

Call for Papers

‘Fake News!’: An Historical Perspective

Fake news is a term that has become familiar in late 2016 and early 2017, not

least because of international political developments. But is it necessarily a new
phenomenon? The control, presentation and manipulation of news has played a key
role in the, sometimes tumultuous, history of Anglo-Irish relations. And a similarly
important role in the assertion and subversion of power in colonial, totalitarian and
radical societies throughout history worldwide.

To what extent does fake news, and its close relative propaganda, represent active
falsification of information and the dissemination of misinformation, as opposed to
the reporting of mistakes or errors due to confusion? What are the implications of the
accusation of fake news for a report or news outlet? How does historical perspective
change the evaluation of whether something is fake news? The Newspaper and
Periodical History Forum of Ireland (NPHFI) seeks to investigate this phenomenon
and its historical application in the print media at its tenth annual conference.

Papers are invited that interrogate and/or challenge these questions from a range of
disciplinary perspectives. The focus of papers should be on print media.

Topics that may be addressed include, but are not, limited to:

Propaganda, political lobbying and activism.

Irish views of Britain and British views of Ireland.

News manipulation across the political spectrum.

Representations of ‘the Other’

War reporting and embedded reporting.

Representing and reporting civil unrest and conflict worldwide.

Fake news and celebrity.

Papers may address any historical period, up to and including the present day, and any
geographical region.

To submit a proposal please email an abstract of no more than 250 words to the
NPHEFI secretary, Dr James O’'Donnell, at nphficonference@gmail.com.

Abstracts must contain a clear title and present clearly the main thesis / argument
proposed. Each abstract must also include name(s), affiliation, institutional address and
email address(es) of the author(s).

Deadline for submission of abstracts: 31 May 2017

The Newspaper and Periodical History Forum of Ireland seeks to achieve gender
balance on its conference panels and welcomes proposals from researchers of all career
stages working in academia, media, and in professional organisations.
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The 5th International Crisis Communication Conference

will take place at

Universidade Catdlica Portuguesa, in Lisbon (Portugal), on October 19 - 21.

The conference is organized by ECREA Crisis Communication Section and hosted
by the Research Centre for Communication and Culture (CECC), from Universidade
Catolica Portuguesa (UCP). Professor W. Timothy Coombs - Texas A&M University is
the first confirmed keynote speaker.

The 5th International Crisis Communication Conference aims to discuss how

crisis communication can be used by business and the public sector in a strategic
fashion. Which theories and case studies can help better plan and implement crisis
communication plans? How do organizations learn from the past, i.e. how do they
evaluate previous crisis in order to be better prepared for the future? How did the
digital challenge traditional strategies of crisis communication? Which sorts of

new risks are brought by digital media and how can one learn from previous online
crisis? Are corporate and non-corporate organizations ready to face online crisis
communication?

While seeking an answer for these questions, the conference will deepen and

extend the exchange of ideas and approaches across disciplines and between Crisis
Communication theories and researches.

The conference includes a panel for corporate discussion and cases presentation, which
will contribute to the industry crisis management debate.

The conference will also include Young Scholars activities - YECREA.

Submissions should deal with one of the following sub-themes: Corporate Crisis
Communication; External Crisis Communication; Internal Crisis Communication;
Non Corporate Crisis Communication; Public and Nongovernmental Organizations
Crisis Communication; Integrated Communication; Crisis Communication
Management; New Media Crisis Communication; Strategic Crisis Communication
Management; Media/Journalism (crisis reporting)

Presentation proposals in English language are to be submitted as meaningful
extended abstracts (max. 500 words, references excluded). Abstracts should state

the title of the presentation, purpose, theoretical approach, methodology, (expected)
findings, implications, relevance, and originality of the study. Include contact
information for all authors (name, organization, address, email address and phone).
Abstracts must be presented in Word format, in 1.5 line spacing and 12 point Times
New Roman font size.

The Registration Fees are: 70€ lunch and coffee-breaks included; 95€ Conference
dinner included; 35€ non presenting.

MORE INFO: http://crisis5-ecrea.com ; Submissions: crisis5@fch.lisboa.ucp.pt
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Global Shifts in Media Education: Where are we now?
Media Education Research Pre-conference, Cartagena, Colombia
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Date and Time: July 15, 2017 9:00 a.m. — 5:00 p.m.

Conference Description: Since the 1980s, media education has emerged as a complex
field of practices that operate across a range of school and non-school settings. The
scope of the field has undergone significant change, as multiple and varied new
literacies, practices, technologies, sites and institutions have become linked to the
project, due in part to shifts in academic paradigms, the emergence of new global
actors, and changes to social, cultural, political and economic conditions. In this pre-
conference, we assess the field and chart a path for media literacy that supports the
development of equity, education, and critical citizenry around the world.

From IAMCR 2017 CFP: Given the epochal changes underway globally, is it time

to rethink communication and relocate it, with all of its nuances, within a new
understanding of politics and culture that speaks to the times we now live in?

The Global Shifts in Media Education pre-conference will be held in Cartagena,
Columbia as part of the Media Education Research Section at IAMCR 2017. The aim
of this pre-conference is to take stock of media literacy education in 2017, 35 years
after the Grunwald Declaration, at a time when media education has become a global
phenomenon. Since Grunwald, media education has emerged as a complex field of
practices that operate across a range of school and non-school settings. Over nearly
four decades, new concepts and theories have been applied to the field — partially as the
result of a radical transformation in media technologies, aesthetic forms, ownership
models, and practices of audience participation - but also due to shifts in media
education as it has developed as a field and spread around the world.

While debates about the rationale and strategies of media literacy education are
fraught, the scope of the field has undergone significant change, as multiple and varied
new literacies (i.e., digital literacy, media and informationliteracy, visual literacy,
information literacy, transmedia literacy, etc.), practices, technologies and institutions
have become linked to the project. These enriched debates are on the one hand the
result of shifts in thinking within academic disciplines, especially as media production
and consumption have radically changed, and on the other, the result of the emergence
of non-traditional and non-Western actors within the field. In this pre-conference, we
aim to assess the field 35 years after the Grunwald Declaration and chart a path for
media literacy that supports the development of equity, education, and critical citizenry
around the world.

Taking stock is both an exploratory exercise and a pedagogical one, particularly for
junior colleagues who are still new to media education. The structure of the day will
include ample time for listening and sharing. We envision a dynamic pre-conference
that collaboratively develops a vision of media education for the contemporary period,
one that is historically informed, future oriented, conceptually based and culturally
diverse.
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Some themes to be explored include:

What are the distinctions between multi-, digital, new, information and media
“literacies™?

Are there various approaches to digital literacy? How do they intersect with media
education?

What is the role for critical reading, or deconstruction, of media in digital media
including video games, popular social media sites, etc.?

To what degree is the critical evaluation of advertising texts still a key site for media
education?

What is the position of media production in contemporary media education?

How can we put the “critical” into media production?

How is digital literacy transforming pedagogy and learning? What, if any, is the role of
the “flipped classroom”?

What is ‘educomunicacién’ and how does that Spanish and Latin American tradition
differ from and compare with Anglo-American traditions? How can ‘educomunicacién’
help to inform Anglo-American traditions of media education?

What is MIL, what is its role, and how do we build bridges to MIL from work in other
traditions?

Is media education inevitably Eurocentric, north-focused or otherwise myopic?

What are the particular challenges and opportunities in participating members home
countries and regions?

Proposals should be 300-500 words in length and should address pre-conference
themes.

All proposals must be sent by e-mail: meriamcr2017@gmail.com before April 10, 2017
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Joint conference of ‘Diaspora, migration and the media’ and
‘International and Intercultural Communication’ sections of ECREA
Migration and Communication Flows:

Rethinking Borders, Conflict and Identity Through the Digital
2-3 November 2017, University of Basque Country, Bilbao (Spain)

140

Call for papers

“We are faced with a crisis of humanity, and the only exit from this crisis is to recognize
our growing interdependence as a species and to find new ways to live together in
solidarity and cooperation, amidst strangers who may hold opinions and preferences
different from our own.” Zygmunt Bauman, Strangers at our door (Polity, 2016)
Migration, cultural diversity and the media are increasingly problematized. Europe
appears to be crumbling down in the current moment as a result of the Brexit vote, the
election of Donald Trump and the so-called ‘European Refugee Crisis’. This is illustrated
by hoaxes and fake news messages on these themes that serve as popular clickbait on
Facebook, Twitter and Instagram. As media outlets seek to address these ‘post-Truth’
conditions, populist, xenophobic, Islamophobic, racist and neo-nationalist rhetoric

and sentiments have grown excessively across social media. Meanwhile, the number

of internal and external European borders proliferates, and digital data are used for
surveillance and migration management. Therefore, mediated encounters with diversity,
the humanitarianism-securitization nexus and the role of communication flows urgently
deserve further academic exploration to advance understanding of some of the major
societal challenges of our time. The continuous re-appropriation of Anas Modamani’s
selfie with the German chancellor Angela Merkel on Facebook is an illustrative case

in point. He took his selfie in September 2015, when Merkel visited the Berlin shelter
where he was then living. Modamani is a Syrian refugee who fled from Darayya. After
posting the selfie online, he has repeatedly been falsely linked to terrorism. On the basis
of physically resemblance, he was for example wrongly accused to be involved in the
bombings in Brussel (March 2016) and the recent attack at a Berlin Christmas market
(December 2016).

The conference aims to cover a broad range of conflict-related themes such as media
production and regulation of information on forced migrants in a ‘post-Truth’ era; fake
news; the humanitarianism-securitization nexus, migration management, social and
political conflicts related to migrant and diaspora communities, radicalization and online
counter-terrorism, hate speech and racism, but also solidarities, activism and protest.
Digital technologies and innovations constantly offer new ways to approach these issues,
both theoretically and methodologically. The organizers invite papers that explore the
complexity of migration and communication flows through conceptual interventions as
well as qualitative and quantitative studies.

PRELIMINARY PROGRAMME

- keynote lectures by Marie Gillespie

(Professor of Sociology, The Open University) and Pedro Oiarzabal (expert on Internet
and Basque studies, migration and diaspora);
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Najave konferencija

- aroundtable to establish bridges of dialogue between academics studying the coverage
of migrants and journalists reporting on various conflicts in Europe, addressing
methodological and ethical challenges;
- a YECREA event dedicated to young scholars (PhD and postdoc level);
- a joint panel to broaden the empirical, conceptual and methodological scope of the
conference and to explore future collaborations; and
- an elaborate social programme, including a conference dinner and boat tour, allowing
participants to enjoy the city of Bilbao.
CALL FOR PANEL AND PAPER PROPOSALS
To explore the issue of migration and communication flows in an informal and stimulating
atmosphere, we invite participants to submit paper and panel proposals. We particularly
welcome proposals on the following topics:

- International news coverage of migration, refugees, diaspora, ...

- Rethinking the category of the migrant: forced migrants, guest-laborers, postsocialist,
postcolonial, expatriates

- Bottom-up digitally mediated processes, such as transnational and
local networking and connectivity, diaspora organizations, identity
construction, urban communications

- Top down digitally mediated processes of migrant management: border control,
surveillance & control systems for population movements, migrant detention centres,
express flights, arrests at the street, lack of public information

- The humanitarianism-securitization nexus, human/communication rights, political
economy of NGOs, humanitarian communication on suffering related to migration

- Migrants, media and language: the impact of migrants on linguistic
dynamics (particularly in the context of natively bilingual societies),
building resilience for new and local minority media structures

- Intersectional analyses of migration and communication flows: how do axes of
difference, including race, gender, sexuality, nation, location, generation religion, class
together co-constitute subordination and identity

- Methodological considerations in international and intercultural
media and migration studies
TIMELINE
Abstract deadline: April 16,2017
Notification of acceptance: May 16, 2017
Full-paper submission: October 1, 2017
Registration deadline: October 1, 2017
SUBMISSION GUIDELINES: Please send 200-300 word abstracts and a short
biography (max 100 words) by 16 April 2017.
Submit your abstract + bio to ecreadmm(@gmail.com, indicate in your email header:
[Submission last name + paper title].
Please make sure to clearly mention in your abstract whether your paper should be part
of the panels by the ‘International and intercultural communication’ or the ‘Diaspora,
migration and the media’ section.
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UPUTSTVO
AUTORIMA

Casopis Humanistika objavljuje originalne nauc¢ne radove, pregledne
radove i kratka ili prethodna saopstenja iz oblasti drustveno-humanistickih
nauka. Pored toga Humanstika objavljuje i aktuelne stru¢ne radove,
informativne priloge, prikaze, nau¢ne kritike i polemike koji su relevantni
za razvoj naucne misli i njene implementacije u praksi.

Obzirom da pokriva $iri spektar drustveno-humanistickih nauka
casopis je organizovan kroz posebne rubrike koje pokrivaju odredene
oblasti a ureduju ih referentni urednici sa nau¢nim i/ili nastavnim zvanjima.
Casopis promovise i zastupa afirmaciju nau¢nog podmlatka i medunarodnu
akademsku i nau¢nu saradnju i razmenu, posebno u zemljama Zapadnog
Balkana kao kulturno, jezicki i demografski srodnom okruzenju.

Svi radovi se recenziraju od strane dva nezavisna recenzenta koji su
referentni za datu naucnu oblast. Recenzenti nisu poznati autorima, niti su
autori poznati rezenzentima (Double Blind Peer Preview). Svi rukopisi se
podvrgavaju proveri na platformama Ephorus i iThenticate a u cilju provere
autenti¢nosti i sprec¢avanja plagijarizma.

Jezik rada moze biti srpski, engleski, ruski ili neki od svetskih jezika
rasirene upotrebe u medunarodnoj komunikaciji u datoj nau¢noj oblasti.
Naslov i sazetak (apstrakt) obavezni su na engleskom jeziku.

Tehnicke karakteristike rada

Redakcija casopisa Humanistika prihvata samo one radove koji su
napisani prema ovde navedenim pravilima i uputstvima. Napominjemo
da je posebno vazno da se autori u svemu pridrzavaju datih pravila, jer je
to, pored metodoloskih i formalnih normi, vazna determinanta nau¢nih
radova.

Ime i prezime autora: Pisati malim slovima Times New Roman, 12,
Bold levo poravnanje. Afilijacija se piSe ispod imena autora, malim slovima —
Italic (font 12). Ako je autor zaposlen na fakultetu, posle navodenja fakulteta,
navesti i naziv univerziteta i sediste istog (npr. Filoloski fakultet, Univerzitet
u Beogradu, Beograd). Ako je autor zaposlen na nau¢nom institutu, navodi
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se i grad u kome se institut nalazi (npr. Institut drustvenih nauka, Beograd).

Naslov rada: Pisati malim slovima Times New Roman, 16, Bold levo
poravnanje. Po potrebi moze se staviti fusnota pored naslova radi eventualnog
navodenja naziva, broja i drugih podataka o projektu u okviru koga je clanak
napisan.

Sazetak (apstrakt): Pisati malim slovima Times New Roman, 12, regular,
obostrano poravnanje, prored 1,5. Sazetak (apstrakt) je kratak informativan
prikaz sadrzaja ¢lanka koji ¢itaocu omogucava da brzo i tacno oceni njegovu
relevantnost. U interesu je Casopisa i autora da sazeci sadrze termine koji se
Cesto koriste za indeksiranje i pretragu c¢lanaka. Sastavni delovi sazetka su
cilj istrazivanja, metodi, rezultati i zakljuc¢ak. Sazetak moze biti na srpskom,
engleskom, nekom od svetskih jezika ili na slovenskom u nau¢noj oblasti jezika
i knjizevnosti. Ukoliko je jezik rada na srpskom, slovenskom ili nekom od
svetskih jezika, a koji nije engleski, naslov ispred sazetka i sazetak obavezani su
na englekom jeziku. Sazetak obima 200 - 250 reci nalazi se ispod naslova rada
dok se sazetak (abstract) zajedno sa klju¢nim re¢ima i naslovom na engleskom
jeziku, nalazi na kraju rada.

Kljucne reci: Pisati malim slovima Times New Roman, 12, regular, levo
poravnanje, prored 1,5. Klju¢ne reci su termini ili sintagme koje najbolje opisuju
sadrzaj clanka za potrebe indeksiranja i pretrazivanja. Treba ih dodeljivati s
osloncem na neki medunarodni izvor (popis, re¢nik ili tezaurus) koji je najsire
prihvacen ili unutar date naucne oblasti ili u nauci uopste (npr. lista klju¢nih
reci Web of Science). Broj klju¢nih rec¢i ne moze biti manji od pet (5) niti veci
od deset (10), a u interesu je urednistva i autora da ucestalost njihove upotrebe
u tekstu rada bude sto veca. Kljucne reci daju se neposredno nakon sazetka.

Osnovni tekst rada: Pisati malim slovima Times New Roman, 12, regular,
obostrano poravnanje, prored 1,5. Novi red uvucen. Obim rada ne sme biti veci
od 36.000 karaktera sa razmakom ukljucujudi sazetak na srpskom i engleskom
jeziku, klju¢ne reci, spisak literature, fusnote i priloge. Radovi treba da budu
napisani jasnim i razumljivim nau¢nim stilom uz postovanje logickog poretka
IMRAD (Indtroduction, Methods, Results and Discussion) kriterijuma. U
tom smislu potrebno je u uvodnom delu odrediti predmet, problem i cilj/eeve
rada, potom predstaviti primenjenu metodologiju rada te prikazati dobijene
rezultate, dok se u diskusionom delu rezultati povezuju sa zaklju¢cima.

Podnaslovi/medunaslovi: Pisu na sredini stranice, malim slovima - Bold
(font 12).
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Nacin citiranja,
navodenja referenci

Reference u tekstu rada i u spisku literature navode se prema citatnom
stilu APA, 6. izdanje (http://www.apastyle.org). Preporucujemo autorima da
viSe informacija, kao i odgovore na druga pitanja u vezi sa APA standardima
pronadu na zvani¢noj internet stranici http://www.apastyle.org. Ukoliko su
neki radovi nastali u okviru istrazivanja kojima je zahtevan neki drugi nacin
i stil citiranja (MLA, Chicago, Harvard i dr.) redkacija Humanistike e i takve
radove prihvatiti na objavljivanje, ali pod uslovom da je primenjeni citatni
standard u potpunosti dosledno koriséen.

Prilikom citiranja reference unutar teksta, mora se koristiti slede¢i model:
(prezime autora, godina izdanja). Ako autori iz razlicitih referenci imaju isto
prezime, koristiti i inicijale autorovog imena u citatu, npr. (Armstrong, G.
M., 1994). Ako se dva ili viSe autora citiraju na istom mestu, treba ih navesti
abecednim redom u okviru istog citata, razdvojene tackazarezom, npr. (Gidens,
2001; Hajdeman, 2004).

Strana imena u tekstu treba pisati transkribovana na srpski jezik, a kod prvog
navodenja iza imena, u zagradi staviti ime u originalu uz godinu objavljivanja
rada, naprimer Bodrijar (Baudrillard, 1985) ili Pjer Burdije (Pierre Bourdieu).
Kada su dva autora rada, navode se prezimena oba, dok se u slu¢aju veceg broja
autora navodi prezime prvog i skracenica “i sar” ili ,.et al.. Citati se ispisuju na
predvidenom mesta u tekstu rada, uvek po zavrsetku citata iza znaka navoda.
Svaki citat, bez obzira na duzinu, treba da prati referenca sa brojem strane uz
obavezne znakove navoda na pocetku i na kraju citata.

Primer: (Foucault, 1989:59) ili (Fuko, 1990)

Spisak literature koja je kori$¢ena u radu navodi se na kraju rada i u spisak
ne treba ukljucivati dela koja nisu navodena u referencama. Literatura se navodi
po azbu¢nom redu prezimena autora, najpre za izvore na ¢irilicnom pismu a
posle toga po abecednom redu prezimena autora za izvore na latinici. Kada
delo nema autora, navodi se naslov dela i sortira prema prvoj rec¢i u naslovu.
Sva dela se ispisuju sa uvlacenjem drugog i narednih redova, na nacin kako je
to prikazano u primerima, kako bi se naglasio abecedni red. Kada je u pitanju
delo viSe autora, u slu¢ajevima sa dva do pet autora dela, navode se prezimena
i inicijali svih, dok se u slucaju $est i vise autora navodi prezime i inicijali prvog
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i skracenica, ,,i sar.“ ili ,,et al.“. Kada se delo jednog autora navodi vise puta u
literaturi, postuje se redosled godina objavljivanja dela. Za ¢lanke iz ¢asopisa,
radove iz zbornika kao i za poglavlja iz knjiga potrebno je navesti od koje do
koje strane je stampan clanak ili poglavlje u zborniku/knjizi.

Primeri za navodenje

pojedinacnih dela u literaturi su sledeci:

Knjiga/monografija:

Bibliografski podaci treba da sadrze: Prezime, inicijale imena autora.
(godinu izdanja). Naslov dela. Mesto izdavanja: Izdavac.

Primeri:

Chandler, D, & Munday R. (2011). Dictionary of Media and Communication.
New York: Oxford University Press.

Hacion, L. (1996a). Poetika postmodernizma. Novi Sad: Svetovi.

Hutcheon, L. (1996b). Narcisticka naracija. Zagreb: Znanje.

Poglavlje u zborniku:

Rocco, S. (2015). Creative Design Thinking as a Managerial Approach.
In D. Jugo, D. Verci¢ i L. Ciboci (eds.), Proceedings of Communication and
management Forum (pp. 175-214). Zagreb: Visoka skola za komunikacijski
menadzment Edvard Bernajz.

Adorno, T. (1990.). Teze za sociologiju umetnosti. U: S. Petrovi¢ (ur.),
Sociologija knjizevnosti (str. 164-186). Beograd: Zavod za udzbenike i nastavna
sredstva.

Rad iz nau¢nog casopisa:

Prezime, inicijali imena autora clanka. (godinu izdanja). Naslov clanka.
Naslov casopisa, broj izdanja/volumena: brojevi strana.

Primer:

Aracki, Z. (2015). Tehnologija kao prednost i izazov komuniciranja. CM
Casopis za komunikaciju i medije, 34/X: Str. 121-128.

Clanak iz novina i magazina:

Prezime, inicijali imena autora clanka. (godinu izdanja). Naslov clanka.
Naslov ¢asopisa, mesto i datum objavljivanja, broj izdanja: broj/evi strane/a.

Primer:

Simi¢, A. (2016). Suzbiti govor mrznje na svakom mjestu. Oslobodenje,
Sarajevo 09.12.2016. Broj: 25159: Str. 11.
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Zakoni i propisi:

Pun naziv zakona ili propisa, Naslov glasila, broj i godina objavljivanja.

Primer:

Zakon o naucnoistrazivackoj delatnosti, Sluzbeni glasnik RS, br. 112/2015.

Web platforma:

Za sve informacije sa elektronskih platformi navesti datum pristupanja
informacijama, ime baze podataka ili tacnu web adresu (URL): Prezime,
inicijali imena autora (godina). Naziv dokumenta (Italic). Datum kada je
sajt posecen, internet adresa sajta.

Primer:

Adair, J. & Vohra, N. (2003). The Explosion of Knowledge, References
and Citations. Poseceno 03. 01. 2017. URL: http://www.apastyle.org/
manual/related/adair-2003.pdf

Ilustracije:

Razlic¢ite vrste ilustracija (fotografije, crtezi, grafikoni, tabele, mape,
karte, Seme...) mogu se nalaziti u tekstu rada ali se moraju pripremiti u
kvalitetnoj rezoluciji i odgovaraju¢em elektronskom obliku. Sve ilustracije
moraju biti na odgovaraju¢im mestima u tekstu i njihov sadrzaj mora biti
u funkciji samog rada. Svaka ilustracija mora imati svoj redni broj, naslov
i ako je potrebno legendu (objasnjenja znakova i sl). Redni broj i naslov
ilustracije pisu se ispod ilustracije, malim slovima Times New Roman, 11,
regular, centralno poravnanje, prored 1,0.

Dostavljanje radova

Radovi koje autori predaju treba da budu napisani uz postovanje svih
pravila akademskog pisanja i postovanja prava intelektualne svojine.
Prilikom dostavljanja radova autori su duzni dostaviti potpisane izjave
kojim garantuju da njihovi radovi predstavljaju rezultate originalnog i
samostalnog nauc¢nog rada. Radovi se dostavljaju se u elektronskoj formi
na CD-u ili elektronskom postom.

Rokovi za dostavljanje radova su:

01. januar za broj koji se objavljuje u martu godine.

01. jul za broj koji se objavljuje u septembru.
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Tekstove slati u elektronskom obliku na e-mail adresu: redakcija@
humanistika.net
Izjavu autora od$tampati, popuniti i potpisati i dostaviti originalan
primerak redovnom po$tom na adresu Redakcije a skeniranu verziju poslati
na elektronsku postu Redakcije. Obrazac izjave autora moguce je preuzeti
sa internet sajta casopisa.

Uputstvo recenzentima

Recenzenti su samostalni u svom radu a njihov osnovni zadatak jeste da
ocene svaki pojedinac¢ni rad koji im se dostavi, ¢cime doprinose unapredenju
i odrzavanju visokog naucnoistrazivackog dometa i ranga samog ¢asopisa
ali i autora c¢lanaka.

Recenzenti su po pravilu viSeg ili jednakog ranga (naucno ili nastavno
zvanje) kao i autor rada koji se recenzira.

Proces rezenziranja je dvosmerno anoniman i sprovode ga dva
nezavisna recenzetna za svaki pojedinacni rad (Double Blind Review).
Recenzentima nije poznato ko su autori rada, niti autori rada znaju ko je
recenzent njihovog rada. Anonimnost u pristupu je veoma vazan preduslov
za obezbedivanje visokog stepena autonomije i objektivnosti recenzenata.
Sadrzaj i postupak recenzije se smatraju poverljivim i recenzent, kao ni
drugi ¢lanovi redakcije, ne smeju otkrivati tre¢im stranama nikakve detalje
iz tog postupka. Rezenzenti imaju rok od tri sedmice (21 dan) da redakciji
dostave recenziju u pisanoj formi na propisanom obrascu koji ima sledece
elemente:

Sifra/broj rada:

Naziv rada:

Ocena originalnosti rada:

Ocenu aktuelnosti, drustvenog i nau¢nog znacaja teme:

U kojoj meri je naveden i objasnjen teorijsko-metodoloski okvir rada:

Ocenu kori$¢ene naucne literature, savremenost i naucna relevantnost
literature:

Opsta zapazanja o kvalitetu rada:

Predlog za kategorizaciju nau¢nog rada:
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Saglasnost za objavljivanje rada.

Sugestije autoru za poboljsanje kvaliteta rada (opciono):

Odabrati jednu od preporuka za navedeni rad:

1. Objaviti bez izmena

2. Objaviti uz manje izmene

3. Nakon korekcije, rad poslati na novi krug recenzije

4. Odbiti

Napomene uredniku koje se odnose na opste, metodoloske a narocito
eticke (plagijarizam) aspekte rada:

Datum ocene rada:

Ime, prezime, naucno zvanje i potpis recenzenta:

Instrukcije za kategorizaciju naucnih radova

Kategorizacija ¢lanaka obaveza je urednistva. Kategoriju ¢lanka mogu
predlagati recenzenti i ¢lanovi urednistva, odnosno urednici rubrika, ali
odgovornost za kategorizaciju snosi isklju¢ivo glavni urednik. Clanci u
¢asopisu se razvrstavaju u sledece kategorije:

Nauc¢ni clanci:

1) Originalan nau¢ni rad (rad u kome se iznose prethodno neobjavljivani
rezultati sopstvenih istrazivanja nau¢nim metodom);

2) Pregledni rad (rad koji sadrzi originalan, detaljan i kriticki prikaz
istrazivackog problema ili podrucja u kome je autor ostvario odredeni
doprinos);

3) kratko ili prethodno saopstenje (originalni nau¢ni rad punog formata,
ali manjeg obima ili preliminarnog karaktera).

Izuzetno, u nekim oblastima, nau¢ni rad u ¢asopisu moze imati oblik
monografske studije, kao i kritickog izdanja nau¢ne grade (istorijsko-
arhivske, leksikografske, bibliografske, pregleda podataka i sl.), dotad
nepoznate ili nedovoljno pristupacne za nauc¢na istrazivanja.

Radovi klasifikovani kao nau¢ni moraju imati bar dve pozitivne
recenzije. U ¢asopisu se objavljuju i prilozi vannau¢nog karaktera, te se zbog
toga naucni ¢lanci grupisu i Stampaju jasno izdvojeni u prvom delu sveske.

Strucni clanci:

1) Stru¢ni rad (prilog u kome se nude iskustva korisna za unapredenje
profesionalne prakse, ali koja nisu nuzno zasnovana na nau¢nom metodu);
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2) Informativni prilog (uvodnik, komentar i sl.);

3) Prikaz (knjige, racunarskog programa, slucaja, nau¢nog dogadaja

isl);

4) Nau¢na kritika, odnosno polemika (rasprava na odredenu nau¢nu

temu zasnovana isklju¢ivo na nau¢noj argumentaciji) i osvrti.
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LISTA NAUCNIH OBLASTI
za objavljivanje radova u ¢asopisu Humanistika

Casopis Humanistika objavljuje nau¢ne i stru¢ne radove u skladu sa
Zakonom o naucnoistrazivackoj delatnosti i Aktom o uredivanju nau¢nih
¢asopisa Ministarstva nauke i tehnoloskog razvoja Republike Srbije.

Humanistika je interdisciplinarni ¢asopis koji objavljuje radove iz polja
drustveno-humanistickih nauka a koji spadaju u najmanje jednu nau¢nu
oblast iz sledece tabele:

Naucno polje Drustveno-humanisticke nauke

Bibliotekarstvo, arhivarstvo i muzeologija

Ekonomske nauke

Istorijske, arheoloske i klasi¢ne nauke

Kulturoloske nauke i komunikologija

MenadZzment i biznis

Pedagoske i andragoske nauke

Politi¢cke nauke

Pravne nauke

Naucne oblasti
aucne oblasti Psiholoske nauke

Socioloske nauke

Teologija

Filozofija

Filoloske nauke

Nauke o umetnostima

Fizicko vaspitanje i sport

Specijalna edukacija i rehabilitacija

Za svaku nauc¢nu oblast u casopisu postoji zasebna rubrika koja nosi isti
naziv kao i nau¢na oblast. Svaku nau¢nu oblast/rubriku ureduje poseban
urednik oblasti/rubrike koji je ¢lan Redakcije. Svaki urednik u ¢asopisu
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mora posedovati vaze¢i izbor u neko od nastavnih i/ili nauc¢nih zvanja
steen na akreditovanoj visokoskolskoj ustanovi, odnosno nadleznom
ministarstvu u Republici Srbiji.

Za svaki rad koji se objavljuje u ¢asopisu Redakcija obezbeduje dva
nezavisna anonimna recenzenta koji moraju posedovati vazeci
izbor u neko od nastavnih i/ili nau¢nih zvanja stecen na akreditovanoj
visokoskolskoj ustanovi, odnosno nadleznom ministarstvu u Republici
Srbiji. Oba recenzenta moraju biti u visSem rangu nastavnog ili nau¢nog
zvanja od autora teksta koji se recenzira.

Za ceo Casopis, kao i za svaki pojedinacni rad koji se objavljuje u
casopisu, Redakcija obezbeduje punu bibliometrijsku obradu radi $to
bolje propulzije, identifikacije i valorizacije u nacionalnom, regionalnom i
globalnom nauc¢noistrazivackom okruzenju.

Humanistika je interdisciplinarni nau¢ni ¢asopis koji objavljuje nauc¢ne
i strucne radove iz nauc¢nih oblasti koje pripadaju polju drustveno-
humanistickih nauka.

Casopisjepokrenut2017.godinesciljem da postane zajednicka platforma
istrazivac¢ima i akademskim stvaraocima iz regionalnog i medunarodnog
nauc¢nog okruzenja. Humanistika doprinosi razvoju nau¢nog podmlatka i
stvaranju uslova za bolji protok ideja, dostignuca i znanja u medunarodnim
okvirima. Casopis promovise vrednosti i dostignu¢a nau¢nog rada i saradnje
medu razlic¢itim akterima naucne i obrazovne javnosti u Srbiji i regionu.

Humanistika objavljuje radove koji zadovoljavaju opste standarde
koji vaze za naucne radove u drustvenim i humanistickim naukama a st
se potvrduje pozitivnim recenzijama sacinjenim od strane dva nezavisna
recenzenata u anonimnom postupku (Double-Blind Peer Preview).

Casopis izlazi dva puta godisnje u martu i u septembru u 500 primeraka
a radovi se Stampaju na srpskom, engleskom i svetskim jezicima rasirene
upotrebe u datim nauc¢nim oblastima. Svi radovi i svaka pojedinacna
sveska Casopisa mogu se pronaci u elektronskom izdanju casopisa kako
u elektronskoj formi, tako i u PDF verziji svake zasebne sveske ¢asopisa.
Radovi i cele sveske ¢asopisa se mogu besplatno preuzimati sa internet
strane.

Humanistika je casopis koji posluje na bazi podmirenja stvarnih
troskova te u tom smislu ne obavlja komercijalnu aktivnost. Casopis
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ne naplacuje svojim autorima objavljivanje, recenziranje niti bilo kakve
druge troskove. Troskovi administriranja radova, honorara za recenzente,
urednike, tehni¢ko uredenje, stampanje i online publikovanje u potpunosti
snosi izdavac.

Humanistika je ¢asopis otvorenog pristupa (Open Access Journal)
$to znaci da je celokupan sadrzaj besplatno dostupan korisnicima, kako
pojedincima tako i institucijama. Korisnici mogu da citaju, preuzimaju,
kopiraju, distribuiraju, $tampaju, pretrazuju ili da ulaze u celokupne
tekstove ¢lanaka, kao i da ih koriste u bilo koje druge zakonski dozvoljene
svrhe bez trazenja prethodnog odobrenja od izdavaca ili autora, $to je
u skladu s definicijom otvorenog pristupa po BOAI. Autori i autorice
radova objavljenih u Humanistici zadrzavaju svoje autorsko pravo,
ukljucujudi i pravo na copyright.
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