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YBOIHA PEY I[IPMIPEBVIBAYA

[loiynapua kyniypa u mehyHapogHa nonuiiuka

JTHOC TIONIMTHKE U IOIy/IapHe KYAType JaleKo je CI0KEHUjU Of OHOra IITO ce

Ha IPBU TIOITIE[, MOXXE 3aK/bYYUTV ITOCMATparbeM IbMXOBUX HajOYMITIENHU)UX

Tayaka gopupa. OumM, MysnKa, KiVDKeBHOCT, CTPUII WM PA3INIUTH OOINIIN
BU3Y€/IHE U IUTUTA/IHE KYITYpe HICY CaMO IPOCTOP Y KOjeM IOIUTHUKA IIOBPEMEHO IPO-
HaJIa3} CBOje MeCTO, Oalll Kao IITO HJ YMETHUIIM HICY jefTHN KOjU HOIyJIapHY KYATYpy
KOPMCTe Ka0 CPefICTBO KOMYHMKALMje, IIPOIIAaTaH/ie VIV U3IPafitbe TIOUTUYIKOT MIMUIJA.
Ped je 0 c11o)keHOj TOBPATHO]j CIIpesy y K0joj ce TpaHuIa u3Mely MOMUTIYIKOT U TIOITy-
JIAPHO-KY/ITYPHOT HEIPeCTaHo noMepa. JIp>kaBe MHCTPYMEHTAIU3Yjy MOIy/IapHy Ky/ITy-
PY, KYATYPHU Cafip>Kajyi HACTajy ¥ LMPKY/MIILY YHYTap KOHKPETHUX MOMUTUYKMUX U €KO-
HOMCKMX OfJHOCA, JJOK IJIOOQ/THV ITO/TUTIYKY ITPOLIECH OCTaB/bajy Tpar y GpuaMy, My3uiy,
KIbVDKEBHOCTU 1 IPYTUM (opMama KyITypHe HpopyKuuje. VIcToBpeMeHo, MoIyIapHa
Ky/ITypa CTBapa IpefCTaBe O Ap>KaBaMa, HapOJVMa, paTOBMMA, KpJ3aMa, IIe0-7IoTjaMa
VI IOJINTUYKMM aKTePUMa, @ HA4MH Ha Kojy IyO/IMKa Te IpejicTaBe IpuxBara, ofdaryje
WM IIPeod/INKYje MOXKe MMATy CAcBMM KOHKpeTHe MOIUTIYKE TTOCTIeAMIIE.

3dor Tora momynapHy KynaTypy He Ou Tpedano pasyMeTu UCK/bYYMBO Kao OITIEfA/lo
nonutidke crBapHocTy. OHa jecte IPOCTOP y KOjeM ce CTBApHOCT pedIeKTyje, alu uc-
TOBPEMEHO IIPeJCTaB/ba I jefHO Off MeCTa Ha KOjiMa Ce Ta CTBAPHOCT TYMa4l, I10jefIHO-
CTaBJbyje, OCIIOpPaBa, MUTOJIOTU3Yje 1, Y U3BECHOj Mepu, IIpou3Boan. Bemku geo oHora
IITO 3HAMO — VW/IM BEPYjEMO Jja 3HAMO — O CBETY YCBajaMO IIOCPEICTBOM PasINYUTIX
KYITYpHUX penpeseHTanyja. Hapatnsu ¢uxiuuje, Mysnka u BusyemHe ImpeicTaBe TaKo
IOCTajy fleo muper GpoH/a APYIITBEHOT 3Haba U3 KOjer L[PIMO IPefCTaBe O ,,HaMa I
LAPYTUMA”, IpUjaTe/byiMa VI HellpujaTe/bliMa, LIeHTPY ¥ nepudepnjy, HapeTKy U 3a0-
CTajamy, paty, Mupy u 0e3deHOCTI. YIIPaBo 300T CBOjUX MOMUTUYKKX edeKaTa Momy-
JlapHa KY/ITYpa He caMo Jia pedieKkTyje Beh 11 cTBapa CBeTCKY HOIUTHKY.
13 Tor yBepema HacTao je u TeMatcku Opoj yacomuca Kynrypa: ,ITonynapna xynrypa

u MehyHapopHa momtrka”. Hamepa Ham Huje Owta fja IOHYAMMO jeMHCTBEH TEOPHjCKI
MOJIe/T O/fHOCA TIO/IUTUKE U MIOITy/IapHe KYATYpPe, HUTH Jja Pa3HOBPCHOCT IbMXOBMX IOAMPA
CBEZIeMO Ha jeflaH aHaMTI4KM odpasal]. HampoTus, sxeneny cMo ia yripaBo Kpo3 pasin-
9UTOCT TEMA, MeJi1ja, TEOPUjCKIUX IIPUCTYIIA U MICTOPUJCKIX KOHTEKCTA II0KaKEeMO KOJIMKO
cy dpojHa Mecra muxoBor cycpera. [Ipe cBera 3ato mTo je y omahoj akageMckoj mrepa-
TYpU OBaj MUCTPaKMBAYKY IIPOCTOP jOLI YBEK PENATUBHO CKPOMHO 3aCTYIUbeH, HAPOYUTO
y mopehemy ca cBe pa3BujeHIjoM Mel)yHapoZHOM IUTepaTypoM Koja IIOC/IeNbIUX felieHNja
TIOIy/IapHY KY/ITYpY Ipeno3Haje Kao IeTUTIMAH IpeaAMeT MCTPaKyBamba MelyHapoaHuxX
OJJHOCA, KPUTIYKE TeOTIONINTHUKE, CTyAMja 0e30eTHOCTI 1 CPOIHIX AUCLUIUIVHA.
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YBOJIHA PEY [TPUPEBMBAYA

Temat cmo opranmsoBamu y yetnpu nemvte. IIpsa, ,Moje necme, Moja monmuruka’,
nocseheHa je MysuIM Kao IIPOCTOPY MOMUTIYKe apTUKY/IAlMje U IPOM3BOJe 3HaUe-
ma. Huxa Cykcep n MapTa 30pKo MCTpaXyjy KaKo je CTpax Off HyK/IeapHOT YHUIITEmba
TOKOM XJIQJHOT paTa IPOHAIA3MO U3pa3 y IOIy, POKY ¥ HOBOM Tajacy, HoKasyjyhu
KaKO My3JMKa MOJK€ IIOCTaT¥l CBOjeBPCHI 3BYYHU 3aIJC T€OIOMUTNYKE aHKCMO3HOCTHI
jenne enoxe. Munan Kpcruh, anamsupajyhn nonynapay pok mysuky oz 1992. o 2006.
TofiVIHe, pa3MaTpa HaulHe Ha Koje cy crurmarusanyja CP Jyrocmasuje n Cpduje u oaro-
BOPY Ha BbY apTUKY/IMCAHN Y OMY/IapHOj KynTypu. [Iparana Jepemuh MomHap n Anek-
canpgap Monnap Bpahajy Hac y VTanmmjy mesgeceTux rogyHa 1 Ha nmpumepy beat mMuce
VICTIUTY]y CycpeT Bepcke pedopMe, OMIAAMHCKe KY/ITYpe ¥ NOIy/IapHe My3MKe, Kao 1
rpannny nsmeby MozepHusanuje n gecakpamsanuje. Harama Jopanosuh Ajsenxamep
u JKepka Mannh, max, kpos crBapanamrso bajare u VIHcTpykTOpa pare mpoMeHe reo-
HOMUTUYKKUX IPEJCTaBa Off NO3HOT COIMjaIN3Ma, IPEKO jYyTOCTOBEHCKMX PATOBa, [0
CTadwm3alyje moCTjyrocI0BEHCKOT IPOCTOPA.

llpyra nemnHa, ,,[Tomutuka nenynongae Tpake”, okpehe ce GpuiMy kao Mefyjy mo-
nUTHYKe MMarnHanuje. Anexca ®Ouaumnosuh aHanM3Mpa COBjeTCKY KMHeMaTorpadujy
Of] IIOYeTKa Ie3IeceTHX 10 Kpaja ocaMieceTux rofiyia, fosopehn puimMcke npencrase
HyK/IeapHe eHepruje, OpyKja M CTpaxa y Be3y ca COBjeTCKMM HyKIeapHUM JOKTpUHa-
Ma, CTPATeIIKMM HapaTUBYIMA U IIpOIaraHfHnM mwbenuMa. Jymran Yopduh xopuctn
Typckn dunm Mustang Kao Ipu3My 3a IPeNCINTIBAbE JOMeTa KeMalTUCTIIKOT MOfiep-
HJ3AIMjCKOT TIPOjeKTa, ca TOCedHMM OCBPTOM Ha eMaHIUIIAINjY >KeHa J OTIOP TPajiyi-
IMOHAJTHUM BPeRHOCHUM odpacuuma. Jymmja bpcakocka basepkocka mcrpaxyje Kim-
MaTcKe ITpOMeHe Kao I710damHy HOMUTIYKY 1 0e30eJHOCHY M3a30B I II0CTaB/ba MUTabe
Ha KOjyI HAauVH IOIY/IapHO-KYITYPHU HAPaTUBM, IIOCESHO PUIMCKM, OdMNKYjy jaBHO
pasymeBambe KIMMaTCKe Kpy3e M MOTY YTUIIATY Ha KIMMATCKY aKIujy.

Tpeha nemuua, ,Ilomutuka Tekcra, MOATEKCTa M MHTEPTEKCTa , HAjHEIIOCPEIHM-
jé Hac yBOAy y IPOCTOp MONMUTUYKUX 3HAYeHa KOja KyITYPHU HapaTUBU IIPOU3BOJE
u ipeHoce. CeTnana Cranapesnh unra geno CeeraHe AjeKCujeBUY KpO3 MCKYCTBO
YepHoOusba, McTpaxyjyhu ogHOC BIacTy, eKcrepaTa 1 MOjeVHALIA M YIOTY KEbVDKeB-
HOCTM Y KPUTMYKOM IPOMUIIbaY 0e30eTHOCHE KyIType, OTOBOPHOCTU M TpayMe.
Coduja Makcumosuh n Ana Crankosuh y pomany Xonoipam 3a xpamwa Jlejsa Erepca
IIPEIIO3HAjy CBOjeBPCHY aHTULIMIIATOPHY MOMUTUYKY MMAarMHALVjy KPO3 KOjy IOCTajy
BUJ/bVIBY OIIaflatbe aMepIYKe XereMOHuje, yCIoH Kune 1 mpoMeHa reonommTuyKor mno-
noxaja Caynujcke Apaduje. [lejana Jopanosuh ITormosuh 1 ViBan Pakomary pekoHcTpy-
Iy KyITYPHY T'€HeaJIoT1jy caBpeMeHOT KIMMATCKOT aKTHBU3MA, ToBe3yjyhu maHamme
dopMe exoaKTMBU3MA Ca PA/IVIKATHIM €KOJIOUIKIM OKPETYMA I BYIXOBUM MeIMjCKIM
npeficTaBaMa 1 IONyaapHUM HapaTusuma. Jlykac Makcumunujan llydept oy mep-
CIEKTUBY IPOIIMpYje Ha AUTUTANHY HO3HY MOJEPHOCT, IOKa3yjyhu kako cmadmerme
BE/IMKIMX MeTaHApaTyBa HUje O3HAYN/IO HeCTaHAK MUTA, Beh IeroBy TpaHchopManujy
y dparMeHTHpaHe, eCTETN30BaHe U AITOPUTAMCKI IOCpeoBaHe 0d/MKe CMMOOIIKe
OpoAyKuuje.
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YBOJIHA PEY [TPUPEBMBAYA

[Tocnenmwa nennHa, ,llommtuuko Hacnehe Anrammpe”, mocBeheHa je MOMMTIYKO]
CHa3J BU3YeJIHe TIPeJiCTaBe — Ofl yIMYHe yMeTHOCTH Jio fieeTe yMeTHOCTH. Cphan Kopah
aHanusMpa beHKcujeBy aHTUpPATHY yIMYHY YMETHOCT Kao OO/MMK CyOBep3MBHOT 3Haba
¥ OCIIOpaBama JOMUHAHTHUX HapaTyBa O paTy, YKasyjyhu Ha meH eMaHIUIaTOPCKN
IIOTEHIIMjaJl ¥ CTOCOOHOCT /1A IIOICTaKHe jaBHY 1edaTy 1 MOMUTIIKY aKIyjy. Y pefHUIN
oBOTr TeMaTa — Bragumup Ajsenxamep n Muxajno Komama - okpehy ce Hagsupauuma
Amana Mypa n [lejpa I'mdoHca, unrtajyhu oBy rpaduuky HOBely Kao YMETHUUKY pe-
¢rnexcnjy HykIeapHe OMUTHKe U CTpaTellIKe MMarynHaiyje PeraHose epe, oTkpuBajyhn
Y 10j IPOCTOP 32 IPENCIINTUBAIbE IIOHOBO AKTYETHUX IIapajloKca HYK/I€apHOT OfBpa-
hama, TexHomomke Hagmohy 1 morpare 3a arnconyrHoM de3denHomuthy.

Kpos papmose cagpykane y 0BOM TeMaTy, XKe/le CMO Jja IIOKa)KeMO Jla ITpoydaBa-
e TOMy/IapHe KyAType He IpeficTaB/ba yia/baBatbe Off ,030M/bHUX TeMa MOTUTUYKIX
HayKa, Beh gpyraunju myt o mux. Moh, ugenTurer, par, de3delHOCT, XereMOHMja, MO-
lepHM3aIVja, KIMMATCKe IPOMeHe, HYKIeapHu CTpax 1 TpaHchopMaiyja Mehynapon-
HOT IIOPEeTKa He II0CTOje CaMO Y CTpaTerujama, JOKTpUHAMA, JUIITIOMATCKUM HOTaMa I
ropopuma ApxaBHuka. OHM KVBe I y IlecMaMa Koje CTylaMo, puIMOBMMa Koje Iiie-
JlaMo, KibMI'aMa I CTPUIIOBMMA KOje YMTaMO, C/IMKaMa KOje IIPEIo3HajeMo I Ipuyama
KOje jefHI IpYTMMa Iprdamo. YIIpaBo 3aTo BepyjeMo fia do/be pasyMeBambe IOoITyapHe
KY/ITYpe MO>Ke JOIIpMHeTH 1 do7beM pasyMeBarby MOMUTHUKE — He CAaMO Ha4yMHA Ha KOju
ce OHA IpeJCTaB/ba, Beh ¥ HauMHa Ha KOjI je Kao MOjelHIM U APYLITBA 3aMUII/BaMO,
JOXMB/bABAMO I CTBAPaMO.

[Ipod. np Bragmmup Ajsenxamep
Hou. np Muxajno Konama
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Abstract: The aim of the paper is to present the frameworks and content of the in-
fluence of nuclear threat on the popular music of the 1980s - especially in the pop,
rock and new wave genres from the perspective of popular geopolitics. The research
included an analysis of political attitudes expressed in the song lyrics of that period,
focusing on the interpretation of political events related to the Cold War. The main
aspects of the research included examining the ways in which artists reflected the
perception of the Cold War political leaders and institutions, how specific political
events were mentioned, and the difference between direct and metaphorical expres-
sions of political attitudes. Sixty songs from the Anglophone speaking area were an-
alysed using content and narrative analysis. Results showed that artists mentioned
the Cold War and the nuclear threat directly and, in a larger number, through
metaphors. Lyrics often reflected an atmosphere of anxiety and uncertainty, where
songs were used as a means of expressing political attitudes and fears caused by the
nuclear threat. This research highlights the importance of music as a medium of
social and political reflection and its role in shaping public awareness of the Cold
War political issues.

Key words: Cold War, nuclear threat, popular geopolitics, pop, rock, new wave,
political attitudes, music

Introduction

usic has always been a mean of expressing social and political attitudes, and
during the 1980s, a decade marked by the Cold War and nuclear tensions, mu-

sic became a significant channel for reflecting fears and anxieties caused by the
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growing nuclear threat and the political rhetoric of the period. The goal of this research is to
analyze political attitudes expressed in music, with special emphasis on pop, rock, and new
wave genres, and to explore how artists interpreted political events of that time through
their lyrics. Also, the paper focuses on explicit and metaphorical expressions of the nuclear
threat. The importance of this research lies in its ability to provide a deeper understanding
of the way music reflected and shaped political awareness during the Cold War, especially
in the context of nuclear anxiety present in society, which is reappearing in contemporary
frameworks. The research methodology is based on content, narrative, and discourse anal-
ysis of song lyrics and covers 60 songs that directly mention or refer to the nuclear threat.
The Cold War was marked by the nuclear arms race, an ideological struggle between
the First and Second Worlds; capitalism and communism, Good and Evil,' and wars
outside their own territories, in third countries where the strengths of opposing blocs
were measured. “Although the tension between the two countries can be traced back to
the Bolshevik Revolution of 1917, many historians mark the atomic bombings of Hiro-
shima and Nagasaki in 1945 as the beginning of the Cold War”. 2 This forty-year conflict
was characterized by constant paranoia and anxiety due to the fear of nuclear conflict
between the two superpowers, although they never directly engaged in a military con-
flict; “the escalation of the arms race and a series of other technological, political, so-
cial, and military developments made the Cold War one of the globally most significant
events in recent times”.> This paranoia was present in public discourse and products of
popular culture as a kind of mirror of society, but also a rebellion against being trapped
in the politics of fear. The purpose of this paper is to show, from the perspective of pop-
ular geopolitics, the discourses and narratives of Cold War nuclear paranoia in the lyrics
of musical expressions of that time. The geopolitics of emotions* primarily includes fear
as a tool for justifying political actions. But that fear, which Moisi connects with the
intentional actions of actors (primarily states) for the purpose of realizing their own
interests, spreads intentionally or unintentionally through other channels that reflect
the spirit of a certain time. Precisely this mutual influence of social reality, discourse in
popular culture products, and geopolitical background is what Jason Dittmer® calls the
very core of popular geopolitics and makes it a suitable perspective for this research.
For more than four decades, the Cold War was the key framework of world politics,
strongly shaping the foreign policy of the Soviet Union and the United States, as well as

! Tuathail, G. O., Dalby, S. and Routledge P. (eds.) (2007) Introduction to Geopolitics, Politicka
kultura, Zagreb, , pp. 93-100.

2 Thomas Smolko i Joanna Smolko, Atomic Tunes: The Cold War in American and British
Popular Music, Indiana University Press, Bloomington, 2021, p. 1.

> Ibid.

* Moisi, D. (2012) The Geopolitics of Emotion: How Cultures of Fear, Humiliation, and Hope are
Reshaping the World, Belgrade: Clio.

> Dittmer, J. (2010) Popular Culture, Geopolitics, and Identity, Rowman & Littlefield Publishers,
New York-London, pp. 11-15.
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the political, social, economic, and military structures of other states.® In 1946, George
F. Kennan, in the “Long Telegram,” warns of the aggressiveness of Soviet policy and ad-
vocates for a firm response, which he elaborates on in 1947 in the article The Sources of
Soviet Conduct, proposing a policy of containment.” He points out that the USSR seeks
to expand its influence but “is under no ideological compulsion to accomplish its pur-
poses in a hurry”,® so the USA should conduct “long-term, patient but firm and vigilant
containment of Russian expansive tendencies”.’

In 1947, President Truman institutionalized this strategy through the Truman Doc-
trine, defining the conflict as the opposition of two ways of life - the democratic one and
the one based on coercion and repression.'” He emphasizes that the goal of American
policy is “to create conditions in which we and other nations will be able to work out
a way of life free from coercion”." In this context, the USA provides aid to Greece and
Turkey (400 million dollars) for stabilization and the prevention of the spread of com-
munism, thereby redefining the previous isolationism."> By 1947, cooperation between
Washington and Moscow ceases, and the USA, under Truman and Secretaries of State
Marshall and Acheson, enters the Cold War."

The Marshall Plan (1947) and the establishment of the OEEC encourage the recovery
of Western Europe, while the USSR and the Eastern Bloc reject it, thereby deepening the
division of Europe.' In response, the USSR in 1949 establishes the CMEA (Comecon) for
economic integration and the reduction of dependence on the USA." The directly ideolog-
ically opposed Zhdanov Doctrine (1947) simultaneously divides the world into two camps:
the “anti-imperialist and democratic” led by the USSR and the “imperialist” under the lead-
ership of the USA.' The purpose of the latter, according to Zhdanov, is “to strengthen impe-

6 Leffler, M. P. and Painter, D. S. (eds.) (1994) Origins of the Cold War: An International History,
Routledge, London, p. 1.

7 United States Department of State, “Kennan and Containment, 1947’, available at: https://
history.state.gov/milestones/1945-1952/kennan, accessed 20 August 2024.

$ G. . Kennan, “The Sources of Soviet Conduct’, in: Gearéid O Tuathail, Simon Dalby and Paul
Routledge (eds.), Introduction to Geopolitics, Politicka kultura, Zagreb, 2007, p. 93.

* Tbid., p. 94.

1 Harry S. Truman, “The Truman Doctrine”, in: Gearéid O Tuathail, Simon Dalby and Paul
Routledge (eds.), Introduction to Geopolitics, Politicka kultura, Zagreb, 2007, pp. 89-90.

1 Tbid., p. 90.

12 Tbid.; CVCE (The Centre Virtuel de la Connaissance sur I'Europe), “The Cold War”, available
at: https://www.cvce.eu/obj/the_cold_war_1945_1989_full_text-en-6dfe06ed-4790-48a4-8968-
855€90593185.html, accessed 5 August 2024.

3 United States Department of State, “1945-1952: The Early Cold War”, available at: https://
history.state.gov/milestones/1945-1952/foreword, accessed 20 August 2024.

4 CVCE (The Centre Virtuel de la Connaissance sur 'Europe), “The Cold War’, available at:
https://www.cvce.eu/obj/the_cold_war_1945_1989_full text-en-6dfe06ed-4790-48a4-8968-
855€90593185.html, accessed 5 August 2024.

> Ibid. p. 9.

16 Andrei Zhdanov, “Soviet Policy and World Politics”, in: Gearéid O Tuathail, Simon Dalby and
Paul Routledge (eds.), Introduction to Geopolitics, Politicka kultura, Zagreb, 2007, p. 98.
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rialism... to fight against socialism and democracy”."” The doctrine is linked to the establish-
ment of the Cominform as an instrument of Soviet control over communist movements.'*

In the West, the Western Union Treaty was signed in 1948 for collective security,”
while the Vandenberg Resolution in the same year enabled American participation in
alliances and laid the foundations for NATO, founded in 1949. Eisenhower in 1953 in-
troduced the policy of “rollback” with the aim of actively pushing back communism.”
As a response to NATO, the USSR in 1955 founded the Warsaw Pact as a military al-
liance for mutual defense against Western states. During World War II, the develop-
ment of atomic energy and the atomic bomb were greatly valued as a potential means of
conducting policy.”” During the 1950s and 1960s, the Cold War was marked by a series
of conflicts and crises. Events such as the Korean War, the building of the Berlin Wall,
and the Cuban Crisis further deepened tensions between the USSR and the USA. By the
early 1960s, the Cold War reached a phase of constant tension as these two superpowers
sought to avoid direct conflict but competed for world dominance through political,
economic, and military strategies.

Gosling (2010) clarifies that the United States of America was the first to develop and
use nuclear weapons.” J. Robert Oppenheimer, together with other scientists, worked
on the Manhattan Project, which was the American secret program for developing nu-
clear weapons.** The bombs dropped on Hiroshima and Nagasaki in 1945 were the first
atomic bombs ever used during a war, which globally triggered fear among people and
numerous ethical dilemmas.” Until 1945, nuclear energy was perceived as a source of
unlimited energy and a benefit for humanity. After the bombing of Japan, it became
synonymous with a global threat and mass destruction.”

Blanton and Kegley (2010) claim that the Cold War went through three phases. The
first was the phase of conflict from 1947 to 1962. During the 1950s and 1960s, the Cold
War was marked by a series of conflicts and crises.”” In 1948, a communist coup oc-
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curred in Czechoslovakia, and the Soviets blocked West Berlin and erected a wall. The
Korean War and the Chinese invasion of Tibet occurred in 1950, along with occasional
crises in the Taiwan Strait. All these events further deepened tensions between the USSR
and the USA. In the early 60s, the Cold War reached a phase of constant tension because
these two superpowers tried to avoid direct conflict but competed for global dominance
with political, economic, and military strategies. Already in 1949, the USSR developed
and tested its first nuclear weapon - its own atomic bomb.” With this, the balance of
power changed because now both states had the capacity to achieve global destruction.
Consequently, the risk of nuclear conflict increased, and both superpowers had to be
significantly more cautious in their further foreign policy moves. The focus shifted from
direct conflict to deterrence and avoiding the start of a nuclear war.”

Shortly after that, in 1962, an escalation occurred between the USA and the Soviet
Union, which arose “as a consequence of the deployment of Soviet missiles in Cuba,
known as the Cuban Missile Crisis”.** In July 1962, the USA noticed Soviet military aid
to Cuba, including IL-28 bombers and anti-aircraft missile systems.” Crucial evidence
was obtained on October 14 when a U-2 photographed the positions of medium-range
ballistic missiles in San Cristobal,** which additional flights confirmed at Guanajaya as
well. The missiles could reach US territory, representing a serious security threat. In
response, President John F. Kennedy introduced a naval “quarantine” of Cuba on Octo-
ber 24, aimed at preventing the delivery of weapons, with the deployment of American
forces in the area from Florida to Puerto Rico.”® After intense negotiations, Khrushchev
agreed to withdraw the missiles, while the USA promised not to invade Cuba and secret-
ly remove its missiles from Turkey. “The superpowers faced each other directly... For-
tunately, one of them (the Soviet Union) gave in... This painful experience... increased
awareness of the catastrophic consequences of nuclear war”.*

According to Blanton and Kegley (2010), the second phase of the conflict lasted from
1963 to 1978.” After the avoided escalation in the Cuban Crisis, both superpowers realized
how close they had been to nuclear conflict. John F. Kennedy was assassinated in 1963 in
Dallas; the mandate after him was taken over by Lyndon Johnson, and Nikita Khrushchev
was succeeded by Leonid Brezhnev. Vukadinovi¢ (1985) states that Robert S. McNamara,
as the US Secretary of Defense during the Kennedy and Johnson terms, had a key role in
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the Cold War.* At the beginning of 1964, he presented a new doctrine whose goal was nu-
clear deterrence. According to this doctrine, any nuclear attack by one superpower would
result in the total destruction of both countries.”” “Precisely the first point of the new pro-
gram, which emphasized that the strategic goal was to prevent a deliberate nuclear attack
on the United States and its allies by maintaining a clear and convincing capability to
inflict unacceptable damage on the attacker, was named by McNamara as Mutual Assured
Destruction - MAD”.*® Richard Nixon was elected President of the USA in 1968. Nixon
and his National Security Advisor Henry J. Kissinger laid the foundations for a new ap-
proach to foreign policy toward the USSR. This marked the beginning of the policy of de-
tente. “Generally, a strategy aimed at relaxing tensions between adversaries to reduce the
possibility of war”.*” The Soviets accepted the implementation of such a policy, leading to
the normalization of relations between the two superpowers. The policy of detente focused
on arms control, leading to the SALT (Strategic Arms Limitation Talks) negotiations in
1969. “Two sets of agreements reached during the 1970s between the United States and the
Soviet Union which set limits on strategic nuclear delivery systems”.*” The arms race was
expensive and dangerous, so the goal for these two states was to limit the placement and
deployment of anti-ballistic missiles. The policy of detente was also prompted by broader
circumstances. Due to engagement in the Vietnam War, the USA was exposed to finan-
cial and political pressure and could not withstand further escalation.* Simultaneously,
the Ostpolitik of the Federal Republic of Germany encouraged a more moderate Soviet
approach; the policy of normalizing relations with the East, including agreements like the
one from 1969, was part of a broader process of calming tensions and strengthening West
Germany’s international position.*? In the early 1970s, further rapprochement occurred:
in 1972, a trade agreement was signed with the USSR and the American embargo was
partially lifted.” Due to the incompleteness of the SALT I agreement, SALT II negotiations
began, ending in 1979 with a limit on the number of launchers and bombers, although the
agreement did not enter into force due to the Soviet intervention in Afghanistan.* The
Conference on Security and Co-operation in Europe (1973-1975), with 35 states, resulted
in the Helsinki Accords as the peak of detente. It confirmed post-war borders, principles
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of sovereignty, peaceful resolution of disputes, non-interference in internal affairs, and
respect for human rights, laying the foundations for further European cooperation.*

The third phase according to Blanton and Kegley lasted from 1979 to 1991. The turn-
ing point was the Soviet invasion of Afghanistan in 1979, which ended the policy of
detente.* President Jimmy Carter responded by announcing the possibility of military
protection of interests in the Persian Gulf, suspended grain exports to the USSR, and
encouraged a boycott of the Olympic Games in Moscow in 1980.* Relations further
deteriorated with Ronald Reagan coming to power in 1980, along with the renewal of
the arms race and a tightening of rhetoric.*® Reagan rejected detente and promoted a
policy of American superiority and the suppression of communism (Reagan Doctrine),
with a significant increase in the military budget and support for anti-communist move-
ments.* Simultaneously, to reduce the risk of nuclear conflict, START negotiations be-
gan in 1982, ending with the Strategic Arms Reduction Treaty in 1991.% With the ‘ar-
rival’ of Mikhail Gorbachev in 1985, reforms (Glasnost and Perestroika) began, aimed at
liberalization and modernization of the system, along with an important role in reduc-
ing tensions and concluding agreements like the INF in 1987.°' His policy of non-inter-
ference in Eastern Europe contributed to the fall of communist regimes, culminating in
the fall of the Berlin Wall in 1989 and the collapse of the USSR in 1991.%

Popular geopolitics of the Cold War

The Cold War greatly influenced the public worldwide. People began to perceive life
through fear, uncertainty, and pessimism. They lived in constant fear of nuclear conflict.
American media often depicted the Soviet Union as a great threat to their way of life,
which favored an atmosphere of constant anxiety. In the USA, there was also a strong
patriotism among citizens because the government promoted the idea of spreading de-
mocracy and defending against the “evil” communist threat. Of course, the geopolitical
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situation was reflected in every aspect of life, including culture and art. Music, films, lit-
erature, and other aspects of popular culture often reflected events on the world political
stage, thus influencing public opinion and social dynamics.*

Smolko and Smolko point out that this was prominent in films made for the big screen
(Dr. Strangelove directed by Stanley Kubrick, Red Dawn directed by John Milius, and
WarGames by John Badham), but also in television films (Threads, The Day After, The
Prisoner).** The most famous novels featuring Cold War motifs are 1984 by George Or-
well, The Hunt for Red October by Tom Clancy, and The Spy Who Came in from the Cold
by John le Carré. Political caricatures appeared as well, specifically Nuke by Bert Dodson,
a comic that satirically comments on the nuclear arms race, US foreign policy, and, among
other things, relations with the Soviet Union. There is also Mr. Atom, created by cartoonist
Herbert Block - Herblock, who through that character depicted the absurdity of the Cold
War and the destructive power and global threat that atomic weapons can bring.”

Vladimir Ajzenhamer (2023) claims that from the very beginning of the Cold War,
popular culture in the USA developed an obsession with the atomic bomb. “When
it comes to fiction or comics, the proliferation of content through which the nuclear
zeitgeist was reflected is so great that it is impossible to even roughly determine their
number”.* Ajzenhamer (2023) highlights as one of the most significant the film On
the Beach, filmed in 1959, which deals with the consequences and impact of nuclear
pollution on humanity, starring Gregory Peck, Fred Astaire, and Ava Gardner. It was
based on Nevil Shute’s 1957 novel. Also, as a medium that played an important role in
the popular culture of that time, he singles out radio. In the USA, it had a special role
- it was a means of ideological propaganda, and the goal was to reach listeners from
the Eastern Bloc. In 1946, in the divided American sector of Berlin, a radio station was
launched that broadcast programming in German. The broadcast covered all of Berlin,
but also a significant part of the area under Soviet control in East Germany.”’

“The following year, the official radio station of the US government, Voice of America,
began broadcasting in Russian, and shortly after that, its unofficial European branches
- Radio Free Europe and Radio Liberty — were launched. These ‘surrogate’ stations had
the task of broadcasting liberal-democratic propaganda intended for states under Soviet
control, as well as for the citizens of the USSR itself”.*® Smolko and Smolko® state how the
Cold War influenced many musical genres. Dave Brubeck, Benny Goodman, and Louis
Armstrong had jazz tours in the Eastern Bloc during the 1950s and 1960s, which were
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highly covered by the media and lately mentioned as jazz-diplomacy. Also, the influence
did not bypass classical music. “Musicals (Chess) and operas about the Cold War were
written, including two famous works by John Adams, Nixon in China and Doctor Atomic.
Among the most famous classical works about the Cold War are Alfred Schnittke’s orato-
rio Nagasaki and Krzysztof Penderecki’s Threnody to the Victims of Hiroshima for string
orchestra”.” Regarding popular music, Smolko and Smolko (2021) point out that over five
hundred songs were written about its various aspects during the Cold War period. “Some
songs were written to draw attention to a specific issue, some to convince listeners of a
certain point of view, and others simply to entertain and make people laugh. Songs varied
from serious to comic, from morbid to tasteless, and covered everything in between”."*

Big pop and rock stars such as Billy Joel, Bruce Springsteen, ABBA, Elton John, The
Rolling Stones, etc., held their concerts in Eastern Bloc countries.®” Smolko and Smolko
point out that popular music through which Cold War motifs appeared can be divided
into three periods. The first is the Atomic Age, which lasted from the mid-1940s to the
mid-1960s. Artists then focused their lyrics on motifs of hydrogen and atomic bombs,
uranium mining, radiation poisoning, shelters, and the space race. The second period
lasted from the mid-1960s to the end of the 1970s. In this period, fewer songs related to
the Cold War and its aspects were recorded because the policy of detente and attempts
to stop the arms race were in effect then. More significant for that period was the crit-
icism of the Vietnam War, and the encouragement of feminism and the civil rights
movement. For many musicians, the Vietnam War was an inspiration for creating songs
that conveyed anti-war messages and social criticism to the audience. The third period
began with the end of the policy of detente and the USSR invasion of Afghanistan in
1979 and lasted until the end of the 1980s. Most mainstream songs came from this last
period.®® This paper will analyze the song lyrics of the last period.

The relationship between popular geopolitics and popular culture,
theoretical framework, and existing research

Popular geopolitics deals with “the ways in which geopolitical issues are created and
contemplated in popular culture”.® It studies and analyzes the ways in which geopolitical
ideas and themes are depicted in popular culture and thus influence the formation of public
opinion. It plays an increasingly important role in making foreign policy decisions, espe-
cially in countries with developed democracies. “The entire concept of popular geopolitics
is based on the assumption of a link between popular culture and social consciousness”.*®
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Gillian Rose speaks of three key areas that need to be considered during the analysis
of geography’s influence on popular culture and vice versa.* First, she identified the
place of creation and production of the product, which includes the author’s motives
and subjectivity. Despite the effort to be objective, every person is connected to their so-
cial and cultural environment, which means the influence of upbringing, environment,
and education plays an important role. What Rose emphasizes after that is the location
of the work, which implies the geographic framework in which the product of popular
culture takes place. A certain story or narrative can be associated with the location.
Therefore, it can be real, but also completely fictional. The third is the place of consump-
tion of a certain cultural product, which has its temporal and geographical component.”
“It is not the same whether a Hollywood war-themed blockbuster is shown in New York
or Austin, or in Kabul or Damascus. Each individual has a different level of trust and
tolerance for certain narratives, and those levels are partly conditioned by socialization
or geopolitical vocabulary: the geopolitical culture from which the individual comes”.*

Rose further highlights that alongside all the above, three additional parameters
should be taken into account: social, technical, and compositional. The social parameter
refers to the way society accepts popular culture, which changes over time. The theory
of agenda setting and framing is connected to the social parameter.”” “Agenda setting
implies prioritizing certain topics, or neglecting some other topics”.” For example, if the
media frequently report on a certain trend in popular culture (film, music, art), it will
become socially accepted.

“Goftman (1974) introduces this term to explain the reflection of the environment and
lists two frames, natural and social. While natural frames are given for him, social ones are
those built upon them and can lead to manipulation”.” So, if the media portrays a musical
genre in a certain way, the audience will perceive it as such (e.g., punk - rebelliousness).
The technical parameter refers to the medium through which the message, narrative, ste-
reotype, or discourse is transmitted. The way information is presented and whether it has
visual or audio support is important. The compositional parameter shows the way the
message is displayed, which for example can be: the way an article is displayed in print
media, the melody in music, the angle at which the camera is set.”

Rowley and Weldes (2015) claim that the relationship between popular culture and
world politics is dynamic and complex.”” Both terms are complex, and there can be no
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universal understanding of them. The authors list six types of relationships between pop-
ular culture and world politics. First, they point out that states often use popular culture
to achieve various political goals. During war and peace, popular culture has a great in-
fluence on domestic and foreign policy. During war periods, the state most often uses
popular culture as a means of propaganda.” “For example, posters and other media forms
are famously used to define nations and their enemies during World War I; similar post-
ers from North Vietnam defined the American enemy in the ‘American War’. Films like
‘Casablanca’ (1942), supported by the war film department of the US War Department,
sold American intervention in Europe to the American public, legitimizing World War
IT and the accompanying military expenditures and public sacrifices”.” Likewise, popular
culture in periods of peace is used to develop “soft power” through cultural diplomacy (for
example, sports, music, fashion, film). Rowley and Weldes identified global cultural flows
and their impact on politics as the second type of relationship. Popular culture plays a key
role in globalization where cultural products like film and music influence the shaping of
local and global identities. The third is based on popular culture sometimes being a prod-
uct of the global political economy because the production and distribution of some cul-
tural products cross state borders. This also implies labor, trade, technology, intellectual
rights, and their international relations. Then, the authors state that popular culture (TV,
films, music) shapes perceptions of political events and conflicts. It actively participates in
creating meanings and identities that influence political discourses. Finally, they single out
that the way people consume popular culture products can reflect their political attitudes
and that popular culture often uses intertextuality to create political messages.”

In existing research of similar themes, a key study by Vladimir Ajzenhamer,” in
his book Celluloid Apocalypse explores the connection between the strategy of nuclear
deterrence during the Cold War and the depiction of nuclear holocaust in US popular
culture. The author’s main assumption is that popular culture products such as films,
TV and radio shows, music videos, comics, etc., contributed to the implementation of
nuclear deterrence in the USA. Also, the author states that this happened due to a lack of
actual knowledge about the possible consequences of a nuclear conflict. “Namely, these
contents, through the creation of a pool of general knowledge about nuclear war and
its consequences, legitimized deterrence as a paradigmatic defense strategy and thus
increased the chances for its success”.”

In Celluloid Apocalypse, the focus is on cinematic depictions of the world after the
realization of the strategic MAD principle (mutual assured destruction), and during and
after a fictional nuclear war. Ajzenhamer analyzed three main effects of the cinematic
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exploitation of MAD. These were the increase of moral panic in order to legitimize the
arms race. Then, creating a general understanding of nuclear holocaust that informed
political elites and citizens. Third, directing the fear of nuclear war against the American
government to encourage public demand that nuclear weapons be used exclusively for
defense.” “After that, based on a sample of 10% of the total number of titles in the select-
ed filmography, i.e., by analyzing 83 films from a list of 832 film titles, I identified three
basic varieties of the cinematic MAD narrative, as well as their key motifs”.*

At the end of the book, Ajzenhamer points out that films depicting MAD were most
often critically inclined. These films provided general knowledge (accurate and inaccu-
rate) about the catastrophic consequences a nuclear war can have. Also, nuclear panic
motifs were present in these films, thus increasing pressure on military and political
powers that nuclear weapons be used exclusively for defense purposes. He highlights Dr.
Strangelove directed by Stanley Kubrick and On The Beach directed by Stanley Kramer
as the most faithful examples.*" “To summarize — whether it served the exploitation of
scientifically established facts, ordinary life stories, or the most unbelievable fantasies,
MAD cinematography educated American society about all possible and impossible
consequences of nuclear war”.*?

Ajzenhamer additionally claims that his book depicts exclusively the American ex-
perience of the Cold War and that a complete picture of popular culture’s influence on
deterrence is only possible with the Soviet perspective as well.* Ivan Fratri¢ (2021) in
his research Interpretation of Friendly and Enemy States in Geopolitical Discourses of
Hollywood Production during the Cold War wanted to show the function of Hollywood
film during a challenging geopolitical period. In addition, film was then one of the most
popular mass media that could also serve as a propaganda tool.* In his research, the au-
thor starts from the assumption that Hollywood production glorifies the USA, its allies,
and the Western way of life, while simultaneously criticizing and portraying everything
connected to the Soviet Union in a negative light. Fratri¢ examined how America and
the Soviet Union were depicted in Hollywood production films.*

In the research results, Fratri¢ (2021) states that the depiction of the two superpowers
in films changed in accordance with geopolitical periods. During the 1940s and 1950s,
Hollywood production had a clear division in the metaphorical depiction of good and
evil. The Soviet Union was portrayed as a danger and absolute evil, and the USA com-
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pletely the opposite.® In the 1960s and 1970s, political melodramas and dark thrillers
with elements of fatalism and paranoia were popular (p. 276). In addition, many films
dealt with the theme of the Vietnam War. In the 1980s, the narrative in films began to
sharpen as a consequence of Reagan’s rhetoric toward the Soviet Union. It remained so
until the end of the Cold War.”

Researching nuclear presence in 80’s music

This paper analyzes narratives and discourses in song lyrics in the timeframe from
1980 to 1989. The research covers the lyrics of 60 songs from the Anglophone speaking
area. Due to the language barrier, lyrics in other languages are not included. The aim of
the research is the analysis of political attitudes and messages expressed in music, es-
pecially pop, rock, and new wave genres during the 80s, with emphasis on the theme of
nuclear presence. Song lyrics will be analyzed to understand the way artists interpreted
the political events of that time. It is also expected that the results will contribute to a
better understanding of the link between music, politics, and social changes during the
1980s, with special emphasis on the theme of the nuclear threat. Given the stated aim,
three research questions were formulated: (1) How did artists reflect the perception of
Cold War political leaders and institutions in their songs? (2) Do artists from Europe
or the USA highlight specific political events or aspects of the Cold War in their songs?
(3) Is there a difference in the interpretation of political attitudes between songs that use
direct language and those that use metaphors?

The unit of analysis was song lyrics that explicitly speak about the Cold War/nuclear
threat, as well as metaphorical ones; for the purpose of this research, an analytical ma-
trix with eight classification categories was created. The selection of 60 songs for analysis
is a result of a combination of the author’s involvement and knowledge of the subject,
and systematic research of relevant sources. The dominant musical genre among the
60 analyzed songs was rock with 26 songs (43.3%). This was followed by electronic and
new wave, represented in 20 songs (33.3%), while pop accounted for 11 songs (18.3%).
Heavy metal was represented with 2 songs (3.3%), while hip hop was present in only
1 song (1.7%). At that time, rock often served as a genre for expressing rebellion and
political views. Electronic and new wave music was characteristic for its futuristic and
experimental sound and was extremely popular because it successfully evoked feelings
of anxiety and uncertainty (especially synth-pop). Also, these genres began to develop
in the late 1970s and early 1980s (Kraftwerk, OMD, Depeche Mode), so it is logical that
they are highly represented in the presented results. Pop music had broad mass appeal
but was not often used for conveying more complex political messages. Heavy metal
and hip hop, although present, had more limited influence on the political themes of
that time.
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Research results

Narratives

Research results revealed that the Cold War is mentioned metaphorically in 37
songs, while it was mentioned directly in 29 songs. These results indicate that musicians
used both approaches almost equally, showing different ways in which this period was
interpreted in music. The songs 99 Luftballons | 99 Red Balloons by Nena, Eight Day by
Hazel O’Connor, and Poem for a Nuclear Romance by musician Anne Clark are high-
lighted as the three most representative examples of metaphorical mention. These songs
were chosen for their strong symbolism and references to the tensions and fears of that
period. Each uses different metaphors and vivid depictions to process themes of nuclear
threat and global uncertainty, thus making them important examples in understanding
how the Cold War was reflected through music.

Agnew and O Tuathail (1992) write about layered geopolitical understandings and
depictions of US foreign policy. “America is a place that is real, material, and bounded
(territory with content), and at the same time it is a mythological, imaginary, and uni-
versal ideal without certain spatial boundaries”.*® Also, Agnew and O Tuathail claim
that the USA, with the beginning of the implementation of the Truman Doctrine and
containment policy, began to perceive itself as a World Power and the Soviet Union
as an enemy, as seen in the previously mentioned Kennan article. “Containment did
not have clearly conceptualized geographic limits. Its original space was an abstract
universal isotropic plane where Right leads an endless battle with Wrong, Freedom
with Totalitarianism, and Americanism with the forces of Anti-Americanism.* This,
of course, influenced all other aspects of life, including music. The stated claims can
be linked to the way artists of that time depicted the struggle between freedom and
repression. The cited examples also show that the music of that time reflected geopo-
litical narratives.

The song 99 Luftballons | 99 Red Balloons, performed by German singer Nena and
the German musical group of the same name, is one of the most significant songs of the
last century. This anti-war pop-rock song was created in 1983 when the Cold War was
at its peak and uses the metaphor of red balloons to depict and criticize its absurdity
and the nuclear threat. The song lyrics reflect the atmosphere of anxiety, fear, and par-
anoia that prevailed in that period due to political tensions. Red balloons are depicted
as harmless; however, due to the context of that time, they become an element of threat,
uncertainty, and fear. In 99 Luftballons, Nena highlights through metaphors how small
things, due to wrong interpretation, could lead to a global misunderstanding and war:

% John Agnew and Gear6id O Tuathail, “Geopolitics and Discourse: Practical Geopolitical
Reasoning in American Foreign Policy”, in: Geardid O Tuathail, Simon Dalby and Paul Routledge
(eds.), Introduction to Geopolitics, Politicka kultura, Zagreb, 2007, p. 115.

% Tbid., p. 116.
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“Ninety-nine balloons
On their way to the horizon
Were mistaken for UFOs from space

So a general sent

A squadron after them
To raise the alarm

But there, on the horizon
Were only ninety-nine balloons™"

Also, the author mentions at the end of the song how she remained alone in the ruins
because of military interventions, caused by a harmless situation that finally resulted in
global destruction. 99 Luftballons emphasizes the importance of peace, which is very
easy to destroy irreversibly. The song was originally written and recorded in German;
however, due to great popularity, it was also recorded in English.

“War ministers no longer exist
Nor do jet fighters
Today I walk around
See the world in ruins
Found a balloon
Think of you and let it fly™

British singer-songwriter and actress Hazel O’Connor released the song Eight Day
in 1980, which triggered a strong public reaction. Main motifs in this art-pop song are
human greed, the danger of technological progress, and the destructive potential of hu-
manity. Biblical motifs also appear in the song lyrics; the author refers to the beginning
of the creation of the world and emphasizes human intervention which can be a cause
of destruction. The verses of this song describe the creation of the world in seven days:

“In the beginning was the word, man said:
Let there be more light
Electric scenes and laser beams, neon lights that hate the nights
On the second day he said:
Let there be gas Hydrogen and cholera and plague
Let’s create some microbes, we’ll poison the worms
Man will never be oppressed
And he said: Look what I've done™

In her verses, O’Connor adds an eighth day of creation marked by man’s desire
for control and power. Then, by using all technology, the destruction of humanity
occurs. In this way, the author clearly makes it known that these verses are a meta-

% Nena, “99 Red Balloons”, 99 Luftballons, Epic Records, 1984.
ol Tbid.
%2 Hazel O’Connor, “Eighth Day”, Breaking Glass, A&M Records, 1980.
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phor for the nuclear threat and the nuclear arms race. Through the song, a question
is raised whether man will succeed in surviving the consequences of his actions or if
the technology he created will eventually become the cause of his downfall. Eight Day
can be placed in the context of Cold War criticism, especially in the verses describing
the eighth day of creation. It can be linked to nuclear weapons, whose creation was in-
tended as a means of deterrent protection, but with human abuse, it became a symbol
of potential destruction:

“On the eighth day the machine just got upset

A problem that man has never seen before
No time for escape, blinding light

And nothing but emptiness, forever night
He said: Look what man has done

No world for anyone No one laughed, no one cried
The world is at an end, everyone died
Forever amen™"

Musician Anne Clark from Great Britain wrote the song Poem for a Nuclear Ro-
mance in 1983. The song speaks about the fear, uncertainty, and anxiety that prevailed in
society during the Cold War. The title itself contains the words “romance” and “nuclear”,
suggesting a metaphorical conflict between human emotions and a destructive, cold
reality. This song is significant because it speaks about feelings and interpersonal
relationships that were neglected due to the constant nuclear threat. Clark tries to
emphasize that the nuclear threat represents not only a physical danger but also a threat
to love, support, and the ability to connect with others. Due to the constant atmosphere
of anxiety and fear, even intimate relationships begin to break down. This can be seen
in the following example:

“When all our dreams are distorted and dead
We'll be two radioactive dancers
Spinning in different directions

And my love for you will be reduced to dust
The screams will become louder and louder
And the fact that I love you
Will die You don’t have to sleep to see nightmares
Just hold me close
Then closer still
And you’ll feel the odds pulling us apart™*

As examples of direct mention, the songs So Afraid of the Russians, Seconds, and Two
Tribes were chosen. They stand out because of their clear relationship to the political

% Ibid.

" Anne Clark, “Poem for a Nuclear Romance”, Changing Places, Red Flame Records, 1983.
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situation of that time and the open expression of fears. They represent rare examples of
direct criticism of the Cold War in music.

In the song So Afraid of the Russians, by author Tom Lyon and the group Made
for TV, the title itself directly references the Cold War. It was written in 1983, during
the most tense period of the war, and very clearly calls out the Russians and the threat
represented by the conflict between the United States of America and the Soviet Union.
Through the song lyrics, an atmosphere of fear and anxiety is expressed, and it speaks
about the collective fear of the West regarding the Russians:

“I'm so afraid of the Russians Because they are coming
It’s enough to make your blood freeze
When you watch the news on TV
Neither running nor hiding will help me
Because they are coming, and I can do nothing™>

In the lyrics, Lyon narrates the Cold War situation as hopeless, sings about apoca-
lyptic scenarios for humanity, and believes there is no more future. He views nuclear
conflict as a realistic and inevitable scenario. In addition, Lyon mentions shelters that
otherwise symbolize security in wars, but emphasizes that even they cannot save him
from the Russian threat:

“Hidden in my shelter
I'm as safe as I can be I need more security, not just guns
Because they are coming for me
Everyone will burn to ashes If they don’t succeed, there’s no way we escape
Our country will disappear”*°

The song So Afraid of the Russians directly speaks about the conflict between Amer-
icans and Russians and depicts Russians as enemies because of whom collective fear
spreads among the population. This fear was a very real reflection of the political situa-
tion then, since the threat of nuclear conflict was omnipresent. This is one of the signifi-
cant songs that speaks about this topic without hesitation, and it remains relevant today
because it reminds us of how society perceives political conflicts and what emotions it
awakens in it. The popular Irish rock band U2, in the song Seconds from 1983, deals with
the theme of nuclear threat and the possibility of nuclear war breaking out. The song is
on their album War, which aimed to send a message about the political situation in the
world at that time in a critical way. The title of the song itself symbolizes the seconds
that separate the world from nuclear disaster and global destruction. Also, U2 in the
song lyrics directly criticizes nuclear weapons and any kind of armed conflict. It calls for
peace before it’s too late because if a nuclear conflict happens, everyone will be losers;

% Made for TV, “So Afraid of the Russians”, So Afraid of the Russians / Unknown Soldier (single),
Conflict Records, 1983.
% Ibid.
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there will be no real winners. What U2 wants to highlight as the main message of the
song is that the consequences of war are terrible for everyone, regardless of political and
economic status, skin color, place of residence, etc.:

“Takes a second to say goodbye
Say goodbye, oh, oh, oh, say goodbye
Where are you going now?
Lightning flashes across the sky
From east to west, or die
Like a thief in the night
Watch the world by candlelight™

In a direct way, they call out the manipulative way of conducting politics at that time
and mention major world cities and countries. In this way, they want to point out that
political leaders across the entire world manage the people like puppets on strings from
their offices in high positions. Political systems that spread injustice and fear among so-
ciety are very clearly criticized, as are leaders who do not care for the people. U2 in the
song Seconds calls for collective awareness and the urgent stopping of such destructive
policy, warning of the dangers threatening all of humanity:

“In an apartment on Times Square
You can put them together anywhere
They hold you hostage, hell to pay
Revolution every day USSR, DDR, London, New York, Peking
They are puppets, they are puppets
Pulling the strings, yes
And they do the atomic dance
Do they know where that dance comes from?™®

The British musical group Frankie Goes To Hollywood released a song in 1984 known
for direct criticism of the Cold War and a firm political stance against it. The song Two
Tribes, as is visible in the title, refers to the long-standing conflict between the USA and
the USSR and the consequences it can have on humanity. The text expresses a strong
stance against any kind of armed conflict and the nuclear arms race. The authors criti-
cize the policy conducted by the leaders of these two superpowers because they sow fear
and anxiety among society. They note that society is becoming increasingly anxious and
that it is impossible to live in a constant atmosphere of fear and tension. They also criti-
cize political leaders who do not care about the consequences of their decisions:

“When two tribes go to war
The only point you can score

7 U2, “Seconds”, War, Island Records, 1983.
% Tbid.
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We have two tribes
We have the bomb

We have the bomb, yes

Working for the black gas
Turn off your shield
Turn off and feel
Are we living in a land
Where sex and horror are the new gods?™

As in the song Seconds by U2, Frankie Goes To Hollywood sings about the point-
lessness of war, where there are no real winners and the greatest losses are ultimately
borne by ordinary citizens. Also, this song presents a criticism of a society in which sen-
sationalist news dealing with violence has become dominant. The song Two Tribes poses
a rhetorical question about what is actually important - is it human rights and the true
values of man, or is it sensationalism because of which society becomes superficial and
prone to violence? This song tries to warn of the disasters that could happen if political
powers are too blinded by power and greed.

Expression of attitude in song lyrics

Within the matrix, it was analyzed how musicians expressed attitudes toward po-
litical leaders (17 songs) and institutions (5 songs), as well as toward the Cold War
in general (38 songs). Several key songs that differ from the others analyzed will be
highlighted, such as Russians by Sting as a strong example of criticism directed toward
political leaders. On the other hand, the song Let’s All Make a Bomb by Heaven 17 was
chosen for its clear messages about political institutions. The song that best reflects the
atmosphere of the Cold War is Forever Young by the group Alphaville. These examples
left a strong impression on the audience of that time, but also on the audience today.

What does the song's lyrics take a stance towards?
60 responses

@ Towards political leaders
@ Towards political institutions

Generally towards the Cold War

Graph 1: Attitude in song lyrics toward

% Frankie Goes to Hollywood, “Two Tribes”, Welcome to the Pleasuredome, ZTT Records, 1984.
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Sting published the song Russians in 1985, and it speaks in a direct way about the
Cold War and tensions between the two superpowers. The text criticizes political leaders
of both sides in a very clear way, in the context of their readiness to use nuclear weap-
ons. Also, an atmosphere of fear and hysteria that then prevailed among citizens runs
through the song. Sting criticizes the rhetoric of political leaders that encourages fear in
society and creates tensions between nations through propaganda:

“In Europe and America, there’s a growing feeling of hysteria
Conditioned to respond to all threats
In the rhetorical speeches of the Soviets
Mr. Khrushchev said: “‘We will bury you’ I don’t subscribe to this point of view
It would be such an ignorant thing to do If the Russians love their children too™®

Likewise, the author directly calls out Nikita Khrushchev and expresses disagree-
ment with his rhetoric, which he thinks is reckless, dangerous, and absurd. Through this
powerful anti-war song, he tries to reach both sides, appealing for the preservation of
peace and the saving of innocent lives. With this song, Sting sends a very clear message
to politicians, and that is a common humanity that must not be forgotten, even under
conditions of war:

“How can I save my little boy from Oppenheimer’s deadly toy?
Common sense is not the exclusive possession
Of any one side of the political spectrum
We share the same biology, regardless of ideology
Mr. Reagan says: ‘We will protect you’ I don’t subscribe to this point of view™"'

The author mentions ]. Robert Oppenheimer in the song lyrics, the American scien-
tist who worked on the development of the atomic bomb as part of the Manhattan Pro-
ject. “Oppenheimer’s deadly toy” (Sting, 1985) is a metaphor for nuclear weapons and the
threat they represent. Sting also criticizes Ronald Reagan, who often mentioned military
strength and nuclear deterrence as a mechanism of protection from Russia. He does not
believe him and does not support the war rhetoric of either side. This song tries to call for
peace, the use of common sense in warfare, and highlights how every war is senseless.

The song Wrap Up the Rockets by the group The Freshies was created in 1981 and
is a clear example of a text expressing attitudes toward political institutions/alliances.
This song is singled out because in its text it criticizes the NATO alliance and the mil-
itary industry. The Freshies believe that NATO is more interested in pursuing its own
geopolitical interests than in the well-being and protection of people, and they highlight
complete distrust toward it in the verses. In addition, they mention that if World War
III occurs, it would not be the same as the first two; because of nuclear weapons, it would
be much more destructive:

19 Sting, “Russians’, The Dream of the Blue Turtles, A&M Records, 1985.
11 Thid.
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“NATO I know your games
World War IIT
Will never be the same
As it was in the old days
When the cold played
Such a big part™"

In an ironic way, it speaks about the arms race between the USA and the USSR and
directly criticizes militarization. The authors believe that so many resources are exces-
sively and needlessly spent on increasing armament, while basic social needs are neglect-
ed. They do not agree with the rhetoric of then-leaders because they believe it leads to
the senseless accumulation of weapons and the encouragement of fear among citizens:

“If we scrap our defense plans
That’s 12 thousand pounds for everyone in the UK
I'd buy a sports car
But I wouldn’t go far, just to Rhyl™®

The song Wrap Up the Rockets, through humor in the song, highlights the absurdi-
ty of preparations for nuclear conflict, and this song is significant because it is the only
one that directly criticizes NATO during that period and thus expresses a bold stance
against militarization and political power games. One of the most famous songs of
the 1980s is Forever Young by the German group Alphaville. This synth-pop song
deals with themes of fear of nuclear conflict and the fleetingness of life. It is singled
out because it faithfully depicts the thinking of an individual trying to find a balance
between the anxiety caused by a tense geopolitical situation and the desire for life and
a better future. The title of the song itself shows the author’s desire for eternal youth
in a world where the future is uncertain. The song tries to portray the feelings of a
misunderstood society that lived under the threat of potential disaster. The question
“Do you really want to live forever?”, which is repeated in the chorus, the authors ask
ironically and rhetorically wonder if a young person really wants to be immortal in a
world full of conflict and uncertainty:

“Hoping for the best, but expecting the worst
Are you gonna drop the bomb or not?
Let us die young or let us live forever
We don’t have the power, but we never say never
Sitting in a sandpit, life is a short trip
Music’s for the sad man™

192 The Freshies, “Wrap Up the Rockets”, Wrap Up the Rockets (single), Razz Records, 1981.
103 Thid.
1% Alphaville, “Forever Young’, Forever Young, Warner Music/ WEA Records, 1984.
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Alphaville metaphorically highlighted in the text how all people can harbor the same
feelings of anxiety and fear, regardless of the political situation, but also sent a message
that one should always have faith in a better future. Despite various challenges, there is
a common human need for love, life, and togetherness that is stronger than all political
disagreements and wars. The question “Do you really want to live forever?”,'” which is
repeated in the chorus, the authors pose ironically, referring to whether a young person
really wants to be immortal in a world full of conflict and uncertainty.

Political attitude toward the Cold War The analysis also shows the way musicians’
political attitudes are presented in song lyrics. In the analysis, expression through iro-
ny/sarcasm (19 songs), criticism (19), pessimism (9), fear (8), and resignation (5) was
researched.

How does the song express a political stance towards the Cold War?
60 responses

@ Through irony/sarcasm
@ Through criticism

) Through pessimism
@ Through fear

@ Through resignation

Graph 2: Expressing political attitude

Billy Joel and Leningrad is an example of a song that expresses an attitude about the
Cold War in a critical way. It was written in 1989 and speaks about the lives of ordinary
citizens on both sides of the Iron Curtain. It implicitly criticizes the Cold War by refer-
ring to the weight of human fates in that period. Through the verses, Joel depicts the sto-
ry of Viktor, a Soviet circus performer born in Leningrad during its siege in World War
I1. It describes his difficult childhood without a father who died in the war and growing
up in the Soviet Union where he had to adapt to the rules of the regime:

“Another son who never had a father after Leningrad
He went to school and learned to serve the state
He followed the rules and drank his vodka straight
The only way to survive was to choke back the hate
Russian life was very sad
And such was life in Leningrad ™%

105 Thid.
1% Billy Joel, “Leningrad”, Storm Front, Columbia Records, 1989.
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In this way, the author tries to evoke the difficult life of an ordinary man in the Soviet
Union and compares it with himself. Although they live in different environments and
political systems, both encounter the same problems - fears and uncertainties brought
by war. With this song, Joel wants to convey that people with different ideological ori-
entations are not born as enemies, but it is political rhetoric that separates them. He
emphasizes that desires for togetherness and humanity are stronger than all divisions:

“And so my child and I came to this place
To meet him eye to eye and face to face
He made my daughter laugh, then we embraced
We never knew what friends we had
Until we came to Leningrad™"

The British rock group Genesis and the song Land of Confusion speaks about the Cold
War through satire and irony. The song became popular worldwide in 1986 because the
text is accompanied by a satirical music video depicting political leaders in a grotesque
way. It shows caricatures of Ronald Reagan, Nancy Reagan, Henry Kissinger, Mikhail
Gorbachev, and Benito Mussolini. The song title itself means “Land of Confusion,” and
the authors depict the serious theme of fear of nuclear war in such a tone and express
frustration related to the political situation of that time. Land of Confusion also depicts
then-leaders as incompetent. Genesis mocks the entire political situation but also por-
trays a feeling of resignation because people are left to incompetent leaders. Through the
song, they want to show that the Cold War has lasted for decades because the leaders of
the USA and the USSR are insufficiently capable to solve it so that peace is established in
the world. The song calls for social responsibility and awareness of the dangers brought
by irresponsible political behavior. In addition, it emphasizes the selfishness of political
elites and their neglect of the needs of ordinary citizens:

“There’s too many people, too many problems
And not enough love to go around
Can’t you see this is a land of confusion?
This is the world we live in
And these are the hands we’re given
Use them and let’s start trying

To make it a place worth living in™%

4. The way specific events or situations are mentioned in the text

In this part of the research, we were interested in the way specific events or situations dur-
ing the Cold War are mentioned in song lyrics. Results show that in 39 songs, specific events
are not mentioned at all, while in 12 songs musicians directly refer to events or situations,

107 Tsto.
1% Genesis, “Land of Confusion’, Invisible Touch, Virgin Records, 1986.
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and in 9 songs they are mentioned in a metaphorical way. The song Living Through Another
Cuba by the rock band XTC is singled out as a direct example of reference to an event.

How does the song mention specific events or situations from the Cold War?

80 responses

@ Directly
@ Metapharically

@ Doesn't mention

Graph 3: Mentioning events/situations

It was published in 1980, and the authors clearly refer to the Cuban Missile Crisis of
1962, which is also indicated by the title itself. The text speaks about the anxiety and fear
caused by that event which was a turning point of the Cold War. The authors express
concern about the possibility of a similar situation breaking out again. One of the main
messages of this song is that history can repeat itself at any moment if political elites are
not cautious enough with implementing their decisions. XTC wants to encourage lis-
teners to think about how to avoid repeating events from history that have catastrophic
consequences:

“It’s 1961 again and we are like pawns in the middle
(Living through another Cuba)
While war polishes its drum and peace plays second fiddle
Russia and America are at each other’s throats, but don’t you cry!™*

Discussion

In the context of popular geopolitics, the results of this research show how musicians
during the 1980s used their songs as a medium for reflecting and shaping the perception
of the Cold War. According to the theory of popular geopolitics, popular culture plays a
key role in shaping social awareness of geopolitical issues.'’ Songs express the personal
views of the authors but also contribute to the collective perception of the Cold War in
public. For the research question “how did artists reflect the perception of Cold War
political leaders and institutions in their songs?”, the analysis showed that out of a total
of 60 analyzed songs, 17 (28.3%) mentioned leaders, and 5 (8.3%) institutions. Most
musicians in their lyrics nevertheless mentioned the Cold War in a general way. How-

19 XTC, “Living Through Another Cuba’, Black Sea, Virgin Records, 1980.
1% Sead Turcalo and Marta Zorko (eds.), Popular Geopolitics, Faculty of Political Science, Zagreb,
2021,p.7.
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ever, in every song, artists criticized leaders or institutions; not a single song supported
the rhetoric of the Cold War. Prominent examples of this are Red Skies, Peace in Our
Time, P.O.E., Russians.

The results also showed that specific political events are mentioned in a total of 21
songs, with 12 songs directly referring to events or situations from the Cold War. In 9
songs, these references are depicted metaphorically. Artists from Europe and the USA
reflected these events in different ways. For example, the song Tomahawk Cruise direct-
ly refers to the deployment of Tomahawk cruise missiles in Great Britain, which was
part of NATO’s strategic nuclear deterrence strategy. These results show how music was
used as a means of political expression and that artists from Europe or the USA high-
lighted specific Cold War events in their songs.

Research results also showed differences in the interpretation of political attitudes
between songs that use direct language and those that use metaphors, although musi-
cians used both approaches almost equally in expressing their political views. The Cold
War was mentioned directly in 29 songs and metaphorically in 31. So Afraid of the
Russians, Seconds, and Two Tribes are the best examples of songs that use direct lan-
guage. Such songs directly express their views and use such an approach to emphasize
the seriousness of the situation, leaving no room for ambiguity. Also, they can leave a
strong impression on listeners and quickly trigger an emotional reaction like fear or
anger. Songs like 99 Luftballons and Land of Confusion used metaphors to express po-
litical attitudes. They allow musicians to convey more complex or abstract ideas to the
audience and often leave more room for personal interpretation; they convey political
messages in a subtler way and encourage deeper reflection. Therefore, a difference in
the interpretation of political attitudes between songs that use direct language and those
that use metaphors exists.

We also explored in which cases specific events influenced song lyrics and in what
way the nuclear threat is depicted in song lyrics. Analysis showed that there were events
that influenced song lyrics, and the nuclear threat was depicted metaphorically and di-
rectly. For example, the song 19 by Paul Hardcastle explicitly speaks about the Vietnam
War and the young soldiers who perished, and through the song, the horror of war and
its impact on society is emphasized. Although the focus is not on the nuclear threat, the
song is inspired by a specific event. Songs like Human Error by the band Subhumans and
Nagasaki Nightmare by the band Crass harshly criticize nuclear weapons and through
the lyrics warn of the catastrophic consequences that come from their use. They refer to
the dropping of bombs on Hiroshima and Nagasaki and clearly express their anti-war
stance. Gary Moore’s song, Hiroshima, speaks about the consequences of atomic bomb-
ing and reminds of the horrors of nuclear war. The nuclear threat is depicted as a specific
and real danger in songs that use direct language, and in songs that use metaphors, it is
more depicted through symbolism or abstraction. Musicians use poetic images to depict
anxious feelings related to nuclear conflicts, for example, A Poem for Nuclear Romance
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by British author Anne Clark. Through both approaches, musicians manage to convey
the message of danger from the nuclear threat to the audience.

The obtained results confirm the findings of existing research such as that of Vladimir
Ajzenhamer (2023), who in the book Celluloid Apocalypse analyzed cinematic depictions
of nuclear holocaust as a means of deterrence. There are similarities with the results of
this research, which shows that song lyrics also served a similar goal - increasing aware-
ness of the dangers of nuclear war and criticizing the political leaders who encouraged
that threat. While Ajzenhamer’s focus was on visual media, this research focused on
music, and both results show how different cultural products together contribute to the
shaping of public opinion during the Cold War. Also, Ivan Fratri¢ (2021) in the results
of his research showed how films were used for promoting ideological messages, and
this research suggests that music had a similar role; song lyrics subtly or directly shaped
listeners’ attitudes toward the nuclear threat and the political leaders of that time.

Conclusion

Research results confirm that musicians during the 1980s used pop, rock, and new
wave music as a medium for expressing political attitudes with a special focus on the
nuclear threat. Analysis of 60 songs revealed different approaches by which musicians
reflected the political situation and collective fears of that time. These results are in ac-
cordance with the aims of the research which sought to show how music shaped and
reflected political awareness during the Cold War.

Criticisms directed toward political leaders and institutions prevailed in the songs,
without support for Cold War rhetoric. Songs like Russians by Sting and Red Skies by
The Fixx directly criticized leaders and called on them to take responsibility for the
then-situation in the world. Analysis showed how artists also referred to specific po-
litical events, with some, like the song Tomahawk Cruise by TV Smith, directly men-
tioning specific military actions. Results of content and narrative of text revealed that
musicians often used a combination of direct language and metaphors to express their
views. Songs like So Afraid of the Russians by Made for TV and Two Tribes by Frankie
Goes to Hollywood used direct language for clear criticism of the nuclear threat, while
songs like 99 Luftballons by Nena and Land of Confusion by Genesis used metaphors
to depict the general atmosphere of fear and political tensions. Besides that, research
showed that specific historical events, like the Vietnam War or the nuclear bombing of
Hiroshima, had a significant influence on song lyrics, as depicted in the song Hiroshima
by Gary Moore and Nagasaki Nightmare by Crass. Although some deviations in the in-
terpretation of political messages in songs were present (which is linked to cultural and
linguistic differences among performers), the research showed the consistent presence
of the theme of nuclear threat as dominant in many songs.

Popular music of the 1980s was not just a form of entertainment, but also a powerful
tool of social criticism. Messages in the analyzed songs, although politically engaged,
were packed into melodies attractive and easy for the audience to remember, and gen-
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re-recognizable pop, rock, and new wave forms. This enabled their wide acceptance,
and precisely this combination contributed to their popularity. In this way, content with
political elements managed to reach a wider audience, even those who might not have
been aware of the deeper meanings of the lyrics. Many of these songs, like 99 Luftballons
or Forever Young, are still broadcast on the radio, which shows how they are a lasting
part of popular culture. This also shows that music is an effective channel for spreading
messages about the nuclear threat and the political situation of that time. Music from
the 1980s period succeeded in conveying complex political messages in a way under-
standable to a wide audience and connected then-popular culture with real geopolitics.
Artists, through their songs, shaped political awareness of the Cold War and the nuclear
threat. This work emphasizes the importance of understanding music as a means of
political expression, especially in a time of global threats using the example of the Cold
War. Future research could focus on a deeper analysis of specific musical genres and
regional variations, and the long-term effects of these musical messages on society.
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Huxa Cykcep nu Mapta 3opko

CaeyummTe y 3arpedy, akynTeT MOMUTIIKIX 3HAHOCTH,
3arped, XpBarcka

PUTAM CTPAXA - TEOITIOJIMTUYKM KOHTEKCT HYKJIEAPHMX
HAPATUBA Y MY3IU XJTADHOT PATA

Caxerak: lIwp pajia je ga mpencraBy OKBMpe M CafipyKaj yTHIaja HyKIeapHe
IpeTibe Ha TIOITyTapHy My3UKY ocaMpeceTux roayHa XX Beka, II0CedHO y )KaHpo-
BJ/Ma II0TIa, POKA Y by BejBa, U3 NepCIEKTUBE IIOIyapHe reononuTuke. Vcrpa-
KMBambe je 00yXBaTIU/IO aHATIN3Y TTONUTUYKIX CTABOBA M3PAKEHNX Y TEKCTOBIMA
Iecama TOT I1ep1ofa, ca GOKyCcoM Ha MHTEPITPEeTAINjy OMUTHYKKX forabaja mo-
Be3aHux ca XmaguuM patom. [TocedHa makma nocseheHa je HauMHNMA Ha Koje
Cy MYSMYKM ayTOPM Ofpa’kaBaay INEPLENINjy XIaJHOPAaTOBCKUX IOMUTUYKMX
Nupepa M VTHCTUTYLIMja, HAYMHMMA Ha KOje Cy IIOMIIbaHy KOHKPETHY MOIATIY-
Ku porabaju, kao u pasmy u3Mel)y aupeKTHOT 1 MeTadOPUYKOr MCKa3UBamba
MOMMTUYKIX CTAaBOBA. Y aHAIM3Y je yK/bydeHo 60 mecama ca aHITO(OHCKOT To-
BOPHOT IOfIPYYja, a Kao MeTofie Cy KopuiiheHe aHa/mM3a cafipykaja 1 HapaTMBHA
aHa/mmsa. Pesynratyu nmokasyjy ma ¢y mysuduku ayropu XJIajHU pat M HyK/Ieap-
HY TIPeTIbY TPefCTaB/ba/i KaKo eKCIUVIMINTHO, TAKO 1 IIOCPeACTBOM MeTadopa.
TexcroBu mecama 4yecto Cy ofjpaxkaBanu atMocdepy cTpaxa M HEM3BECHOCTH,
IpY YeMy je My3MKa CITy>KI/Ia Kao CPeJCTBO M3pa)kaBama IOUTUYKIX CTAaBOBA
1 d0jasHV M3a3BaHUX HYKIE€APHOM IpPeTHOM. VICTpaKuBame yKasyje Ha 3HAUaj
My3MKe Kao Mefiiija APYIITBeHe I IIONIUTUIKe pedeKcuje, Kao 1 Ha BeHY YTy y
0Q/IMKOBamY jaBHE CBECT O IIOIUTUYKIM INNUTambuMa XTaJHOT paTa.

Kpyune peun: Xnagnu paiii, Hykneapa iipeititoa, uoiiynapHa ieoionuiiuxa, ioi
MY3UKa, POK MY3UKQ, 1oy 6€j6, HONUMMUUKY CTLAB08U, MY3UKA
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OpUTMHAJIaH HAYYHU paf

Hatym npujema: 10. 5. 2026.

HaTtym npuxsatama: 24. 6. 2026.

Caxxerak: Vninieipuwyhu coyuonowike ipemuce cumOonuuKol UHmepaKyuoHu-
sma Epsunia ['opmana ca iwieopujckum Apuciiyilom couujantol KOHCypKumueu-
3ma y mehyHapogHum ogrHocuma, y pagy ce ionasu og upemuce ga je clauimatmiusa-
uuja eaxaw ipovec y mehyHapogHom gpyuiiiiey, jegHako Kao wiiio je u bygekum
gpywineuma. Ilonazehu og apucitiyila totynapHoj Kynmypu Kao KOHCTAUTHY UG-
HOM efnleMeHlly ugeniiuileitia, y pagy ce aHanudupa KOHMUHyuileitl u upomene
y unitiepupemiayuju ciiuime Hameiminyie CP] u Cpduju tokom gesegeceiniux,
uciapascyjyhu kwyuna 3naveroa, Hopyke u eMoyuje y 6e3u ca 0860M HEMOM Y iieK-
ciosuma Hajiioiynaprujux pox mysuuapa usmehy 1992. u 2006. Pag tipegciniasma
goupuroc nuttepaimypu o ciauimatmusavyuju Cpouje u rweHom yipasmwary ciui-
MOM U yKa3yje Ha 8aXHOCI HOUYNAPHE KYNiype — He CamMO KAo 0inegana ciiasoea
jasoi mwerva u ipahanciiiea, eeh u kao geHomena Kpo3 Koju ogpehenu ayiwopu
YHiu1y Ha Kpeuparee Citiaéosa, ugeja u ugeHiniuineiia, a mume u Ha HoauimiuKy.

Kipyune peun: citiuima, poxkerporn, mysuka, woiynapua kyniypa, Cpouja, CPJ

Yeog'

TyZleHTCKM IIpoTecTu 1996. rofuHe Cy M3HeApIIN apony ,beorpan je ceer”. baja-
ia u UHCTAPYKiiOpU Cy TIPOTECTE MOAPIKA/IM IIECMOM Y KOjOj Ce TI031BA »,1a 3aje/IHO

CTUTHEMO 10 CHA, CaMU Ha paCKpCHUIIN cBeToBa” U TUME I/I3abeMO n3 ,pyne mus-

' OsBaj paj je mydmiKoBaH cpeficTBMMa MUHMCTapCTBA HayKe, TEXHOMONIKOT pa3Boja 1 IHOBA-
ja Penydnuke Cpduje Ha ocHOBY YroBopa 0 peanysauujy 1 puHAHCHPAY HAYIHOUCTPAXKM-
BAYKOI pajia 3aII0C/ICHNX Y HacTaBy Ha dakynTeruma y 2026. roguni, dpoj: 451-03-34/2026-03
ort 29.01.2026. ropuHe.
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meby Bexoa”.> Hophe banamesnh je moBogom dyHTa MIajyx MOpy4nBao ,,CBAKOM CBOj
TpOIIap U CBOjU IPeCH, HOCTa ce dpyKasta oBa Halyja — BpeMe je fia ce Cpduju ecu u jenHa
JecTuTa reHeparyja’.’ [IporecTu mpoTuB pexxrma 0dWIOBAIM Cy MOpPyKaMa O MoTpedu
M3/acKa 13 M30JIalyje 1 foKasuBama fia je Cpduja ieo cBeTckux Tokosa. ['oBOpmIO ce
KaKo ce 3em/ba 1 rpahann nehe dpykary, Beh he dutu gectntu n yBasxasanu y csery. OBaj
dparMeHT U3 CpIICKe MCTOpHje ieBefleceTVX TOAMHA CaMo je jeflHa Off MTYCTpaIyja KO-
KO Cy TeMe M30/I0BaHOCTH 3eM/be 11 ocehama Koja ce Taje ¢ TuM y Be3V d1Ia HOUTHYKN
Ba)KHA T€MA, KOja je CBOj OffjeK HallIa M Y IOIY/IAPHO] MY3ULIL.

Vcruname notpede mose3uBarma ca CBETOM I XKeJbe J1a ce 3eM/ba U rpahannm ocehajy
9eCTUTO ¥ TIOHOCHO, ITPeJICTaB/baslo je peakInjy Ha nsonmTaBame CaBesHe Permydnuke
Jyrocnasuje (CPJ), n mocedno Penrydmike Cpduje xao meHor fena, n3 mehyHapogHor
APYLITBAa TOKOM IoCTefibe feueHnje 20. Beka. [Iponec nsonanmje un xaxmasama CPJ
of; crpaHe Bogehux mehynapopHux akrepa d1o je mpaheH u SpojHUM HeraTMBHVUM eTH-
KeTaMa ¥ CTePeOTUIINMA, KOjU Cy IpXKaBU JOJe/bUBAHY Y MehyHapOTHOM KOHTEKCTY,
u3MeDy ocTanor 1 y oKBUPY HajBa>KHIjUX Mel)yHapOJHUX 1 PerMOHaNTHNX OpTaHM3aLM-
ja, Kao mTo cy Yjemumene Hanuje (YH) wam Opranusarnmja 3a eBpoIcKy de3degHocT u
capazgmwy (OEBC).* Ho, cBakako jja cy ce eTMKeTe ¥ CTEPeOTHIIN IIPETNBA/IN 1 [Iajbe Off
no/mmTaKe cepe, padyHajyhu u momymapHy KyaTypy, Ia He 9yfy fia je U peakijyja Ha
IBbUX U Ca CPIICKe CTpaHe HOJa3NIa 13 MICTOT JOMEeHa.

Y papny ce daBumo pednexcujama Ha crurmatusanujy CPJ u Cpduje y momymapHoj
POK My3UIIM Ha CPIICKOM je3UKY, HACTajI0j TOKOM JIeBEIeCETHX U TI0YETKOM JIBEXIIbajIi-
trx rogyHa. [lomasehn ox mpucryma nomynapHoj KyITypy Kao KOHCTUTYTHBHOM eJIe-
MEHTY UJIEHTHUTETa, Y Pafly Ce aHaM3MPajy KOHTMHYUTET 1 IPOMeHe Y MHTepIpeTalyji
crurme HameTHyTe CPJ, ofHOCHO K/by4He IOpyKe M eMoliije y Be3) ca OBOM TeMOM
JVICKa3aHe y TEKCTOBMMA HajIIOIy/TapHUjUX POK My3Udapa y OBOM IIEPUOTY.

ITocrojehe crynuje Hucy odpabhuane oBaj BakaH aciekT, Beh cy cTaBpane Gpokyc Ha
IIPOMEHY BJIACTY ¥ TeMOKPATU3aLjy°, OFHOCE Ca SVBIINM HepHjaTe/byMa’ ¥ perMOHATHY

2 Bajaga i instruktori, Sto ne moZe niko mozes ti, 26. mart 2026, https://genius.com/Bajaga-and-

instruktori-sto-ne-moze-niko-mozes-ti-lyrics

’ Dorde Balasevi¢, Studentima, 26. mart 2026. https://balasevic.in.rs/djordje-balasevic-studen-
tima-1996-tekst/

* 3a Bue o crurmarusanuju Cpduje HeBefieceTux, Kao U YIpaB/batby CTUIMOM HAaKOH IpOMe-
He Bracty KpajeM 2000. roguse, mornegarn: Krsti¢, M. (2026) Stigma, Fear and Foreign Policy:
Serbian Destigmatization Dilemma in the Western Balkans, Vienna: CEU Press.

> Krsti¢, M. Promena vlasti kao ¢inilac destigmatizacije Srbije u medunarodnom drustvu, u:
Dvadeset godina 5. oktobra, priredili Orlovi¢, S. i Kovacevi¢, D. (2020) Beograd: Fakultet politickih
nauka - Centar za demokratiju i Hanns Seidel Stiftung, pp. 131-154.

¢ Krsti¢, M. (2026) 'T Apologize, but Your Crime Is Worse than Mine’: Relative Destigmatization
in Serbian-Croatian Relations. Global Studies Quarterly, vol. 6, no. 1, Oxford: Oxford University
Press, online first, pp. 1-12.
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IIOMUTUKY', eBpoTien3alyjy u myT ka EY?, jaBHy munnomatujy’ n KOMyHMKanujy aujactiope
Ha JIPYLITBEHNM Mpexkama'’ Kao eJleMeHTe YIIpaB/barba CTUTMOM, WM, ITaK, Ha KYATYpHY
IVIUIOMATHjy Kao CPefiCTBO OIIITEr T0do/bIlama NMIIIa. ' AHaI3a OBAKBIIX IIOPYKA je Io-
cedHO BaXkHa, MMajyhu y By fa CTBaparme MAEHTUTETCKO-AVCKYP3VBHIX IIOPYKa O TOMe
Kako Tpeda pearoBatu Ha ofipeleHe TeMe IpeficTaB/ba TaKO3BaHy ,oMoryhasajyhy” Bapu-
jadiy, KojoM ce IerUTUMMUIILY TIPaBIY [ieTIOBakba Y CIIO/HO] U YHYTpaIboj momuturi.'? Vs
OBOT II//ba IIPOM3/IA3M 1 IIMPH Ce TEOPMjCKU JOIPUHOC KoMe ce Texky. Hamme, ncrpaxmba-
Wa cTurMe y MehyHapogHIM ofHOCHMa ¢y MaxoM (OKYCHpaHa Ha PeaKIjijy 3BaHIYHe I0-
MIUTYKE Ha CTUTMY, WY, TTaK, Ha AMCKYPC MOTIMTUYKIX aKTepa. Y OBMPY pajia HACTOjJMO Jia
yKa)keMO Ha BaKHOCT IIOITy/IapHe KY/IType — He CaMo Kao OI/eflajIa CTaBOBa jaBHOT MIbEHha
v rpahancTBa, Beh 1 kKao peHOMEHa KpO3 Koju ofjpeheHy ayropu yTudy Ha Kpeyparme cTa-
BOBa, Iieja ¥ NJIEHTUTETA, a KOjJ MIMa 3Ha4ajaH YTULAj Ha IIOJIMTUKY. Y KOHTEKCTY IO/IUTH-
Ke yIIpaB/barba CTUTMOM, TaKaB YTHIIAj Ce IPEBACXOJHO MOYKe OUMTABATY KPO3 CyTepICambe
KaKBY OV CTpATeTHjy yIpas/barba CTUTMOM JIp>KaBa TpedasIo fja Impemy3me.

Y npBoM noraeby heMo yKpaTko IpefcTaBUTI TEOPUjCKM U METOJO/OIIKI IIPH-
CTYI Koju ce IpuMemyje y papy. Hakon Tora, mparuhemo mporec apTuky/anmje craBa
npema crurmu Cpduje y MehyHapogHOM IpyLITBY Y TpM K/byuHa nmepuopa (1992-1995;
1996-2000; 2001-2006). Konayno, cymupaheMo ocHOBHe HUTM OBMX JJUCKYpCa U U3-
IBOJUTHU K/bYYHE ayTOpe.

Teopujcku u meitiogonowiky ApuUciiyii: ciiuima u pox mMy3uka

OBaj paj; TeopujcKM IpHIaa COLMjaTHOM KOHCTPYKTUMBY3MY Y HayLu o MehyHa-
ponHuM ofHOCHMa. VHTerpuiryhn comyosnomnike mpemuce CMMOOMTNYKOT MHTEPAKIIO-
Hn3ma Epsunra ['opmana®, momasu ce off cxBarama Kako je CTUIMa jeffHa Off OCHOBHIX
KapaKTepUCTUKa MelyHapogHOT [pyLITBa, jeIHAKO KA0 IITO je M JbYACKMX PYLITaBa.
ITperxopHa ucTpaXkuBamba Cy IoKasajaa KaKo CTUrMaTy3alja Urpa BeoOMa BakKHY y/IOTy

7 Krsti¢, M. (2026) Stigma, Fear and Foreign Policy: Serbian Destigmatization Dilemma in the
Western Balkans, Vienna: CEU Press.

8 Krsti¢, M. The Conceptual Relations Between Europeanization and Destigmatisation: Regional
Challenges Shown Through the Case of Serbia, in: The Europeanization of Montenegro, ed. Adam
Balasz (2022). Frankfurt: Nomos Verlag, pp. 153-183.

° Cox, W. (2012) Soft Power and Stigma: Serbia’s Changing Image in the Eyes of the European Union,
Place Branding and Public Diplomacy, vol. 8, no. 2, London: Palgrave Macmillan, pp. 170-180.

1 Vico, S. (2022) Destigmatization Strategies of Serbian Londoners on Social Media, Television
and New Media, vol. 23, no. 2, Thousand Oaks: SAGE, pp. 22-43.

" Poray Mujarosuh, Jb. (2014) Kyniniypra guiinomaitiuja u ugeniuuineini Cpduje. beorpay: IV,
Kimo; Myjosuh, B. (2020) Kynitiypua guinomaimiuja y cnyséu Cpéuje. beorpan: ViHcTutryT 32
MONUTUYKE CTYANjE.

2 Doty, R. L. (1993) Foreign Policy as Social Construction: A Post-positivist Analysis of U.S.
Counterinsurgency Policy in the Philippines, International Studies Quarterly, Oxford: Oxford
University Press, vol. 37, no.3, pp. 297-298.

B Gofman, E. (2009) Stigma: zabeleske o ophodenju sa narusenim identitetom. Beograd: Mediter-
ran publishing.
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y usrpagmu MehyHapogHOr mopeTka'!, 3aTMM y YCIOCTaB/balby CTaTyCHE XMjepapxuje
yHYTap fip)kaBa y MehyHapoJHOM JipyIITBY', anu 1 y 08/MIMKOBambY CIIO/bHE HOMUTIKE
ipKaBa Koje TIOKYIIaBajy /ja yIPaB/bajy CTUTMOM, OTHOCHO fja Ce MCTe 0CI0d0/e — LITO
je off mocedHe BaXKHOCTM 32 0Baj paj.'® Y cKlafy ca MHTepPIPETaTUBUCTUYKIM eInCTe-
MOJIOIIKMM OCHOBaMa KOHCTPYKTUBU3MA, MO/Ia3K Ce Off BA)XHOCTM AMCKypCa 3a JIETU-
TUMMCame ofpehennx nmonmutuka. JucKypsMBHO-UIEHTUTETCKE CTPYKTYpe CTOTa IIpef-
craBibajy oHo o Pokcen JInn [lotu (Roxanne Lynn Doty) HasuBa ,omoryhasajyhom”
(how-possible) Bapujadmom.”” MebyTum, npy n3ydaBamwy AMCKypca ce He IPUCTYIA
ycko, Beh ce momasy of muper MpuUCTYIIa, KOju YK/bydyje 1 IIOMyIapHy KyITypy.'®
BaxxHo je medpmHMCATH KaKO ce IPUCTYIIAa UCTPAKVBaY HOIy/IapHe KYIType y Mehy-
HapogHuM ofgHocyMa. CTaB Jia je ,IIOJINTIKA HI3BOAHO off KyAType” (cimoraH bpajrdap-
Ta), 3a4eT y OKBMPY eBPOIICKe TPaMINVjaHCKe JIeBHIIe, a TIOTOM 1 IIPEHeT Ha (pPaHI[yCKy
JIECHNITY 11 aMepUyKe [Ta/le0OKOH3epBaTHBalle, AHAC je mupoko npuxsahen.” Y cxmamy
ca KOHCTPYKTUBYICTUYKIM IIPeMIUCAMa, Y pajy ce ycBaja mpuctyn Vsepa Hojmana (Iver
Neumann) u [lanujena Hexcona (Daniel Nexon) Koju TyMade OIyIapHy KyITypy Kao
KOHCTUTYTUBHU eleMeHT Ho/mTrke. *° OHa Hije caMo MOfJaTaK 13 Kora Ce YNTajy UeH-
TUTETH, HOPMe U CTaBOBY, Beh 1 1mojaBa Koja KOHCTUTYTMBHO yTU4Ye Ha HBUXOBO (TIpe)
odmkoBame. Kpos wy ce ounraBajy mupe CTpyKType (HalMOHATHU MIEHTUTET, HOpMe,
ujeje, BepoBama), a/ Cy CTBAPAOLM YjelHO M aKTepy KOji yTUIy Ha MHTepIpeTanuje

14 Zarakol, A. (2014) What Made the Modern World Hang Together: Socialisation or Stigmatisation?
International Theory, vol. 6, no. 2, Cambridge: Cambridge University Press, pp. 311-332.

5 Kim, C.J. (2024) Status Hierarchies and Stigma Shifting in International Relations, International
Organization, vol. 78, no. 4, Cambridge: Cambridge University Press.

!¢ Adler-Nissen, R. (2014) Stigma Management in International Relations: Transgressive Identi-
ties, Norms, and Order in International Society, International Organization, vol. 63, no. 1, Cam-
bridge: Cambridge University Press, pp. 143-176.

7 Doty, R. L. (1993) Foreign Policy as Social Construction: A Post-positivist Analysis of U.S.
Counterinsurgency Policy in the Philippines, International Studies Quarterly, Oxford: Oxford
University Press, vol. 37, no.3, pp. 297-298.

'8 TIpucTymn uMa eleMeHTe TAKO3BAHOT ,MOfleNa TPY aHa/ly3e CIOBHOIOMUTUYKOL JUCKypca
npema JleHe XaHceH, y KoMe je QOKYC Ha IIMPOKOM JPYLITBEHOM JUCKYPCY, @ He CaMO Ha JIC-
KyPCY HeIlOCpeIHIjIX IIOMUTIIKIX aKTepa. VImak, Gpokyc je camMo Ha feny muper Juckypca (1o-
my/lapHa pok Mysuka). Buperu: Hansen, L. (2006) Security as Practice: Discourse Analysis and the
Bosnian War. London: Routledge.

Y Vukeli¢, M. (2024) Postdigitalni kulturni ratovi na Zapadu, Novi Sad: Akademska knjiga, str. 89-166.
% Tlopen KOHCTUTYTUBHOIL, ayTOPY HaBOfE jOLI TPMU MIPYUCTYIIA UCTPAKUBAY HOIYNIapHe K-
Type y MehyHapopHuM ogHocuma. ITpBy, TO3UTUBUCTUYKY, TI0JIA3U OF IOI KYAType Kao MOTy-
her y3pounuka, katanusaTopa Wi CpeicTsa 3a oppebeHe mpolece y mOMMTULY, TOK JPYIH, Iie-
JATOLIKI, TBPAY /i Ce TIOI KYNATypa MeTaOpIdKI MOXKe KOPUCTHUTI 33 0djallmbaBarme MojaBa
y Mebynapopnoj momururm. Tpehu mpuctyn je goHeke KOMIIeMEHTapaH ca KOHCTPYKTMBHU-
3MOM, IIOIITO MPUCTYIIA TIOII KY/ITYPY Ka0 XepMeHey TUYKIM MOJAL1Ma U3 KOjuX je Moryhe ycTa-
HOBUTH IITA Cy JJOMMHATHE ,HOPMe, UJeje, AHTUTETH VI BepoBama y ofpeheHoj npxasu,
LPYLITBY WK peruony . VImak, Mame je KOMIaTHOMIaH Off KOHCTUTYTUBHOL IPUCTYIA. Bumeru:
I. Neumann and D. H. Nexon, “Introduction’, in: Harry Potter and International Relations, eds.
Neumann, I and Nexon, D.H. (2006), Lanham: Rowman & Littlefield Publishers, Inc., pp. 6-20.
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jaBHOCTM KOja IpaTy muxoB pajl. IlomymapHa Kynrypa je, cTora, jefaH of YMHMIALA
»CBAaKOJHEBHOT HalyoHamm3aMa . Ctora ce QoKyc ce cTaB/ba Ha cajipKaje IOIyTapHe
KY/ITYpe KOj¥ MMajy LIMPOK AOMAIlIaj ¥ Be/IVKY MOIY/IapHOCT YHYTap 3ajegHuie.”
OBakaB IpUCTYTT HAPOUUTO je dUTAH Kajla ce MCTPAXyje MPolieC CTUrMaTu3aluje y Me-
bynapopuum ogHocnMa. Bpyc JInnk (Bruce G. Link) n Ilo ®enan (Joe C. Phelan) oxpebyjy
CTUTMATH3ALMjy KAO CafiejCTBO IIPOLieca eTUKETHPalba, CTePeOTUIIN3AIIN]e, M3/[Bajatba, Y-
duTka cratyca n puckpumuHanyje.” MehyTum, y ApyroM TeKcTy MCTU ayTOpM fOAAjy M jol
jeliaH eTIeMeHT, a TO je eMOTMBHA peakIyja cydjekTa koMe ce cTurma Hamehe. Y mcrpaknm-
BambIMa CTUTMe y MelyHapogHIM OJHOCKMA, OBa peakIyuja ce Hajuenrhe aHa/mM3Mpaa Kpo3
peaxiyjy HONMUTIIKe enuTe ¥ Hocwiala BiaacTu.” CTyauja je ycMepeHa Ha LIMPY CIIUKY
¥ TIOJIa3M Off TOTa KAaKO je TOIIyJIapHa Ky/ITypa MHTepPIIpeTHpana 1 pearosana Ha CTUIMY.
Tume ce uctpaxyje He caMo J1a /M je OCTojasa, Beh 1 KakBsa je d1a (eMoTVBHA) peakuyja
nomahe jaBHOCTH Ha IOKymIaje crurmatusaiuje Cpduje y mehynaponHoM ApymTBYy.
[Tpaheme Bapujanuja 1 pasinka y eMOTMBHIM peakIyjama Off Be/UKe je BKHOCTI
YKO/INKO 1oheMo off Teopujcke Ipemice KaKo HOITy/IapHa Ky/ITypa UMa KOHCTUTYTUBHY
YIIOTY Y MAEHTUTETY. Pasnuuntyt AUCKYpCcH O TOMe Kako Tpeda pearoBaTy Ha CTUTMa-
TU3ALUjy HUCY OMIN Y TTIO3UTUBMUCTUYIKOM CMICITY Kay3anHu (aKTOp KOju je yTUIIa0 Ha
IOMMTNYApe TIpK Offadupy CTpaTeruje yupas/bamba CTUTMOM, Iyl jecy CTBapaj IMpu
IVICKYP3MBHI KOHTEKCT KOjI je YTUILIA0 Ha JTeTMTUMU3aLyjy ofpehernx ommuja u mpu-
cTyma. Y TOM CMMCITY, OHe ce MOTY IOJBECTH IIOf IIOMeHYyTe ,,omoryhasajyhe” Bapuja-
d71e y CIIO/bHOIIONMUTIYIKO] aHA/MN3M, KOje Cy CTBapasie AMCKYP3UBHYU OKBUP JIETUTVMMI-
3aLyju ymorpede pasIMYUTUX CTpaTeruja yIpaB/balba CTUTMOM — a KOje Ce HauelTHO
MOTY TIOfeIUTU Ha KOMIPOMUCHO-AIOIOTeTCKe U Heranujcke.”® 300r Tora je BaXkKHO
BUJIETH KAKO Cy Ce IUCKYPCH Memballli Kpo3 BpeMe, off paHe (ase ieBefieceTuX, 11a CBe 10
cpenyHe aBexmbaguTuX. KoHKpeTHO, y 0BOj ctyauju he dpokyc dutnu Ha peakumjama un
IIpOMeHaMa Koje Cy HacTajie Y OKBYPY TeKCTOBA MOIy/IapHe POK U HOII MY3MKe.

2t Antonsich, M. (2016) The ‘everyday’ of banal nationalism - people’s views on Italy and Italian.
Political Geography, vol. 53, pp. 32-42.

22V xonTekcty bankaHa, mocroje cTyauje Koje cy Beh aHanmmM3mpase Kako pasmimauTi acleKTn
TIOIy/IapHE KYITYpe YTU4Y Ha (Pe)IpORYKINjy OPHjeHTaINC TUIKO-OaTKAHUCTUYKIX CTEPEOTH -
I, 71V ¥ YOIILITEHO Ha apPTUKY/IALM]Y U U3TPaby NEHTUTeTa Ha OBOM TpocTopy. Kao jeman
o zodpux mpumepa Koju ce GOKYCHpao yIpaBo Ha YIOTY MONyIapHe My3UKe Y OBOM ZOMEHY,
Bugeru: Cvitanovi¢, M. (2009) (Re)konstrukcija balkanskih identiteta kroz popularnu glazbu,
Migracijske i etnicke teme, vol. 25, Zagreb: IMIN/Institute for Migration Research, pp. 317-335.
# B.G. Link, and J.C. Phelan (2001), Conceptualizing Stigma, Annual Review of Sociology, San
Mateo: Annual Reviews,vol. 27, pp. 363-385.

# Link, B.G., Yang, L.H, Phelan, J.C, Collins, P. (2004), Measuring Mental Illness Stigma, Schiz-
ophrenia Bulletin, vol. 30, no. 3, pp. 511-41.

» 3a mpersef muTepaType 0 UCTPAXKUBAbIMa CTUIMe ¥ MehyHApORHNM OfHOCHMA TTOTIeHaTI:
Rogstad, A., Adler-Nissen, R., and Koschut, S. (2026), Stigma in World Politics: What is at Stake,
Global Studies Quarterly, vol. 6, no. 1, Oxford: Oxford University Press, online first.

% Krsti¢, M. (2026) Stigma, Fear and Foreign Policy: Serbian Destigmatization Dilemma in the
Western Balkans, Vienna: CEU Press, pp. 40-43.
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Y pazy je mpuMermeH MeTOJ MHTepIpeTaTMBUCTNYKOT Npahema mporeca. ITpema
MeTozionomKyM cMmepHuiama Credana ['yunnnja (Stefano Guzzini)”, mparuhe ce xpo-
HOJIOLIKE Bapyjalyje y MHTepIIpeTalujyu cTurMe y pok u non mysuny y CPJ, ca ncruna-
BbeM K/bY4YHIX aKTepa (ayTopa ¥ IBbJXOBYX JIeJIa) KOju Cy yTuljamm Ha ucre. Ilepronnsa-
mja he duTy M3BplIeHa IpeMa KpUTEPHjyMy OIITpMHE 1 KapakTepa cturme. Hajope he
ce aHA/MM3MPATH MePUOJ, MHUIIMja/THE ¥ OLITPe CTUTMATH3aliMje TOKOM IIpBe II0JIOBUHE
neBeneceTnx. HakoH Tora, ana/maupahe ce mepyoft apyre IonoOBUHE [ieBEfIeCeTHX, KOju
je 3aI1049e0 pelMaTMBHUM OIafjambeM CTUIMe HAaKOH llejTOHa, alnu je OHJA KYJIMIUHIPAO
HOBOM n3onanujom 1 arpecujoM Ha CPJ kpajem nenenuje. Konayno, ananmusnpahe ce n
VHULYjaTHY [IepUof, HaKoH npoMeHe Biaacty 2000. rofune, Kaja 3alio4nibe IIOCTEIeHa
u genmiMudHa gecturmarusanyja CPJ. Kako du Bapujaiyje y craBoBuMa mpema CTUrMu
due apexBaTHO mpaheHe 1 Kako 81 ce M3ABOjWIN K/bYIHM aKTepPU Y HPOIIECY apTUKY-
nainyje cTaBoBa, duhe crpoBefeHa aHAMM3a AUCKYpCa TlecaMa Koje Cy ce daBuiie TeMOM
crurme Cpduje y Mel)yHapogHOM APYIITBY TOKOM JeBeeceTX.

I[TIpoctopro he duty aHanM3MpaHy TEKCTOBY 00jaB/beHN Ha CPIICKOM je3VKY Y Tafja-
m0j CaBesHoj Perrydmuiy Jyrocmasuju wmt Cpduju u Liproj Fopu, numajyhu y Buny
fia je yIIpaBo OBa Ap>KaBa Oula CTUIMATN30BaHa (a y OKBUpY e mocedno Cpduja). Y
TIOI7Ie[ly BPeMEHCKOT OIIcera, aHammaupahe ce TeKCTOBU OMEHYTHX ayTopa 0djaB/beHn
y nepuozy o ¢popmantor Hacranka CPJ xpajem anpuma 1992. rofuse, mma cBe Jjo mpe-
cranka nocrojama CHT jyna 2006. rogyuue. OBaj BpeMeHCKM OIICET ITPOM3/Iasy U3 TEPU-
TOPWjaTHOT, a/y U U3 YMIbeHNIIE Ja je HajomTpuja crurMarusanuja CPJ samovena 30.
Maja 1992. roguHe, HEIOCPEHO HAKOH IbeHOT HACTaHKa, a [ja YK/Iamarbe CTUTME Huje
d17I0 MOTIYHO OKOHYAHO 710 Kpaja mocrojama CIIT.

DoKyc je Ha HATMPAXHU]IM ayTOPUMA, MMajyhut y BTy [ia je BUXOB yTHIaj Ono Hajsehu.
Ho, xaxo cy mMeby 20 HajTupaxHMjux 1104a y d1BIIOj JyrocimaBuju Swm andymn caMo iBe
pox rpyme ca mpocropa Cpduje (Pudma uopda v Vigonu ), mpy ueMy Mo>keMO JOTaTH 1 andym
Iaxeiti aparsman Byle HOBOTANACHNX O€OTPAICKMX IPyTIa Kao BEOMa TUPAXKaH, YITyTHO je
npoumputy osaj KputepujyM. Crora he y anammsy durn ywbydenn u ayropu u3 Cpduje (n
noromwe CPJ) unje je andyme xputuka knacuduxosama Mebhy 30 HajOOBIX jyrocTIOBEHCKUX
pok andyma.” Ysumajyhu oBa 1Ba mapamerpa, 13aBajajy ce cnenehu nsBobaun, koju cy dnm
aKTVBHY dapeM JIe7IoM JieBefleceTVX U IBeXWbaauTux: Pudmwa wopda, bajaia u unciapyxisiopu,
‘bophe banmamesuh, Enexizipuunu opiasam, [apimubpejxepc, Examapura Benuxa.”

¥ Guzzini, S (2012) The Return of Geopolitics in Europe? Social Mechanism and Foreign Policy
Crises. Cambridge: Cambridge University Press.

8 Headliner.rs. Da li znate koja je najprodavanija rok plo¢a u Jugoslaviji? 4 April 2020, 25 March
2026, https://headliner.rs/da-li-znate-koja—je-najprodavanija—rok-ploca-u-jugoslaviji-ista-gru-
pa-u-top-20-ima-cak-tri-albuma/

¥ Kao mepopaBHa je y3ero mpsux 50 andyma us kmure y kojoj cy [lymko Autonuh u Jannmo
[Itpdary cymmpanu Hanase Bofehux cprckux pok kputnyapa: Antonié, D., Strbac. A. (1998) YU
100: Najbolji albumi jugoslovenske rok i pop muzike, Beograd: YU Rock Press.

* Jomr vetupy OeHpa/ayTopa MCIyHaBajy HOMEHYTe KpUTEepMjyMe, alu HUCY OWIM aKTUBHU
y oBoM 1niepuony. Mgonu u Illapno axpodaitia cy ce pasuIm jom TokoM ocampeceTux. Onusep
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Dasa unuyujante ciuuimamusayuje: ,Hexo nac iocmaitipa” (1992-1995)

Hakon mrTo je 3amovera m3omanuja CPJ yBohemem cBeodyXBaTHMX eKOHOMCKIX,
CIIOPTCKMX, KYATYPHUX U Apyrux cankuuja 30. maja 1992, rogune, TeMa IoHalIama 1
tperMana Cpduje y MehyHapogHOM ApYIITBY ITOCTa/Ia je BaXKHA U Y POK My3UIIN. YBU-
hame ,Hexo Hac mocmartpa” - Kako je I7acuo HasuB IOCIenmer andyma Exaitiapune
Benuxe n3 1993. ronuHe — Te Ja MOHAIIambe Hallle Ip>KaBe U CTaB ,IOCMaTpada’ MOTY
VIMaTH JVMpPEKTHe NOCTIeANIle Ha )KMBOT CBUX Ipab)aHa, MMaso je ofjjeK y pOKeHpOIy.
Tema cturme je dwma ucnperieTaHa ca TeMaTHKOM OMIITeT HocpHyha fpymITBa, unje cy
IJIaBHE OJI/IMKe, KaKO TO Kake necMa Enexitipuunoi opiasma us 1992. roauue, mocranu
»CEKC, ipora, Hacube u cTpax . HajaupekTHuje je cturma odpabusana y TekcroBuma
‘bopha Banamesuha, Puéme uopde n bajaie u uncimipykiiopa. AHaIM30M TEKCTOBA 13-
JiBOjeHa Cy JiBa K/by4Ha jucKypca: ,KpuBu cmo mu” u ,,OBo je bankan”.

Huckypc ,Kpusu cmo mu”

Kapa roBope 0 130710BaHOCTH, M3ONIUTEHOCTY 1 OKJIEBETAaHOCTH Jp>KaBe U Hapofia y
IPBOj IIOZIOBMHY JIeBEJeCETUX TOAMHA, BUIIE ayTOpa eKCIUIMIINTHO MCKasyje jeqHy BPCTY
cpamore 1 cpide ITO ce OBaKO HemTo forofuao. HajBaxHujy IpuMep y OBOM JOMEHY je
‘Hophe bamamesuh. IIpe cBera, bamamesnhesa necma ,Cnodoma-He” 13 1992. ropuse je
jerHa Off IIPBMX IecaMa Koje BPJIO eKCIUIMIIITHO TOBOPe O CTUTMATU3ALMjI, UCTIIyhy Kako
»ella y MecTy IIyTyjy, MJIafoCT Ha Tauke KyIyjy . CBakako je HajBaXKHMIjH [ie0 TlecMe OHaj
KOjU CTaB/ba y KOHTpacT nsonosanoct CPJ 1 Cpduje y oHOCY Ha yMperkaBarbe OCTaTaK CBe-
Ta U IIpeBasu/IaKerbe NofieNa Ha peranuju Vicrox-3amnaj, Kao JOMMHAHTAH [yX BpeMeHa:

Amep mepauu na Meceuy tinay,
Poxkenpon ce uyjy ¢ iasana Kpemma,
A, 0g meHe uwiiily 6use -
Ha n’ cam Secan? [la nu ipusem?
Ilapgon, ga n’ je 060 kacapwa, un’ 3emmas™

OsBa necma je BeoMa eKCIVIMIUTHO MCTUIIA/IA ¥ OATOBOPHOCT HajBMIINX HOCHU/IAIIA
BJIACTY 32 M30JIALVjy ipXKaBe 11 Hapopa. VIMajyhu y Bumy HacnoB mmecMe, Koju je urpa
peun ca MMeHOM Tafannmer npefcennnka Cpduje Crnodomana (Mmmonresnha), jacHo je

Manpuh je cauMuo camo jegHy HoBY mecmy usmeby 1992. u 2006. roguse. Tyuran Kojuh Koja je
Jucyutinumy Kuume feBefeceTyx mpecenmo y JIoHoH, /e je rpyma odjaB/byBana Ha eHIZIECKOM je-
3UKY, T1a 300T Tora He IIOTIIAfia IIOJ] IapaMeTpe oBe aHam3e. KoHauHo, nako ducMo 1 akycruaap-
cky rpymy C epemera Ha speme (Mju je UCTOMMEHM a/IOyM TPUECETH Ha JICTYU Hajdo/buX andy-
Ma) MOI/IY CBPCTATH y IMPeM CMIICITY Y IIOII-POK 3BYK,  I'PYIIa jecTe 0djaBIIIa jelaH OBPaTHIIKY
andym 1995. ropyHe. MebyTim, KaKo je rpyIa cBoj 3eHUT JOXMUBENIA ¥ CelaM/ieceTVM, a HOTOM du-
71a OTITYHO HeaKTMBHA TOKOM OCaMJIeCeTHX U TT0YeTKa ieBefieceTiX, Moxe ce pehiu 1a je y morre-
JLy TIOYNIapHOCTH U YTHIIAja y OBOj JIeLieHN!ju 0Ba IpyTia OyIa IaK janeko off CBOT BPXYHIIA.

' Porde Balasevi¢, Sloboda-ne, 25. mart 2026, https://balasevic.in.rs/djordje-balasevic-slobo-
da-ne-tekst

2 Ucro.

1CynTypa

45




MWIAH KPCTI'h

KO je IIPBY TUTY/Iap OATOBOpPHOCTH y 0Boj bamanresnhesoj mecmu. ITopepn camor Haco-
Ba, KOjJ IIPeJICTaB/ba UTPY Peuy, TO C€ MOXKe BUJETH U U3 CTMXOBA KOji TOBOPE O TOMe
KaKo je IIyT KOju BOJY BJIACT IIOTPELIaH, Te KAKO je TO I0BEJIO CII0/bHE aKTepe ,,3a BpaT
Ip>KaBIL:

3uam, iy mopa Suiiiu jous Heku Uyl

3ap ce go mupa yeex iyiiyje paiom?

Yysajyhu gocitiojarciiieo,
IIpumax’o cu UHOCTPAHCITIBO
HWnoctipancitieo Ham je, Sykeanto, 3a epaitiom.”

Tume mro meBa 0 TOMe KaKo Cy IUJAePY ,Mace OfjaHe, KO CIylla Jylie IpojaHe”, y
IIlecMI Ce UMIUTMIMPA U OATOBOPHOCT OHUX KOjI MOZPIKaBajy 0BaKBY momutuky. Ho,
nomuyhn MHOTe onoHeHTe monutuny, of JETIOC-a fo crypenara, ma yak 1 Hadpa-
jajyhu cumdonmyHo npujaspuBameM Meby ,aynre mpopane” BenmKor dpoja I7acosa,
ayTop, Takobe, ykasyje cBOj CTaB fja je MacCOBHA IIOJjpIIKa OBAKBOj OMUTHUIIN, 3aIIpa-
BO, IPMUBUJ. Y CBOjOj IIECMM ,Ja, my3ep”, bamamesnh, Takobe, roBopu o ,,Tparn4Hoj
3eM/bi” Y KOjOj ,,HEKO HaJl HaMa BpIIN orjefie”, alyAupajyhu mputom Ha ,,Iposymane
foModpaHIle” KOjit Cy pallVpyIN allaTyjy ¥ 3eMJby JOBENN Y ,IIymak Kocmoca”.* Jla-
KJIe, I Y OBOj IIeCMU Ce, MaKO HEUITO MMIUIMLIUTHIje, OTOBOPHOCT CTaB/ba HA IIO-
MTUTHYKY eNuTy. YIPKOC ToMe, y CBOjoj mecmn ,,KpuBu cmo mu” 3 1993. ropuse,
banamesuh excrmuuTHO cTaB/ba OATOBOPHOCT HA KOJIEKTNB, padyHajyhu 1 oHe Koju
CY KPMBH ,,LITO Cy UX IYCTUIN WJIM ,IITO Cy ce cKaamwanmn .*> 3dor Tora banamesuh
nopydyje, IOHOBO HarlamaBajyhn yjemumyjyhn gyx BpeMeHa, Ka0 KOHTPAcT OTIaf-
HUIITBY HAllle 3eM/be:

I1yinyj, Espotio, Hemoj 6uuie Yekaiiu Ha HAC.
He aumaaj mmoio - gociiehews u iiu Ha pyxcan inac.
IIyinyj, inawneitio, cyiiep cmo ce gpyrcunu
Hawma je neiio - iiaman Kaxo cmo 3acmysunu™

CnuuHy IOPyKY OATOBOPHOCT, I1a CAMYM THM ¥ CPaMOTe 300T M30/I0BaHOCTH, IIpe-
Hocu 1 Exaiiapuna Benuka y cBojoj mecmu ,3ajefHo”, ca andyma ,,Heko Hac mocmatpa”
u3 1993. rogune. Ho, y ctuxoBuma Munana Mnagenosuha, npuda o 130/10BaHOCTH je
HeIITO MeTaOpIYHNja, Ca K/bYYHUM aKI[eHTOM Ha ,,Tpaji’, KOji je HeKafia ,dalao cBe-
T/1a JaJIeKO”, A Cajia ,,0CTaje caM’, jep ,,y MPOLUINM JaHNUMA M3TYOU/IN CMO CBe:

3 Hcro.

** Dorde Balasevi¢, Ja, luzer?, 25. mart 2026, https://www.balasevic.info/tekstovi-pjesama/ja—
luzer/

» Porde Balasevi¢, Krivi smo mi, 25. mart 2026, https://www.balasevic.info/tekstovi-pjesama/
krivi-smo-mi/

% Vcro.
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Osaj ipag je Hekag dauao ceeitina ganexo (ocitiaje cam)
Osaj ipag du moiao dome
Mu cmo gozeonunu ga ciieapu ogy iipeganexo
Osa je Sopda Suna uciiog uaciiu, apoitiue pasyma.”

KonayHO, Mame eKCIUIMIUTHY, alu ca MOpyKoM o ocehajy oAroBopHocTH 3a CTa-
e Y 3eM/BI U IbeHY M30/I0BAHOCT IlIajbe M HEeKONMKO Iecama Pudme wopde ca andyma
»300roM, Cpdujo” us 1993. roguue. Jlok necma ,[laHac HeMa MjeKa” OCMKaBa Kpax
€KOHOMCKOT CUCTeMa Y 3eM/bJi 1 eKCIUIMIJVITHO Ta IToBesyje ca Tafa Bragajyhom Corm-
jamctiakom maprujoM Cpduje Kpo3 cTuxoBe ,11 0Jbe OfI0X ja Y 4aMOB CaHAYK APBEH,
HETO fla CaM LIpBeH ", HajeKCIVIMINTHYjA Y IIOIJIefy IPeNCIUTIBaba OATOBOPHOCTH je
HaC/IOBHA IlecMa ca ajIdyMa, Koja Kasyje:

Ja ogox, ga uyuam, ga iurnem
ga inyhy inasy ckurem - Cpéujo.
Ja ogox, fia 360iom u 3gpaso
A, ga nu umam aipaso - Cpéujo?™

JMako oBM aKT! HINCY IIOBe3aHM AMPEKTHO ca crurMatusanyjoM Cpduje (dmjy at-
Mocdepy IIOCpefHO OICYyje 1 IecMa , TaMHa je Hoh”, momMumbyhn Tex ,HemTo Mano
IIOHOCA” KOjH je IIPeX1Beo KOJ| HacC KOji CMO ,MaTaKkcamy 11 Oiean’” ), jacHo je fa ce Kpo3
mecMy IpodjeMartysyje IMuTame TMYHUX eTYKUM AWIeMa y IOITIey OfTOBOPHOCTI
CBAKOTa KO yYeCTByje y Tafa akTyenHoM pary.*’ Ilecma ce HajjoBesyje Ha aHTMPATHM Ha-
paTuB mpeTxonHor andyma ,,JIadynosa mecma”, nako je bopa Hophesuh y cBojum como
aHTQ)XMaHMMa Offy/iapao Off TOT ToHa."!

Ho, ono mTo je Moryhe 3ak/by4mTy 13 TEKCTOBA CBUX IlecaMma jecTe fia Cy mpude
0 M30JIALVj}, AU U O party, Kop, Yopde HadenHuje u ommuTuje Hero Koy banamesnha.
HapounTo je penatuBHa mpida 0 OATOBOPHOCTIA, T1a je 300r Tora ieo YopduHrux mecama
Moryhe cmecTuTy camo rpaHuyHO y ,,Kpusy cMo Mu” JVICKYpC, Y3 BUIle Harlacka Ha

%7 Ekatarina Velika, Zajedno, 18. oktobar 2025, 26. mart 2026, https://tekstovi.net/2,959,12448.html
% Riblja corba, Danas nema mleka, 9. februar 2006, 26. mart 2026, https://tekstovi.net/2,293,16531.html
* Riblja ¢orba, Zbogom, Srbijo, 17. februar 2006, 26. mart 2026, https://tekstovi.net/2,293,15151.html
" Pudmwa gopda, Tamna je Hoh, 26. MapT 2026, https://genius.com/Riblja—corba-tamna—je-noc-lyrics
1 Ha andymy cy dune antupaTHe necme ,,Par je sappien’, ,AMun” u ,,Jlok napajy rnase”. Ca ay-
dyma je (3dor cyxoda Bope ca OnmuBepom Manznnhem) mosydena mecma ,300roM, mameTi’; y Ko-
jOj Ce eKCIIUIIMTHO IIOMIIbE U CTUJ Y KOHTEKCTY YMEbeHMIIE [1a Y3BOIHO ,,ja U MOj dpar BOAuUMO
par’, ca jacHOM any3ujoM Ha paT y XpBaTcKoj, OffHOCHO Ha uctouny CraBoHujy, bapamy u 3a-
nagay Cpew, koju cy [lynaBom ysBogHo of beorpama. Ho, Hacympor Tome, Bopa Hophesuh je y
IyeTHMa y KOj}IMa je y4eCTBOBAO Y IMYHOM CBOjCTBY MCTHUIIA0 HALIMOHAIMCTUYKY 1 MVIUTAHT-
HM HapartyB. Takas je cnydaj dyo y mweroBuM gyernma ca bajom Mamum Kuunygom u ca kHuH-
ckuM pok denpiom Munhywapu. MehyTum, duo je u TakByx Iecama Koje cy nocegosasne pege-
peHIle Ha ,3aTBapame Heda” 1 fieKafieHIujy, momyT fyera bope Hophesuha 1 bajonera y mecmu
»bom1 Me Mpak”. 3a Bullle 0 TOMe KaKo je cBe TO yTuLaso 1 Ha pernyrauujy bope Hopbhesuha y
Xpsarckoj, Bupern: Krsti¢, M. (2022) Povratak Riblje corbe u Hrvatsku - Veceras vas zabavljaju
muzicari koji piju. https://talas.rs/2022/08/11/povratak-riblje-corbe/

w
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OZITOBOPHOCT BJIaCTH, Hero camor Hapopa. Ca apyre cTpaHe, jefuHo Ko Jopde mocroju
eKCIymMIUTHO odpahabe pyKaBy Y KOHTEKCTY OAroBOpHOCTH (,,380rom, Cpdujo”), mok
je xop bamamesnha y muramy odpahame (HeMMEHOBAHOM) KONEKTMBUTETY, OJHOCHO
Hapony (,Kpusy cMo Mi”), a cdaHoO je u Ko, Exaitiapure Benuxe, TAie je y IpBOM ITaHY
KOJIEKTUBIUTET jeHOT I'Pafia.

Huckypc ,,O80 je bankan”

Jeman dpoj mecama gosoxuo je nsonosanoct Cpduje u CPJ y Besy ca ncropmjckom
BepTUKa/IOM cTUTMaTu3anyje bankana of crpane ocratka EBpone. Mapuja Togoposa
Y CBOjOj 4yBeHOj cTyauju ,,VImarnnapun bankan”, mojanrmasa Kako je bankan crepeo-
TUITHO IIPefICTaB/baH Ha 3anafy Kao eBPOICKY YHYTPAILbY IPYTU — OpYjeHTalHN, KOH-
GMIUKTHNY, Mambe pasBujeH 1 peTporpaguuji.*? He 9yu mto cy HeKu ayTopy MOMCTO-
BeTimn cturmy Cpduje geBefieceTx ca JOMIUHAHTHUM Mel)yHapomHMM CTaBOM IIpeMa
bankany, 3axsaheHOM paTHUM I/IAMEHOM.

Bopehn ayrop y oBom puckypcey cBakako je Momunno bajarnh bajara. Eberos denp
bajaia u unciipyxiopu je jom KpajeM ocampeceTHX IIOBPeMEHO ydalmBao MeTado-
pUYHA HOMMTMYKA 3HAUeHma y cBoje mecMe. [Ipumepa pajy, nmecMa ,Pumpann” je Me-
TaOpNYKY TOBOPIIA O IPUCUTHOM Kce/baBay Cpda ca Kocosa - mTo je duma Tema
0 K0joj ¢y MeTaOopIuKy, MaKko Oe3 CKpMBama YMMe je IIecMa MHCIUPYICAHA, TIeBalu 1
banamesuh y cBoj mecmu ,,He momure mu darpeme”, kao u 3adparvero iyuierve y mecMmu
»dejenn oprase”. Taxobe, bajara je cBeouno u kaxo je seo mecMe ,,BepyjeM — He Bepy-
jeM” Koji KOHCTaTyje fia je ,(...)Hoh, TOTaHM je MpaK, HMIITA Ce BUIIe He BYAU Y TAMU
HACTao Kao CIIOHTaHa peakuyja Ha Muomesuhes ycroH xpos ,orahame Hapopsa” n
aHTNOMpOKpaTcKe pepomynyje.*

Ha cBom andymy ,,Mysuka Ha ctpyjy” us 1993. rogune, bajaia u uncitipyximopu odja-
BJBYjy HecMy ,,OBO je bankan”, koja roBOpu 0 daJKaHCKMM KOHTPACTUMA, AyIIMaHVMa 1
dpahwu, paTHuiMa 1 ecannuMa. IlecMa He rOBOPY eKCIVIMIIMTHO O CTUTMATU3AL)H,
Beh mpepcTaB/ba ayTopoBo Bubeme ncropujcke BepTukane bankana. Ho, cTux ,,cBakmx
nefecet jeTa n3duje par’ apupmuiie crurmaTnayjyhy ernkery bamkana kao KOHPIUKT-
Hor pernona. Ca pyre cTpaHe, CTHX ,,0BO je OBJle bankaH, MUPUCHY 1IBET — TOTAaTHO
Hepa3yM/bUB 3a IIe0 CBET PeNpofyKyje upeHTuTeT bankana kao mocedHOT, Apyradmjer
¥ XeTepOTEeHOT, /Il He HY>KHO Ha JIOII HAauMH — jep CY ,3eM/by NIPABWIN U PaTHUIN 1
necHyny u pasnunty dorosu .* Ilecma ,,Ha rpanu” ca mucror andyma HajaupexTHuje
TOBOPY O CTUTMATM3aLVj! ¥ JUCKPUMMHAIV}Y HAINX Tpal)aHa y MHOCTPAaHCTBY, HOBO-
nehu To y Besy ca damKaHCKMM MOPEKIOM:

2 Todorova, M. (2006) Imaginarni Balkan, Beograd: Biblioteka 20. vek.

# Rosi¢, B. Momcilo Bajagi¢ Bajaga: Ne mozes ti ljude 40 godina da folira$ da si neki covek,
6. april 2019, 26. mart 2026, https://www.nedeljnik.rs/momcilo-bajagic-bajaga-ne-mozes-ti-
ljude-40-godina-da-foliras-da-si-neki-drugi-covek/

# Bajaga i instruktori, Ovo je Balkan, 8. maj 2006, 26. mart, https://tekstovi.net/2,150,17395.html
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PEQTIEKCUJE HA CTUTMATU3ALIN]Y CPBUJE Y ITOITYJTAPHO] POK MY3MIM U3METRY 1992. 11 2006. TOIVHE

Llapunuyu citipanyu kag Ha ciipanoj iparu
Yinegajy nacous moj
Kao Mngujanyu oitieope mu panyu
ia Mu Kaxcy — 408ex, Ciioj

[a n’cu wosex emuipanii, un’ cu Moxga A3UnaHit
Kaxo mucnuw ga hews kog nac yhu?
Ako iie u iLyciliumo, ga i ga iwu sepyjem
[a hew jegrom, uniax, kyhu?(...)

On me inega c one citipare ipane
Mucnu ga cam gowao 3601 wiane
On me inega c oHe citipare ipare
[uitia me jen' ysiajam danane.”

Y mpyrum necmama bajara je nctumao KpuTrky pata (Hapouuro y mecmu ,Ime cu’),
am de3 oxpebuBama ofroBopHux 3a ucTn.* Ca gpyre cTpaHe, y IOITIef[y CTUTMATH3a-
nyje u u3onanuje, bajara y oBoj mecmu 1masbe i OTIYHO CYIIPOTHY IIOPYKY Of IPETXO -
HOT JIUICKypca Koju kpehe off mpusHaBama kpyBnuiie 3a nsonosanoct.” Hanwme, bajara
OBJie IEMOHCTPMpA 1 TIPKOC U 1Iajbe MOPYKY KaKo je bajkaH pasmm4ut, amm y MHOTUM
acreKTMMa — Ha §0/py Ha4MH Off ocTaTKa EBpore, y3 jacan cras ja du Tpedano ma dyne
CpaMoTa OHe KOju CTUTMaTu3yjy rpabhane:

Ja my xaxcem - Saws cpamoinia,
Ja cam wosex uaitipuoitia
W osge cam camo kpaiuixo iociom
Moj jysmcroauru HepsHU cuciliem
He du mot’o ga uzgpmcu -
Kaxee sese umam ja ca Ocnom?(...)

Ja my kaxcem — iy u i6oja ipaua...
Yipaso cam ciiuiao c bankana
Huiw’ mu éipuja osa eawia knuma
Huiti’ mu éipuja oea éawia xpaxa

Towmanto cmo gpyiu meHianuie
Tu u weoje gocagne Koneie
Oilikag je kog Hac y 3emmu cparve
Kag sac sugum - ja gobujem tieie

* Bajaga i instruktori, Na grani, 22. februar 2013, 26. mart 2026, https://tekstovi.net/2,150,37780.html
‘6 Bajaga i instruktori, Gde si, 4. novembar 2005, 26. mart 2026, https://tekstovi.net/2,150,12762.html
¥ CnmuaH auckypc ce Moke Hahu y mecmama rpyte Ianuja, monyT necme ,,He uan’, y xojoj ce
KaXke ,KaKo je Ha 3amafy cBe 1ybe, ami tyhe”
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Menu cpuye tipeckaue kag Kyua
OH me tiuilia - ga 7’ ce kog 8ac uyua?
Ja my kaxcem - ionexkag kag mopa,
HMnaue je suwie ciieap gonknopa.”

®asa yciiona u iagosa ciiuime: ,,Vciiog cilomroi 3uga canxyuja” (1996-2000)

[Tepuop ox moverka 1996. na o 5. okrodpa 2000. rogyHe MorIa O1 ce, anTepHATUB-
HO, Ha3Baty ¢asoM ,,Hu Ha Hedy, HM Ha 3eM/bl”, MaKo je bajarmHa McTouMeHa mecMa o
CTamYy Koje ,,ce TeIIKO MOYKe Ha3BaTy MUPOM~ aJlif ,,CUTYPHO Ja Hije Hi patT’ 0djaB/beHa
jomr 1993.* Hexn omtpu eeMeHTI CTUTMe Cy HECTa/IN, HajOUITpuje CaHKIuje Cy VK-
Hyte, CP] je mpusHao Benukn dpoj fpxkasa, CoOpTUCTH ¢y ce (jomr 1995) Bpatunu Ha
dojumTa, a ofMax MOTOM M Ha IOCTOJBA, a U beorpaj je moHOBO 1moveo fa yromhasa
aTpakTUBHe My3u4ape nomyT dpuraHcke dpejk-out rpyne IIpoguyu (Prodigy), Hemauke
neHc arpakiyje Creil (Snap!) wnn nerenpapHe aMepuuke pok-meran rpyme Kuc (Kiss).
Ho, CPJ je ocrana BaH Mel)yHapoHUX OpraHm3ariuja, mog IpMCMOTPOM ¥ TAKO3BaHVM
»CIIOJBHUM 3VJIOM CaHKIuja~, a KpajeM peBepecerux u nog HATO domdama. 3ato un-
TaB OBaj NIEPUOJ] 03HAYaBAMO [I03HATOM TOPEHABEeHOM CHHTarMOM 13 YyBeHe IecMe
3adparenoi tiyuierva ,,)Kenn Ham ce Bykota”.”* Y 0BOM Ieprofly Cy HajBuIle ITlecaMa Ha
oBy TeMy oneT umanu Pudma wopda u Hophe bamamesuh. Y necmama cy ce n3uBojum
HOBM IUCKYpC ,CBM OHU KOje cMO dpaHummy, caja du Hac CaXpaHWIn , Kao U JUCKYPC
» KuBeTu cmodopHo”, Koju ce HagoBesyje Ha ,KpyuBu cmo Mu”.

Huckypc ,,Céu oHu Koje cmo dSpanunu, caga Ou Hac caxpanunu”

Y mpyroj nonoBuHM feBefieceTUX 3al04NIbe [a Ce pa3Byja AUCKYPC KOju IIPefiCTaB/ba
KOMOMHAIMjy TIpeTxofHa aBa — ,,Kpusu cmo mu” n ,,OBo je banxan”. OBaj auckypc je
HapOYNTO IIPUMETaH y mecMaMa Pudme vopde, Kao 1 Ha jegmHOM coso andymy bope
‘Dophesuha n3 1996. rogune, nox HasuBoM ,,IbyxoBu gaHu”, mocBeheHoM KpuTHIM
pexxuma Tafanimer npegcennuka Crodogana Munomresnha. Andym ce He daBu npeBu-
1Ie TEeMOM CTUIMe, KOMMKO KpUTUKyje Munomesnha 300r Hanmymrama HalMOHATHUX
VIHTepeca, Xaoca 1 pacyna y camoj ap>xasu. IllTo ce Tde ofroBopHOCTY 32 pat, Muo-
mesuh ce Teperu 3a MahexnHcky ogHoc npeMa Cpduma us Kpajuse (necma ,,beorpane,
Beorpape”), amu ce 11a/be ¥ IOpyKa APYyryMa ca KOjuMa ce paToBajIo Kako uM Hehe dutn
TeK TaKo onpoureHo (,[leuy T Hehy onpocruti”). Mehyrum, necma ,Mecapa [aiiax
0n1y3” ce mourpasa ca CTUrMaTHU3ALMjCKIM eIUTeTMa foAe/beHnM Muontesnhy, a mmo-
CTIEIMIHO 1 IP>KaBU, TOKOM IIPBe [TOTIOBUHE JIeBEIeCETUX:

8 Bajagaiinstruktori, Na grani, 22. februar 2013, 26. mart 2026, https://tekstovi.net/2,150,37780.
html

* Bajaga i instruktori, Ni na nebu ni na zemlji, 26. mart 2026, https://tekstovi-pesama.com/
bajaga/ni-na-nebu-ni-na-zemlji/112/1

*0 Zabranjeno pusenje, Zeni nam se Vukota, 10. februar 2005, 26. mart 2026, https://tekstovi.
net/2,550,6324.html
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Ciauncy tocitiu U3 UHOCTUPAHCINBA
Lonoce iloxknone Ha ipanuyy
banxarncku kacanuun ceeuano oimsapa
Oitisapa Hosy knanuyy.”

YumeHna ga ce KOPUCTU TePMUH ,,0TKAaHCKU KacalluH , Te Ja ce KaXke Jja OTBapa
»HOBY KIQHMITy  acoLypa Ha nocrojehe crurmarmsyjyhe ermkere, OfJHOCHO Ha IIpeT-
XOJIHe ,K/IaHNIe”. Y IIpeM CMICITY, TO ce MOXKe TIOf{BEeCTH 1101 BapujaHTy ,, Kpysu cMo
M IUCKypca KOja Har/lacak CTaB/ba Ha aKTe B/IACTY KA0 Of[TOBOPHE 32 CTUTMATH3AI]y
semspe. Ho, kpo3 metadopy o rocTuma 13 MHOCTPAHCTBA KOjU JOHOCE MOK/IOHE, yKa-
3yje ce M Ha Iepuof 3amafHe mofpiuke BjpactuMa y Cpduju, Koju je HajHarIalIeHUjn
o [lejroHa, kaza je Munomresuh mpescTaB/bal Kao ,(pakKTOp MUpa U CTadMIHOCTH .
Kako Hophesuh y mecmn kacHuje HaBOZM J1a je y 0BOj HOBOj ,K/IAHUIIM Ped O ,CPIICKO]
odpajiu CPIICKOT Meca”, OFHOCHO ,,/byfieTvHe , hophesnh jacHo ykasyje ma Mucmu Ha
pernpecyBHe akTe BlacTy npema jbyguma y Cpduju, 3a Koje cafja He IIOCTOjU HUKAKBa
Ka3Ha U3 MHOCTPaHCTBa.”” TuMe ce MMIUIMIIMTHO yKasyje Ha XUIIOKpu3ujy MehyHapos-
HIIX aKTepa, 4iMe ce IeNMMIYHO KOPUCTH ,OBO je banmkan™ ayckypc, Koju cMatpa fAa je
crurma CP] mocnepyiia mpefpacysa 1 ABOMMYHOCTY Mel)yHapomHuX akTepa.

Caoj nyH odmuk oBaj ayckypc he fodutn 1999. rogune, mpumkom HATO arpecuje
Ha CPJ. Hanwme, y Toxy domdaproBama, Pudma uopda he npa myra nesaru Ha Tpry pemny-
dnmuxe, Ha koMe he HacTymaTy 1 fpyry Be/VKaHY 110N 11 pok Mysuke (Bajaia, Enexiupuy-
Hu opiazam, 3adparveno iyuierve, banamesnh, Baw ['oi, ['anuja...). Ha jemaoM of Hacty-
na Puémwa wopda he, ca npujate/puma, usBectu necmy ,,Camo cnora Cpduna crmacasa”,
anju je ayrop bopa Hophesnh. Ilecma je cHummbena u y cryanjy, y apamxmany Pudme
uopde, a Kao TOCTU y IeCMI 110jaBbyjy ce pegoM Jlejan Llykuh, Hene Kapajmuh, Hophe
HaBux, Momuno bajaruh bajara n 3sornmup Hykuh Hyne. Y oBoj mecmu ce uspaxana
jacaH Impesup IpeMa OHMMA ,K0je CMO OpaHmIN , a KOju 811 cajja Jja Hac ,,caxpaHe”, 4uMe
ce HajIMpeKTHIje yKasyje Ha XUTIOKpu3Kjy MelyHapoHMX aKkTepa, KOju Cy ,CBU IPOTHUB
Cpduje”, 13 Koje ako cTe ,HeMa Tope Tpareguje’:

3uam ga cy ceu uporius Cpduje
Anu Cpduma gosnoipguno je
3uam ga iiocinioju goiosop ¢ HeSom
Ko tede kamerom — tiiu rweia xnedom
Anu, goxne iiako? Anu, gokne waxo?

Yuinias je ceeili io4eo ga HAc Mp3u
M ceu cy Sunu seoma 6p3u
M Ha ceako Haule 3HAMerve
bauajy domde, gpeme u kameroe
Anu goxne axo, anu gokne waxo?(...)

*! Bora Dordevi¢, Mesara Papak blues, 24. april 2006, 26. mart 2026, https://tekstovi.net/2,293,17036.html
32 Hcro.
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Ceu oHu Koje cMo Spanunu
Caga u Hac caxpanunu
Yewahe ce ige ux He cepdu
Tex xaga cxsatiie xo cy Cpou
Jegrom he cxsatniuitiu, jeghom he cxsattiuitiu. ..

Hema iope wipaieguje
Heio éutmiu u3 Cpéuje
Jlanac yeo ceeii Hasuja
[a ce pasduje Jyiocnasuja
Anu, He moxce whako! Anu, He moxce ako!>

[Tecma roBopu o cBeykynHoj crurmatusanuju Cpduje, a He caMmo o doMdapoBamy,
jep Ha CpIICKa ,,3HaMema’ Majajy u domde, Beh u ,,ipB/be 1 KaMeme”, ITO CUMOOTIN3Yje
HETaTMBHO eTMKeTMpambe U Ipaimy crepeoruma. Crora je oBo ImecMa 1 O TOMe Kako
,4UTaB je CBeT 1moyYeo Aa Hac Mp3u” . OATOBOPHOCT je Ha OHMMA KOji Cy 3ad0paBuIn
IIPOIIIOCT, OFHOCHO Ha CBYM OHMMA ,,Ko0je cMo dpanwmm . Y ocehajy HempaBengHOCTI
OIJIefia ce ¥ pas/MKa y OfHOCY Ha IpuCTy ,OBo je bankan”. JJok ce TummaHuM damka-
HUCTUYKNM JMCKYPCOM Cyrepuliie Kako je bamka yBek 8110 AMCKPUMMHICAH Kao ,,Iie-
pudepnja”, puckypc ,,CBu OHM Koje cMO dpaHum, cazia O Hac caxpaHwIn IOpydyje fa
CMoO HeKajja du IpUsHATH, jaku 1 BakHu. Ho, y mecmu mocroje u opehern enementn
»KpuBy cMo Mn” ayckypca, amn y3 ogpehene mopudukanyje:

Cag kag Hac domda iahajy
Cpdu ce suuie He ceahajy
Jep Hawie fecno caotimiiiasa
[a camo cnoia Cpduna citacasa.™

Pedpen nmecme MMmmnuuTHO ykasyje 1 Ha ogroBopHocT Cpda 3dor Mehycodnux mo-
nena u cabhama, ykasyjyhu fia je u To jean off y3poka M30710BaHOCTH. Y OBOM JIOMEHY,
OICTyIIa Ce Off paHMjuX KpuTuka Muomesnha 1 pexxnma, Te yKasyje Ha morpedy ca-
dopHocT, anu ce u ajbe 3aipxKaBa offpeheHa KpUTHKa U YHYTpallber pakTopa.

Huckypc ,2Kuseitiu cnodogro”

Y Ipyroj oNOBUHM eBefieceTHX ce KOJ jeHOT Opoja ayTopa jaBjba ¥ JUCKYPC KOji
IapaJIe/THO TOBOPY O MPAKY U CTUTMU Ap>KaBe, MCTUYYh OATOBOPHOCT B/IACTH, ¥ KOH-
TUHYUTETY ca ,,KpyByu cMO MI” AMCKYpPCOM — aJiif, y3 OfiCTyIIae Off TOra JIa je KpUB 1
Hapop 3dor amartmyHocTy. Hanporus, y 0Boj Bep3uju 2.0, HapoJ ce IpeAcTaB/ba Kao
npodyhen, wm ce nosusa Ha dyheme. Y ToM cMuciTy, OBakaB IUCKYPC je aKIMOHM, 1O~
KpeTauKy, y3 jaCHMjy pacropefy OATOBOPHOCTU M IIOZAETy Ha yolle (BracT) u mpodpe

>3 Riblja corba, Samo sloga Srbina spasava, https://riblja-corba.com/Pages/Tekstovi/pages/Samo%20
sloga%20srbina%20spasava.htm
* Hcro.
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(Hapop Koju ce OyHM ¥ >KeNy Jja ce JIVIIM CTera). 3a4eTHVK ¥ IJIaBHYU IIPOTarOHNUCTA
osor puckypca je Hophe bamamesnh, koju je jour 1996. ropyHe y KOHTEKCTY CTY/IEHT-
CKJX IIPOTECTA VICTAKAO Y jefHOj CBOjOj IIECMM I HAIIMOHATTHY CPAMOTY 300T HellocpeHe
IPOLITIOCTY, a/IY ¥ Hajly Y HOBE HapallTaje:

Ceaxom ceoj imipoiap u céoju ipecu
[ocinia ce Spykana osa Hayuja
Kpajwu je uac ga ce Cpduju gecu
W jegna wectiuitia ienepayuja!®

BpxyHan oBor aycKypca focTUTHYT je Ha bamamesuheBom andymy ,,[esenecere”,
odjaBbeHoM mouerkoM 2000. TopHe. Y HACNIOBOj MECMM Ce jaCHO MCTUYY eTeMeH-
TI CTUTMe U M30JIalluje Ap>KaBe TOKOM JieBeleceTIX, Y KOHTPACTy Ha KOjy Cy OHU U3
IPETXOJHUX JIelleHNje ,,iMau Oap HeKe Be3e C IVIAHETOM U Ca JbyAuMa’, 0K je JeBe-
necetux ,OK xopan gurHyT oko Hac”.”® Ho, 1 y 0B0j Imecmu ce Irajbe opyka o Jona-
3ehoj mpomeHn, n3paxxeHa Kpo3 nopyke ,Hema Ham cIaca ok ce peke He 3ayCTaBe
- HO, ¥ Taj #gaH he cBaHyTH, Kap-Tan’, OZHOCHO ,,Ma, jedute ce, HeBemecere, U BamIa
npuya je rorosal”.”’ HajaupexTHuju npumep oBOT JUCKypca je, CBAKaKO, YIPaBo Ie-
cma ,, Kusern cnodopHo”. OBa mecma Bepdanusyje nsonauujy Cpduje kpos ,dememe
jema m mpe3upa”, ocehaj ga 3dor Tora ,,ryzama je Mmno, a ocTasue je CTUp , Cpidy mTo
HaC ,,B03a 3711 Yapodmak u3 O3a” — amu 1 jacaH dopdeHV O3UB Ha IPOdujame TakBe
dmokape:

[asHo itiu je epai 3aceo Ha tipai, 3emmo Cpdujo
Huxo mue ce He ceha tonuxux Hecpeha 3a jegroi eeupa
Oxo tede komuiuje iogusicy degeme jega u tipesupa
E, wwioi jow Huje duno - nygama je musno, a ociiane je citiug(...)

JKusettiu cnodogro, ceetiiom ce oputiiu
Oxuhen tiepom cokona, 3a ypox Upoiiue 0kosa
JKusetiu cnodogro, ilecmom ioxopuiiiu
Teoj ciiiel Ha ceaxom Ipagy je ige wiu ce Heko pagyje (....)

Csaxo je jyimipo Hoso yuihe, ioitieyu Kao peduya
Hexa ce wnprwe uneitie iyuwihe, Hedo je eoja tipeuuya
3gpodu nasxne gujamaniiie, k'0 bYCKy uiyiivel opaxa
Hex dynesapu ceeitia ilamitie Mmy3uky iieojux kopaxa!l*®

* Dorde Balasevic, Studentima, 26. mart 2026. https://balasevic.in.rs/djordje-balasevic-studenti-
ma-1996-tekst/

* Dorde Balasevi¢, Devedesete, 26. mart 2026, https://genius.com/Ore-balasevic-devedesete-lyrics
7 Cnu4Ha, MaKo HEIITO Apyradmuja, MopyKa je mociata u y mecMu ,,Jlererna o Tenn Dnyneppn’.
% Porde Balasevi¢, Ziveti slobodno, 26. mart 2026, https://genius.com/Ore-balasevic—ziveti—
slobodno-lyrics
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CnuyHe TIOpyKe MoTIJIe Cy ce Hahu 1 y mecMaMa JpyTHX ayTopa, anu Bulle MeTado-
pudYHe U IpUKpUBEHHMje. Y IIMpeM CMIUCITY Ce TaKO MOXKe TIOCMATpaTy 1 mecMa ,Jlefe-
Ho 0da” rpyme [apiniudpejkepc n3 1997. roguue. Vaxo oBa mecmMa He TOBOPM €KCIUIN-
IIUTHO O CTUIMM ApyKaBe y Mel)yHapOHOM KOHTEKCTY, II0jMOBH ,,KaMeHO 0da — Hallre
1oda, MpayHo odap, IIyBo 100a” acOIVIPajy 1 Ha CIIO/BHY U Ha YHYTPALlhy AMMEH3W)Y
IpywmTBeHe TaMe. HakoH 1mITo ce mouraspe ,,II03paB yCHY/IOM IOTOMCTBY , leCMa 3aBp-
IIaBa CTUXOBUMA ,,J OHJA 9yjeM Bodpe BecTy, Oyzie Hamy , IITO yKa3yje Ha ONTHMI3aM Y
nornefy Moryhe nmpomere.” Jour fupeKkTHUjY IpuMep je ecMa bajaie u uncipyxiiopa
»11ITO He MOYKe HIKO, MOYKelll TH :

Io3o6u me kag iy wpedam ja
Y 0s0j pyniu usmehy eexosa
Ja 3ajegro citiuinemo go cHa
Camu Ha packpcHuyu céeiiosa

M gaj mu 3naxe gosomwHo jaxe
Maj mu cnaie u xpadpocitiu
w0 He modce HUKO, moxcewt iiu (...)

Yéegu me ga je xusoiti nei
IIpoiiue ceux tipasuna u 3aKoma
H3ahu ca mnom mehy ceeini
Oso cy ganu sucokoi HatioHa (...)"

ITecma je HamMcaHa ITIOBOZIOM CTY[ICHTCKIMX U TpahaHCKuX mmpoTecta jecern 1996. ropu-
He. CafipX11 IOPYKY O BPEMEHCKO]j ¥ IPOCTOPHOj M307I0BAaHOCTH, KOja yKasyje Ha CTUTMY
(»»y oBOj pymm n3mel)y Bekoa”, ,,caMyl Ha paCKpCHUIIV CBETOBA ), 1M V1 jaCHY TIOPYKY i je
npoMeHa Moryha u ga Tpeda 3ajenHo nsahm ,mMeby cBer”. Vlako cy n kpuTuka u mpernopyka
VIMIUTMLIUTHYje Hero Kol bamamesnha, mydnmka je pasymerna sHauebe Ha )KeJ/beH HaulH.

Dasza gecinuimaitiusayuje: ,Camo gaj Ham ga iouremo ga scusumo’ (2001-2006)

Haxon cmene Cnodopana Munomesnha, xpajem 2000. n moyerkom 2001. ropuHe 3a-
novera je dpsa pennterpanuja CP] y mehynaponne opranusanyje, a ydpso cy ykunyTe 1
dpojHe cankiyje.! Pasmrautyt cTpany dpeHoBY U ONYIApHY OeH0BYU IIOHOBO Cy OMIN
TIPVCYTHN Y IP>KaBY, KOja je 3arovera (pe)HTerpaIjy y eBpoIicKe ¥ I710danrHe eKOHOMCKe
¥ KynTypHe TokoBe. MelyTum, ncToBpeMeHoO je mocrajo jacHo 1 fa he MHOTM MexaHU3MU
HaJI30pa 1 YC/IOB/baBakba OCTATH, HAPOUNTO Y IOMEHY CTBAPY KOje Cy PELIUBI IPOIIO-

* Partibrejkers, Ledeno dobar, 26. mart 2026, https://genius.com/Partibrejkers-ledeno-doba-
lyrics

 Bajaga i instruktori, Sto ne mozZe niko moZes ti, 26. mart 2026, https://genius.com/Bajaga-and-
instruktori-sto-ne-moze-niko-mozes-ti-lyrics

' Bupgerm: Krsti¢, M. Promena vlasti kao ¢inilac destigmatizacije Srbije u medunarodnom
drustvu, u: Dvadeset godina 5. oktobra, priredili Orlovi¢, S. i Kovacevi¢, D. (2020) Beograd:
Fakultet politickih nauka — Centar za demokratiju i Hanns Seidel Stiftung, pp. 131-154.
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CTH, TIOYT capanme ca MehyHapogHuM KpuBUYHNM TpUOYHA/IOM 3a OUBIIY JyroC/IaBujy
y Xary. Takobe, ykuname Bi3a 3a MEHIeHCKN ITPOCTOP he joIn Ayro OCTaTy HeUCIyHeHN
b, Koju he ykasusatu rpabannma CPJ/CLT kako 1 ajbe OCTOje MeXaHN3MI M3/IBajatba.

IujanexTnky nsmehy ontummama 360r dp3e mecTurmMaTm3anyje y HeKuM JOMEHMMA,
¥ TIeCHMM3Ma 300T TeXXer CKMfjalba HeTaTMBHMX eTMKeTa U IpaTehux crurmarmsany;j-
CKMX MeXaHu3aMa y JPYTMM acleKTuMa, Jodpo je mpeHena mecMa ,I'pany” rpyme Tai
011 n3 2001. VIako He craja y oIyc MCTpakiiBarba, BEOMa je MHAMKATYBHA 3a OIILITY
armocepy. Ocehaj ¢ppycrpanumje 3dor Tora mro ,K'0 fja 32 CBe CMO KPUBM CaMO MI,
¥ K0 la cMO Heryie daur 3adpspany, y mpountocti...”, 1o je mpaheH ontummusmom ga
»MajIo Tpeda HaM f1a Hajsaj ce usBydeMo . To n3BIauerme je BeoMa jaCHO IOTLPTaHO
y HOCNIefib0j CTpodMu, ITe ce HKe XMIOTeTYKM MO3UTUBAH ClieHapuo, y kome u U2
cBupa y beorpany - ,,Y mucmuma nmpodumy cMo orpapy, u cTpaHiu cy fomahn y beo-
Tpajy, M MU HMCMO cTpaHIy y beorpany — u anac je cBet y beorpany”. Kaxe ce ma mu
He TPaXVIMO paj Ha 3eMJ/bJ, CaMo ,,J1aj HaM Ja IOYHeMo fia kuBuMo .> Taksa ,,o0uuHa”
HOPMA/THOCT je, 3aIIpaBo, IIpeBasiIaermbe CTUIME, 1A je 3aTO 0Baj epuof J0d1o Takas
Ha3uB. Tema he HajBue duty npucyrHa y necmama Pudme uopde, y3 iBa CynpocTapbe-
Ha ucKypea — ,,Kpusn cmo mu 2.0” u ,,IIpesup mounme kajja cBe CXBaTyII .

Huckypc ,,Kpusu cmo mu 2.0”

Hnckypc ,,Kpusn cmo Mm” 00110 je HOBO, M3MEHEHO PYXO, AMIM Ca CINYHNM HOPY-
KaMma. Y 0BOj Bep3uji1, HApOJ je KpUB IITO YOIIIITEe pa3MaTpa la aMHeCTUpa WM BpaTu
y IOJIMTUYKY KMBOT KpuBIe 3a Heflahe feBefecetnx (MuonreBnha 1 meroBy cymnpyry)
VI TUMe JIOBefle Y uTame perHTerpanujy Cpduje y HopManHe TOKOBe, OZHOCHO JIeCTHT-
MaTusanyjy. [lapagurmarckn npuMep jecre necMa ,CpduH je nyn” Pudme uopde, ca aj-
dyma ,IInmrame y3 Berap™:

3ap cy wu epare mo3ax Houune
W’ cy ia gobpo ucipanu?
Onaj u ono Tuitioso koiune
Ilenatiu - a mpiniee uctianu!

JKusotni kpaj itiede tipoitiuve
Cpduja y Espotiu je
Anu o e He goitiuye
Ma, Hex ce spaiiie kpsotiuje!™

Ha napenHoM andymy Pudme wopde oy HasuBom ,OBzie”, 0djaB/benoM kpajem 2003.
roiiHe, HACJTOBHA TTeCMa Ca MCTOT a/1dyMa MCTIYe Be/MKO He3a/J0BOJbCTBO IeTOKYITHIM
OBJIALIIBUM ITPOCTOPOM, Ha KOME je IIPOTIazio MHOTO ,,J0OPYX U IOIITEHNX npeja’:

62 Tap 011, Grad, 5. oktobar 2006, 26. mart 2026, https://tekstovi.net/2,863,19616.html
% Hcro.
5 Pydmpa yopda, CpduH je nyg, 26. Mapt 2026, https://genius.com/Riblja-corba-srbin—je-lud-lyrics
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Cee je itio Kowasa ogysana
A buno je gobpux u iowitieHux ugeja
Osge éu ce u Ilenenotia iipokypsana
M ne 6u wexana Oguceja

Osge cy najepegruju ilocycitianu
IIpeiu otiacrocili 0g MacosHoi womopa
Osge cy najytiopruju ogyciianu
Oso cy Cogoma u I'omopa (...)

Osge ce cpeha Ha katiu gosupa
W upnu iaspan je ocegeo
Ogasge je inasom de3 0d3upa
Ilodeiao ceako, ceaxo Ko je 8pegeo

Osge i Hyge Kkps, 3HOj U cy3e
Ioinegaj ceduune Sygane
Oso je 6pog nygaxa, oeo je ciinas Megyse
W apetiyne cy Ayiujese witiane®™

JMaxo oBa mecMa Hiuje eKCIUIMIUTHO O CTUTMU ¥ M30MALVjH, HOM Ce peapupMumry
ofipeheHN HeraTMBHM €IMTETN Y Be3U Ca OBJALIBIM IPOCTOpPOM (de3 mpelysupama aa
mu je ped o unTaBoM bankany, Tafaimoj ApxasHoj 3ajenHuim CLIT, Cpduju, beorpa-
ny...). Unmennna ma ce dexxu ,,rmaBoM de3 0d3upa” u ma cy ospe ,,Comoma 1 ['omopa” n
IPYTU HETaTMBHM OIIVICH, TOBOPY O IIPOCTOPY KOjJ je HeraTUBHO ie(pVMHICaH, KOjyi MHOTU
JbyRU M3deraBajy 1 ca Kora dexke 300T CBOjUX HETaTMBHMX KapaKTepPUCTHKA, IITO CY Ka-
paKTepucTUKe CTUrMe. Y TOM CMICITY Ce MOYKe IIOfIBECTH ¥ IIOJ ANCKYPC ,, KpuBu cMo mu”,
y morsiefiy unrtasor nopHedpa. Ca apyre cTpaHe, y mecmn ,Ko o yeMy” ca uctor andyma,
OIITPO je KPUTMKOBAaHA HOBA BJIACT ,,I€MOKPATa, BE/MMKIX 3HA/MAIRA , KOjy Iypa ,MHOTO
IIJbaMa ¥ KpUMIHA/IALA , a Koja je yanHwIa aa dospa dyayhHoct dyze ,,cyBuiue faneko”.
Y Tom cmucry, puckypce ,KpuBu cMo Mu” nMao je 1 BapujaHTy y K0joj ce TO ,MI~ OffHOCH-
JI0 Ha HOBY BJIACT, KOja HMje YCIIe/Ia [ja HAlIPaBM MICKOPaKe KOje CMO OYEKVMBAIN.

Cnmyan auckype dmo je mpumetaH 1 kop Hopha bamauresnha. Vako ce y cBojum mecma-
Ma MHOTO Mambe §aBMO MPOLIeCcOM JIeCTUTMaTU3alyje HaKOH IIPOMEHe BJIACTH, HeTo IITO ce
paHuje 6aB1O TPOdTIEMOM CTUTMATH3AL[Mje 3eM/be TOKOM JIeBefleCeTIX, MMIUTUIIUTHO je JVC-
Kypc »KpuBu cMO Myt” IpUCYTaH U Y jefVIHO]j BeT0BOj OJIMTIIKOj TIeCMH Y TIPBO] AeLieHIjI
21. Bexa. Hamme, y mecmu ,,JIajre kepe” ca andyma ,,Kao panu mpas” ¢ mouerka 2004. roguse,
banamesuh Takobe omrrpo kputnKyje HoBe BIacTy, ca KojlMa je HeKajl d110 Ha MCTOj IMHUjI
(»[la cy My majramy cTapy OpAMHAPHM MMOMLApL...”) 300T CTadMX yumHaKa y CBUM JOMe-
HIMa (I1a, TIOCTIEAMYHO, 11 Y OTIPaB/bakby MMMIIA 3eM/be) U OPOjHYX APYTUX eBUjaLiNja, a/n
VI CApKACTMYHO KPUTHKYje ¥ CBe Ipyre Koju MaxoM hyTe Ha oBakBe mpodyeme:

% Pudma yopda, Osge, 26. mapt 2026, https://genius.com/Riblja—corba-ovde-lyrics
5 Pudpa uopda, Ko o uemy, 26. Mapt 2026, https://genius.com/Riblja-corba-ko-o-cemu-lyrics
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iwo du’ apuy’o o gsonuurum Sapadama?
O wuma he tucatiu tio wapadama -
Ha cy kpanu... Hucko tianu... Tyhe cHose iipokapiiianu
Cee ciiuckanu... Cee tiotiacnu... VI uctianu negopacnu!®

KonauHo, cmYHO HE3aZ0BO/BCTBO NPUMETHO je U y bajarnuoj nmecmu ,,OtpoB” 13
2005. ropuHe, ca andyma ,,llloy mounme y moHoh”. Y mecmu ce, umak, npasu nopeherme
Cpduje y ogHOCY Ha ipyTe 3eM/be, ITie Ce ICTIYE je[jHa HeTaTUBHA Pa3IMInTOCT (,IMajy
¥ IpyTe 3eM/be 3Be3jie, A/ HUCY U3 TIONIUTHUKE ), Te Ce TUMe acoIMpa Ha KOHTEKCT Ha-
cnebhene crurme.”® Ho, mecMa Ha TOBOpY eKCIVIMIMTHO O KPUBMIY 33 CTUTMY JieBefie-
CeTVX, HUTM O YCIIELIHOCTH IIOJINTNYApa Y TOMe Jia ce CTUrMa Ipeasube, amy rosopu
0 HOBVM HOJIMTUYKUM €IMTaMa, K0 U O MOTUTUYKO] Ky/ITYpU Y IIMPeM CMUCIY, T/ie Ce
KOPJICTe U II0jMOBY KPTBe U IOHIDKaBamba:

Jlowe ciiarve y 8peme Kamilarve
becnu wygu, myinine susuje
Buuu jaue ga cxyiauw Supaue
Hahu xcpiney u tionusu je!®

Hucxypc ,IIpe3up tiouurve kaga cée cxeamviuus”

[IpBa mecMa Koja je vckasaja dec i mpemMa CIIO/bHUM aKTepyMa y OBOM IIEPUOZY, Y3 cap-
KacTM4YaH TOH y KOMe ce IIopy4yje Kako ,,3a MOCUIIatbe 110 I71aBy Tpeda jOl Ieresna’, Te -
HIYHO 11031Bajy ocTamu Aa Cpduju ,,ckpure Bpar”: ,,IIocToju jeHO naeaHo MecTo — uMa y
CBEMIpY LipHa pyma’, IMHWYHO Topydyje Yopda, BepoBaTHO Kapukupajyhu oHe us sembe
KOj¥I Cy 3aXTeBa/IV OLITPIjU IIPUCTYII O Criosba pema Cpduju y mormefy cyodaBarma ca mpo-
uptouthy. Ho, y 0Boj IiecMn je KpuTiKa CIIO/bHUX aKTepa, MAKO jacHa, MMAK U3pedeHa Kpo3
TOH IMHM3MA U CapKa3aMa, y3 IMHIYHO U CTEPEOTUITHO YCITYTHO IOMMEE U COTICTBEHE Ofi-
roBopHocT (,,Hehemo Illume ga dujemo xap xxemimo, Hehemo, Hukax Bye Hehemo”).

Kako je mponasuno Bpeme of mpomena 2000. rofyuHe, Tako ce ¥ TOMUIAIO HE3a[0-
BO/BCTBO CTaBOM MehyHapopHor apymrTBa npema Cpduju y IOIIefy yClIoB/baBama 1
CIIpeMHOCTH Jia fo3Borte dp3y pecrurmarusanyjy Cpduje. To je mparyo u cBe omrpuju
cTaB IpeMa ofipeheHyM aprkaBama ca 3amazga (a Hapounto npema HATO), npBeHcTBeHO
y ocybuBamy BUXOBOT MHTEPBEHIIOHN3MA TOKOM jAeBefieceTux.”” CTaB 0 IpUMapHOj

¢ DPorde Balasevi¢, Kere varosanke, 26. mart 2026, https://genius.com/Ore-balasevic-kere-
varosanke-lyrics

5 Bajaga i instruktori, Otrov, 26. mart 2026. https://genius.com/Bajaga—and-instruktori-otrov-lyrics
% Mcro.

7 Bopa Hopbesuh je duo jeman op nssohaya y necmu /bydusoja Purymosuha o Aanckom Top-
Y, Koja ce daB) TeMaMa M30/I0BAHOCTY ¥ TI0BE3aHOCTH, eKCIUTUIIMTHO eTnKeTpajyhn oHe Ko-
ju cy domdama XTe/m ja Hac OfBOje Of CBeTa: , MUC/IUIN €Y Bpasy OXOOKHM Off CBeTa [ja Hac pa-
CTaBe, CPYLIMIN HaM TOpalk TPOHOXKHU, Beorpap je ocrao des 3actaBe”. OBa mecMa je cnana 1
IIOPYKY O TOMe fia ,,Mu Xohemo >xuBot de3 orpaja” u ja ,,Taj rpoModpaH usHajg beorpana dpann
Hac of cBeTcKe caMohe”, eKCIVIMIUTHO M3paXkaBajyhu jke/by 3a JeCTUTMATH3aIjOM.
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OJTOBOPHOCTY YIIPABO OHMX KOjU Cy IOKYLIA/IM [a HAC CTUTMATU3Yjy Ce jOII eKCIUIN-
LMTHYje OunTaBao y necMama Pudme uopde, unju je pponrmen bopa Hophesnh, nnage
y1aH JleMokparcke ctpanke Cpduje, 8110 1 popManHO feo BIaCT! Y OBOM IEPUOLY, jep
je ony cpemuHe 2004. o Kpaja meta 2005. TofyHe 8110 CaBeTHVK MUHNCTpA KynType [pa-
raHa Kojagunosuha, wiana Cprckor mokpera odHoBe. HajeBupieHTHUjU TIpuMep OBe
nopyke dwa je necma ,, IIpesup” Puémwe uopée:

Ceeil ce iipomenuo, cee Jyga go Jyge
Onow namehe ceoje ugeje
M sugum naxcne u dSusuie wyge
Kameneone u gpapuceje

[Tunainiu iiepy kpsase pyke
3a 3eepcinisa iponaly onipasgarve
Ilouurem ga ce cmejem 0g myxe
Mosax je goduo meceuro tiparve (...)

Ceduuan, daxaiti u manoyman
IIo ceetnty iipasu pyceaj ipgan
Coitiona imepgu ga je xyman
U ga je anheo munocpgar”

Kibyuyan monasHu efieMeHT OBOT JIMCKypca jecTe Jja ce CBeT IPOMEHMO 1 fla OHM KOji
Cy HeKajla MIMa/Iil MOPAlTHO yTeMe/berbe (,,J1 BUVIM JTasKHe 1 OMBIIIe Jbyfie”) JaHaC Cy ce
IIOKA3a/IN Kao ,KaMeeoHu 1 dapuceju’. Y TOM KOHTEKCTY, IPeHEeTOM Ha MehyHapomHu
HIBO, Ha KOjI ce MeTadOPITIKI OTHOCY YMTABA IIECMA, BUIIIE He TI0CTOje CTadVIIHM Y3yCcu
1 HopMe, Beh TOMMHIPajy IBOTIIYHOCT, 3BePCTBA M daXaToCT. Y TOM KOHTEKCTY, OHM KOji
Cy CTUTMaTy30BaIN (HeKajallmbe ,,IPYIITBO HOPMATHNX ) Cy Ce, 3aIPaBo, MCIOCTABIIN
Kao ,,JIeBUjaHTHN , OHOCHO OHM KOjJI MAaCOBHO CaMJ KpIlle HOpMe, JOK 33 TO KPUTHUKY]y
¥ K&XIbaBajy Apyre. OBakaB IPUCTYI ce MOYKe IIOJBECTH 1 T10f] KOHTPACTUTMATH3ALIjy.

Jlpyru BakaH e/leMeHT jecTe eKcImuuTHa acoumjanuja Ha HATO arpecujy Ha
CPJ], a xpo3 To 1 Ha CIIO/BHY IOMUTUKY fena 3amaza (mpe cBera CAJl). CuHTarma
»>Munocpaau anheo” ce y CpIickoM jaBHOM AMCKYpPCYy yCTanmmna Kao cumdon 3a doM-
dappmosame 1999. rogmHe. Vako oBaj TepMMH HMje 3BaHMYHO KopuurheH off cTpaHe
HATO, Beh ce omepanmja 3Bana ,,CaBesunuka cuna” (Allied Force), anmennia aa je
nporuBIpasHa ynorpeda cure npotus CPJ BpueHa y3 onpaBaame Kako ce TUMe ITH-
Te yrpoxxenu Andanny Ha KocoBy n MeTtoxuju, foBesna je 10 TOra ia TepMIUH OCTaHe
poko npuxsaheH y jaBHOCTY Kao Ha3MB OIlepalyje, UMIDINIMpajyhy XUmoxkpusujy
TaKBOT IIOAyXBaTa. YIOTpedoM oBor nojMa, Pudmwa uopda ne camo fa ocybhyje HATO
nHTepBeHIoHNn3aM y CPJ, Beh u oBozu To y Besy ca ga/buM fienoBameM (,I10 CBETY
IpaBy PYyCBaj TpAaH’ ), acouupajyhu Ha amMepudke paTHe IOAyXBaTe Y ABraHNUCTAHY
u Vpaky.

' Pudrpa qopda, IIpesup, 26. mapr 2026, https://genius.com/Riblja-corba-prezir-lyrics
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Moske ce, fakie, cymMpary Kako IecMa Inajbe MOPYKY /i je HacTao jefjaH Ipesup
IpeMa CBMMa KOjJi Cy Hac CTUTMATM30Ba/IM U KaXKIbaBaJlll, a CAMM Cy Ce TIOHAIIAjy ,,ce-
duyHO”, ,8axaro”, mpu yeMy 3a CBOja ,,3BepcTBa IpoHahy onpasgame”. bopa Hophe-
Bth je cam mpasuo aHanorujy usMeby oBe mecMme u mwerose jerenfapHe ,,Ilornenaj fom
cBoj, anberne” u3 1985. ropuHe, Koja je clana jeHy U3y3eTHO jaKy KaTap3UIHY IIOPYKY
0 Y’)KaCHOM CTamy Y CBeTy, UCTUYyhy THMe 1 IepCcOHAIHY BaKHOCT OBe HyMepe 3a ay-
topa. Ho, cama mecMa Huje Jo>KyBena HY IPUOIIDKHY MOIYTAPHOCT Kao MPETXOHO-
HaBeJieHM, fiBajieceTak roiMHa cTapuju ,AHbheo”. Cakako, karapsa y Yopduroj mecmn
»11pesup” je 1 3aBPIIHY YMH OTHOCA IIpeMa TEMU CTUIMe, KOja je IPOJIasiia Kpo3 BHUIIIe
dasa, of ayropedrrexcuje u HeMMMUYHOT IPEUCIUTIBABA OJTOBOPHOCTH, I1a CBE [0
yKa3uBama Ha TO KaKBI Cy 3aIIpaBO OHM KOjU Ce TIPeJiCTaB/bajy Kao ,HOPMAaTHN , Ofda-
IMBakba BIXOBUX CY[0BA I UCKa3MBamwba Ipe3ypa IpeMa hIMa.

kkk

Hamasu mpahema nporjeca ykasyjy Kako Cy JUCKYPCU BapyUpamy y pasauduTIM Iie-
pUoaMMa, CIIpaM IIPOMeHa Y CIIOJBHUM OKOTHOCTVIMA, OJHOCHO Y KapaKTepy U OLITPU-
HM cturMme. Vako ux, 3dor Bapujamnyja y odnmmiuma i mopykama, He MOXKeMO IpyIIca-
TI Y jelaH AUCKYPC, MOXKEMO YOUNTH JIBeé OCHOBHE 3HauemcKe HUTH. [IpBa xpuBuIyy
3a M30/I0BAaHOCT cTaB/ba Ha Cpdujy mnm Ha Heke aktepe y Cpduju momyT Bractu (HUT
»Kpusu cmo mu” - ,, X Kusetnu cnodopno” - ,,Kpusu cmo mu 2.0”). JIpyra je mpeBacxogHy
KPUBMITY CTaBI/Ia Ha Mel)yHapoaHe akTepe — IPeBacXOZHO Ha 3amaj 1 BIXOBe IIpefpa-
cyne (auT ,OBO je bankan” - ,CBM OHUM KOje cMO dpaHmny, cajja Ou HAC CaxpaHNIN ;
,[Ipe3np mounibe Kajja CBe CXBATUIIL ).

Moske ce 3aK/by4NTH fla Cy Y OKBUPY IOIY/IapHE POK MY3UKe C/IaHe IOpyKe Koje Cy
JIETUTMMIICATIe pas/IMdNTe peakiyje Ha cTurMy. IIpBa HUT, Koja je mpu3HaBana dapem
HEK aClleKT KpVBUIe U McKasyBana ogpehenn crup wam dec 300T TOra, Cafip>KIHCKN je
IIOBe3aHa ca KOMIIPOMICHVIM CTpaTeryjamMa yIpas/bama CTUTMOM, Kajia JpyKaBa TexXMn
Jia ce, OTBOPEHO WM IIPUKPUBEHO, AVMCTAHIVIPA Off CBOje IPOLIIOCT KOja je OKapaKTe-
pucaHa Kao HeraTuBHa. [[pyra HUT IOACTIYE AP>KaBY Jja CTUTMY jaBHO opdauy, (/) aa
KpeHe ca ONTYXIBabeM OHMX KOjU Cy by CTUTMATI30Ba/N y MelyHapogHOM ApyIITBY
Kao CYIITUHCK ,,JeBUjaHTHN . K/bydHY aKTepy Koju cy 0d/MKoBamm fUCKypce dum cy
‘Bophe banamesuh, Pudmwa wopda n bajaia. banamesuh je npunagao npBoj HUTH, JOK
cy Yopda u bajara Bapupanu usmeby npse u gpyre.

3axkmwyuax

[Tomasehn op mpemuce fa momymapHa KynTypa IIpefcTaB/ba KOHCTUTYTUBHM erle-
MEHT UJIEHTUTETA, a [a je IOITy/IapHa POK MY3JKa IIpe/icCTaB/bajia HheH dMTaH Jieo KpajeM
20. u moueTKOM 21. BeKa, Y OBOM pajy je MCTPAKMUBAHO KAKO Ce Y POK MY3UIM Ha CPII-
CKOM je3MKY KpajeM JIeBefleCeTVX Y II0YETKOM JIBEXW/baJUTUX FOJVIHAa TOBOPU/IO O CTUT-
matusanuju Cpduje n CP] y mehyHapogHOM fpymTBy. AHamM3a je MOKa3aaa KOHKpeTHe
Bapujalje y morieay eMounja i IMOIUTUYKIX IIOPYKa Koje Cy Cafip>Kali pasinduTi
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IUCKYPCH Y OBOM IIepMOfY, Kao U fla Cy IOCTOjajie ;Be OCHOBHE HUTU Y AUCKYpCUMa
- jemHa ce dasypaa Ha IpeMUCHU O IPEBACXOHO] YHYTPAILHbOj OATOBOPHOCTH 3 CTHUT-
MaTu3aLy;jy, JOK je Apyra Ouma dasupaHa Ha TOMe Ja je OfTOBOPHOCT Ha CTEPEOTHUIIIMA
Koju apyru umajy npema Cpduju u CPJ, ofTHOCHO ITpeMa YMTaBOM PernuoHy. Y Ioriemy
IONIUTIYKVIX TOPYKa KOje OBAKBY AVICKYPCY JIETUTHMU3Y]Y, IPBa HUT MMIUIALIUTHO I10-
3UBa Ha KOMIIPOMIIC ¥ AVICTAHIVIparbe Off HETaTMBHMX aclleKaTa CBOT IIOHAIIAmba, 10K je
Ipyra JIOTMYKY TI0Be3aHa ca HeTypameM I'pelllaka 1 KOHTPAoNTyKdaMa Ha pauyH OHUX
Koju cy crurMarusosamy Cpdujy. EMmmpujcka ananusa je mogpasyMeBaa IpuMeHy Me-
TOJ]a MHTEPIIPETaTUBUCTIYKOT Tpahema Ipolieca 1 aHanu3e AUCKypca. VI3iBojenu cy
K/bY4YHO aKTePU Y apTUKY/IALjy NOjeAMHAYHIX JUCKypCa.

Oga aHanm3a je Ba)kaH MMOHUPCKH MOAYXBAT y YKIbYUUBAIGY MOIyJIApHE KYIType y
aHaIM3y CTUIMaTH3alldje U Mpolleca yrpaBibamba CTUrMoM. Kpo3 nmomynapay KynTypy
ce oriena W (EMOTHBHA) peaklldja JIpyIITBa HA HaMETame CTUIME, IITO je BaXKaH
€JIEMEHT M0CTOjaha CTUTMATH3allije KOJU Ce 4ecTo T'yOH 13 BUJIa, a KOJU je 0Ba CTyAH]a
HacTojana 1a ocBeTiH pokycupajyhu ce Ha mpumep nomynapHe pok my3uke y CPJ/CLT .
Meljytum, oBa cTyzauja je caMo MPBU KOpaK y TOM MpaBIly. Y HApPEIHUM CTyAHjama
Tpebaso 6u y3eTr y 003up U Apyre acnekTe MomyaapHe KyAType — O] IPyTHX MpaBala
My3HKe, IPpeKo (uiIMOBa, 10 MOIYJIapHE KIbMKEBHOCTH U MyOIUIUCTUKE — Ca LIUJbEM
nopehema auckypca y oBoM JgomeHy. Takohe, npymrTBeHM MexaHH3aM MelycoOHor
yTHUIIaja MOJUTHYKE PEeaKIfje Ha CTUTMY U IOIyJIapHe KynType Ou Tpebano nma Oyme
JIeTaJbHUj€ PACBETILEH Y HApEIHUM cTyarjama. KoHKpeTHO, 0110 OM BayKHO HCTPAKUTH
MexaHU3Me KOHBEpreHILMje U AMBEepreHiuje usMel)y crpareruja ynpasjbama CTUTME
MPUMEBHBAHKX Y CIIOJBHO] U YHYTpalllk0j nonuTtui Cpouje, Te cTaBoBa y HOMYJIapHO)
KyJTYpH y Be3H ca TUM Kako Tpeba pearoBaTu Ha cturmy. Hamasu oBor paja cBakako
Mpe/ICTaBIbajy 100y TMoJIa3Hy OCHOBY 3a TakBe Oyayhe cTyamje, mTo je Ouo U k.
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GOODBYE EUROPE

REFLECTIONS ON THE STIGMATISATION OF SERBIA
IN POPULAR ROCK MUSIC (1992-2006)

Abstract: Integrating the sociological premises of Erving Goffman’s symbolic in-
teractionism, this paper starts from the assumption that stigma is characteristic of
international societies just as it is of human interaction. Drawing on an approach
that treats popular culture as a constitutive element of identity, the paper analyses
the continuity and changes in the interpretation of the stigma imposed on the
Federal Republic of Yugoslavia (FRY) and Serbia during the 1990s. The research
focuses on the key meanings, messages and emotions related to this topic that
can be identified in the lyrics of the most popular rock musicians between 1992
and 2006. The paper contributes to the literature about the stigmatisation of Ser-
bia and its management of the stigma, while also highlighting the importance of
popular culture - not only as a reflection of public opinion and civic mindset, but
also as a phenomenon through which certain authors shape viewpoints, ideas and
identities, and thereby influence politics.

Key words: stigma, rock and roll, music, popular culture, Serbia, FRY
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Caxerak: Ha [Ipyiom eamiukanckom kKoHuumy, ogpxavom 1962-1965. 3aiioqeo
je ipoyec ocaspemerousara (aggiornamento) katmonu4xe upkee ca yAmUMAaiue-
HUM Yubem ga ce 6epa y4spciiu y cpuuma Katonuka u gocie go Ho8ux sepHuxa,
upesacxogro omnagure. [Ja Su iwio duno moiyhe, ognyueno je ga ce doiocnyxncerve
omieopu 3a maitieproe jesuxe taciiee u ga ce Konipeiayuju (kpo3 SpojHe tipomene)
gd eeha ynoia y osom ceeitiom uuny. C 003upom Ha o ga je ckyiiHo ilesarve jegan
0g ocHo6HUX pasdyqguitierva ocehaja UpUiagHUMTI6a HEKO] 3ajegHULU, Y JOKYMEH-
wuma dpyiot Bailukanyma HUxcy ce yuyuiciiéa Koja ce mu4y UHcipymenitayje,
My3UMKUX cpeqgciniasa u gyHkuuje Hose doiocnysdere mysuxe. Jegar og upeux my-
3u4Kux 04i060pa HA BaTHUKAHCKY NUdepanusayujy mysuuxoi gena doiocnyneroa
duna je beat muca y Uinianuju. Y woj cy nutiypiujcku iliekcitiosu tipeeegeHu Ha
uitanujancku Suny omMy3uKamvenu cpegcitiuma jegHol og ioguanposa nonynap-
He mysuxe. [Ipeu tipumepax wiaxeol ykpuiitiarea duna je gesetiociiasauna Muca
mnagux komiosuitiopa Mapuena Hombunuja us 1966. iogure, HamereHa inacosu-
Mma, enektmpudHum tuiliapama, knasujaimypu u oydresuma. O60m KOMUOSUTLOPY
aputiana je 4acii ga yeege beat mysuxy y xawmonuuxe upxee y Vimanuju u, camum
wum, HokpeHe tanac Kputiuxke u tpeuciutiusarwa UCUpasHociiu ognyke ga ce
dolocnymdena mysuka ocaspemenu o céaxy ueuy. Vaxo je xkomilo3uiiop wep-
guo ga cy maagu, gox cy yxusanu y Mucu maagux, goxuemnasanu u gyuiesHo u
YMHO Upoceeiiiberve peujy boxjom, Komiuosuyuja je upusyxkna omMnaguny y upx-
8y TipBeHciliéeHO THuMe WO je goHena u3eohauxy upakcy u odpacue HoHawAA
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JPATAHA JEPEMWE MOJTHAP 1 ATEKCAHJIAP MOJTHAP

u3 ceeitiogre cepe. Jloxusmasarwe d0iocnyxerva Kao Hedeia W0 je Upujemuu-
80 ceaxako Huje duno Ha nunuju Bamiukawna II. 3001 wwoia ce y jasHociu poguo
ciipax 0g ganekocexHux iocneguya ioceeiiosnbasara mysuke, mehy kojuma Su
Hajiuopasnuja Suna gecakpanusayuja doiocnysieroa.

Kipyune peun: /[pyiu Baitiukanym, kaitionuuko doiocnysucere, beat muca, omna-
guHa

pyru BaTuMKaHCKM KoHUMI (y mabeM Tekcry JIpyru BaTumkanym) casBao je

narna JoBan XXIII 1962. rogmue, manasehm y cycper OpojHMM 3axTeBMMa

3a aggiornamento (ocaBpeMemNBabe) KaTOMMYKe L[PKBe, Tj. IpuIarohasameMm

eHMX odpena MogepHoM nody.! Ha JIpyrom BaTukanymy ce Hajoyxe u HajTeMe/bHIje

nedaToBaso o dorocmyxemy, IpodieMy Koju je 1 MOKPeHyo fianeKocexHe pedopme.’

Op 1ecHaecT BaKHMX IOKyMeHATa KOjy Cy HOHETH TOKOM TPOTORMILIHET 3acefarba,

a y KojiMa Cy IOXparbeHa yIyTCTBa 33 peopMicCambe PasIMINTUX JOMeHa I[PKBEHOT

XKIBOTA, HajBaXkKHja je dwta ynpaso KoHcTutynuja o ceroj mmrypruju. Sacrosanctum

Concilium, ycojena Beh y menemdpy 1963. HajkpynHuja (HeraTBHA) TeKOBMHA OBe

KOHCTUTYILMje d11a je Ta ITO je popMa Myce IIeBaHe Ha JIATHCKOM je3VIKy U yIoTped-

jbaBaHe o 1570. mo 1962. mocrana Heodasesyjyha, a ;a HoBa hopma Koja O je 3aMeHN-
J7Ia ¥ Kao caBpeMeHa 1 Kao YHUBEp3asHa, cBe 110 1969. Huje mocrojana.

Yuecuuiy [Ipyror BaTukanyma duam cy ycarnaleHu jefiiHO OKO TOTa fia je Heom-
xofHo nosehaty mapTununanyjy kourperanuje y dorocmyxemy. Kommpa cy modena ga
ce JIoMe OKO HaulHa Ha Koju ce To Moxe moctuhu. [IBe HajBehe Tauke crmoTnnama y
pedopmu dute cy jesuk U CTUI IeBaHMX JeI0Ba MyCe. Y TPAUI[VIOHATHOj MUCH LIe0
putyan ce 0daB/bao Ha TATMHCKOM, a XOPCKe JIeOHMIIe MOjelMHNX CTaBOBa d1e cy To-
JIMKO M3BODAavKy 3aXTeBHE JIa Cy MX MOITIM OTIEBATH CaMO MOCeOHO yBexXOaHN IeBadn
(xamema wm schola cantorum) u MOX<Jia BeoMa Maju Jieo KOHTperanyje. Y TakBOj MICH,
IIPETBOPEHOj Y IIPA3HU PUTYaNIN3aM, BEPHIK je OO TacyBaH CITyIIanal] akyCTI4KOr 10-
yapaBama ycreha Ha Hedeca Koje He MOXKe Jla pasyMe 11 y KOM He MOXKe fla y4eCTBYje, alm
Koje Tpeda Ja My I10jaya KaTO/MIN4KY Bepy.

[Tyt 3a npeBasunaxkeme IpBOT IpodieMa, je3uKa dorocmyxerma, BOAUO je Kpo3 yBo-
beme (y3 matuHCcKM) MaTepmer jesyka BepHUKa. To pelerbe je 0TBApaIoO APYTH, UAEHTHU-
Terckn mpodyem. JIaTuHCKy je yHU(UKOBAO KaTOMMYKY LIPKBY, YMHIO jy je PeaTHo eKy-
MEHCKOM, a TIPUTOM je 8110 TONMKO Y3BUILEHO AVCTAHIVIPAH Off CBAKOZHEBHOT je3NKa fja
je ocTojano BepoBambe KaKo n3paXkaBaibe bojxje peun Ha meMy KOJ BepHIKA IPOM3BOIN

' Ckpahennna [Ipyru Batukanym npeysera je u3 texcra Ileno, B. C. u Cresanosuh, C. (2024)

Craryc pumMokatomake dorocmyxdeHe Mysuke y porecy JIpyror BaTukaHCKOT KOHIuIa, My3u-
konoiuja 36, ctp. 167-191. https://doiserbia.nb.rs/img/doi/1450-9814/2024/1450-98142436167P.
pdf. Y gpyrum jesunmma yodudajeHa je ckpahenniia Barukasu I

2 Falsetto, A. (2015) The Implementation of the Second Vatican Council: The Constitution on
the Sacred Liturgy and Sacrosanctum Concilium, Earlham Historical Journal vol. 7, p. 64.

1CynTypA




BEAT MICA Y KATOJMYKO] LIPKBUI

Hajsehe Moryhe crpaxomnomroBame. Jako cy ce MuLIbeba 0 ONTHMATHOM daTaHCy U3-
Meby TaTMHCKOT 11 BepHAKYy/apa pajjkalHoO pasuiasiia, Ha Kpajy je IpeB/iajiana CBeCT O
HY>KHOCTY KOMITPOMIICA Y BUJTY BIIXOBOT KOMOMHOBama. [IpodeM yiore u cTusa pkse-
He My3JKe je, ICTIOCTaBIIIO e, 0110 MHOTO KOHTPOBEP3HUI M TEXN 32 pelllaBarbe.

Iutnaree caxpanne mysuxe

Jlpyrn BatuxaHyMm ce y TOKy 3acefjaiba BHUIIE IyTa JOTHMI[AO IIpodieMa My3uKe,
almm ce HUKA[]A HUje CUCTEMCKM IbMMe 1103adaByo. 3aTo je Taj C/IOXKeH 3ajaTak IIo-
BepeH Tenmy CBeTa KOHTperalyja 3a putyan, Koje je 5. Mapra 1967. odjaBuio JOKy-
MeHT Musicam Sacram. YIyTCTBO O My3ULIM Y CBETOM OOTOCTYXKEHY Y KOM Ce 3a/I05KU-
710 3a Behy yroTpedy clo>KHO OTIIeBaHe My3MKe.

»Liturgijski ¢in poprima plemenitiji oblik kada se obavlja pjevanjem, kad zare-
deni sluzbenici svakog stupnja vrse svoju sluzbu i kad u njemu sudjeluje puk (¢l.
113 Uredbe). Tim se, naime, oblikom ugodnije izrazava molitva, jasnije se ocituje
otajstvo svetog bogosluzja, te njegov hijerarhijski i zajednici svojstven znacaj, slo-
znim se glasom dublje zahvaca jedinstvo srdaca, sjajem se svetih stvari duse lakse
uznose k vi§im sferama i ¢itavo slavljenje ljepse iskazuje unaprijed ono bogosluzje
koje se vrsi u nebeskom Jeruzalemu”.?

CBeTa KOHIperalyja 3a pUTyasl je OBUM pedyMa IIpeHesa JOMUHAHTHO PacIoIoxKe-
e IIPUCYTHO Ha JIpyrom BaTukanymy y nornefy umiepaTusa fa BepHULY Yy YK/bY-
geHuju y dorocmyxeme. OHa je, OCHM TOTa, jaCHO apTUKY/IMCA/IA CTaB ja HOBA MICA, Ka0
¥ CTapa, Mopa OUTH TaKBa Ja KOJ CBUX Y4eCHMKA IIpou3Befie yTucak ycreha Ha Hedeca
KOjJ1 TI0jayaBa CHAry boxje peun. Y ToM omIuTeM oIpefie/berby Tpedalo je HOMUPUTH
HajBa)XHUja pelllerha Koja ¢y ZoHema Tpy wiaHa (36, 40 u 54) us Ilormasspa 3. (,Pedopma
caxpanHor dorocmyxemwa’) u Tpy wiaHa (119-121) us [Tornasma 6. (,,CakpanHa Mysu-
ka”) Koncrurynuje o cBeToj mmTypruju:

»36.§ 1. U latinskim obredima treba - uz obdrzavanje povlastica posebnoga pra-
va — sacuvati uporabu latinskoga jezika.

§ 2. Bududi, pak, da u misi, u dijeljenju sakramenata i u drugim dijelovima litur-
gije moze biti za puk nerijetko veoma korisna uporaba narodnoga jezika, valja
mu dati $ire mjesto, ponajprije u ¢itanjima i upozorenjima te u nekim molitvama
i pjesmama, u skladu s propisima koji ¢e se o toj stvari pojedina¢no donijeti u
poglavljima koja slijede. [...]

40. Bududi da je na razli¢itim mjestima i u razli¢itim okolnostima hitno potrebna
dublja pa stoga i teza prilagodba liturgije, valja paziti na sljedece: 1) Neka mjero-
davna crkvena teritorijalna vlast — usp. ¢l. 22. § 2. - pomnjivo i razborito promo-

> Csu wiaHOBM foKyMeHara Sacrosantum Concilium v Musicam Sacram HaBefieHU Cy IpeMa

IpeBofly Ha XpBaTcky jesuk. Musicam Sacram. Uputa o glazbi u sv. bogosluzju (1969), Sveta
Cecilija. Casopis za duhovnu glazbu XXXIX/2, str. 33. https://hrcak.srce.hr/file/339184.
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tri $to se u toj stvari iz predaja i duha pojedinih naroda moze prikladno pripustiti
u bogostovlje. Prilagodbe koje se smatraju korisnima ili nuznima trebaju se pred-
loziti Apostolskoj Stolici kako bi bile uvedene uz njezinu suglasnost. 2) A da bi
se prilagodba izvela s nuznom obzirno$c¢u, Apostolska ¢e Stolica tu istu crkvenu
teritorijalnu vlast ovlastiti da ona prema potrebi u nekim za to prikladnim skupi-
nama i kroz odredeno vrijeme dopusti i vodi nuzne prethodne eksperimente. [...]

54. U misama koje se slave s narodom moze se dati odgovarajuce mjesto narod-
nom jeziku, pogotovo u ¢itanjima i u ,zajednic¢koj molitvi”, a prema mjesnim
prilikama takoder u onim dijelovima koji se odnose na narod, prema odredbi ¢l.
36. ove konstitucije. Neka se ipak providi da Kristovi vjernici mogu zajedno izgo-
varati ili pjevati i na latinskom jeziku one dijelove [Ordinarijuma] mise koji njima
pripadaju. Gdje se pak smatra prikladnom obilnija uporaba narodnoga jezika u
misi, neka se obdrzava propis ¢l. 40. ove konstitucije.[...]

119. Kako se, pak, u nekim krajevima, osobito u misijskima, nalaze narodi koji
imaju svoju vlastitu glazbenu predaju koja ima veliko znacenje za njihov vjerski
i drustveni Zivot, neka se i prema toj glazbi ima duzno postovanje, te joj se dade
odgovarajuce mjesto, kako u oblikovanju njihova vjerskoga osjecaja tako i u bogo-
$tovlju prilagodenom njihovu duhu, u smislu ¢l. 39. i 40. Stoga neka se u glazbenoj
izobrazbi misionara brizljivo pazi na to da oni budu u stanju, koliko je moguce,
promicati u $kolama i u svetim ¢inima tradicionalnu glazbu doti¢nih naroda.

120. Neka se u latinskoj Crkvi uveliko cijene orgulje sa sviralama kao tradicionalno
glazbalo ¢iji zvuk moze crkvenim ceremonijama dodati divan sjaj, a srca snazno
uzdi¢i k Bogu i k uzvisenim stvarima. Druga je glazbala dopusteno uvesti u bogo-
sluzje, uz sud i suglasnost mjerodavnih crkvenih teritorijalnih vlasti prema odredbi
¢l. 22.§ 2. te ¢l. 37.140, ako su prilagodena ili se mogu prilagoditi sakralnoj uporabi,
ako odgovaraju dostojanstvu hrama te stvarno pomazu u izgradivanju vjernika.

121. Neka se skladatelji, prozeti kr§¢anskim duhom, osjecaju pozvanima njego-
vati sakralnu glazbu te povecavati njezino blago. Neka skladaju napjeve koji ¢e
se isticati znacajkama prave sakralne glazbe i koje ¢e moci pjevati ne samo veci
pjevacki zborovi nego e takoder odgovarati manjima, te ¢e pripomagati u djelat-
nom sudjelovanju cijeloga vjernickog skupa. Tekstovi odredeni za sveto pjevanje
neka budu u skladu s katolickim naukom, $tovise, neka se najradije uzimaju iz
Svetoga pisma i liturgijskih vrela”.*

Y cBoM 3anaramy 3a mTo Behu crenen npudmnkaBama SOroOCTyKema CBIM 4IaHO-
BMMa 3ajegHulle, [Jpyru Batukanym ce cyouno ca Tpu mpodnema. I1psu mpodnem je duo
jesuk dorocmyxema. JJo Kpaja 3acefjama Taj mpodieM Huje pellleH, au Cy HOCTaB/beHe
OCHOBe Ha KojuMa je CBeTa KOHTperanuja 3a putyan myreM Musicam Sacram Morna fa
omoryhu nojenuHayHNM IpKBama cnodoxy n3dopa dorocmyxdeHor jesnka. [Ipyru mpo-

Konstitucija o svetoj liturgiji. Sacrosanctum Concilium”. https://crkvena-glazba.hr/wp-con-
tent/uploads/2016/03/1963_sacrosanctum_concilium.pdf.
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drem je dmo upeHTUTETCKM. PasmMYMTIIM MaTepHUM je3sUIIMa IMAHEHTHO je MeBambe
Y PasIMUUTUM MYSUYKMM TpajgyliyjaMa ca COIICTBEHUM MAMOMMMA, MHCTPYMEHTUMA
¥ M3BODAaUKMM IpakcaMa Koje HUCY JIAKO YCKIa[iiBe Ca KaTONIMYKVM MfIea/IoM My3VKe
KOja ce IleBa MUPHO, CTaTUYHO U JOCTOjaHCTBEHO, Y3 €BEHTYa/IHY IIPATHY OPTy/ba. Y 1a-
3aK PasMMYUTUX MY3UYKIUX TpajuLuja y dorocmyxeme fonpruHeo du de3 cymmbe Behoj
VIHTETPMCAaHOCTU BEPHNUKA, &M OU MCTOBPEMEHO MOTA0 JOBECTH Y IIUTabe IpeTeH3uje
IIpKBe Ha JIOMAIlNBambe Hedecke MyslKe KOjoM ce BEKOBMMa 0jayaBao BEPHUYKY UJIeH-
tnteT. CrpedaBame 0BOT TpodaeMa CBeTa KOHTPeralyja 3a puTyast je IperycTiia KOM-
IeTEeHTHVIM TePUTOPYjaTHIM BIACTIIMA, YiMe je 00jeKTUBHO HajaBI/Ia CHAXKAH 3a0KpeT
Ka JIel|eHTpa/Ii3alyju IpKBe y foMeHy Mysuke. Tpehu nmpodnem tuiao ce aucrpudymm-
je Mmohm yHyTap 1pkse. Fbera y Tpaguimonaanoj Mmucu Huje duo, jep je oHa HeyMOJbH-
BO HaMeTaJIa XMjepapXujy Ha IITeTy 3ajeflHNIITBA. Jo y foKyMeHTy Inter Oecumenci,
IIPBOM YIIYTCTBY 3a IIPMMEHY IUTYPIUjCKUX HOPMIH, Koju je Ipyru Batukanym ycBojuo
26. cenreMdpa 1964, HampaB/beHa je HavYe/HA AMCTUHKIMja usMely menoBa Koje mesa
Xop Karese nnu scholae u genosa Koje mesa KoHrperanuja (32 n 48a).° I y joxymeH-
Ty Musicam Sacram MHCUCTMPA Ce HA JBOjHO] — XMjePapXMjCKOj M KOMYHAIHOj — IIPK-
poau dorociyskema, a ce YBOAY Pa3MKOBambe TpU HMUBOA maprununanuje (28-29).
YBesxdany neBaun Cy 3afpyKany IpuUMaT y u3Bohemy MysuKke y OHUM HeTOBUMA KOju
npumazajy aApyrom u rpehem HuBoy maprumymnanyje. [Ipsy H1BO, HOTITYHA AP THUIVIIA-
1Mja, 1A CAMUM TVM U MIOTIIYHO 3aje[fHUIITBO IIPOIJIALIEH je 32 0daBe3aH 1 3afipXKaH je
y BelMKOM Opojy JienoBa Orocmyxemwa, YKbydyjyhu 1 oHaj Hajy3BUILIEHNUjU — XPTBEHN
- Koju odyxBara EBXapujcTujcky MOMTBY 1 HOTOTOBO ['oCIIofmy MOMUTBY.®

Jlpyrn BarykanyM je camo 3amodeo anekocesxHy pedopMy KaTOMMIKOT dOTOCTTyKe-
1a, 0CTaB/byjyhyt MHOTA IUTakba, IIOTOTOBO Y 0O/IACTY My3VKe, OTBOPEHMM 1 ITPeIyIITa-
jyhu B1X0BO pelllaBame HaIeXHIMA Ha HUBOY OVCKYIIMja WM >KYTIaHVja Ha JHY Xuje-
papxuje. VcTuiame y JOKyMeHTMa Ma/IIX XOPOBa M aKTUBHOT ydelrha Iiefie 3ajeqHuLe
BepHIKa cyrepucao je aa ,skladatelji, prozeti kr$¢anskim duhom” Tpeda ga Ha TekcroBe
y3ere 13 CBeTor IMyCMa U TUTYPTHjCcKe M3BOpe KOMIIOHYjY CaKpalHy My3uKy Koja he durn
IPUCTYIIaYHA — TAKBa J]a MOXKe [Ia je OTIeBa CBaKM (IIPOCEYHO VI YaK VICIOATIPOCEYHO
My3MKaITHN) BepHIK. [leroBaio je 1a Katomuka ipkBa §71aroHaKIoOHO I71efja Ha IOCTOje-
he nnmIMjaTUBe 3a 0OcaBpeMemaBame Miice’ Koje Cy ce TOCTeIeHo oKpeTane BaH EBporie

> Inter Oecumenici. Instruction on Implementing Liturgical Norms (Sep 26, 1964), Adoremus.

https://adoremus.org/1964/09/inter-oecumenici

¢ Schaefer, E (2006) Vatican II and Musicam Sacram, Adoremus Bulletin Online Edition XI1/8,
https://adoremus.org/2006/11/vatican-ii-and-musicam-sacram/. Ilocedan sHawaj Tocmopmoj
MOJIUTBH, Koja ce npumcyje camoM Vicycy (Maisi. 6:9-13; /lyka 11: 2-4), uctude ce seh y goky-
MeHTY Inter Oecumenici. Y weMmy ce (y WwiaHy 48 r) mpenusypa ja y CIy4ajy fia Cy pedy MOIUTBe
IpeBefieHe Ha BepHaKy/Iap, TepUTOpPMjalHa IIPKBeHa BIACT MOpa fia Ofi0dpy Menofujy Ha Kojy he
UX KOHTperanuja nesatu. ynop.: Inter Oecumenici, HaB. Jieno.

7 Iepecerux ropyxa XX Bexa y Adpuiy i CeBepHOj AMepuI IOKYIIAHO je a ce MIca IIpiIa-
OV JIOKA/IHOj My3M4Koj Tpamuiuju. Toguae 1956. omar Podept Bagpaoro (Robert Wedraogho)
KOMIIOHOBao je Mucy casane (Messse des Savanes), a 1958. y Komry je ¢parap Isupo Xasen
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1 OTBOPEHa je 3a mpoMeHe 1 y EBporm. Ay, Kajja ¢y poMeHe IIpeficTaB/bene y Pumy, mo-
Ka3aJio ce Jia je, YIIpKOC MHUIjAIHO]j eKCIITIO3MjY OfyLIEB/berba, My3SUYKI aggiornamento
yHeo gydoku pasgop Meby (He camMo) nTanjaHCcKe KaToNMMKe, KaKo 1ayKe TaKo ¥ KITepyKe.

Hoesa caxpanna mysuxa y inanuju

I[IpBy KoMIT03UTOP KOji je HakoH Jlpyror BaTukanyma odpanmo cTuxoBe mojesyHux
CTaBOBAa MJICe Ha HAYMH KOjU je My3ndku Tpedajio Aa dyje mpuBiavaH, dIusak 1 mpu-
CTymadaH Mmaguma, ouo je Mapueno Homdunn (Marcello Giombini). Myswaku nspas
KOjJ je offadpao 3a MIICY HUje JOLIA0 V3 JIOKa/THe My3W4Ke TPaJuiiyje, Hero 13 MopKaHpa
VIHTepHaIMOHaIHe beat Mysuke Koja ce y Vrtamuju npopunucana kao beat italiano. OBaj
II0jaM 3aXTeBa HEKO/IMKO YBOJHIX HaroMeHa. IIpe cBera, beat nMa 3Haueme Koje IIpeBa-
31/1a3V MY3UKY ¥ Be3aH je 3a T3B. ,beat reHepaiyjy [Koja] je HOKpeHy/a TpaHCaTIaHTCKU
KY/ITYPHM IOKPET KOju je Mpeod/INKOBao M0e3Njy, KIbVDKEBHOCT ¥ IPYLITBO Y SpOjHUM
eBPOIICKMM 3eM/baMa. Y Vrtanuju je oBaj GpeHOMEeH MPYXMO OMIAAMHCKUM Ky/ITypama
K/bY4 3a pasyMeBalbe CaJallllbOCTH KOja je MHCIMPIUCAa WM ONIpaB/iaBaia HadMH SKIBO-
Ta 0de/IeXKeH OfidalBambeM ayTOPUTAPM3MA, MIINTAPU3MA, CEKCYTHOT KOHPOpMI3Ma
VI TIATpUjapXalHMX CTaBoBa yommrTe. [...] OpUIMHATIHY TepMUH ¥ EBErOBO M30dMMYeHe
dwm cy mmMpoKo pacrnpocTpameHn 1 Takohe cy ce MOITIM KOPUCTUTH U 3a Jpyre YIIo-
Tpede, OTKAKO Ce, IPEKO eHITIECKOT II0IIa, M3pa3 ‘UTamjaHckn beat’ ycramvo y Vitamuju,
IITO je ,iAeHT(IKOBAJIO TPEH | KOjH je peBOMYL[VIOHICA0 My3MUKY CLieHY TOT BpeMeHa.?
3dor Tora ce y VTa/mju MacoBHY pa3Boj OMIQ[IMHCKMX SeHIOBA MaTepHjai30Ba0 TeK
HAKOH IITO Cy ce IpBYU xutoBy The Beatles ojaBum Ha MTa/MjaHCKOM TP)KUIITY IIIO-
4a, 1963-1964. Jako je HEKONMMKO HOBMHAPA YCBOjUIO (PpaHIyCKy TepMuH yéyé, ‘beat’
je TIOCTao OIIITY HA3UB 3 SM/I0 KOjV SKaHp MM CTW YBe3eH u3 Benuke bpuranuje |[...].
Naxo cy nodpo nndopmucann dpanoBu — oM Koju cy caymam Pagno JIykcemdypr n/
v Manu npujaresbe y Bennkoj bpuranuju i ®@panuyckoj - eh npatumu The Beatles
u fpyre dpuraHcke rpyme 1963. roguHe (pBe utanujaHcke beat rpyme cy tafa pobene),
CUHITIOBY OPUTAHCKVIX IPYIIa YIIIM Cy Ha UTAJMjaHCKe TON-/cTe 1964. roayHe, a MHOTH
uranjaHckn SenpoBu cy popmupany usMehy 1964. u 1965. ronuHe; Ha TOII-NUCTaMa ce
utanmjacku beat deHpoBy Takohe nmouMmby mojaBbyBaTH Tek 1964-1965. roguue” .’

KonTaxT ca nranmmjanckom beat cienom hHomOunu je ocrBapuo 1964. roause, y Bpe-
Me Kajla je KOMIIOHOBAO MY3UKY 3a IIIareTu-BecTepHe, XOpope 1 Apyre HUCKOdylIeT-

(Guido Haazen) xommnonoBao geno Missa Luba. Apujen Pamupes (Ariel Ramirez) us Aprextu-
He je, mopcTakHyT Beh pedopmckum nyxom [Ipyror Batukanyma, 1964. Hanucao Misa Criolla. C
Kpaja [efieceTHX FofiyiHa 0TIy IIPBY HOBOKOMIIOHOBAHM CTaBOBY MIICE IIEBaHV Ha €HIVIECKOM
je3MKY KOji Cy aHTULMIINPAN T3B. HapopHy MICY (folk mass) momynapHy cpegHOM Iesfece-
X roguHa. Ymop. Canedo, K (2009) Keep the Fire Burning. The folk mass revolution, Portland:
Pastoral Press, pp. 15-16.

¢ Clerisusio, A. (2018) La poesia Beat in Italia: uno studio translocal, Annali di Ca’ Foscari. Serie
occidentale vol. 52, p. 134.

° Fabbri, E (2014) And the Bitt Went On, in: Made in Italy Studies in Popular Music, eds. Fabbri,
E and Plastino, G., New York and London: Routledge, pp. 41-42.
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He QWIMOBe. JefaH Of TaKBUX Ipojekara, Komenuja I'ope-gone (1964), crojuna ra je
ca beat denpom ca Capauuuje, Barritas, Koje je ykibydno y usBoheme HacToBHe HyMe-
pe. HapenHe ropyHe OH je 3a 0By IpyIly KOMIIOHOBAO HOBe IecMe — ,,Angelo rosso” n
»-Non Ucidere”, mpBu utanujanckn beat xut ca xpuirhaHckoM IOPYKoM, 0djaB/beH Kao
cuHrL' OxpadpeH ycrexoM CBOT IPBEHI|A 13 0O/IACTY TIOITyTapHe My3UKe Ca PeJINIy;j-
CKIM KOHOTamMjama, homOunn je 1966. rognae KOMIOHOBAO IpBY beat mucy, Mucy
mnagux (La messa dei giovani) 3a T1acoBe ¥ CTaHZAPHU MHCTPYMEHTAPYjyM IIOIy/Iap-
He MysuKe (eleKTpU4He TUTape, KIaByjaType U yaapasbke).

Waxko ce [Ipyru Batukanym kpos 121. uran Koncrurynuje o cBeToj muTypruju upeKr-
HO 0dpaTio KOMIIO3UTOPMMA, IT03MBajyhn Ux fa crBapajy dorocmyxdery mysuxy, Hom-
dMHM HIje camocTanHoO fomao Ha upejy o beat mucn. lllTaBumre, xako je nsjasno 1999. 3a
muCcT Avvenire, Huje 8110 CTPydYmaK y TOj 0O7IacTi ¥ HYje 3HAO HUIITA O dOTOCTYKOeHOj
mysui.'! IIpefyior 3a KOMIIOHOBabe jeTHOT OBAKBOT JIefIa 10 MY je TIeCHMK U CLieHapH-
cra Hysene Cxononn (Giuseppe Scoponi), meros capafHuk us odnacrut GpuimMcke 1 I1o-
nynapHe Mysuke. Camom CKOIOHM]Y je Mfiejy peHeo JOMMHMKAHCKY ppaTap Cunanjo
Cynanpu (Sinaldo Sinaldi), ca xojum ce ynosnao Ha MebhynapogHom yHuBep3urery 3a
IpywmTBeHe HayKe Pro Deo, Ha koM je Cunanmgu d1o mpodecop, a CKOIOHY MOBpeMeH!
rocT-npesaBay. [7TaBHY VHULIMjATOpP IIpOjeKTa OMIAAMHCKe Myce 8110 je, O CBOj Ipy-
JIUIY, OCHMBAY OBOT YHMBEP3UTETa, yTullajHu fomuHrKaHar ®emikc Exapjy Mopnnon
(Félix Andrew Morlion), koju je 810, kako ce KacHuje UCIIOCTaBUIO, Tajuu areHT CIA-
e.”? HomOuHM je, T0 MpMXBaTaby IpefIora, KOMIIOHOBAO IeBeTOCTaBayHy Mucy (Introito,
Gloria, Graduale, Credo, Offertorio, Sanctus, Pater noster, Agnus Dei u Communio) 3a Kojy
Cy JIATMHCKe J TPUKe CTMXOBe Ha UTATNjaHCK je3VK peBerm CKomoHy, mpodecop Toma-
30 ®epepuun (Tommaso Fererici) n cBemrenuk Kapno acdapu (Carlo Gasbarri).

Muca mnagux je npeMujepHoO M3BefieHa Ha KOHIEPTY Y (kako ¢oTorpaduje moxasy-
jy) xpuaroj camu bopomunu y Oparopujymy Cseror @umna Hepuja y Pumy, 27. anpu-
na 1966. roguse. V3Bobemwy je nperxonmno odpahamwe Oepepuunja u CuHanguja, y kom
cy odjacHmmu fa je cBpxa forahaja ga MrayMa YKy IPUINKY Ja ce MOJIe JOK CITyIIa-
jy ¥ HeBajy BUXOBY My3UKYy Ha BUX0OBOM je3uky."” C 0d31poM Ha TO [ja y caMoj IanaTu

1% Hcre te ropuHe je, Ha uHunymjatuBy banmasapa Puuntennja (Baldassare Riccitelli), cemre-
H1Ka enapxuje Ackomu [Inyeno, rpyna Gli Amici caumwia 3a Edizioni Paoline nBe opurnuante
HyMepe, ,Chinati ai tuoi piedi” u ,Osanna nell’alto dei cieli” u jegry dpasucky donknopny pe-
TUTHO3HY IecMy — , Ave Maria no morro”.

I Beltrami, A. (3 marzo 2016), Messa beat, la chitarra sia con voi, Avenire. www.avvenire.it/
agora/spettacoli/messa-beat-la-chitarra-sia-con-voi_22860

"2 Paolucci, A. (13 dicembre 2025) Gregoriano vs Messa beat. Il Giubileo dei giovani evoca conflitti
degli anni ’60, Barbadilo. www.barbadillo.it/126862-gregoriano-vs-messa-beat-il-giubileo-dei-
giovani-evoca-conflitti-degli-anni-60; Bovi, M. (20 Maggio 2025) 60 anni fa le prime Messe beat
(odiate da Riccardo Muti), Huffpost. www.huffingtonpost.it/cultura/2025/05/20/news/60_anni_
fa_le_prime_messe_beat_odiate_da_riccardo_muti-19243255/.

13 Mancini, C. (20. Dicembre 2018) Le ‘Messe beat’ non furono solo canzonette, La Porzione.
https://www.laporzione.it/2018/12/20/tweb_messabeat/.
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HItje OMJIO TOBOJ/BHO MECTa 3a CBe 3aHTepecoBaHe, MHOTY (roBopy ce 0 9ak 2000 /pyzn)
Cy My3MKY CITyILIaM HAaIlloJby IPEKO 3BYYHNKA. VIsBoheme cy mpatuim BepHUIM, pajio-
3Ha/IV, OM/Ia[VHA, CBELITEHNIIN, HEKU JINTYPIUCTH, IpecTaBHMUIN BatyukaHna (kappu-
Han Anbeno ger Axsa /Angelo Dell’Acqua/), HoBuHapu u cHuMare cy ra kamepe RAI-
ja. Y usBendnm cy, kako je u odehaBao HACIOB, Y4eCTBOBAIM MCK/bYYMBO MIIANIU, U TO
yraHoBy Tpu denpa. [lopen Barritas, HoMOuHMjeBUX paHUjUX capafHNKA, IIyOIUIN CY
ce IpeficTaBuIe U iBe pUMCKe rpyme, Angel and the Brains u The Bumpers. CBaka rpyma
OJICBUpAIa je 10 HeKOJIMKO CTaBOBa MIICe, 3 HAKOH ITpeMujepe anckorpadcka kyha Ariel
odjaBua je )KMBY CHUMaK muxose ussende y LP dpopmaty.

[IpemujepHo n3Bobhewe Muce mMragux OpraHN30BaHO je, JAK/Ie, Y CBETOBHOM IIPO-
CTOPY KOju je O10 Ieo IpKBeHOT KoMIUIeKca. Vlako Heku cMaTpajy Aa je cBpxa orabaja
dwa ma ce moxaxke Kakap epeKaT Ha MyIafie OCTBApYyje MICa Koja X MY3MKOM acoIypa
Ha BJIMa OIM3aK CaBpeMeHN 3BYK,'* UIHM ce [a je KOHIIePT, UIIaK, 0110 aMOMIINO3HIje 3a-
vunrbeH. Vimajyhn y Buny ma 40. wran Kocrurynuje o cBeroj murypruju, Sacrosanctum
Concilium npensuba moryhHOCT fja TepuTopmjanHa IpKBeHa BIACT ,prema potrebi
u nekim za to prikladnim skupinama i kroz odredeno vrijeme dopusti i vodi nuzne
prethodne eksperimente”, ck/ToHU cMO Ja IOMMCIMMO Jia je KOHILEpPT y Pumy ympaso
d1o jeman TakaB mpodHM damoH. YTuiajuu Myswdku kputndap mucta Corriere della
Sera ®panko Adujatu (Franco Abbiati) beat Mucy je yrpaBo 105K1Be0 Kao My3UYKM €K-
CIePUMEHT ,,IIOACTAKHYT O CTPaHe HEeKOJIMKO 3ad/Ty/Ie/NX CBEIITeHNKa , 3aK/bydyjyhn
JIAJIEKOCEXKHO JIa ce M3a CBera Kpuje ,,CYITWIHY ITOKPeT CKPHaB/bema OOrocmyxema” .
Y HapenHMM Hefle/baMa M MeCeIlMa OT/IaCUIA Cy Ce ¥ HIDKe PaHTMPaHa M BUCOKOIIO3M-
IMOHMpPaHa IPKBEHA JINI[A Koja Cy VN MOfpyKasia N3BefieHN eKCIIepYMEHT, TN Ce YMe-
PeHO TO3UTVBHO U3jalllbaBaja O beMy. buso je camo murame BpeMeHa Kaja he miuca
Yy IyXy NoIy/napHe My3uKe OUTH OCBUMpaHa ¥ OTIIeBaHa 1107, CBOJIOBMMA HeKe IIPKBe, a
AdujatyjeBa IpeTHIOCTaBKa O CKPHAB/bEHY OOTOCITy>Keba TeCTUPAHA.

He moxe ce moysnano pehn fja 1 je Ha gaBambe 3e/IEHOT CBET/IA 32 Y/Ia3aK OBE BPCTe
Myice y dOTOCTTyKebe YTULATI0 MUIIberbe KapanHana [Jen’ AKBe, KOji je y CBOjCTBY 3Ba-
HIYHMKA BaTnkana crymrao npemujepy Homdunmjesor fena y camu bopomunu. Hberoso
IIPUCYCTBO C/IAJIO je MIOPYKY jaABHOCTH Jja je BaTukaH 3auHTepecoBaH 3a My3U4KM HOBH-
TeT, ga he ra mpatntu 1 npouewusarn. [ler’ AkBa ce Huje jaBHO ormacuo o homOnHu-
jeBOM Jieny, a/mu jecTe 6110 OTBOPEH 3a UCIPOdaBabe PasTNIUTIX BU0BA MHTEPaKIje
n3Meby katonuuke 1jpkBe 1 beat reHepanuje 1 HOBe 0O/IMKe aHT'KOBamba INTYPIUjcKe
sajepHnue. omHe 1970. je mOHOBO cymIao beat MUCy, MHKOTHUTO U y ApyradnjeM aM-
dujenty. Yramajyhu ce mely okympeHe BepHIUKe, IIPUCYCTBOBAO je Hefle/bHOj MIUCH Y
pumckoj LIpkBy KaHafCKMX My4eHNKa. Iberos mpaTtuan je cBefo4no fia je >Keneo Jja us

4 Ycro.
5 Paulucci, A., HaB. merno.
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IIpBe pyKe MpOL[eHI Ba/baHOCT OJJTyKe Jia ce beat Miuca yK/bydn y OOrocyxeme 1 fia je
duo npujaTHO n3HeHaheH arMochepoM U IyXOM 3ajeHMINTBA.

Ilo BpemeHa kapa je Jlen  AkBa mpucycTBoBao Hepe/bHOj cmyxdu y Lipku kaHap-
CKMX MYYeHMKa, beat Miica je mocTana ieo putyana u y Pumy u Ban wera. Anduo ITao-
nyhu y cBoM wiaHKy ,,I'peropujancka mpotus beat muce” (,,Gregoriano vs Messa beat™)
HaBOZIM IOZIATAK Jla Cy IO4eTKOM 1967. 4ak Tpu puMcKe LpKBe — LipkBa Cseror Jynuja
ca JaHukynyma, Koneyt Ceror Anecrja Cokomnapa u Beh ciomenyTa I]pkBa KaHagCKMX
My4YeHMKa — TI04eIe fla YIIPUIMIaBajy CBaKOHe/e/bHA M3Bohema beat Muce, ycnesajyhn
Jla IPUBYKY Be/Ke Tpyne Maafux katonmuka.” Octaio je, MehyTnm, HejacHO Koje ro-
RuHe je beat Muica fedutoBana y mpocropy 1pkse. Mumene bosu u [Taynyhn cmarpajy,
BEpPOBATHO HA OCHOBY MCTVX (/1)1 HeHaBeJIeHVX) U3BOPa, Ja ce mpecesaH pecyo Beh 30.
menemdpa 1966. ropune, kana je Homdunujesa Muca mnagux wssefeHa y baswmm
Csetor ®Opame y rpaguhy Acusn.'® Thuxose TBppe NOTKpembyje cehamwe kraBujary-
pucre denpa Angel and the Brains Ha Hamopas mmyT 5o Acusuja pajy HOBOT 1u3Bobe-
1ha OBOT Jie/la. Y HOBUHCKOM TEKCTY ,,Beat Muca, Heka je rurapa ca TodoM™ (,Messa
beat, la chitarra sia con voi”), Anecanppo benrpamu (Alessandro Beltrami) je namcao
Zia je OBaKBa Mica y dorocimyxeme yunra Tek Ha boxxuh 1968, takobe y Acusnjy. Tom
IPUINKOM M3BefieHO je fpyro Homdunumje neno, Anenyja muca (Messa alleluia) xojy
je xoMIIoHOBao 1o nopynduHu."” JIBojuiia HoBuHapa, bepuapauuu (Bernardini) u n
bujase (Di Biase) cy, Takobe de3 HaBohemwa nsBopa, mpso nsBobeme beat myuce yHyTap
KaToJIMYKe IIPKBe IIOMEPIIM 32 joll KacHuje, modeTak 1969, kapa je y rpaguhy Iparo, y
npksyu Canta Mapuja AcyHTa, T0KaaHa rpymna ofcBupana hHomdunujesy Mucy mnagux
TOKOM Hefie/bHOT dorocmyxema.” [Ipenmsan gaTym Kapna je beat italiano ymao y xato-
JIMYKY LPKBY U [IOCTA0 peajHa alTepHaTBa TPAAUIOHAIHOj Mucy 3Hahe ce Tek oHfia
Kajla ce HeKM IMpoydaBasal] Oyze CTYAMO3HO OCBETIO aHA/IN3Y OBOT 3aHMM/BUBOT (e-
HOMeHa. 3a cajia jeANHO Huje CIIOPHO Jia je ayTop TakBe Muce Ouo Mapueno Homdunn.

Op cBUX HaBeleHMX IOfjaTaKka Be3aHMX 3a LpKBeHa usBobhema beat Muce, jefaH je
nocedHo 3aHnM/BMB. Teonor u mysukonor Muxaen Tynrep (Michael Tunger) 2003. ro-
IMHE Y jefHOM MHTEPB]yY ca JO30M 3Trpa’kaBarba IIOJICeTHO je /ia je HapducKyn Anndarne

' Rocca, O.la (25 januare 2023) Sacre scritture e musica laica: ¢ la messa beat, San Francesko.
www.sanfrancescopatronoditalia.it/notizie/societa/sacre-scritture-e-musica-laica-%C3%A8-la-
messa-beat-53211#google_vignette

17 Paolucci, HaB. feno.

'8 Paulucci, A., HaB. geno; Bovi, M. (20. Maggio 2025), HaB. fierno.

! Beltrami, A., HaB. geno. VcTu noparak je y cBoM TekcTy Hasena u Kmayguja Mauhuu:
Mancini, HaB. fesno.

» Bernardini, G. (6 settembre 2019) Prato, 50 anni dopo torna la Messa beat, Corriere Fior-
entino. https://corrierefiorentino.corriere.it/foto-gallery/toscana/19_settembre_06/prato-50-an-
ni-torna-messa-beat-a2a407f0-d087-11e9-b027-22bbcb953a19.shtml; Biase, S. di (5 Settembre
2019) La musica sia con voi: auguri, messa beat. Prato rievoca i 50 anni della funzione per gio-
vani. ,Rompemmo gli schemi”, La Natione. Prato. www.lanazione.it/prato/cronaca/musica-au-
guri-messa-beat-6ca9244d.
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Bymunu (Anibale Bugnini) jaBHo mpomosucao Mucy mnagux y npksu CseTor Jynuja ca
Janukynyma.”' BymyHu Huje OMO IIPBU HUTY jeAMHM CBEIITEHUK KOjU je OAP)Ka0 13-
Boheme HomduumjeHor ema. ToMe y mpuior roBopy UMibeHNIIA Aa Cy HAZOUCKYIN U3
pasmuunTHX fienioBa VTanmmje u3gaBanm 03BoIe MAPOXMjCKIM CBENITEHNIIMA 1A JIpKe
cmyx0y y3 monynapHy Mysuky. Beh comenyru xapayHan [Jen’ AKBa je 1o OKOHYamy
beat muce y LpkBu KaHaJICKMX My4eHMKa M3Pa3yo 3aXBaTHOCTY yYeCHUIMMA, fofajyhu
7a je cBecTaH fa 1967. Buille HUKO He o1 meBao muce n3 mwerose mnagoctu.? Ila nmak,
Tynrep y pasroBopy Hije ClIOMeHYO HM je[IHOT IPYTOT IIOfIp)KaBaolla HOBe MICe, HETO
camo bymuHuja. bymnHu je d1o BucoKo mo3uioHNpan y Batukany, rogHama ce da-
BJO ITUTaeM pedopMe SOrOCITyKema 11 y TO BpeMe je UCTYTIA0 ca MO3NIjyje MoceKpe-
Tapa CBeTe KOHTperanuje 3a putyai. Iberoso Tafanime saysumame 3a ussoheme Muce
M7IAGUX MOTTIO Ce CXBAaTHUTH IBOjaKO: Ka0 MPeHOIIerhe MOApIIKe 3BAaHINYHOT BaTnkana n
Kao 3aKy/IICHO yCMepaBame KaTommdkor dorocmyxdenor odpena y hopcokak. bes 0d-
3Upa Ha To IITO je 1 caM mama Ilasne VI usjaBno fa cy oMIajiHCKe MICe ,,0[IMYHe
VIHMIIMjaTUBe Koje Tpeda TOIIO TIOAICTUIIATH , Y JaABHOCTH je TIpeBarHyo cTas ja je by-
IIHN I7IaBHY KPUBAIL 32 €IIOXA/THU HeyCIeX pedopMe KaTOMNIKOT OOTOCTyKema, KOM
je cBakako JjonpuHena ynorpeda HeoiroBapajyhe Mysuke y MUCHL.

Komnosurop HomduHy, a mocedHo ocram usBpIIMONY My3UUKOT ornefa beat muce,
IIOCTA/M Cy KOJIATepa/THA IITeTa jaBHMX VI TajHUX IpeIyljaBama Be3aHVX 3a peopMcKe
cmepHute. ®pontmen denpa Angel and the Brains, Anreno ®epapu (Angelo Ferrari), unja
je KpuTIuKa Bep3uja orahaja sadenexxena y kisnsu Anheo ca dydroapckum tlanuyama, uc-
TIPUYao je fa je peakuuja Batykana Ha sorabaj dwa dpsa u ekcTpemMHo perpndyTusHa. ITo
HETOBMM PedMa, YWIAHOBY CBE TPU POK TPYIIe CY eKCKOMYHULIVPAHY TOCeOHUM eJVIKTOM
(koju je KacHuje OBY4eH),” IIAHMPAaHA MHOCTPaHA TypHeja je OTKa3aHa 1 HIKO HIje MO-
rao BMIIE Jja HACTYIIa He caMo Y PuMy Hero u y apyruM rpafoBuma.** Jour jenaH yaecHMK
Y »AOMVHMKAHCKOM™ eKCIlepuMeHTY, fiuckorpadcka kyha Ariel, 3aBpimo je HeClaBHO —
dankpoTtoM. JemvHo je rpyna Barritas (CapayuHmja je, MCIIOCTaBMO ce, d11/1a OBOIBHO Jare-
Ko of Batykana!) nsByxiIa HeKy Ayropodny Kopuct oxi usBoberma Muce maagux.”

2 Kirchliche Umschau (2003) Genuine Church Music is Faith Resonant in Sound. Interview
with dr. Michael Tunger, Sacred Music 130/1, p. 7. https://media.musicasacra.com/publications/
sacredmusic/pdf/sm130-1.pdf

2 Paulucci, A., HaB. gerno.

» DBoBu HaBO#M Ja je LpKBa IIpeTH/Ia eKCKOMYHMKAIMjoM Kojy Huje crposena. Bovi, M. (20
Maggio 2025), HaB. fiero.

# King, P. (2013) Angel with Drumsticks. The Rock That Shook the Foundations of the Vatican, Los
Gatos: Smashwords Edition. Tpu rpyme koje cy Mucy maagux nsserne y pedpyapy 1966. ropyHe Tpe-
daro je ma mpomoBuIy M3zame LP m1oye Ha TpoHee/bHOj TYpHEju 1o benruju, Xomauauju, ckaH-
IVHABCKYM 3eM/baMa, Bemmikoj bpuranuju n @paniryckoj, a iannpana je duna u nocera bpopsejy.
Tarli, T. (2005) Beat italiano: dai capelloni a Bandiera gialla, Roma: Alberto Castelvecchi, p. 128. ITnu-
Tame Ja /I je 0Baj aMOMIMO3HY IUIaH YOIIIITe OCTBAPEH JJAHAC OCTaje 0e3 jaCHOT OAroBOpa.

» Munca MTafiix nMana je yKymHo Tpu Bepsuje. IIpBa, sxuBa Bepsuja u3 1966. odjas/peHa je joiu
jenHoM 1968, xana je kyha Roman Record Company orkynmna Katanor npomnanor Ariela. Ipy-
na Barritas cauMuIa je 1968. mpyry, cTymujcKy Bepaujy Muce Kojy je (y3 mecmy ,,Non Uccidere”
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Ca oBe JMCTaHIIe TIeflaHO, HeOOMYHO je fia ce BaTukaH ycTpeMiuo Ha 4IaHOBe OeHfo-
Ba, KOj! HICY OWIM ayTOpM MUCE 1, CAMMM TUM, HI OATOBOPHU 32 IeH MY3UYKI M3Pas.
Jmak, HeKy HaCTIOBM M3 TaJjalllibe IITaMIIe CYTepUITY JIa je KpUTUYApUMa MO/ U BUIIe
op, HomduHmjeBe Mysuke (Ha Kojy je, pekno &1 ce, Malio KO 00paTHo MaXmy) cMeTana
pasyszuaHa arMocdepa HelpuMepeHa KaTO/MNYKOj IPKBIL. Y WIaHKY ,,Muca Bukama” (,,La
messa urlata”), Huno Jlonrodapau (Nino Longobardi) je n3sectno untaone Il Messaggera
Zia ce cana bopoMuHY IpeToBOpIIIA Y OKYIUbakbe XMCTePUIHMX afjoieciieHaTa.”® [lomeHn-
Ko [Teptuxa (Domenico Pertica) je cBoj ocpT 3a Il Tempo HacmoBuo cmrano JIoHrodapy-
jy - »ByKa 1 3BIDKIabe y PUMCKOj LIPKBY 32 MUCY Ayrokocux nesava’ (,,Urla e fischi in una
chiesa di Roma per la Messa dei cantanti capelloni”). Y xwusu Jyiun puitiam, MOHCUEOP
Iomennko Yenama (Domenico Celada), koH3epBaTyBaly 1 >KeCTOK KpUTHYAp OMIaNHCKe
My3MKe 1 KyAType Ie3[eceTX TOIVHA, M3Pa3lo je 3TPOXKEHOCT 300T CipeMHOCTH (paH-
IVICKAHAL[A /]a YCTYIIE CBOj IIPOCTOP HeYeMy IITO je He caMo IPOQaHO HETO ¥ HeMOPATHO.”
®panko Adujaru je gorabaj goxuBeo kao KoHLepT (1ITO OH U jecte d1o), ommcyjyhnm ra
HAC/IOBOM WIaHKa Kao ,,Mucy koja Huje muca” (,Una Messa che non ¢ una Messa”).

Mapueno hoMduny je KOpUCTIO CBaKy IPUINKY [a KPUTUKE TOHAIIAbA OMJIA/IIHE
OKyIbeHe Ha 13Bobemy beat Muce ofdaiy kao HeTauHe M AVMCKPERUTYje X Kao 37I0HA-
MepHe TaXu. Yunnuo je To u 2003. kaza je, mapadpasupajyhu Ceeror basnna, TBpamo a
Cy MJIaiit, IOK Cy Ce IPMUCTOjHO — TAIlIlabeM 1 ITTACHUM TIeBaeM — YKIB/bABAIN Y 13-
BODembe IeroBe Muce, JOXKIB/baBA/IN Y AYLIEBHO U YMHO IPOCBET/berbe pedjy boxkjom.*
Huje mosnaTo ma mu je HomOuHM ofpearosao Ha AdujaTijeBy OLleHY Ja Cy Menopuje y
»MY3MYKOM €KCIIepUMeHTy Mucu mnagux ,ICeyfopeUIno3He U ICeyfoMy3ndKe” 1
Jla Cy Kao TaKBe 3aMeHN/Ie MeJIofiMje TPeropujaHcKor Kopana. AJi, 3aT0 ce HeOOMIHO
cMena msjaBa ona CrMHanMja, jaBHO M3PeYeHa Ha OKPYITIOM CTONy Y Majy 1966, kako
Cy U ,,y TPETOPUjaHCKO TIeBakbe YIIUIVY CBY ITaraHCKY, OPTacCTUYKY, IAHCKY ¥ §aXaHTCKM
PUTMOBI, MOYKe IIPOTYMAUNTH Ka0O CBOjeBPCTaH KOHTPAOAroBop Adujatujy.

ToxoM BpemeHa, Kao I7IaBHU CUMOOJI CBETOBHE MIE0/IOTHje KOjy je mpoMoBucana beat
MIICa U3[BOjI/IA Ce eJIeKTPMYHA TUTapa. 3aTo He YyAM IITO Cy TPafUIMOHAIUCTU KOju
cy npekuHym ussobemwe Muce mnagux y baswmm Ceeror I1apna nssan supuza 1970.
ropyHe, cBoj OYHT, usMel)y ocTajnor, uspasuwm OTMMameM TUTapa U3 pyKy u3Bobhawa.”

Kao popatak) odjasuo Bluebell Records. Tpehy Bepanjy mop Hasusom Muca 3a mup (The Mass for
Peace), HanpaBWIM Cy HaMEHCKY 3a OPUTAHCKO U aMepM4KO TPXKUIITe (CBe TEeKCTOBE je Ha eH-
riecku npeseo Tacdapu). Iby je 1969. odjasua kyha Avant Garde Records. beup je y Ty cBpxy
aHI/IMKaHM30Bao cBOj HasuB y The Berets. Ilocnente nsname u3 2005, opor nmyta y CD dopmary
(Duck Records) odjemunno je apyry (Ha ntamujanckom) u tpehy (Ha eHITIECKOM) Bep3ujy MICe.
* La messa dei giovani. www.marcellogiombini.it/la-messa-dei-giovani.

77 Valli, A. M. (9 novembre 2019) Cosi si arrivo alla ,Messa beat”. Blog Duc in altum? www.
aldomariavalli.it/2019/11/09/cosi-si-arrivo-alla-messa-beat.

% Hcro.

¥ Spada, A. (03 dicembre 2021) ,,La messa beat”. Una esperienza liturgica vissuta anche in atri,
Indialogo. Periodico online. www.indialogo.info/index.php?Itemid=105&catid=12&id=5851%3A
la-messa-beat&option=com_content&view=article.
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Kpntika HOBOT 3ByYHOr CBeTa KaTO/MIYKe MIICe, YMjii je HOCHIal, d1la ruTapa, yiua je
1 y moesujy. ¥ mocrnefmeM fieny ,boxuhuae nohn™ (,,La Notte di Natale”, 1970) Anpma ®a-
dpuiyja, mpoTaroHNCTa JOXKMB/baBa 3BYK dyOmeBa, cakcoPoHa ¥ TUTapa KOju JOIMpe 13
odmKme IpKBe Kao haBoscky dyky koja ra, yMecTo Ha aKTUBHO y4elhe y MOIUTBY, Tepa
Ha ocamspuBame.” Yak je 1 Enrio Motoma (Enzo Mottola), dmaronakimon nmpema KynTypu
IYTOKOCUX OM/IA[IVIHAII, Y Jeny Kwure Bang-Bang! Italian Beat Music with Guitar Hits
(2008) y KoM ce OCBPHYO Ha HaCTaHAK beat Myice, HAaITACAK CTAaBMO HA y/Ia3aK e/IeKTPUIHe
TUTape y LIPKBY, Kemehn Ja McTakHe IIOKAHTaH KOHTpPAcT u3Mel)y BeHOT 3ByKa U 3ByKa
HeKaJalllme TaTuHCKe Muce.”' EnekTpidHa riTapa mopes IpKBEHOT O/1Tapa Yak 1 JlaHaC
13a31Ba HEJIArofly y OHMMA KOj/IMa HeJOCTaje TPafUIMOHATHA TaTNHCKA Muca. Hermpu-
jaTHOCT, n3Meby ocranor, cTBapa 13BODAUKIM CTII KapaKTepUCTUYAH 32 IIOMy/IapHY My31-
KY, Koju je qupureHT Puxanpo Myt (Ricardo Mutti) HejaBHO omucao kao ,,pedujame”
(schitarrate) »xura. >

JemaH of IpBMX CBEIITEHMKA KOjH je y jABHOCT M3HEO IMYHM CTaB O IIPOjeKTy beat Muce
dmo je jesynra Ilempo Apyme (Pedro Arrupe). Y unanky ,,Muca je yBex muca” (,,La Messa
¢ sempre la Messa”), odjaB/peHoM Beh 5. Maja 1966. roayHe y yacomucy Rocca, Apymne je
npodyeMy IPUCTYINO OIIpe3Ho, damaHcupajyhu usmehy npyxama ymepeHe moppuike u
yrosopaBama Ha Moryhe mocenuiie. Ykasao je Ha pealHy OIacHOCT Jia TTIOS0XKHOCT U Be-
poBabe He IIOCTaHy CaMO M3roBop oTyheHoj OMIa/iyiHy 3a ITOBpPATaK y LIPKBY, a fla PaBu
pasior dyze y3dyheme nsmarama MysuIy Koja CBOjUM PUTMOM ¥ 3BYKOM MOJKe Jja YTYIIN
MonuTBy. Hexonmko gana Kacuuje, 14. maja 1966, ycnenuio je omTpO MHTOHMPAHO Ca-
ONINTEE PUMCKOT BUKapyjaTa Koje je IIpefiCTaB/bano peakiyujy Ha CHHaIVjeBO N3a3n-
BAaYKO TyMayere IPeropujaHcKor kopama. CaBpeMeHa Mys3)Ka MIaiuX Ha3BaHa je ,,Cpo-
3aHJM >KaHPOM~ KOjI je MTHKOMIIATHOM/IaH ca KaTO/IMYKYIM JOTOCTyKerbeM. Y HapeHIM
rofiHaMa MHOW/IU Cy Ce aKTM KOjy Cy MOKa3MBa/y fia je BaTukaH 1MMao cyXa 3a HOBU
BOKAJTHO-MY3UYKM CTHJI IIPKBEHE My3UKe, a/yl 110 U OCeT/bUB Ha KPUTHUKE CKETTHKA.

Taxko je y 63. wnany Musicam Sacram (niponehe 1967) noomrrpen 4ias 70. YiyTa o cBe-
TOj I71a3dM U cBeToj uTypruju n3 1958. ropnue: ,,Glazbala koja su po opéem sudu i uporabi
prikladna samo za svjetovnu glazbu treba svakako ukloniti iz svih liturgijskih ¢ina i poboznih
vjezbi”.? Tlog mpoCKpMOOBaHNM MHCTPYMEHTUMA, MAKO TO He CTOj)I Y CAMOM YIIYTCTBY,
TIPeBACXOJHO Ce MUCIIIO Ha e/IeKTPUYHy TUTapy. VramijaHcka emmucKoncka KoHpepeH-
1yja je 6. aBrycra 1970. oHe/Ia JOKYMEHT Y KOjeM je ,,Ba/IJHOM MUIIBY OKapakKTepycaaa
»T10jaBy MOJIEPHOT CTIJIA UCIIPEIUIETEHOT Ca MPATHOM MHCTPYMEHATa Kao LITO Cy OpTy/be
aIli je aleIoBaIa ,,Jja Ce 13 CBUX OOTOCITY)KEEbCKIX PafbIL 1 U3 TIOS0XKHIIX VI CBETHX BEXKOU

0 Figini, A. (24 dicembre 2023), ,La notte di Natale”: la malinconica poesia romanesca di Al-
do Fabrizi, SoloLibre.net. www.sololibri.net/La-notte-di-Natale- Aldo-Fabrizi-poesia-romanesca.
html#google_vignette

3 Valli, A. M., HaB. feno

2 Bovi, M. (20 Maggio 2025), HaB. #ero.

3 Vnopeputu: Musicam Sacram. Uputa o glazbi u sv. Bogosluzju, Has. feno, ctp. u De Musica
Sacra (1958). Uputa o svetoj glazbi i svetoj liturgiji, ctp. 19. https://crkvena-glazba.hr/wp-
content/uploads/2016/03/1958_de_musica_sacra_et_sacra_liturgia.pdf.
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TIOTIIYHO VICK/bY4e OHVI MHCTPYMEHTH KOjU CY, IIpeMa yodudajeHoj yroTpedu, CBOjCTBEHN
cekynmapHoj Mysuiy . Harocmerky je Cera koHrperanuja 3a do>xacku Kynr (panuja Cse-
Ta KOHrperamyja 3a puryan) 5. centemdpa 1970. y oxymenty HasBaHoM Tpehe ymyrcTBo
3a ucnpasHy uMmiiemenTauujy Kouncrurynuje Sacrum Concilium satpaxxwna ga ce ydyayhe
BIIIIE TTXKIbe TIOK/IAtba ,He CaMO pednMa, Beh 1 MeNoaujy, pUTMY 1 yIIoTpedy MHCTpyMe-
HATa, JI0CTOjAaHCTBY M CBETOCTM MECTa I OXKAHCKOT QOTOCITyXKema i MO3BajIa HA TaKaB
ofadup My3UYKIX MHCTpYMeHaTa Koju he duty ,, ipyK/IaiaH MecTy 1 KapakTepy 3ajefjHuLLe,
TaKo 1To he HeroBaTy nodo>kHocT 1 Hehe cTBapary mpesuue dyke” (3.¢).*

[Tox TepeToM IpO3MBKY BEpPHNKA KOjU Cy OM/IN He3aJ0OBOJbHM YKM/IatheM JIATUHCKe
MyCe, TTa U TIOTIMCAHNX HeTunyja, 7. pedpyapa 1968. ToKOM jegHe ayamjeHIMje OBUM
noBojoM ce ornacuo u nana ITasne VI. IToctymajyhn gummomMatcku n mommTuaky Ko-
PEKTHO MOHOBMO je cTaB BaTukaHa 0 Ba)KHOCTY LITO CBeOOyXBaTHMje MapTUIIMIALIMje
KOHTperalje, a/i MCK/bY4no MOTYRHOCT fja ce TO YMHM ,1I0f] MI3TOBOPOM IpuIarolasa-
Bha MOJIePHOM MeHTauTeTy . Muca je Tpedaio ma dype ,,AMcTaHIMpaHa Off MHOBAIMja
Koje Oy McKpuBIMIIe CIaB/berbe, cnadehn ra y ;eroBoM odpeny, TeKCTOBYMA, MY3VILIU 1
TIeBaIby, TPajarby U IIPOIOBefamy .

KoHnTtposepse koje cy mpaTuie beat Myucy of Apyre HOJOBUHE IIe3/IeCEeTHX TOfMHA
VI IPOTpeC/ie KaTOMNIKY LIPKBY, HIUCY fodwte emtor. OBaj KaHp ce 1 JaHAC M3BOAU Y
IIpKBaMa,*® YIIPKOC TOMe IITO T'a HY KOHTPpeTaliyja HY KJIePUIM HIUCY jeTHOYIIHO K-
xBatynn. [Ipunpemno je npkse y Vitanmumjn 3a momymapHy My3uKy de3 IUPEKTHUX pei-
IMo3HUX KoHoTanyja.”’ Iberoso Hacnmebe >xuBu 1 y OpojHUM Iporpammma KaTommdke
1pkse, oyt Life Teen,” Kpo3 ,,OMIagMHCKY MIUCY, 4Njy OKOCHMUITY Y/HE CTABOBY MIICe
Y apaH)KMaHMMa 3a ,JHCTPYMEHTH KOje Cy M/IaJii HABUK/IN i C/TYIIajy CBAKOJHEBHO 1

Y KOj¥IMa y4eCTBYjy ¥ OfTOBOpYIMA 1 IieBatbeM ™.

Peu Boxcuja u mysuxa

Kajia ce jaHac peKOHCTpyMIIIe HAYMH Ha KOjI je Y APYTOj IOMOBUHM IIIe3/IeCETIX TOJIN-
Ha 20. BeKa ITpaB/beH MOCT 13Mel)y HesanHTepecoBaHe I IacUBHe KaTOMIYKe OM/IAIHE I
IIPKBEHOT 0dpefia, CTIYe ce YTHCAK Ja je beat Myca dwa KomatepanHa mrera. Hemopede-
HOCT, IITYPOCT ¥ He[I0BO/bHA IIPELM3HOCT AO0KyMeHata Jpyror Batukanyma y ogpendama
KOje Cy ce TuIIajIe My3UKe y MUCH, OTBOpIIa je MoryhHOCT f1a ce n3Bobheme dorocmyxdeHe
My3JKe Ha MaTepHeM je3VKy MPermyCcTy TIOKTHUM M3BohaurMa 1 IpujIarofy caBpeme-

* Liturgicae Instaurationes. Instruction on the orderly carrying out of the Constitution on the Lit-
urgy, September 5, 1970 (Dec 31, 2007). https://adoremus.org/2007/12/liturgicae-instaurationes/.
% Paulucci, A., HaB. f1ero.

% Hekomuko npumepa moryhe je Hahu Ha: www.diocesifidenza.it/la-messa-beat.

7 Buperu suwe y: Tarli, T., Has. geno, 127-128.

% Ped je o mporpamy 3anoyeroM y napoxuju Ceror Tumoreja y Mecu (Apnsona, CAJIl) 1985.
Koju ce y MehyBpemeny mpomupno Ha 24 ApxkaBe Ha CKOPO CBMM KOHTVMHEHTUMA, MMa YIIO-
pumire y npexo 1.600 mapoxmja u y CBOje IIporpaMe yK/bydyje IPeKO MUINOH MIajuX. YIOp.
https://lifeteen.com/about/mission-ministry).

* www.bscyouth.com/life-teen-mass.html.
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HUM MY3WYKUM CTWJICKUM IpaBuyuMa. VcTuHa, BehnHa akarta je uMImmmpana ga HoBu
MY3IYKI 13pa3 Tpeda fla ce TPaK! Y HAIMOHATHO] TPafUIji. 3aTo je Y MICHOHAPCKIM
3eM/baMa, I7ie je TIpUMerbeHa YIpaBo TakBa (OPMyIa 1 Y KOjUMA Cy Y IOCTKOHIVIIN-
japHOM IIepMOfly MHCTPYMEHTAPMjyMH Y IIPKBaMa YHOTIyHmeHN OyOmeBIMa, IIOITyIapH-
3anja Myce duna rmatkuja u ycnenuja.*’ Kaga cy beat rpyme KaToONMM4Koj KOHTperammjnu
y PuMy npezicraBuie Mucy y Tpaguum omaaguHcke HafHaIMOHAIHE MY3JKe, II0YeTIo je
y3MII[ambe, IIOCPTambe, I1a Ha KPajy ¥ Marbe-BHIe OTBOPEHO ofdujambe.

Ha jenHoM Mecty Beh momenyror ymyrcrBa CBeTe KOHrperamuje 3a O0>KaHCKU Ky/IT
ofi 5. centemdpa 1970, Tpaxkn ce ja My3uKa Koja ce IieBa ¥ CBMpa TOKOM OOTOC/TyKema
»He OMeTa aKTMBHO y4emhe Iiesie TpyIie, ¥ ja ycMepaBa Kby yMa 1 HAKIIOHOCT Cplia
Ha CBeTe pajiibe Koje ce 0daBmajy” (14-15)."' OBaj, pemurujcky cacBUM JCIIpaBaH 3a-
XTe€B, CTOjM Y IPOTUBPEYHOCTH Ca 3aXT€BOM KOjU My je IIPETXOMO — OCABPEMEIbIBAIbe
KaTO/IMYKOT QOTOCTyXema — a KOjy je IOCTaB/beH OHfa Kajia je cxBaheHO fa ympaso
TPaiMLIMOHA/THA JIATVHCKA MICA IPOTPECUBHO Iydu Moh ,,/ja ycMepaBa Kby yMa 1
HAKJIOHOCT CpIia Ha CBeTe pajjibe Koje ce 0daBpajy”. I'peropujancku kopa je duo mpo-
VI3BOJI, BUILIEMIJIHI]YMCKOT HAaCTOjama fla Cé My3MYKUM CpeACTBMMA oMoryhu edexr-
Huje (,y3BUILIeHMje ) TIpeHolIebe peurt boje BepHuIMa,* anu je y TpafuiMOHaIHOj
MICH TIPEPACTA0 Y KOHIEPT Y IIPKBM Ha KOjeM CBEIITEHCTBO 1 0OpO YBeKdaHM My3H-
Japy 11eBajy U cBUpajy gena (y HajdorbeM CIydajy) ocpefe My3ndke BpefHOCT 3a ITy-
O/MUKY KOja HUTH y4ecTByje, HUTY pasyMe (Ha TATMHCKOM je3UKy) OTIeBaHy ped boxjy.

“ O oBome je mucao Hastings, A. (1989) African Catholicism. Essays in Discovery, London: SCM
and Philadelphia: Trinity Press, pp. 128-129.

! Liturgicae Instaurationes, HaB. Jie0.

2 Tpeda nmatu Ha ymy fa je Beh Konun y Jlaoguueju 320. ykunyo ,Bedepy wydasu (agape)”
KOja je, jour oy [TaBIoBOr BpeMeHa, Y pUTYaTHOM 00€e/y IIPETXO/M/Ia eBXapyUCTHju ¥ duia 3aMu-
IIJbeHa Kao MaHudecTanuja >xuBoTHe pagoctu. llap KoHcTaHTHH je KacHUje T03BOMMO fia ce €B-
XapucTuja IpeoduKyje mpeMa MOLeTy LapCKUX LiepeMOHMja, yBofehy Xop mpodecroHamHux
IeBaya Kojy ¢y O1im ocrocod/beHn 3a jouapaBame ,Hedecke” KOMIIOHeHTe putyasa. Pocen-
1ba Be3a ca CTapyM ,Bedepama jbydaBy IIPEKVHYTA je Kajia je (HajkacHMje 1o 367) 3adpameHo u
TeBarbe JTayKa IPUIMKOM puTyana. OTIIpUINKe Y ICTO BpeMe, MuIaHCKu duckyn AmOposuje je
QHT@)X0BA0 KOMIIO3UTOpPE KOjU CY YCIIe/MN A PasBUjy 0COOEH CTII aHTU(OHOT IleBatba, Hafj0Be-
3yjyhu ce Ha TpafuIIjy ,,IIarAHCKOT PUMCKOT IIeBaba Koje Cexe Y IIPOLIOCT CBe 10 CTapyX Cy-
Mepckux rpazoa’. Yop.: Viola, E and Barna, G. (2008) Pagan Christianity. Exploring the Roots
of Our Church Practices, Carol Stream: Tindale House Publishers, p. 160.

# Ha Koummny y Tpupenry (1545-1563) o mysuiu je dumo Mano peun. Kapa ce rosopuro,
VICTUIIAHO je la My3MKa IIPeKMfia V/IM 3aMpuyje CBeTe pedy MICe, IPeAyro Tpaje, [a je Helpu-
MepeHa 030M/bHOCTHU ofipel)eHNX MpUINKa MM OTBOPEHO CeKylIapHa ako He M MCTUHCKY JIa-
cuyBHa. Yop.: Monson, C. A. (2002) The Council of Trent Revisited, Journal of the American
Musicological Society 55/1, p. 7. Axo je IlanmecTpunuHO crnacaBame nomudonuje y3 momoh Mu-
ce taiie Mapuenuja (Missa Papae Marcelli) camo usmuibeHa nerenfia (nonmmudonuja y ycBoje-
HIM JOKYMEHTUMa HUIZie HUje TIPOIVIallieHa 3a HEMOCPE[HY OACHOCT, MAKO CY TIOjeANHM yde-
CHUIIY MCTULA/IN Ia MMa IOTEHIIMja/I a MapIMHa/IN3Yje 3Ha4aj OTIeBaHuX peun boxjux), Hema
HMKaKBe cyMmbe fia je Tpupentcku KoHImI mocmao jacHy HOPYKY Aa je IMpUINKOM KOMIIOHOBA-
ha 1 3Bohera My3uKe y I[PKBI MMIIEpaTuB ,,u3deraBarme 3710ynorpeda’; LITO je mogpasymena-
JIO CBAKO YMETHWYKM MOJIe aMOMINMO3HHUje ,,eKCIIepUMEHTICambe . VI3 Te IepCleKTIBe IIefaHo,
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TaxBa cuTyanuja yauHmIa je KaTONMNYKY LPKBY HajparbMBUjOM Off CBUX XpUITNAHCKMUX
IIpKaBa y IIpOrpecuBHO cekynapusupajyhem okpyxemy. Ipkse y xojuma cy ussohene
beat myice mocTane Cy cacBMM M3BECHO aTPAKTVMBHMja MECTa 33 OKYI/barbe MIAfIX, /i
OCTaje IIUTab€e Jia I Cy OHE YOIILITe MOIJIE I IOTPUHECY IIMPEIbY U jadarby KaTONMIKe
Bepe, LITO je 0110 OCHOBHM IIM/b CBMX MHMIVjATHBA KOje je IOKpeHyo aggiornamento.

CXOffHO COIMOJIONIKO-MY314KOj Teopuju Makca Bedepa (Max Weber), permryja je
Of] JaBHNMHA yIIyheHa Ha MY3JKY, jep y3 BeHy IIOMOh yBep/bBIje, epuKacHIje 1 yeda-
T/bMBMje IpeHocu ped boxxjy Bepuunmma. Vnak, penurnju je Moria fa CIyXu camo OHa
My3JMKa 4Vj}i je IMaHEeHTHY pa3Boj OMo 3aycTaB/beH Ha ofpehenom crymmy.* 3ato Hema
HIUKaKBe CyMmbe Ja je Behe ydyemhe koHrperanuje y usBobhemwy Miuce y Kojoj je Mysuka
eduKacHO crryTaHa, dM/I0 afieKBaTHA Mepa 3a IIMperbe 1 jadarbe KaTomrike Bepe. Meby-
TIM, fia Ou ce ped bojkja 3aycTa dy/a 1 YTUCHY/IA y CBECT BEPHIKA, HUje JOBO/BHO Ja dyzie
OTIIeBaHA HAa PasyM/BMBOM je3MKY: MeJIOfMja Koja je IpeHoc MOpa OUTH jeJHOCTAaBHa,
HeHaMeT/bJBa U Y TIOTITYHOCTY TIpWIaroheHa MeJIoAMIN TOT je3NKa, YaK ¥ noapehena y
opHOCY Ha 1y. OdpHYTO, IITO je My3uKa doraTuja, 3aBOJ/bUBHUjA U JOMUHAHTHM]jA, TO he
VI OHaj KOju je TIeBa OUTM Marbe CK/IOH Jla ce 0aBu peujy boxkjoM 1 meHnM 3HademeM. Y
OHVMM €MOTMBHO HajMHTEH3VBHMjUM MOMEHTVMA Y KOjUMa Ce OM/IQ[JIHCKA KOHTPeralyja
Cjemmbyje y CKYITHOM IIeBarby QOroCTyKOeHNX pedn OMY3VKa/beHX Y beat TyxXy, TpyjyM-
dyje beat Mysyuka TpamuIja ca beHOM CEKYTAPHOM MJICOTIOTHjOM, @ He KaTOJIYKa Bepa.
bes 0d3mpa Ha TO ITO Ce Hamase y I[PKBM Kao T1acTBa, Maaay ce Buire ocehajy kao mydm-
Ka Ha KOHIIEPTY 3a KOjU Cy ¥ KapaKTepUCTIIHY MOMEHTH Y KOjMa ce Iydmmka (y 1emnoj
Cany, apeHy, CTaINoHy...) TleBambeM IPUAPYXKyje nsBohaunma.

Huje, napaBHO, HeMoryhe 1a HaKOH TaKBOT MY3MYKOT JJOKIB/baja MM HOCTAHY
IpYjeMYUBIjI 32 TIPOTIOBE], 11 []a BUXOB YKyIIaH dOpaBak y IPKBY Ha Kpajy JoBefe 10
CHa)kKema KaTommuke Bepe. MelyTum, y pkBy ce ofiBajkajia O/1as1Io U3 YUCTUX COLM-
jamHux modypa — 3apaj OpiKer YKIalama y 3ajefHUILY, OCTBapMBarba KOHTAKATa KOju
0J/IaKIIaBajy pasm4uTe 0d/IVKe BaHIIPKBEHe Capajiibe U XMBOTA, UTH. Beat Muca je Tum
nodyzama Jojasna joul jeHy, Memajyhu crapu, BpeMeHOM IIperakeHu KoHuepT Tpu-
JIEHTCKe MUCe APYTUM, IPUIaroheHyjiuM caBpeMeHOj OMIQ[ITHCKOj (KOHTPa)KyITypu.
OHo mTO je y cBeMy TOMe OCTajno TPajHO 3ad0PaB/beHO U CYIITHHCKM HEOOHOB/BUBO
jecy yIpaBo oHe IlecMe Koje Cy IpBe reHepanyje xpuirhaHa repaje CIOHTaHO U IIOCBe-
heno Ha cBOjUM MaTepmNM je3MIMMa IIpe HETo IITO je OrocayXeme YHIU(UKOBAHO 1
yckmaheHo ca pUMCKOM ITaraHCKOM TPaJMIINjOM — APYTHUM PedyiMa, Ipe HaCTaHKa KaTo-
JIMYKe IIPKBE M CBUX APYIMX XpUIThaHCKUX IIpKaBa Koje Cy ce BpeMEHOM Off e OJJBO-
jue 1 pemy3ajHMpae beHo dorocmyxeme. To je OHaj Hajayd/pu MapajOKC Le/IOKYITHOT
caBpeMeHOT XpyurhaHCTBa: OHO XKYAM 3a JaBHO 3a00paB/beHNM 3/IaTHUM HOOOM JKIBe
peun boxje, 4nje je mpeBasmtakeme OuIa OCHOBHA IIPETIOCTABKa IIe/IOKYITHOT MCTO-

KOMIUIEKCHe, 3aauB/byjyhe n crnekrakymapae muce momnyT beroBeHose (Beethoven) Cseuane
Muce (Missa Solemnis) Hucy due HuTa pyro 10 ,,37m0ymnorpede”

“ Weber , M. (2004) Zur Musiksoziologie (Nachlaf$ 1921). Gesammtausgabe Band 14, Tibingen:
J. C. B. Mohr (Paul Siebeck).
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PUjCKOT Ipolieca IIpKBeHe MHCTUTYLMoHanu3anyje. Ha TpenyTak ce MHOIMMA yYMHIIO
- a 11 laHacC ce He3aHeMap/bUBOM OpOjy U [jajbe YMHM — JIa Ce TO 371aTHO JJ0da MO>Ke Bpa-
TUTU KPO3 beat My3NKy, aju, ca JaHallllbe BpeMeHCKe JVCTaHIle ocMarpajyhm, 4nnm ce
7ia je OHa Ipe OuIa MOYeTaK TPeH A Aecakpammsalyje dorocmyKema.
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BEAT ITALIANO IN THE CATHOLIC CHURCH
REFORM OR DESACRALISATION OF WORSHIP

Abstract: In 1962, Catholic Church initiated a process of modernisation known
as aggiornamento, through the Second Vatican Council (Vatican II). This
initiative sought to strengthen faith of the Catholics and attract new adherents,
particularly among youth. Vatican II thus authorised the use of vernacular
languages in liturgy and expanded congregational participation through a series
of reforms. Recognizing the importance of congregational singing in fostering
community, Vatican II issued Sacrosanctum Concilium, which established
guidelines for instrumentation, musical style, performance, and the role of new
liturgical music. The first musical response in Italy to these reformist calls was
the beat mass which used popular music styles with liturgical texts translated
into Italian. A prominent example is the nine-movement Youth Mass by
Marcello Giombini (1966), composed for voices, electric guitars, keyboards and
drums. Performances of Giombini’s beat mass in Catholic churches received
considerable criticism, as many questioned the extent of modernisation in
liturgical music. While Giombini claimed that the Youth Mass provided spiritual
and intellectual enrichment for young Italians, its appeal largely stemmed from
its adoption of secular performance practices and behavioural norms. As this
approach to worship diverged from the original intentions of Vatican II, it also
raised concerns about the potential desacralisation of liturgy through integration
of popular secular music.

Key words: Vatican II, mass, beat mass, youth
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8arveM CUX080 HACTUANUX TOKOM 8Ulle 0g Yeliupu geyenuje Hocitiojard 06801
iouynapHoi denga oKa3yjemo Ha KOju ¢y HA4UH ipegcitiase PA3TUMUTAUX §enosa
ceetlia, KAo U MOMUBY 8e3aHu 3a banka, 061UK0BANU OHO WTTLO ce Y OKBUPY Tio-
iynapHe ieoilonuitiuke 03HA4A6a kAo oWwTHY PoHg 3HAaA 0 ogpeheHum Upocitio-
puma u donuimiuuKkum woiocuma. AHanusa ykasyje Ha o ga cy bajaiunu cidu-
X08U HACTANU Y Hleprogy ciladunHol coyujanucitiuukoi nopetika Ounu ycmeperu
Ka ygameHum ieolpadckum gecluHauujama u ga cy ile0UoONUMU1KY HAPATHUBU Y
wom tiepuogy Sunu Hajuspaxceruju. Tokom KPUSHUX U PATHUX Jesegeceltiux T0-
guHa Ha upociiopy Hekagauire Jyiocnasuje, ieoionuiiuiKke upegciiase wociiajy
3HAIIHO BULLe YcMepPeHe KA TIOKATHOM U PeioHANHOM, 0anKaHCKOM KOHTHEeKCTY,
goK wuxoea ykyira saciiyimenociti oiaga. Ca ciladunusayujom peiuoHanHux
ipunuka gonasu u go gusepsudurxayuje ieotlonuiiuukux ipegciasa y bajaiunoj
fioesuju, koje tiopeg danKaHCKUX MOMIUBA TIOHOB0 YKbYHYjy U HIOUOHUME U3 pa-
3anuMUTUX genosa ceeiia. Viciiospemero, cygehu iipema wuxos0j cée mMarvoj ye-
CUanociiu y ecmama, 1eononUuYKY HaApamusu y 060M iepuogy iociiajy maroe
UHCTHUPATAUBAH THEMATICKY OKBUD Helo y UpetlixogHum Hazama citieapanauiiea.

Kmbyune peun: ,bajaia u uncitipykiiopu®, ioilynapra ieoionuiiuka, ieoionu-
Mu4KY Hapaiiueu, bankan, noiynapra mysuxa, HOAUMUYKY HOTOCY
Veoq!
60g

CaBpeMEHVM JIPYLITBEHNM HayKaMa IIOIyJIapHa KY/ITYpa je OffaBHO IIpelo3Ha-
Ta Ka0 Pe/IeBaHTHO II07be 3a IPOyYaBakbe TeONOMNTIIKIX IIPeJICTaBa M HauMHa
Ha KOjI ce II0daTHY IPOCTOpY CUMOOIMYKY KOHCTpyniny. Mehyrnwm, y okBu-

! Peammsanujy ucTpaxuBama GUHAHCHJCKM je TOfpKano MUHNCTapCTBO HAYKe, TeXHOMOMIKOT

pasBoja 1 nHoBaruja Perrydmke Cpduje y cxrony dyHaHCHpamba HayIHOUCTPKMBAYKOT pajia Ha
Yuusepsutery y beorpany - Punosodckom pakynrery (dpoj yrosopa 451-03-33/2026-03/200163).
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py IIpolieca pa3Boja IoIy/IapHe TeONONUTIKeE Kao 3acedHe CyOaMCIUIUINHE, KYATYPHA
IPOM3BOJY TIOIIYT My3MKe He IOCMATpPajy ce CaMO Kao YMETHIYKY U3Pa3 UIN YMETHIY-
K1 mponssof, Beh kao crenyduyan odmmK KOMyHMKaIMje Koju od/luKyje meprentje
IIPOCTOPa, KYATYPHUX pas/nka 1 Mel)yHapomHMX ofHOCA. 3a MOMy/IapHY TeONOMUTHUKY
KYITYPHU cafip>kaju QYHKIVOHNIIY Kao IIOCPeJOBaH) HApaTVUBY KOjJi PEeMHTEPIIPETH-
Pajy CTBApHOCT 1 y4eCTBYjy Y popMupary Muper APYLITBEHOT 3Hama O CBeTy. Mysnka
je 4ecT mpefiMeT aHaaM3e NONyaapHMX reononuTndapa. Of TakMuyena 3a [lecmy Espo-
BII3Mj€ KOja je YBEK OIJIefla/IO FeOTOMNTUYKIX IIPEBMParba 0 My3SUYKIX TPEH0BA KOjI
Cy HONMUTUYKY CyOBep3MBHM (IIOIYT I1e3a W/IM XUII-XOIIa), Kao 1 MOje[UHAYHIX ayTopa
VI/WI IlecaMa — yBeK je MY3MKa, y3 (UM, CTPUI U KEVDKEBHOCT O1/1a BaXKaH IIpeMeT
UCTpaXKMBamba’

IIpenmer oBor paja jecTe MO3UIMOHMPAH Kao IONPUHOC U MOIY/IApHO]j TEOTIOIUTH -
M, QI M COLMOJIOTHjH KY/IType U couyonoruju nomuruke. Vcrpaxuhemo reomosmmu-
TIYKe IpeficTaBe y TeKcToBuMa Momuwta bajarnha bajare, ogHOCHO mecmama koje cy
IIPETEXXHO HacTane y OKBUpY rpyne bajaia u unciipyxitiopu, ca uubeM Jja ce yTBpAM Ha
KOj!l Ha4MH Ce Y IbJMa KOHCTPYUIIY C/IMKe PasINYNTHX JIeJIoBa CBETa, KyITypa I [ipy-
mTBeHMX offHoca. [TocedaH akijeHaT CTaB/beH je Ha MACHTUPMKALM]y HaulMHA Ha KOjI Ce
I pyru mpocTopu pefcTaB/bajy — Aa M1 KPO3 er3oTU3aljy, pPOMaHTU3ALIUjy VIV TI0jefi-
HOCTaB/bJBaIbe — IITO OBAj paji CMEIITA y INMPU TEOPUjCKM OKBUP OpMjeHTaTMCTUIKe
nepcrekTuse u cryguja [Ipyror. IloasHa npeTnocraBka je ja molynrapHa My3uKa, Mako
He HaCTaje Kao MHCTPYMEHT apTUKY/Iallije TeONOMUTIIKIX CTaBOBa, YIeCTBYje Y 0d/mm-
KOBamby CMMOOMMYKUX Malla CBeTa M TYMe yTUde Ha pasyMeBarbe I7TOdaTHMUX OJHOCA
Ko7 1mpe IydimKe. VcTpakuBame je TOACTAaKIo ,IPOMUII/babe APYIITBEHNX (PyHK-
1ja My3JKe OJTHOCHO MY3MYKMX Cajp>Kaja U [eTaTHOCTH Kao CI0jeBUTUX KOMYHMKa-
IMjCKIX, APYLITBEHO YCIOB/bEHNUX IpoIieca”.

OBo mpoyyaBame je 3aCHOBAaHO Ha KBAaIMTATMBHO] aHA/IN3Y CafipXKaja TEKCTO-
Ba ofjadpaHux necama bajale u uncitipyxkiiopa. VI3dop y3opka yCloBI/beH je TeMart-
CKoM mopodHoIhy mecama 3a aHaMNM3y TeOIMOMUTUYKMX MOTHBA, KA0 ¥ HBIXOBOM
Homy/IapHouIhy, ITO yKa3yje Ha BUXOB ITOTEHIVja/IHY YTUIIAj Ha MIMPOKY IyO/INKY.
Vimajyhm y Buny ma rpyna bajaia u uncitipykitiopu Tpaje Buie ox 40 ropnHa, #a je
BIXOBA My31Ka (d11a) BeoMa IoIy/1apHa y pasInduTuM ApxKaBaMa, off Jyrociasuje
IO ,MaJIMX Ip>KaBa’ HACTAIMX HEHUM paclafioM, CMaTpaMo fia je 3HauajHo VCTpa-
JKUTU KaKo ce nepuennuja JIpyror Koucrpyucana ynpaso y bajarunum cruxosuma u
KaKO Cé TeONONMUTUYKO M0Jbe Hapalllije Membasio Of CIIO/ballllbeT TOKOM 0CaM/IeCEeTUX
Ka YHyTpallbeM TOKOM Ha OBMM IIPOCTOPMMA KPU3HMX JI€BEJJECeTUX IO/IiHA MUHY-
JIOT BeKa.

2 Dunkel, M. and Nitzsche, S. A. (Eds.) (2018) Popular music and public diplomacy: Transnational
and transdisciplinary perspectives. transcript Verlag.

3 Munenkosuh, I1. (2016) Mysuuka reorpaduja u Mysuxka npocropa, Coyuonowxu apeineg
rog. 50 dp. 1, cTp. 3.
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leotionuiniuka u HoiynapHa Kyniiypa

[TomymapHa reonoanTyKa je peTaTMBHO MIafa CyOAMCLUUIUINHA y Be3U ca KOjoM
jOII YBEK He ITOCTOj1 KOHCEH3YC 0 TOMe KaKo je Tpeda fepuHucaTH, Koje MeTofe Cy joj
VIMaHEHTHe J HaIlOCTIeTKY KOMe ,,IIpUIafa” y HeKOM yXKeM, JUCHUIUIMHAPHOM CMUCTTY
- [ia 7 je TO TPpaHa MONMUTUKOJIOTHje VI MOXKe CIAfIaT! M y ipyTe 0d/lIacTy Kao MTOo
Cy cTypuje de3demHOCTH, COIMONOINja, aHTPOIIONOTHja, KyATyponoruja.. ¥ oBoM
pazy ce Hehemo ynymTaTyt y 0By (BeoMa IIVPOKY U KMBY) gedaTy u ocmoHnheMo ce Ha
nepuHuIMjy Kojy majy Caynpepc 1 CTpyKoB, y K0joj ce HarjalaBa HajIpe MHXepeHT-
Ha MHTEPAMCLUUIIMHAPHOCT caMe 0d/1acT, a HOTOM Ce aKI[eHaT CTaB/ba Ha TO Jia ce
THOITy/IlapHa KY/ITypa CXBaTa Kao je3MK, ONHOCHO CPegcilieo KoMyHUKayuje Koje myrem
Pa3HOBPCHUX KaHaJIa llla/be Pas/IM4NTa 3Hauewa mydnuun. [TomyrapHa reononmuruka
ce, IakJie, daBM HAYMHOM Ha KOjI MOIy/TapHa KYITypa KOHCTPYMILE ¥ IeKOHCTPYNIIe
IIPOCTOpe M MOMUTHYKA I0/ba 3Ha4Yewa’. VIMajyhu y Bumy oBako mocraB/beHy MCTpa-
KVBA4KYy jeHA4YMHY, Hallla aHa/I13a IPe/iCTaB/ba COLVONIOMKI JOIPUHOC MOIy/Iap-
HOj T€OTIONIUTULIN.

[TorynapHa reomonutyika odyxpaTa IIMPOKO MCTPaXKMBAYKO I0Jbe: daByU ce HauM-
HOM Ha KOji JIp>KaBa MHCTPYMEHTa/IM3yje MOIyIapHy Ky/ITypY, OJIHOCOM IOIy/IapHe
KY/IType 1 (Teo)eKoHOMIje, ITT00a/IM30BabeM IIOITyIapHe KY/ITYpe, i ¥ pa3MaTpambeM
KaKo IIOIMTUYKA KY/ITypa Kpeypa HOUTIYKe IIPefiCTaBe U KOjI CY TIOTIMTUYKY eeKTn
KOH3yMIpama ofpebheHor cagpskaja®. Y 0BOM pajy 3aHMMa HAC acleKT kKpeuparea ionu-
MUYKUX tipeqgciiasa, Ta4HMje KaKo je bajara y CBOjuUM T€KCTOBMMa OC/IMKAO Pas/IN4duTe
JIle/IOBE CBETA, KAKO X je TPENCTAaBMO, A /I UX je CTEPEOTUNIN3NPAO, POMAaHTI30BA0
VIV TTAK NIPUKA3a0 Y XyMOPUCTUYKOM CBET/Iy. Ped je 0 4ncTuM reononmuTndkmum mpeg-
CTaBaMa Koje Cy CTAHOBHMIIV PasIYNTHX Ap>kKaBa (Hajipe Jyrocmasuje, a IOTOM 13 e
HACTa/IMX [Ip)KaBa) y OBOM PeTMOHY, TOKOM HEKOJMKO JielleHnja, fodujamu kpo3 baja-
riHe cTuxoBe. OBe C/IMKe 03HA4aBajy ,IIpeiCTaBe IPYTOor pefia”; IIPBY pef IpeficTaBa Cy
IMPEKTHE TOMNTUYKE IIOPYKe U 3BAaHMYHE U3jaBe, a y APYrOM pefly ce Halase OHM Ca-
Ip>Kaji KOjU peVHTePIPeTUPajy COLMjaTHY U APYIITBEHY CTBAPHOCT HApPaTHBOM (UK-
unje. [Ipencrase gpyror pea Urpajy BayKHy YIIOTY y IIPOLieCy CTBapama OIITer GoHIA
3Hamba y jeTHOM KOHTEKCTY’ . YIIPaBO Taj HAPaTUB KOjU ,IIyH) OMIITK (OHJ 3HAIA O
PAsIMYNTUM JIeTOBMMA CBETA je OHO IITO HAC 3aHJMMA U OHO IITO XOheMo f1a MCTpaXKu-
Mo Ha npumepy bajarmne noesuje. Vimajyhu y Bugy meroBy momymapHOCT, JYTOTpaj-
HOCT MY3MYKOT CTBapa/ialiTBa ¥ OOMMHOCT My3M4Ke MPOAYKIIMje CacBUM je OIpaBJia-
HO aHAM3MPATV HA KOjU HAYMH Cy CIyIIAoLy CTBapanu npeacrase o bypmu, Mocksu,
bepnuny, lanekom Vcroky...

* 3a Bumre Bupetn: Zorko, M. i Tur¢alo, S. (2021) Popularna geopolitika, Zagreb: Politicke analize.
> Saunders, R. A. and Strukov, V. (Eds.) (2018) Popular geopolitics: Plotting an evolving interdis-
cipline, Routledge.

¢ Ajzenhamer, V. (2024) Celuloidna apokalipsa, Beograd: Sluzbeni glasnik.

7 MHcro.
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Kaza HaBo[IMMO CBe Te KOHKpeTHe TeoIIoNUTINYKe OfjpeiHLIe (JjaneKe v dvbke) He-
OIIXOJHO je [1a yBeJleMO jOIII HEKO/MKO 3Ha4ajHMX II0jMOBa 3a Hallly aHa/mm3y. To je cBakako
HajIIpe CTapi, anu 1 Aajbe HellpeBasul)eHy KOHIIeNTyalHN OKBYP OPMjeHTa/IN3Ma, OHAKO
KaKo ra je popmymucao Enapn Canp (Edward Said). Opujentanusam u fabe pecran/ba
jeaH off K/byYHUX TEOPUjCKMX OKBMPA 32 pasyMeBatbe HaulHa Ha KOjIi Ce Pas/IuyuuTy Jie-
JIOBY CBeTa CMOOIMYKM KOHCTPYMILY YHYTap KYATYpHUX HapatyuBa. OpujeHTanm3aM je,
Jia ce TIOfICeTUMO, TIpe CBeTa AVCKYP3UBHY HpolieC Y KoMe ce ofpehern mpocropu mpep-
CTaB/bajy Kao eTr30TMYHY, VPAL[VIOHATHN, CTATYHN WIN CYIITHHCKN ,,Jpyrauuju’ y ofi-
HOCY Ha HOPMa/IM30BaHM, PALVIOHA/IHY, HAIIPEIHN ¥ MOJEPHU ,,3ama . Y TOM CMUCIY,
OpUjeHTa/IM3aM HIje OIVIC CTBAPHOCTY, Beh HaUMH IheHe MHTepIIpeTaliyije, OTHOCHO CKYII
pelpe3eHTal1ja Koje IPON3BOfie 1 OAP>KaBajy pasnuky usMeby ,Hac” u ,mux’. Ypaso
KpO3 TaKBe pellpe3eHTalyije HacTajy CTePEOTUIIN KOjI TI0je[IHOCTAB/bYjy CIOXKEHE [py-
IITBEHE 1 KY/ITypHE KOHTEKCTe U IPEBOJIE VX Y /1aKO IIPENO3HAT/BUBE C/IMKE Vi 3HAYeHa’.
Ogaj poriec He Mopa d1TI OrpaHNyYeH caMo Ha offHOC VIcToka n 3amapa, Beh npepcrasiba
IIMpY MeXaHU3aM KOHCTpyucama Jpyiol, kako To untepnpernpa Visep Hojman (Iver B.
Neumann). Kako Hojman nokasyje, nieHTurern ce He popmupajy n3onoBaHo, eh kpo3
KOHTUHYMPAHO pasrpaHMyerbe Y OHOCY Ha OHO LITO Ce MEPIMIMPA Ka0 PA3INIUTO UIN
cTpaHo. JJpyiu je, axyie, KOHCTUTYTUBHY €/IEMEHT COIICTBEHOT MIEHTUTETA, a HE Iheroba
CIIO/bAlllIba CYIIPOTHOCT. Y TOM IIPOIIeCy, Ky/ITYPHY IPOUSBOAY — YK/bydyjyhm 1 Mysn-
Ky — UTPajy BaXHY Y/IOTY, jep IIPeBOJie alICTPAKTHE TeONONUTIYKE OJHOCE Y KOHKPETHE,
€MOTVBHO 000jeHe U JIAKO yCBOjuBe C/yKe cBeTa. CTora ce penpeseHTalje ya/beHNX
IIPOCTOpA Y TIOIYTAPHOj KYATYPU MOTY IIOCMAaTPATH Kao CIeldudaH BUf ,MEKOI  OpM-
jeHTanM3Ma, y KoMme ce /[pyiu He MOpa HY)KHO HEraTMBHO BPEJHOBATH, ali Ce U Jla/be
KOHCTpYWMIIIe Ka0 Pas/lInNynT, er30TU4aH Wiy pomantnsosan’. Oa HojManoBa Kopekiyja
CanpoBor cxBaTama K0ja 4/HM [10jMOBE OPYjeHTaIN3Ma U JPYTOjadyerba HEMITO IMVPUM I
brexcndnnHMjUM je mocedHO BayKHA 3a HALTy aHanu3y. AKo ce octoHnMo Ha HojmanoBo
CTaHOBMINTe, BuieheMo Ja ce MAEHTUTEeTV KOHCTPYUIIY KPO3 IpyTrojauere OpyjeHTaIn-
CTMYKOT TUIIA, M ¥ KPO3 YMCTE CTEPEOTUIIe KOjU I10jeFHOCTaB/bYjy PEealTHOCT, alu UX
HY>KHO He AycKpuMyHmy. Te motuse hemo Bupietn kpos bajaruny /bydaBHy @paniycky
PeBONyLINjY, SKEHCTBEHY ,,KOCOOKY , Becene Hapozie bypme nm max, nepeny Pycujy.

AHnanmu3oM bajarmHux cTuxoBa MOXXeMO IIPATUTH Ha KOj) HAYMH Ce KPO3 IIOIy/IapHY
KYATypy IIPOM3BOJie YIIPaBO OBaKBe Ipeyicrase JJpyioi. OHe ce MOTy aHa/IMTUYKM PasJio-
KUTY Ha HEKOJIMIKO TUIIMYHYX odpasara: (1) ersotusanmujy, y Kojoj ce yaa/beHy IIPOCTOPU
IPUKA3Yjy KaO MUCTIYHY, TIPUBJIAYHY U KYITYPHO ,,Apyraunjn’; (2) poMaHTH3aLjy, KOja
TIojipasyMeBa Mjeannsanujy ogpehennx Mecra u Kyarypa, 4ecto Kpo3 Ipyu3My eMOLO-
HAJTHOT W/IV eCKAIMCTIYIKOT HapaTyBa; (3) I0jefHOCTaB/b1Babe VI CTEPEOTUIIN3ALINY, TTie
ce CTI0)KeHe APYLITBEHE PEaTHOCTY CBOJIE Ha HEKOMKO IIPENO3HAT/bYBIX MOTHBA; KA0 I
(4) MpOHUjCKY 1TV aMOVMBAIEHTHY pellpe3eHTalljy, Y K0joj ce OBM 0dpaciiyt ICTOBpeMe-

8 Said, E. (2008) Orijentalizam, Beograd: XX vek.
° Neumann, I. B. (2011) Upotrebe Drugog: ,Istok” u formiranju evropskog identiteta, Beograd:
Sluzbeni glasnik.
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HO KOPJCTe 11 I0BOJie Y IIMTambe. YIIPaBo Kpo3 OBaKBe TUIIOBE perpeseHTarja Moryhe je
aHA/MM3MPATH KaKo BajarvHy CTMXOBU OONMKYjy IeonomMTNIKe IpeficTaBe PasIManTIX
JIeTI0Ba CBETa M KaKO Ce Y bIMa IpeaMajy Py KyITyPHY Y JPYIITBEHN KOHTEKCTH.

PenesanTan mojaMm 3a aHanM3y reonoNMTUYKUX MOTMBA y necMama bajaie u u-
ciipykiiopa je v My3ndKa reorpaduja, Koja IpeficTaB/ba CIOKEHY 00/1acT MpeIrnTamba
My3UKe, Teorpaduje 1 ApyLITBEHOT IIPOCTOPa, TauHMje OaBM ce YTUIajeM IPOCTOPHNX
oxpeheHOCTN Ha MysWYKe )KaHPOBE ¥ CTU/IOBE, HAUVMH IIPOU3BOJIbE U TIOTPOLIE My-
suxe'. Cajipkaj My3uKe yClIOB/beH je reorpadckum IpocTopoM y KOM HacTaje i y KoM
ce 04eKyje BeHO KOH3YMUPAIbe, TO jeCT KYJATYPOM, IOMUTUKOM ¥ €KOHOMUjOM JaToT
reorpadckor mpocropa. ,,Kareropuje mpocropa y Mysuuu pasMmaTpajy ce He camo U3
acIreKTa cBoje reorpadcke, GpU3MIKO-IIPOCTOPHE fUMeH3uje, Beh u cumdomruke, cory-
OKY/ITYpHE U MCTOPUjCKE, Ka0 CPECTBO MCIIO/baBatba UIEHTUTETA ¥ BPEIHOCHUX OPHU-
jeHTanuja y HekoM npocropy ."" JIpylITBeHN KOHTEKCT yTide Ha Kpearopa My3U4KOor
fiena, Te Cafip>KMHy TIlecMe KOjy CTBapa, Kao I Ha Ha4MH Ha KOjy Myd/InKa IepIienIuipa
IIECMY, @ CAMUM TUM U YTUIIAj Oflac/IaTe MOPYKe Ha heHOT IIPYMAOIIA.

Og jyiocnosericke cuyere go ieotonumiuKe Maaux gprasa:
ceeill u peiuon y bajaiunum ilecmama

Buiue oy yeTupu fierieHnje mocrojama denna bajaia u unciipyxkigopu odenexxuna je
dypHa (reo)mommTidka TpaHchopMaIja Ha OBUM IIPOCTOPMMA, yTUIyhy 1 Ha reoro-
NUTUYKE MOTYBE Y HUXOBUM IecMaMa. My3n4Ko CTBapanallTBO Cy 3aIll0Ye/N y 3aBp-
IIHOj METOJIETKY COLMjIMCTUYKOT IOPETKA Y JyrOCIaBMji, KOjU jé OKOHYaH CIOMOM
ucror 1989. ropuHe. JyrocnoBeHCKO APYIITBO MPEACTaB/bAIO je cHenmupudaH oK
COLIVjaIMCTINYKOT NTOPeTKa OO/IMKOBAH y 3HA4ajHOj MepM X/IaJHOPATOBCKOM IOIUTH-
KOM Y OKBMPY Koje je HacTojano fa npoHahe cBoj myr. [Tonymapaa kynrypa duna je mop,
yTHIajeM YHYTpallllbe 1 CIIO/balllibe ONUTHUKE, a ,Mel)y HajounrmegHujuM mpuMepuma
BeCTepHM3aIMje jYTOCIOBEHCKOT APYIITBA OVIM CYy aMepU4KM ¥ OPUTAHCKM YTULAjH,
KOj) Cy Y JyrOCIaB1jy CTU3amu HOCPeACTBOM MY3MKe, OfTHOCHO Ile3a I pOKeHpoma’ 2.
3a pas/uKy Off 11e3a, jyrOC/IOBEHCKY POKEHPOTI je duo MHTerpaTtuBHYU HaKTOp KYITypo-
JIOIIKY PasHOMKe COLMjamuCcTIYKe oMmnagyHe”. IIpBy mOOBNHY fieBefieceTX ToAHa
odenexno je rpahanckn paT Ha mpocTopy Taja Beh duBIIe JyrocnaBuje, a Ha OCHOBY
IPETXOIHO IIOCTAB/beHEe MMO30PHUIIE , YCTOMUYEHN CY HAMOHATIMCTUYKYA PEXKUMI, IO~
BMHICTIYKA ocehama CTAHOBHMINTBA Cy paca/beHa, a eTHMYKO/BEPCKa M3MEIaHOCT
je (dmrma) TakBa #a (je) mpaBo CBaKOT MCTOBPEMEHO IpefCTaB/ba(/10) HelpaBLy IpeMa

' Mwunenkosuh, II. (2016) Mysuuka reorpaduja 1 Mysuxa mnpocropa, Coyuonowiku peineg
rog. 50 dp. 1.

" Vcro, ctp. 5.

2 Vuceti¢, R. (2012) Koka-kola socijalizam: Amerikanizacija jugoslovenske popularne kulture
Sezdesetih godina XX veka, Beograd: Sluzbeni glasnik, str. 187.

3 Pakosuh, A. (2018) ITapTujcko Tpacuparme myTa MOMyIaPHOj MY3ULY Y jYTOCIOBEHCKOM COLIM-
jamucTirakoM fpywmTBy, Kynitiypa 6p. 161, beorpan: 3aBoy 3a mpoy4aBarme Ky/ITYPHOT Pa3BUTKA.
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npyrome”™*. JlerieHujy HaKOH CTTOMa COILMjanusMa ¥ KpBaBor pacnaja Jyrocnasuje ode-
JIeXMO je HU3 APYIITBEHO-eKOHOMCKMX IOCTIeANIIa 110 cTaHoBHUIITBO Cpdnje: ormrap
IaJ] IPYIITBEHOT IPOU3BOJA, CAHKIIMje YjeANbeHNX Halllja, XUIepUHQIanuja, mmpo-
KO OCHpOMaIllelbe, MACOBHA He3aIl0C/IeHOCT, dyjabe C1iBe eKOHOMIje, er3MCTeHIIMjalHa
YTPOXKEHOCT IIMPOKMX C/I0jeBa CTaHOBHMIITBA, uTH. HoBe HalmonanHe fpxase Cy ce
IMCTaHIVIpasIe Off 3ajeJHIYKE jyTOCTIOBEHCKE IPOLIIOCTI Y CBOjUM 3BaHUYHUM Hapa-
TBUMa. POKeHpor je mpenasno HOBoOpMMpaHe Ap>KaBHe IpaHule, a bajaia u un-
ciipyKiopu onp>kaBanmu Konnepre y Makegonuju u CoBeHMju ¥ y IPBOj MOTOBUHK
nesepeceTux. Kpaj 20. Beka kapakrepucana je O7TOKMpaHa IOCTCOIMjaTUCTIIKA TPAHC-
dopmanuja y Cpduju, a moderak 21. Beka je JOHEO HeHO OfIOMOKMpPambe HAKOH CMeHe
Bragajyher pexxuma Ha geny ca Cnodomanom Munomesuhem®. OBaj nmepuop ce Moxe
VIMEHOBATH ,,BPEMEHOM HOpMajm3alyje” Kafja ce Hallle IPYIITBO IIOHOBO YK/byuyje Y
MelyHapopHy mopefak, ca IUTypalTUMCTUYKUM IOTUTUYKUAM CUCTEMOM VI TP>KUIIHOM
exoHomumjoM. Kapakrepuiie ra u HopManusanyja OGHOCA Ca HeKaJallbyM YIaHMI[aMa
3ajeflHIYKe Jp>KaBe, Y3 IIOBpeMeHe TeH3uje U 3axaaberma, yKbydyjyhn npecnukaBame
reoIoMUTUYKMX OffHOCA Ha MOIy/IapHY KY/ITYpY, IIOIYT OTKa3uBama KoHleparta bajaie
u uncipyxiiopa y Xpsatckoj (y Kapmosiy 2018, Cucky n Comuay 2025. rogune'”).
[lakie, mOIy/IapHO-TEONONNTIYKA aHaMu3a bajarmuux cTmxoBa moppasymeBa jefHy
de30pIDKHIY epCIeKTHBY jyroCIOBEHCKe 3aMHTEPECOBAHOCTI 3a JIpyTe JeNIOBe CBETa 13
nosuiyje (y HajMamwy pyKy) jemHe cTadWIHe eBPOICKe CIle Koja MMa BPJIO crienududan
TI07I0KAj Y KOHTEKCTY OMIIONIAPHOT CBeTa, a/ly YK/bydyje 1 IeONOIUTIUKY 3aITIefaHOCT Y
»COTICTBEHN TIYTIAK~ y TPeHyIMMa M3071aljije M TOKOM IIpolieca I0CTajamba Maje JpyKaBe.
Hapounto TokoM JieBefieceTuX ToiiHa IPOLIOT BeKa HheroBe eyl Cy IIIay3uOUIHO IIpe-
HoCuie atMocdepy ca ,noMaher TepeHa” — ogHOCe ca ,0Be U ,0He CTpaHe PasIN4IUTHUX
(MebynprkaBHMX 1 a]MMHUCTPATUBHMX) TPAaHUIIA KOje Cy ce Y TO BpeMe BeoMa dp3o (1 1o
npasuty OypHO) Memare. [IpyriM pednma, mpeaMeT Halle aHanuse duhe u moryern Ha fa-
neke fenose EBpore u cBeTa, amy 1 Ha JIOKAIHY CIIMKY OHOCA Y IPKaBM KOja CaMo ITO ce
Huje pacrana wim ce Beh u pacnana. Bugehemo kako ce ympaBo y ckmagy ca mpoMeHama
TeONO/MNTIYKOT KOHTEKCTA MeHbajy U CTUXOBU: Off 3aHeceHoCTH JIatnHcKoM (MapkecoBom)
Amepukom, Jamanom u Kunom Toxkom ocampecetnx rogyHa 20. BeKa, IIPeKO CyMOPHMjUX
CTUXOBA yCMepeHX JOMIHAHTHO Ha da/lKaHCKY PETMOH U TPAHMNIIe TOKOM JeBeieCeTHX To-
JIVHa, 10 IOHOBHOT OKPETarba Ka CIO/bAIlbVIM TeOIIONIMTUYKIM IIpeiCTaBaMa, ali y3 3ajp-
KaHy HXKIby U Ha YHYTpallllbe, Ca IPYCYTHUjUM ONTUMU3MOM Of, IBEXVM/baIUTIX TOJMHA.
leomonutyka Mamux fpxasa, ykpydyjyhu ty u Cpdujy, npyusiaun naxswy UcTpa-
XKMBa4a KOj)i IPOYYaBajy pasnmuuTe aclekTe HJXOBOT IIOJI0XKaja y MehyHapogHUM

'* Lazi¢, M. Opéte pretpostavke istrazivanja, u: Razaranje drustva: Jugoslovensko drustvo u krizi
90-ih, priredio Lazi¢, M. (1994), Beograd: Filip Vis$nji¢, str. 13.

15 Lazi¢, M. (2011) Cekajuci kapitalizam: Nastanak novih klasnih odnosa u Srbiji, Beograd:
Sluzbeni glasnik.

' https://nlinfo.rs/region/a411004-Ko-je-trazio-otkazivanje-Bajaginog-nastupa-u-Karlovcu/

7" https://nlinfo.rs/region/nakon-siska-bajaga-ne-moze-ni-u-solin/
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BAJATVIHA TIO3VTVBHA TEOIIO/IUTUKA

OffHOCKMA. Y Clef] Pa3HOBPCHOCTY MAJIVX JipyKaBa ¥ KOMIUIEKCHOCTY IPYLITBEHNX UM-
HI/IAIA KOjU YCTIOB/baBajy HBUXOBY I€ONONMUTUKY, TEIKO ce MOTy (GOPMY/IMCATH OIIITI
3aK/bYUIIM O BUXOBO]j CTpaTeruju Ha MelyHapoaHOj OMTINYKOj CLieH Y, a jeffHO Off Ha-
Jesla KOjiIMa Ce HeCyMIbIBO PYKOBOfie je omcraHak'®. Y bajarmHoM ciydajy He Moe-
MO TOBOPUTH O 3BaHMYHUM JAP>KaBHMM IIOpyKaMa ) MOMUTHUKAMa Koje Cy claTe Kpo3
IErOBe CTUXOBE, HUTY Ce Pajiil O CyOBEP3MBHUM MO3VBUMA HA PA3/IM4UTE MOMTUTIIKE
aKiyje (3a pasmMKy Off HEKMX APYTUX POK O€H/IOBA), /i BETOBY CTUXOBI Cy 3aUCTa
BEOMa KMBOIIVCHO CTBAPa/IM CIMKe PA3/IMINTIX [Ie/IOBA CBETA, Te je BeOMa 3aHMM/BIBO
IleTa/bHIje ICTPXITI KAaKBa je ’eroBa My3udKa (I103uTHBHA) reorpaduja.

Jomr jenHy KOHTeKCTyanHy Bapujadmy Tpeda mmartu y Bumy. Kako mumre Epux I'opan
(Eric Gordy), momymapna Kynrypa je Ha IpocTopy duBlie Jyrocnasuje duma monpuimTe
cumdomukux dopdu msmely pasmruntyx cnojeBa cTaHOBHMUITBA: cUMOOMMYKe dopde
Cy ce IOMMHAHTHO OfiBMjajie Ha pemanyju u3Mehy ypdaHNX CTaHOBHMKA/I[A ¥ PYpPATTHIX
C7I0jeBa Koju Cy ycreq nocnemuie ypdaHusanyje cBe Bullle Hace/baBamu beorpay u apyre
BeJIVKe IpajioBe. JeHO Off IIo/ba THX dopdu, 1 TO MOXK/A ¥ JOMMHAHTHO II0/be Ha KOMe Ce
onBujaa Ta OuTKa je Omaa MysWdKa creHa. PO Mys)Ka 1 HeKe ipyre BapyjaHTe 3allafgHe
My3uKe dute cy odenexxje 1 cMMOO IpUIagHOCTY YpdaHOj U YITTaBHOM MyIal)oj Imorryrma-
IIMj1 KOja je OKpeHyTa Kao /IMOepaTHVIM 1 3allafHMM BPEHOCTIIMA 1 HauVHY X1BoTa. He-
ook mnu Typdo-ponk MysuKa Koja je y3yMana cBe BUIIe Maxa OuiIa je My3UdKy 13dop
pypasHe IoIy/anuje Koja je ydp3aHo Hace/baBana Be/lyKe IpajioBe YCiley] CBe 3aCTyIbeHN-
je ypdanuszaruje. OBO je HAPOUUTO MOCTATIO U3PAKEHO TOKOM JIeBeIeCeTIX IOfj1Ha IIPO-
LITOT BeKa Ka/ja je 0Baj mpocTop d1o odenesxeH paToM (Majia je oBa fieMapKalloHa IMHMja
Hacrazna Beh y camoM conmjammamy'). Vimajyhm y Bupfy paTHU KOHTEKCT Koju je Takobhe
odojno oBe dopde, ['opay noaBIaun f1a je momymanyja Koja je CIyLIaza poxk My3uKy u dyia
dmxa ToM cety BpeFHOCTH WA M aHTMPATHO OPUjEHTIICAHa, JIOK je Typdo-(onK yecto
d1I0 MHCTPYMeHT ApyKaBHE OMUTYIKE 33 HOTIVPUBAabe HAIVOHAIVCTIYIKIX CTpacTu™.

Bajaryza mydnuxa je, Kao ¥ Apyra pok myd/iuKa, JOMVHAHTHO HO/IA31Ia U3 C/I0jeBa yp-
danux 1 MaxoM Mmabux rpabana/ku, amu Symyhu fia je mweroB 3Byk Ouo ,MeKIn” y OHOCY
Ha Heke fipyre deHnoBe (MomyT Ha mpuMep Exailiapune Benuke) u SmvKy MOI My3UIM
MOXe Ce 3aK/bYYNTH JIa je OMO MONYTApHUjU Y IIVPUM JPYIITBEHUM C/I0jeBUMA Y MUMO
OBe YcKe CyOKyNTYpHe CLieHe KOja je MHCUCTUPAIa Ha Xapf-pOoK 3BYKy>'. [IpyruM peunma,
bajaruna mMysnyka reononuruka je CTuria g0 TOTOBO CBaKOTI CTAHOBHMKA JyrociaBuje u
kacHuje Cpduje, XpBarcke, bocHe 11 XeplieroBuHe 11 IpyTux ApskaBa y perioHy.

'8 Bykosuh, H. n Ajserxamep, B. Peu ypenHika: Majie gpxaBe — Be/IMKM MCTPKUBAYKI 33308, V:
Teotionuiiuka manux gpxaea, npupemynu Bykosuh, H. u Ajsenxamep, B. (2025), Beorpan: Muctu-
TyT 3a MeyHaponHy ONMUTUKY 1 IpyBpeny, YHuBepsutet y Beorpany - ®akynter de3degHocTn.
¥ Vuceti¢, R. (2012) Koka-kola socijalizam: Amerikanizacija jugoslovenske popularne kulture
Sezdesetih godina XX veka, Beograd: Sluzbeni glasnik.

% Gordi, E. D. (1999) Kultura moci u Srbiji: nacionalizam i razaranje alternativa, University Park,
PA: Pennsylvania State University Press.

2! Hero.
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ToxoM ocampieceTx 1 fieBefieceTIX rofiiHa MPOIIIOT BeKa bajara je Baxkuo 3a ,,10dpu myx
Beorpaja” 1 Kako TO KaXKy Y je[fHOM Off HajIOIyTapHIjuX Mjy3ukaa y CpOuju, Ha3BaHIM 110
bajarunoj necmu Ca gpyie ciupane jaciiyka, y IHosopuwitiy na Tepasujama, IpefcTaBu Koja
je y nenoctu nocsehena bajaru u merosoj Mysumu: ,,OBo je HoBu crioj [Tosopuwitia Ha Tepa-
3ujama 1 My3uke Momunna bajariha Bajare koja 1Ma mocedHO MecTo, He CaMo y HAIIIOj TIOTI
Mysuiy, Beh 3HaTHO IMpe, Ha IPOCTOPUMA YUTABOT HALIET peruoHa... CIIMYHO Kao 1To je
Mysuka rpyne ABBA, jenHor ofi HajBehux 1o denioBa CBIX BpeMeHa, Oujla IMOKpeTay Mjysu-
xna Mamma Mia!. Y HoBom Mjysukiy Ilosopuwitia na Tepasujama, Hall O3HATY JPAMCKM
mcar CreBan Konpyuiia /6y0aBHy Ipidy Boje MIafix Koja ce fenraBa Ha Tepasujama, kao
jJEHOM Jie/y Halle MEeTPOIIO/Ie, IPEBOMY Y KOMaJ YMjH je ITTaBHU jyHaK, 3aIIpaBo — yuTaB beo-
rpan!”*. 3a JOATHO MIYCTpOBatbe KY/ITHOT cTaTyca bajare Ha OBIM IIPOCTOpMMA MOXEMO /i
CIIOMeHeMO 1 pedpepeHITy 113 jefHOT Of HajBehiX MOCTjyToCIoBEeHCKIX (PIIMCKIX OCTBapemha
Mu nucmo anhenu nipsu peo (1992), penurerva Cphana [IparojeBnha, kaja ce r1aBHa 1po-
TaroHMCTKMIbA TIpyceha kako je 3a mpomwty HoBy rogyHy npummra Xrena a 3BOHM YIIPaBO
Bajary Ha BpaTa 1 Jja My u3jaB} /bydaB, a HbeHa ApyrapuIila Ha TO Kaxe Aa Ou ,ca bajarom
MHOT0 dosbe TIpoITa, oH je damr ¢pun mmagnh™. bajara je Buie ox Mysuke. OH je KynTypHa
pedepeHIia jeHOT BpeMeHa Koja U lajbe MCTpajaBa. [lakie, Temko je mpeneHnty bajarnuo
MeCTO Y KyITyp) ¥ YMETHOCTH, Hajipe beorpaya, amy 1 unrtase OVBIIE U Cafalllibe Ap)KaBe.

Meiriogonowiku oxeup

VcrpaxxnBame TeononuTUYKNX IpefcraBa y bajarmauM mecMama cpoBefieHO je
IPYMEHOM MeTOJe aHammse cafpxkaja. OHa IpefcTaB/ba HAjIOTOfHNUje CPENCTBO 3a
npoy4YaBame IpyLITBeHe KOMyHUKallije, IPBEHCTBEHO OHE HAacTaj/le HE3aBUCHO Off IO-
Tpeda UCTpaXMBamba, LITO je YMHM IIOCTYIIKOM IIOfIeCHVIM 3a aHA/IN3y mecaMma. Y OBOM
pajy je aHa/IM3a cafjp>kaja yIoTped/beHa y KBaTUTaTUBHOM OOJIMKY.

I3dop bajarmuux mecama Kao MCKyCTBeHe OCHOBE MCTPaKMBamba YCIOBMIA CY [Ba
kputepujyma. IIpBu kputepujym nsdopa je myxoBa cafip>KMHCKa ITOJO0OHOCT 3a aHA/IN-
3upame reononuTuke. [lecme bajaie u uncitipyxkiiopa canpske TeMe 1 cuMOosIe Koju ce
OJIHOCE Ha JpyTe IIPOCTOPHE OKBUPE U KY/ITYPE, TO jeCT M3paXKaBajy CTaB IIpeMa hlMa,
Te ofiroBapajyhe Bubeme MelynaponHnx ogxoca. He Tpeda rydutu us Busa na te mecme
HIICY KpeMpaHe pajy M3pakaBarmba reONONMNTUIKMX CTaBOBA, OJHOCHO Jia ,aKo je aHa-
1132 OTpaHNYeHa Ha MaTepyjal HACTa0 He3aBYICHO Off HAYYHOT MICTPaKMBabha, He MOXe
ce u3 rpahe n3Byhu Bumte o oHora mro cagpxxu’. C ipyre cTpaHe, lecMe Cy 3HadajaH
U3BOP COLMOMONIKNX IT0JjaTaKa O T€ONONMUTHULIN, jep KAa0 CEKYHIAPHI IO/IAlN ,,0fipaXka-
Bajy LIMPOKe aclleKTe [PYLITBeHe K/IMMe y K0joj Cy mpousBefeHn” .

2 Pozoriste na Terazijama (n.d.): Sa druge strane jastuka. Dostupno na: https://pozoristeterazije.
com/predstave/sa-druge-strane-jastuka/ (pristupljeno: 2026).

* YouTube (n.d.): S Bajagom bi bolje prosla - Mi nismo andeli 1. Dostupno na: https://www.
youtube.com/watch?v=RbkqaHaYLil (pristupljeno: 12. 4. 2026).

2 Selltiz, C., Jahoda, M., Deutsch, M. and Cook, S. W. (1959) Research Methods in Social Relations,
New York: Henry Holt and Company, p. 330.
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Jlpyru KpuTepujym 13dopa mouyBa y HOIyTapHOCTY OBUX IIeCaMa, ITO MOfjpasyMeBa
fla y BJMa cafip>KaHe Vjieje JONMpY 10 MIMPOKe IIydMKe, OFHOCHO [id YTUIY Ha Pasyn-
4yTe IPYIITBEHe TPyIle Koje cy usnoxeHe bajarnuoj mysuim. [ledn andym Iosuitiuena
ieoipagpuja je bajara odjaByo 1984. roguHe u Bulle Off YeTHPHU JielleHNje je IPIUCYTaH Ha
MY3UYKOj CIIeHU ca rpytioM Mucitipykitiopu25. O 3Ha4ajy 0BOT adyMa CBEf[0UM YNIbeHN-
Ila JIa je Ha OCHOBY aHKeTe ymucta Rock Bajara 1984. romyHe mpormamer pok mraHouthy
cesoHe. Hapenna 1985. roguna u andym Ca gpyie ciipare jacitiyka BoHemm cy jour Behy
TnomynapHocT bajaiu u uxcimpykimopuma. Mysudku Kputudapu ¢y y mucty Rock bajary
IPOITIACUIM POK My3UdapeM rofiuHe, Mucitipykiiope HajdoboM rpynoM, andym Ca gpyie
cifipare jaciliyka TIIOYOM TOfiVIHE, a ecMy 3axmypu ca Tor andyma Hajdo/boM MeCMOM.
HakoH odjaspuBama andyma IlpogasHuua iwiajuu 1988. rogyHe bajary je Mysudku da-
comvic Puitiam nMeHOBao jyrocrmoBeHckuM ITomom MakaptHujem™. [lakie, ocamieceTx
royHa 20. BeKa cy bajaia u uncitipykitiopy Sy jefaH Off HajIONYIAPHNVUX U HAjTH-
POKHUjUX jyrocroBeHCKNX deHpoBa. OcBojumu ¢y Tpyu Ockapa IOMmy/IapHOCTH, jeffHe Off
Haj3HAYajHMjVX HATPa/a Ha MEAVjCKOj CLIeHN y Jyroc/iaBuju, Koja je ofie/biiBaHa Ha OCHO-
BY MuIIberba mydnuke”. O MOMYIapHOCTY U Y TIOCTjYTOCTIOBEHCKOM IIPOCTOPY CBEHOYN
Ockap 3a Hajdober cTpaHor IpeBava Koju je bajara goduo y Makenonnju 1992. ropnxe,
OJJHOCHO ,,My3JKa ITyHa ONITMMY3Ma U Jiajbe ycIieBa fia mpebe rpanue mebhycodHo orybe-
HIIX Jle/IOBa HeKajla 3ajefHIuKe Apxkase” . Ha yrunajuocr mysuke bajaie u uHcilpykinopa
yKasyje 1 TIpoljeHa jia ¢y o 2012. rofiiHe IIpofiay IpeKo IeT MIUIMOHA Hocaya 3ByKa™.

Kopmyc us kojer cy nsadpaHe aHanusupaHe IecMe YlHe OHe Koje cy bajaia u un-
ciapykinopu odjaBwmm Ha 11 cryamjckux andyma®, 13 andyma yxuBo’’, mect KOMImIa-
umja®, yernpu andyma dpunmcke mysuke® u mect EIT v cuHr mnova®, rauHnje mUXoBu
TeKCToBH. VI300p y30pKa Iecama yC/IOB/beH je IIpeMeTOM 1 IM/beM MCTPAKIBAba, TO
jeCT HaMepOM Jia ce aHa/IM3MPajy TeONONIUTIYKE TeMe IIPUCYTHE Y bIMa. Y CJief] Tora je

» TJanjatovi¢, P. (2007) Yu rock enciklopedija 1960-2006, Beograd: Petar Janjatovic.

* Bajaruh, M. (2012) Boguu kpo3 cHose, beorpan: HoBocTu.

77 Janjatovié, P. (2007) Yu rock enciklopedija 1960-2006, Beograd: Petar Janjatovic.

8 Bajaruh, M. (2012) Boguu xpo3 crose, Beorpap: Hooctu, ctp. 124.

¥ Vcro.

0 Ilosuitiuena ieoipaguja (1984), Ca gpyie ciipane jaciiyka (1985), Jaxauu maine (1986), IIpo-
gasuuya imajnu (1988), Mysuxa a ciiipyjy (1993), Og Susxcyitiepuje go hunudapa (1996), 3maj og
Hohaja (2001), Illoy douurwe y tionoh (2005), Jamuna, gum u dpawuna (2012), ¥ canu nom (2018)
u Osaj ceeiti ce merva (2020).

' Hexa ceemup uyje nemup (1989), Best of live (2002), ¥ Ilynu nom (2019), Live Osijek 1985
(2019), Live from Nis 1989 (2019), Live in Slovenija 1994 (2019), Live Beogradska arena 2006
(2019), Tawmajgan 2021 (2021), Hlmapx apeqa 2018 (2023), Hanuh ywuso 2021 (2023), Yuhe
2024 (2024), 40 foguna Iosuitiuere ieoipaguje (2024), Camo Ham je wydas foimipedta (2026).

32 'The best of Bajaga & Instruktori (1991), So far... The best of Bajaga & Instruktori (1993), Heu-
3dpucano (1995), Xuiniosu (2000), Banage (2000), Pysxca seitiposa (2003 ).

3 Hu Ha neby nu na semmu (1994), Mysuxa us punma ITpodecuonanay, (2003), Mysuxa us TB ce-
puje Bpaitiuhie ce poge (2008), Huje nowe Sutiiu uosex (2021).

* Yemupu ioguwirwa goda (1991), 1 ja cam 3sesgaws (2001), Japja (2020), Xoiwen Jyiocnasuja
(2021), 21. sex (2022), Acitiporayii (2025).
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aHa/M3a CIPOBeeHa Ha HelpodaduIICTNYKOM Y30pKy 3aCHOBAaHOM Ha CydjeKTUBHOM
cypy”, koju oMoryhaBa ucTpakuady ia Ha OCHOBY CTPYYHOCTI 1 YBUZIA Y KapaKTepH-
CTMKe IIOIy/Iallyje IIopyKa 13adepe OHe Koje OAroBapajy mpeamMeTy usydasama. [logpa-
3yMeBa fiedMHICambe KPUTEPUjyMa n300pa, IITO je IPUCYTHOCT TeOIOTNTUIKIX TeMa y
IecMaMa, TO jecT cMMO0/Ia Koju ce OJHOCe Ha IpyTe IPOCTOpe 1 KY/ITYpe.

AmnanusoM je odyxsaheH ysopak op 27 mecama: bepnu (1984), Manu cnonosu (1984),
Texuna tepuna (1984), Kocooka (1984), Tamapa (1984), Ilatianune (1984), Hodpo jy-
wpo, yesepu (1985), Opanyycka wydasHa pesonyyuja (1985), Kao He 3na ga je lothusum
(1986), Pummanu (1986), I1nasu cagup (1988), Pycku 603 (1988), Ha ipanu (1993), Oso
je banxan (1993), L'onyduya (1993), Jaryap (1995), Monineneipo (1995), Teoja je iajoa
cutypua (1996), Jleitiu, nettiu timiuyo (1996), He sonum sumy (1996), Ana (2001), Moju
gpyiosu (2002), Cnosenauka peu (2002), Ilecna sipoiius manepu (2002), Panku iwiakcu
(2005), ITecma cnodoge (2005) u Zlapja (2020). AyTop TeKCTOBa CBUX aHAIM3MPAHUX
necama je bajara.

Jenuunme aHamuse cy TeMe u cumdomu. Tema mpefcTaB/ba HajOUTHU)Y jeAMHUILY
aHanu3e Hocehu cMucao nopyke. IIpeaMer MHTepecoBama Cy TeMe Iecama Koje cazipixe
reononuTdKe acrexre. Cumyonu cy ,,00M4HO I71aBHA CPefICTBA fajbe paspajie JUCKyp-
3MBHUX OO/IMKA OIIITEesa *® 1 HJIXOBA AaHAIN3A je HEMIHOBHA Y OBOM UCTPAXXUBAbY
vMajyhu y BUy fia cy CMOOIIM Ca TeONIOMUTIYIKOM Cafip>KITHOM 3aCTYIUbeHM Y lecMaMa
KOje ce He OJJHOCe IIPBEHCTBEHO Ha reoNonuTI4IKe TeMe. Pagmarpano je u Ha Koju ce
HAuVH O TeONOIUTUYKUM CUMOO/IMMA TOBOPHU Y IIeCMaMa, OAHOCHO IO3NUTVBHA, Hey-
TpajlHa WM HeraTMBHA BpelHOCHA ycMepeHocT. Illnpe mocMaTpaHo ce o cuMOoIoM
IO/jpasyMeBa I je3VIK Ha KOM je HaIlyicaHa ITecMa, YKOJIMKO ce pasyiKyje off yodudajeHo
yoTped/baBaHOT je3uKa, C TM /ja TO He MMIUIMIUPA YK/bY4/Babe ¥ aHAIN3Y Ilecama
KOje cafipyke HeKe TepMIHe Ha eHITIECKOM je3NKy. AHa/IM3UpaHe Cy IecMe Koje cafipyke
dap crpody Ha IpyroMm jesuky mm Cy Ha lbeMy HamucaHe y nenoctin. Kimacudukoname
recama je BpPLIEHO Y3 HAKHAJJHO YCTaHOB/bEHY IOTIIYHY CAaITlaCHOCT, KOja je IOCTUTHYTa
TeMe/bHIM IpehallmbyM MpoMIII/babeM TeMe Paja.

Iosumuena ieolonuiuuxa y bajaiunum ilecmama

[eononmuTiyke IpefcTaBe M HAuMH Ha KOjU Ce IJIOOTHY IIPOCTOPM CUMOOTMYKA
KOHCTpyuuly y bajarmuum cTxoBuMa MOry ce pasMaTpaTy Ha PasIMyYUTUM HMBOMMA
aHanmm3e. XpOHOMOWIKY TIpaTehyt HacTaHAaK Ilecama ca Cafp>kajeM KOjii MO)Ke YC/IOB/ba-
BaTyl KOHCTPYMCAIbe CIMKA PasIMIUTHX JIENI0OBA CBETa, KYATypa I APYIITBEHMX OffHOCA
KO, CTTyIIa/Ialia, HajIuIoHuje Cy d1Te ocaMyieceTe rOAMHE MUHYIIOT BeKa, TOKOM KOjUX je
0djaB/beHa rOTOBO ITOJIOBYHA TTecaMa ca FeOIOIMTIYKIM TpecraBama (12). YerBpruHa
YKYIIHOT OpOja TeKCTOBa ca TeONOMUTIYKIM OfpefHNIaMa je ca bajarmHor andyma mp-
BeH1a [losutiuena ieoipaguja. O IpUCyCTBY T€ONIONMUTIIKIX IIPECTaBa HA OBOM a/IdyMy

% 7izié, M., Lovri¢, M. i Pavlici¢, D. (2001) Metodi statisticke analize, Beograd: Ekonomski fakultet.
% Mili¢, V. (1996) Socioloski metod, Beograd: Zavod za udzbenike i nastavna sredstva, str. 593.
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He CBeJloYe CaMO HeroB Ha3MB U CaIpKIHA IIOTIOBIHE ITecama ca andyma, Beh 1 oMot unjy
II03a/IHY TpeJCTaB/ba HAIlPTaHA KapTa CBeTa, HOAylle U MOTIYHO HAMEPHO — He IOT-
IyHO oAroapajyha peamHoj xapTu cBera. TOKOM fieBefieceTVX omafa dpoj mecama Koje
cafipke TeoNoMMTIIKe TIpeficTase (9), am ¢y u fa/be Ousie MHCIMPATUBHIjE 33 TI0e3ujy
KOja MO>Ke YTULIaTH Ha popMIparbe reONONIMTIYKIX CTaBOBA Iyd/Ke Hero 21. Bek, Kaja
je TOKOM JiBe JielleHje 0djaB/beHO 1IIeCT OBAKBIX IecaMa, Koje ce Y y)KeM CMUCITY He daBe
TeOIONMTIYKIM IIpeficTaBaMa, Beh cafpike TOOHMMe M3 Pas/INMINUTIIX f1e/I0Ba CBETa WIN
Cy HaIycaHe Ha ApyroM je3uky. CTadyiHMja reONOMMTIIKA CUTYaLja COTICTBEHE Ap>KaBe
je, cynehy mpema XpoHOIOIMju IecaMa Koje cajipyke FeOIIoNUTIYKe HapaTyBe, IOTOfj0Ba-
J1a BUXOBOj 3aCTYIUBEHOCTH Y e30pVDKHIjOj jyTOCTIOBEHCKOj CBAKOTHEBULIN. Y MIEPUOLY
HecTadyIHe YHyTpalllibe MOMNTYIKE, paTa ¥ U30JIallje, TO jecT TpaH3NIyje Of eBPOIICKe
cuyIe 0COOeHOT MOJI03Kaja y dUIO/IAPHOM CBeTY Ka Majloj ip>KaBy, bajariu Mysuuky nspas
CajIpXK1 Marbe TeOHOIMTUYKIX IPEfiCTaBa, a OHe IIOCTajy MOCTajy MOBPIIHO Cafjp>KaHe y
CTUXOBUMA Ca IOHOBHOM CTadWIM3alja TOK/THUX (T€0)IOINTUYKIX IIPUINKA.

IIpema HauMHY Ha KOji Ce y BJMa OOMIMKY]y CTMKe O CBeTy aHa/lu3MpaHe mecMme ba-
jaie u UHCIPYKiiOpa MOTY Ce TIOJIe/INTH Ha: 1. TlecMe Ynja je OCHOBHA TeMa IeOIOIUTINY-
KOT KapaKTepa; 2. OHe KOje cafpsKe eKCIUTNIMTHO HaBeleHe TeOOINTIYKe CMOote; 3.
TecMe HaIucaHe AeIMMUYHO WM Y OTITYHOCTY Ha IPYTOM je3NKy.

Y rpynaiujy necama 4mju je OCHOBHA TeMa IeOIIONUTUYKA OJPEHNIIA, @ TAKBE YMHE
ckopo TpehmHy aHa/mM3MpaHor y30pKa, cnanajy bepnun (1984), Manu cnonosu (1984),
Texuna iepuna (1984), Kocooxa (1984), Pummanu (1986), Ha ipanu (1993), Oso je ban-
kan (1993) u T'onyduuya (1993). bepnun je MPOHMYHO-IYXOBUTA IIECMA O UCTOPUjU Y
K0joj Ha HEMAauKoOj II030PHMIM CYK0oda BeMKNUX CWIa y [IpyroM CBETCKOM party yiio-
ry noduja u jeman hane. Pummanu cexy fjalbe y IpOIIIOCT yKa3yjyhu Ha mpocTpaHOCT
Pumckor japcTBa 1 meroBy mpomacT (Makap Ha IpBuU Tornen). Manu cnoHoeu omeBa-
Bajy a3MjCKy er3oTHKy, UCcTo kao u Kocooka. Texuna iepuna je ycMepeHa ka JIaTMHCKO]
Awmepniu crajajyhn teme bydaBu u Bojue xyHte. Ha ipanu, Oso je bankan u Lonyduya
cy nocseheHe permoHanHuM mpodnemyuMa, bamkany kao mpocropy cykoda, ameny 3a
Mup v Bu3ypu bankaHaria y odnma ocoda 13BaH 0BOT IpaHNI[aMa IperpaheHor mpocro-
pa. Y HacraBky hemo Mao nydspe yhu y aHa/mm3y mojeHa4HMX MOTUBA U CTIMKA.

[TonoByHA aHAMM3MpaHNX TEKCTOBA IIPUIIAJIA TPYMAIj} IecaMa Koje cafpske To-
IOHMMe 13 Pa3/NYUX JiefloBa CBETa, YTKaHe y /bydaBHY 10e3Mjy, CTUXOBe O Cl1odoau
¥ IpyTe TeMe Koje HIUCY Y JVPEKTHOj Be3u ca reononutukoM. HasemeHo He sHaum ma
OBe TIecMe He MOTY YTHI[ATH Ha OO/IMKOBambe CMMOOMMYKIX Malla CBeTa I pa3yMeBarbe
I710daMHMX OffHOCA KOf ImyOnuKe, Beh fa TO YMHe Ha CYNTWIHUjM HAaYMH. Y TIUTAmY Cy
necme Tamapa (1984), ZJodpo jyipo, yesepu (1985), Kao e 3ua ga je iomusum (1986),
IInasu cagup (1988), Pycku 603 (1988), Janyap (1995), Moniueneipo (1995), Teoja je
iajéa cuiypra (1996), /letau, neimu, uwmuuo (1996), He sonum 3umy (1996), Ana (2001),
Moju gpyiosu (2002), @anku itiakcu (2005) u Ilecma cnodoge (2005). Bunehemo y Ha-
CTaBKY Jja Cy YIIpaBO HeKe Off OBUX IecaMa, MOCedHO TaKO3BaHe PYcKe IecMe BeoMa
BakHe 3a popmupame cimke Jpyror y bajarnanm necmMama.
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Cynehn mpema TononnmuMa 13 bajarnHmx necMama cBeT je pasHONMKOIIhY cBOjuX
Jle/IoBa MHCIMPATYBAH 332 MY3MYKO CTBAPAIAIITBO. Y 1ecMu A7d, 4nje je OCHOBHA TeMa
M3pakaBarbe HAKIOHOCTY TIpeMa IeBOjIY, Hajdpajajy ce pasnuunure reorpadcke ofpen-
Hutle: ,CTojuM, a OKO MeHe IecMe nponase. Asuja, I'puka, lllmanuja, Mapoko, bpaswn,
Ky®da, Tpununap u [Topropuko, lllymanuja, Pymynnja, Cnosennja, Xonanpuja”. Cer je
HaIlao CBOje MecTo 1 y mecmu Moju gpyiosu, Koja je HacTana 3a motpede ¢punma Hu Ha
Hedy Hu Ha 3emmwu (1994) Mumre Pagusojenha, a BpeMeHOM je mocrana ,He3BaHMYHA
XMMHa pace/beHNX ca MpocTopa duBire Jyrocnasuje”™. Y moesuju o IpujaTe/bCTBY pace-
jaHMX I10 CBETY YKa3aHOo je Jla X MMa CBYTJE, »,l'ope of A/backe 1o Aycrpanuje, Kaf rof
ce CpeTHEMO YBeK ce 3aJlje, yBeK Ce 3aBpII, C HeKOM Off HalyXx mecama’. Ta mecma je
HeBEpOBATHO ycIielnHa dy3uja rOpKo-CIaTKIX MOTUBA U PUTMOBA Y CAMOj TIeCMU 1 TIO-
3ajIMHe KOja je y3pOKOBajIa CUTYALN}y y K0joj ce Hajase ,ApyroBy’ 13 IIOMEHYTe IIecMe.
O meHOM reonoMTIIKOM 3Hauajy he Takobe dutu Buie peun y HacTaBKy aHa/mu3e.

1 yxe reorpadcke ofpenHuile cy Hagaxmwyjyhe 3a bajarizo moercko cTBapanamrso.
Cumdonu Kxoju ce ofHOCE Ha aMepUYKM KOHTMHEHT IPUCYTHU Cy Y HEKOMKO Iecama:
[Hodpo jympo, yesepu (,Ceture ce, [1e3epi, Kaj ¢y dunu AMepu, Kaji Cy IPHIM CBUPA/IA Jia
mu cy pomupamn’), Teoja je iajéa cuiypna (,,Cunana cu nuhe 1 yckodnna y kajy. Ja cam
I7Ie[O CaTeUT — aMepuuKy ectpany’), ITecma cnodoge (,Moxa caM ca TaKBUM CBOjUM
CTaBOM JIOCaJiI0 ¥ OLYy M Majuiy, anr’ BepyjeM fia he ce Xajne Cenacuje jeHOM I0jaBUTI
Ha Jamajun”) u 3uma (,He Bommm sumy, jep ona mpuja camo Eckumy”). Y HaBepeHuM
IlecMaMa PasHOMMKIM 110 TeMaMa, KPeHYBILM Off [ie3 My3u4apa, IIpeKo Jbydasi, cnodofe
VI yHVBep3aIHe opyke o dopdu fodpa i 371a, 1O OFHOCA 3MMCKVX Ce30HCKMX IIPOMeHa
VI TIOTpare 3a JIeBOjKOM, aMepIdKy CMMOO/IN HeMajy 3HavajHIjy ynory. Asuja je Takobe
IIPOHAII/IA CBOje MECTO y TeKCTOBVMMA y BUJy HasVBa JpkaBa y IecMaMa o JbyOaBHOM
Hecriopasymy Kao e 3na ga je ioimusum (,,Pex’o cam joj uam Henarn, Vinpuja, na du Hanwra
Hekor dosber dpajepa”) 1 0 My3uIIM, BOXKIBU TaKCHjeM ¥ HORHOM X1BOTY Panku iakcu
(,Ja MMaM IpyTa TAKCUCTY U3 PaHUX CeflaMJEeCeTHX, IIITO OJaBHO Cy 13a Hac. Hus ymmme
Beorpana o HecBpcrane VHpuje Bosuo je Magic Bus”). Y bydaBHoj mecmu [1nasu cagup
IPUCYTaH je cMOO Koju craja Asujy v EBporry, mposas Koju je Hekajja CITy>K1o Ko I7TaB-
HI IyT MUTpaHTUMa u3 Asuje y ucrouny Espomy (,,/lyBajy mpomaje kpos Bpara Hapopa.
Tyna cmo nporm My jow gaBHO Hekaza”). Croj Asuje u EBpone npencrasrba 1 Pycnja,
BeOMa 3aCTYIUbeH CMMOOI y [iBa TeKcTa. Y /bydaBHOj mecMu Tamapa, umja ce pajimba fie-
uraBa y MockBy, y KOHTeKCTy XmagHohe 1 yekama, cioMumbe ce Hu3 cumdona (Mocksa,
bamuwioj, Hea, Epmuitipas), Kao 1 y ecMu o jbyO0aB) Ha Ja/buHy Pycku 603 (Xapkos,
T'omern, Jlewunrpap, Pycuja). EBpona je mpycyTHa Kao TOIOHUM Y IIECMY O YEKHY 1 JbY-
daBu Ha Ja/bUHY Jleitiu, neitiu ditiuyo (,,JIeTu, 1eTu ITUIo, HEK Te CITy>Ke Kpura. Vcnop
Tede craBa crapy KoHTMHeHT. [lok EBpoma ciaBa, oBaj rpaf je dyzmaH, cBeTmMa y Mpaky
npasyu opHameHT” ). HamoceTky, bankan ce Takobe mosuImonnpao kao 3HauajaH mojam
y bajarnnoj moesuju, dumo kpos ynoTpedy oBOT IojMa MV HasKBa ApskaBe Ha bamkany.
CrioMumbe ce y lecMy 0 TIO4eTKY HOBe TOJIMHe U Jke/baMa 3a O0JbUTKOM Y MCTOj KOja HOCK

37 Bajaruh, M. (2012) Boguu xpo3 cnose, beorpan: HoBoctn, ctp. 125.
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Hasys Jauyap (,boxxe mpasze xaz he omer dutyu Ha bankany”), kao u I]pna T'opa y necmn
0 /bydaBy, JIeTI0TaMa 11 ITyTOBAY Y OBY 3eM/bY ca HacioBoM Monitieneipo (,MoHTeHerpo
30Be Tede. MOHTEHErpo 30Be MeHe”).

/13 naBesieHe aHa/mM3e MOXKEMO 3aK/bYYUTH Jla CY TEONOMUTUYKNA MOTUBH, TO jECT
[eCKpUIILja I[TT0OATHOT U TOKATHOT T1ej3a)ka BULIECTPYKO NPUCYTHN Y bajarnmuum me-
CMaMa I TO y PaslINYMTMM KOHTEKCTMMaA — Off JbyOaBHOT JIO CATMPMYHOT M Ha Kpajy
9MCTO MOMUTHYKOT. Ho, aKo ce BpaTMMO Ha HaIlll TEOPUjCKM OKBUP KOju IO pasyMeBa
fia je Wb MOITy/IapHe TeOOINTHUKE f1a ,yXBAaTU Ha KOj)i HA4MH IOIIyJapHa Kyarypa (y
OBOM cry4ajy bajarmua mysuka) Kpeypa onmTy GyHIyC 3Hamba O TeOHMOMUTUIN WIIH,
jour crenuduyHje, Kako ocmkasa moprper JIpyror, Bugehemo fa cy nojeyse mecme
y TOM TIOT7Iefly 0CeOHO 3HavajHe M 3HAYajHUje Off HEKUX JPYIUX Y KOjUMa ce TOIOo-
HIUMU TI0jaBJbyjy CaMO Y3Tpefi pajiyl pyMe WM KyITypHe KomopurHocti. I'oBopehu o
CanpoBoj n HojmMaHOBOj KOHIenuuju GpopMynucama IPyrocTi HaBe[eHO je HeKOJN-
KO K/bYYHMX ITpOIjeca: er30Tu3alyja, pOMaHTU3aIMja, 0jefHOCTaB/blBame 1 (eBEeHTY-
anHo) upoHN4HM ofHoc. IlojeyHe mecMe ncIymaBajy cKopo cBe (WM cBe) HaBefieHe
kpurepujyme. Baxxna Ham je Hojmanosa kopekunja Canpja y onom nornepy jga JIpyrocr
He MOpa HYXXHO /ja 3Ha4M 11 HeTaTUBHO ofipeberbe Beh Moyke MMaTy JOMVHAHTHO UJeH-
TUTeTCKY QYHKLW)Y, amy ¥ QYHKINUjY casHamba. 3a UCIyHbaBarbe OIIITeT QYHyca 3Haba
1 Kpenpame cluke o [Ipyrom cBakako cy sHadajHuje necme bepnun, Kocooka u Tamapa
op, Ha mpumep, Azne wim Teoja je iajéa cuiypra Te heMo ce cajja Majo feTa/bHIje yIy-
CTUTH YIIPABO y Taj HUBO aHA/IU3E.

[Tounnmo of jemHor off HajdoBMX HpyMepa (HOPMYy/INCaba CIMKE OPMjeHTATHOT
[Ipyror y bajarnanm necmama. Y cruxosuma u3 Kocooxe ,,CueHa dyoda, xaf 1 yarsbe,
MomcyH je Hedo koje kambe. Bujernam n Kamnyunja, cBu unrajy Kondyumja. Ymmme
dnmatmaBe 1 ycke, jeieMo MMpUHAY de3 /bycke. Yiuile dmaTmase M yCKe, BOMMMO IN-
puHau de3 bycke. Kocooka, mosesiu Me Ha KpuinMma of 3Maja. Kocooka, momoxu Me Ha
IIBeTOBE Off Yaja~ MMaMO IIpaBy IIpUMep UCIpTaBama Iejsaxa Jamexor Vcroka kpos
er3oTuky (cuaeHe dyde, MOHCYH, Xafl, OnaTmaBe U yCKe y/nlie), cTepeoTuiie (fa cBu
unrajy Kondyunja), amm u mocedHy poMaHTH3aIN]y SKeHa, jep 0K CTYLIaMO OBY IeCMy
y IJIaBM HaM Ce jaB/ba C/IMKa Ipejierie KOCOOKe JIeBOjKe KOja HalIeT jyHaKa OfBOJM Iy T
CEH3Ya/IHOT Y)XuBama. PoHa [uMeHs1ja je HapounTo BaXKHa y CTy[yjaMa OpMjeHTa-
nmsMa®, a y 0BOj IleCMM MMaMoO M3pakKeH 1 Taj acrekT. /bydas mpema ersoTMyHuM u
datanHuM [IpyruM KeHaMa je 4ecT MOTHB Yy HapatyuByuma o ommreM Jpyrom. Cinuny
CUTYaLlWjy HAJTa3}MMO 1 Y ,,pyCKUM™~ 1ecMama Tamapa n Pycku 603. ViMamo xmagny (anu
ounrnenHo Bpyo ¢daramny) Pyckumy (Tamapy) kojy oH deka y denmum HohmMa Jiok ra
BeTap 1aMapa, a ie Hema. OHa je dua yak nemnma u o Hese u packomsuja o Epmu-
Tpaxka! Y pyckoM IMKITyCy mecMaMa MMaMo 1 OeCKpajHO HEMOJHOIIBMBO BEUKY TYTY
3dor mayHe n xmagHohe (Koja HacTaje 380T BennKe pasABOjeHOCTH Off ipare 0K Hall

# Josanosuh, H. (2017) (Pe)xoHCcTpyucatbe (Heo)opujeHTanHe JeBUjaHTHOCTH: aHaM3a KOH-
TUHYNTETa KOJIOHM3ATOPCKOT AMCKYpPCa O HEOIXOJHOCTH cilacasara MycnuManku, Kyniypa op.
157, beorpag: 3aBop 3a Ipoy4YaBame Ky/ITYypPHOT Pa3BUTKa.
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jyHak mytyje BosoM y Pycujy). Menoauja oBux mecama, Kao ¥ CaMy CTUXOBY OC/TUKABAjy
xnmagHohy 1 ynabeHocT Pycuje, kako y reorpadckoM 1 KIMMaTCKOM, TaKo U 'y cuMOo-
JIMYKOM ¥ eMOTMBHOM CMUCTTY. [lakyie, TTOXKe/bHE Y HeOZj0/b1Be JKeHe (O/ypKer 1in f1a-
jber) VIcToka, er3oTmka, CeH3yaTHOCT, X/IafiHONa WM ITaK MOHCYHCKA JIET/BUBOCT — CBU
eneMeHTN 3a popMy/mcame cnuke [Ipyror cy Ty, a dyayhu ja ce pagy o Hajmomynap-
HIjJIM IIeCMaMa y IPYTOj IOJIOBMHM OCaMJIeCeTHX, 3aliCTa MOKeMo pehn 1a je y mura-
Y 3HaYajaH JOIPUHOC UCIybaBamba OnmTer GoH/A 3HABA Yy BpeMe Kaja CafipyKaju u3
IPYTHX [e7I0Ba CBeTa HUCY SN TaKO IIPOMMHEHTHM 1 JOCTYIIHY Ka0 IITO je TO CTy4aj
JlaHaC y BpeMe XUIepAUTUTanu3anuje u npomdepaniuje pymTBeHNX MPexa.

Cnmuna je curyanuja n ca necMama Texuna iepuna v Manu cnonosu. Herpe ,,ceBepo-
jykHo of bpaswra” xuBy MoMak XyaH KOji, Y CK/Iaffy ca TUIIYHOM TIpeicTaBoM Jlatu-
HoaMepyKaHata (y MapkecoBoM CTIITY) ,ApMHe” TeKWITY, OKYIIU Tepuy U kpehe y moxon
Zia ocBOju JpydaB mperternie Pose u ocimodony je 3 3apod/peHNIITBA ,0BPATHOT TeHepana
JIa”. OBa mecma ofyIe TUIMYHAM BU3YETHUM U MY3UUYKIMM METIOCOM jY>KHOAMEpPIIKOT
KOHTMHeHTa loHocehn fjax ynpaBo MapkecoBor HajnosHatujer pomana Ciiio ioguHa ca-
mohe y MeHTaJIHe Marle JyToc/IoBeHa KpajeM ocaMiieceTux rofuHa. VimMarnHapan MakoH-
JI0 je Ha jyrOC/IOBEHCKOj MY3MUKOj CLIeHU JOCTIOBHO OXIBEO Kpo3 OypHY ¥ HaIleTy, ajn
umnak cpehHy /pydaBHy npuay Xyanura u Pose (1 To caMo 4eTupy TofyHe HaKOH ILITO je
T'adpujen I'apcuja Mapkec noduo Hodenosy Harpagy 3a KmyokeBHOCT). CIM4HY cUTYya-
LMjy MIMaMO U Ha JPYTOM Kpajy CBeTa IJie BeCey Majy CIOHOBU Yy Jy>KHOj Asuju urpajy
CBe JIOK JIM Ce He M3/VDKy )OHOBU ITa Majke CTIOHUIIE MOPajy fia MOJIe ,,cBoje dorose” fia
1M Harpase HoBe honose. Ty cy u mosnatu ykycu OpujeHTa, KOKOCU 1 YpMe, a He Tpeda
3ad0paBuUTH [ je YIIPAaBO Y HEKMM a3MjCKMM TpajiuiijaMa BUCOKO MOJAUTHYTA CTTOHOBCKA
cypna cuMOOT MOBE3aHOCTI ca OOToM/QOroBIMMa IITO 3A0KPYXKYje CIMKY OpMjeHTaTHIUX
IpyIITaBa Kao 3ajeflHN1la OPUjeHTICAHNX Ka IPUPOJM, TIOTUTENIMY, II/IECY ¥ TETIECHOM.

bpsu purmoBu ce HacTaB/bajy ¥ Ha €BPOIICKOM KOHTMHEHTY KPO3 CTEPEOTUIIN3ALIN]Y
DpaHIysa Kao /bydaBHIKA I POMAHTU3ALM]y byOaBHUX OofHOCA Y Ipagy ceetlinoctiu.
Opannyckuma je y necmu Opanyycka mpydasHa pesonyyuja oueK1BaHo BeoMa (aranHa
KeHa, TO jecT femme fatale 3dor xoje Hau jyHak y mecMu daua opzieH y CeHy JOK My TPy-
I IyLajy of 007Ia, a BeH PY)K MY je OCTaBIO Tpar Ha Koiry/pi. CBakM CTUX OBe IecMe
OfjyIllle TUTIMYHOM (paHIyCKOM fipyrourhy, BeoMa je pPOMaHTUYHO U er30TUYHO (KOJH-
ko EBpoma To 103BO/baBa) U HapaBHO MOTBphyje ¥ peMHTEpIpeTNpa CBe CTepeoTuIIe
Koje Jyrocnosenu Beh nmajy. Ca gpyre ctpane, mecMa bepniun je MO>Kzia HajeK/TaTaHTHY-
ju mpuMep reomnomuTuke y bajarnaum necMama jep cydnmmupa cBe HOMUTIYKE U T€0-
rpadcke MOTHBe pe/leBaHTHE 32 TO BpeMe, a ICTOBPEMEHO Ce CaBPIIEeHO YK/IAIla Y Hally
TEOPMjCKY CXeMy: HAaIMCTUYKY PeXVM, XUTnep, caBesHnuke cuie (,Amepn u Pycn”),
domde Koje mapajy, n Ha Kpajy jeman hane koju, BUCOKOMOTVBIUCAH jyTOCTIOBEHCKUM aH-
TUQAIM3MOM, KN Jia YXBaTH »,Anonda 3a ymn’, anu MPOHWYHO 3aK/bydyje bajara,
WIaK ¢y To ypagwie Behe cute. [lakie, oBjie je IPUCYTHA ¥ MAIe0/IOIIKA POMAHTH3ALIN]a,
CBAaKaKO M CTEPEOTUIN, JOHEK/IEe 1 er30TUYHOCT UIaK He Tako dmickor bepnuHa, 1 Ha
Kpajy HapaBHO 1 d/1ara MpoHMja.
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BajarnHa mpBodMTHO BeoMa MO3UTUBHA I'€OIIONINTIKA JOdMja CBe MpavyHUje TOHOBE
KaKo IIpeasuMo y Iepuoj paciaja semmbe. Becene cnmke csera o Asuje o JlatuHcke
AMepuiKe 3aMerbyjy TaMHM OINCY CTarba Ha bakaHy, a BaaH J1€0 oIryca I10CTajy MO-
TVBYU IpaHMIA U pace/beHMINTBA. [TlecMa Os0 je bankaw je cBakako Hajdopy IpyuMep
YIIPaBO OBOT TeOIOIMTIYKOT OIINCA »,HA JIOKaNIy : ,OBO je oBfie bankaH, 3eM/ba U3 CHa.
Msmehy mohnyx cuma, godpa n 3ma. Ty cBako Moxe dutu gymman un dpar. CBakmx
nefecer neta u3duja pat. OBy Cy 3eM/by IPAaBUIN ¥ PATHUIM U TIECHUIN, U PA3TUIUTI
dorosu. OBo je oie bankan, mypuchu 1BeT. ToTamHO Hepasym/bMB 3a Iieo cBeT. V cBa-
KO MOxe dut fymmaH u dpar. CBaKkMX IefieceT jeTa usduja par’.

Vponnyne (amy 1 MofjjefIHAKO MpayHe) CMKe Ha/asyuMo 1 y iecmu Ha ipanu y K0joj
Ce CTaHOBHMK ca bankaHa cyouyasa ca y)KacuMa CTepeOoTHIIa KOju CTAaHOBHMIV CEBEpHe
(u 3anmazHe) EBpone nMajy npema MurpaHtuMa ca pocropa dusiie Jyrocnasuje. bajara
ce Tourpasa ca MetagopoM MajmyHa kopucrehu MoruBe rpanuue/rpase (,OH Me Iefa
C OHe CTpaHe IpaHe, MIC/I fia caM fiolrao 3dor urane”) u danaHa (,,IInrta Me ja 1’ ysrajam
danane”). OBo je ofyuaH NpyMep OINCA IIpolLieca APyrojadera ca Apyre CTpaHe: fia na-
padpasupamo bajaruue peun, Ha feny je Jpyiociii ca gpyie citipare (espoiickoi) jacitiyka.

Y reononmuTiykm oImyc criaga 1 BEpoBaTHO Hajllo3HaTHja bajarmna mecma Koja je, Kako
cMo Beh pexie, XuMHa pacejaHyx 13 duBIIe JyrociaBuje, a ieo je omyca My3uke 13 ¢puiva
Mume Papusojesuha - Moju cy gpyiosu (ducepu pacytu no 1jeom csery). Crenuirdsa
TEXXJHA Te TIeCMe je IITO CIIaja Becesie 1 XKMBaXHe MOTVBE (I TOHOBE) ca TOPKOM I103ajN-
HOM KpPBaBIX PaTOBa Koje Cy IIpMjaTe/be HaTepann fla )KMBe BaH MaTUYHe 3eM/be.

JemHa mecma ce mocedHO M3/jBaja Ka0 BeOMa MUCTEPIO3HA Y TeOOIUTUYKOM CMUCTTY
(amu n cBakoM fipyrom). Ped je o mecMu Pummaru Koja MOXke OUTU IPOTyMadeHa Kao
ajeropuja mayia BeJMKOr (PUMCKOT) IfapcTBa (LITO Ha IIPBY IIOITIE], CBAKAKO jecTe), Al Cy
jé MHOTY TyMadyIi 1 Kao AupeKTHy nopyky Crnodomany Mwomesnhy u Taauimsoj mo-
JIUTUYKO] €/IUTH YOIILITE, jep jyTOCTIOBEHCKO ,,LJapCTBO” IPOIaJia y KpBaBOM rpahaHcKkoM
paty. buso je n Tymauema Jia je mecMa 3anpaBo 0 MOIUTUYKOM NUTamy craryca Kocosa
1 Meroxuje, a1 0 M3dermIamMa 1 pasHuM ,,fohommMa” Kojy yTpo>kaBajy ayTOXTOHY
Kynrypy. Hamocrnerky, mecma Moyke dUTH caMo jefiHa Ty>KHa Ofia pacKupy 1 Kpajy /byOaB-
HOT ofiHOCa. bajara je ocrao MucTepnosan u HUKajga Huje eKCIIMLUTHO OTKPUO IITa Ce
KpHje 13a CTMXO0BA OBE HAPOUNUTO eMOTVBHE 11 BUIIECTPYKO CUMOO/ITIHE ITecMe.

He cmemo 3adopaButy Hu AMepuKy. 3aHUM/BUBO je [ je TeOIOIUTIYKA CIIVKa
AMepyKe pacyTa 0 pa3HIM IeCMaMa I He MO>KeMO MIeHTU(PNKOBATH jefIHy TeCMYy Kao
K/bYYHY 3 MICLIpTaBabe aMepuykor npodua. Hajdmmke Tome je cBakaxo Jodpo jyitipo,
yesepu y Kojoj ce bajara mpornaHo odpaha moxamHNM My3ndapyMa Koju IIOKyIIaBajy fa
dyny majcropu (kao Majnc [lejeuc n Ilon Konrpeju), a y peanHocTn cBupajy Hapogra-
ke. OBJle BUIVIMO JleMapKallOHY IMHU]jY KOja je d1Ta BeoMa BaykKHa y IpyToj IIOTIOBUHNI
ocaM7ieceTux rofuHa n3mely pokepa 1 GOk MysuKe, a 0 4eMy CMO TOBOPIIE Y KOHTEK-
cTya/mHoM Jieny paja. Ta ueHTUTeTCKa leMapKaljioHa TMHMja ocaykuna je bajaru ga
loHece sound aMepIYKOT I1e3a 1 aMepIdKe IIOIyJIapHe KYIType y CBOjy HecMy IOCpef-
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HO OC/IVIKaBajyhu 1 jejaH reoIoIMTIIKY T1ej3aX. AMeplKa, Jakie, CIy>KU Kao cMOoT
HOIITOBaHe IOMYy/IapHe Ky/IType ¥ CTBapasallTha.

Ha kpajy, mocedHo n3jiBojeHa 1 rpynaiuja mecaMma Ha ApyroM jesuKy, jep Ty IpuIIa-
fla neTuHa aHam3upanux: Ilatanune (1984), panuyycka wydasua pesonyyuja (1985),
Cnosenauka peu (2002), Ilecna aipoiius manepu (2002) n Japja (2020). Ilaganune je
IecMa o IIPOIIOj /bydaBM KOja YCIOBHO IIPUIIafia OBOj IPyIaLujy, uMajyhu y Buy na
je HacTajia 3a BpeMe II0CTOjarba JyrociaByje Ha CPIICKOXPBATCKOM je3MKY, OFHOCHO Xp-
BAaTCKOCPIICKOM, 3BaHMYHOM je3VKy y meHUM denepatuBHMM perydmkama Cpduju,
Xpsarckoj, llproj l'opu u bocan n Xepuerosuun. IlecMma je HanycaHa Ha BapujeTeTy
jesMKa KapaKTepUCTUYHMM 3a XPBATCKY, 32 PasiuKy Off yodudajeHo yrnoTped/baBaHoT
Bapujerera jesuka y bajaruunm necmama ocodenum 3a Cpdujy. Ppanuyycka mydasHa pe-
8o7nyyuja Xojy cMo Beh jeTa/pHMje aHamM3upare je noeTcka KoMOuHanmja GpaHIycKor
¥ cpIicKoT je3uka. CroseHauka pey je mecMa Vgem (kao ga He ugem, a ugem) ca andyma
Hexka ceemup uyje nemup (1989), Kojy je Ha cToBeHauyky HperneBana HoBMHapKa Coma
JaBopHUK, a bajaia u uncilipykiziopu cy oBy mecmy o Hecpehnoj /pydasn odjasumm 2002.
TOfiVIHe, Kajla je 3ajefHN4Ka ipxkaBa Beh yBenmuko dma npouwioct. IlecHa tipoitiue ma-
7lepu je HarcaHa 3a moTpede nosopuinHe npepcrase Kyiipuitie manu xpuxy CKOICKOT
IipaMcKor Teatpa y pexkuju ViBa Jlaypenunha. 3aHuM/BUBO je [ia je oBa IIecMa 0 My3uIu
¥ 7bydaBM 0djaB/beHa IIPBY IYT Ha KOHIepTHOM andymy Best of live 2002. ropuHe, ann
je mweHo M3Boheme CHUM/BEHO OcaM TOfiMHa paHKje Ha Hactyny y CloBeHuju, Koju je
noduo cBoj myT go mmpe nydmmke Tek 2019. romyiHe M3gaBameM KOHIIEPTHOT andyMa
Live in Slovenija 1994. [lapja je nBoje3ndHa /bydaBHa IeCMa Ha CPIICKOM U PYCKOM je-
31Ky Kojy bajara ussopu y myery ca Munomem bukosuhewm, a HacTana je 3a morpede
npoMoBucama ¢umma Xoisien beoipag (2020) pexxucepa KoncrantnHa CraTckor ynme
je mopata jo jemHa mecMa pyckom bajarmHom omycy, jep MoHOBO MMamo ¢aranHy Py-
CKMIbY Y LIEHTPY NaXKibe, caMo Huje Buile Tamapa Hero je [lapja. HaBenene mecme He
ApTUKY/IUILY TeOTOMUTINYKE HapaTyBe Y IPaBOM CMICITY 3Ha4Yemba, A/l CaMa YMIbeHNIIA
fla Cy uCIIeBaHe Ha HEKOM JIPYTOM je3MKy M3pakaBa IO3UTHBAH OFHOC IIpeMa heMy 1
KY/ITYpHU K0jOj IIpUIIajia.

3akmyuak

JMaxko mpocevan ciymanan bajarmHnx mecama BepoBaTHO He odpaha mpBeHCTBEHO
NaXIbY Ha F€ONOIUTINYKE aCIIeKTe, TO He 3Ha4M [ja OHE He Bpllle YTUILAj Y Be3) ca OBOM
TEMOM, TO jecT Jia He JOIIpUHOCe GOpMMpalby MepIeNIyje O TeONONTUYKIM aCIIeKTH-
Ma CafIp>KaHMM y TEKCTOBMMA. YIIPAaBO TO je CYIUTHHA MOIy/IapHe TeONOIUTHUKE: Ia Ha
HAyYYHO yTeMe/beH HauMH ,yXBAaT! KaKO CIIEKTap paslTMIMTHX MOTMBA OOJIMKYje mep-
IIeTIIVIjy TeOTIONUTIYKYX CIMKa 1 30uBama Melyy mmpum gpyurrseHnm cinojesuma. Illto
je mydnuka Beha, To je 0Ba IepCIeKTNBA HAPAaBHO MHOTO BaKHMja. Vlako apyra cTpaHa
HJje MCTINTUBAHA, TO jeCT PELUIIMjEHTH I IbUXOB NOKIB/baj bajarnuux cruxosa, Moxe-
MO IIPETIIOCTaBUTH fia Cy PpaHIyCKe, a3MjcKe, TATMHOAMEPIYKe VTN PyCKe JIEOTHuIIe,
harne koju nemaxa uze y bepmiH, aMmepuaky ie3epy M IIaK BeTPOBU KOjI AyBajy Kpo3
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BpaTa HapoJa U II0 CBETy PacejaHy APYroBYM HELITO IUTO jeé CTAHOBHMIITBY Ha OBMM
IPOCTOpPMMA BeoMa II03HaTO. AKO U HUCY dumm Ha BajarmuHyum KoHIepTuMMa WM Ha-
CTYIIMMA, CACBMM Cy CUTYPHO Ha PasHMM IIPOC/IaBaMa, y IpOJaBHMUIIaMa, Ca/IOHMMa, Ha
ayToOyCKIM CTaHMIIAMa, Ha Pafiujy WM Ha TeTIeBU3NUjU Iy/u mwerose mecme. Y Cpduju,
a1 y 3eM/baMa Y PETMOHY, BepOBATHO He TI0CTOj1 ITyHO/IeTHA 0coda Koja He Ou ymerna
Ila HaBefle MaKap jefiHy bajarmny mecMmy u To je OHO IITO MCTPa)KMBAYKO IMUTabE KOje
CMO MU IIOCTaBMJI€ YMHY BPJIO Pe/IEBAaHTHMM: aKO je IeroBa MysyKa MCTPajHa, IIOIIy-
JIapHa U TEMATCKU iVBep3upIKOBaHa, KaKo U3Iena GyHayc ommTer (reo)nonmTuyKor
3Hama KOji CMO OO/ KPO3 IheroBe mecme?

Ha noueTky kapujepe, y jolI yBek CTAaOMITHOM COLIMjaTMCTIIKOM TTOpeTKy, bajarnan
CTUXOBMU Cy Ce yCMepaBa/li Ka JaleKuM JecTuHanyjama: Pycuju, mro je jmorm4na mo-
cnepuiia Besa ca Caesom Cosjerckux ConmjanucTuukux Perydnmka u unmeHunie fa je
Bajara mp>xao focra KoHllepaTa TaMo, aln ¥ Ka JPYTUMM €BPOIICKMM 1 CBETCKIM TOIIO-
HUMUMa. Y BpeMe Kpu3e U paToBa JieBefieCeTHX IOfMHA MUHY/IOT BeKa TeONOIUTIUYKI
HapaTyBIU Cy MHOTO BUIIIe YCMepPeHM Ka JTOKATHOj O/TKAHCKOj CUTYAIMj} ¥ KOHTEKCTY.
Ca cradunmsanyjoM pernoHaTHNX TeONOMUTIYKIX TIPUINKA Ce Y TeOTIONUTUYKe Ipefl-
craBe y bajarnHoj moesuju guBep3andukyjy. bankan ocTaje cacTaBHM 1e0 YMETHUYKOT
u3pasa, aly CTUXOBYU YK/bY4dyjy ¥ TOIIOHMME KOji Ce OJJHOCE Ha CIIOJ/bAIlbOCT Y BUMY
PasIMYMTUX JIe/I0BA CBETAa M3BaH OBMX IpocTopa. HapasHo, mOTIYHO je jacHO ja cy
1iecMe Hacrajie y APYroj IOMOBMHY OCaMJieCeTUX U IIPBOj IOTOBMHY JIeBefleCeTUX TO-
JIHA Ca CTAaHOBHUINTA IIOITy/IapHe IeOIOIUTIKE U Hallle aHa/Ii3e MHOTO 3HaYajHMje: He
CaMo 3aTo IITO MX je 61710 Bulile (Kao LITO je I0Ka3aja Hallla aHa/In3a) Hero 3aTo ILITO je
JIOCTYITHOCT Cajip>Kaja o IPYTUM Je/IOBMMa CBeTa OuIa IajleKo Maka Hero IITO je JaHac.
3aT0 je peleBaHTHO NpOyYaBaTy bajaruy reononmuTyKy Onyc y CBeT/ay JOIpUHOCa I0-
Iy/IapHO] T€ONIOIATHLIA.

[la ce BpaTMMO IPOCEYHOM CITYLIA0IY KOTa CMO alIOCTpO(Mpase Ha OYeTKY 3aK/byd-
Hor fiena. tbemy/m0j 611 oBa Hallla COIMOTIONIKA aHA/MN3a MOITIA fla M3T/Iefla Ka0 HayIHU
HauMH JIa ce Kaxke ,, Bujy mra cMo Tu ypaaumm of mecMe, bajara” v Hitje HeTauHO fla CMO
HEroBy My3UKy y ofipeheHoj Mepu ,,ipoMeHMIIe, OKpeHy/e”, alu de3 Hamepe fja HaIpa-
BJIMO ,,TafIaH CII0j” HayKe ¥ IIOIyllapHe Ky/nType, Beh fia, Ha jeqHOM (3a OBe TpocTope)
BEOMa BaKHOM IIPUMepY, WIYCTPYjeMO KaKo Hayka (0 MOMUTHUIM U [PYLITBY) MOXKe Ja
dyne Beoma BakHa 3a doJbe pasyMeBame CTBAPHOCTH KOja HAC OKpYXKyje. YIIpaBo To je
IVUb ¥ TIOMy/IapHe TeONOMNTIKE U COLONIOTHje KYAType: Aa Hac y3 moMoh HaydHmX
MeTOofa TIPOBefly Kpo3 cafipXkaje Koje jako 1odpo 3HaMo, alu U3 jeHe Malo fpyraduje
IIepCIeKTVBE 1 Jla HaM PacBeT/Ie aclleKTe Koje Ha IIPBY MOITIe]| JOK CIyIIaMoO M I7ie-
laMO HeILITO He ona)kaMo. A KO 01 HaM Y HAIllOj #03Uii6HOj TeOTIONMUTIYKO] MUCU)U
dope momorao of ,,puuor Mnaguha” bajare?
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THE POSITIVE GEOPOLITICS OF BAJAGA

Abstract: Using qualitative content analysis, this paper examines geopolitical mo-
tifs in the songs of Serbian rock band Bajaga i Instruktori. By analysing lyrics writ-
ten over more than four decades of the band's existence, the study demonstrates
how representations of different parts of the world, as well as motifs related to the
Balkans, have contributed to what popular geopolitics identifies as a common stock
of knowledge about particular places and political topoi. The findings suggest that
the lyrics produced during the period of stable socialist order were predominantly
oriented toward distant geographical destinations, with prevailing geopolitical nar-
ratives. During the 1990s wars and crises in the territory of the former Yugoslavia,
geopolitical representations became more focused on the local and regional Balkan
context, while their overall frequency declined. With the stabilisation of region-
al geopolitical circumstances, geopolitical representations in Bajaga’s lyrics have
became more diversified, combining the Balkan motifs with references to various
parts of the world. At the same time, their decreasing frequency suggests that ge-
opolitical narratives have gradually become a less significant source of artistic in-
spiration than they had been in earlier periods of the band's creative development.

Key words: Bajaga i Instruktori, popular geopolitics, geopolitical narratives, Bal-
kans, popular music, political topoi
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HYKJIEAPHA EHEPTUJA,
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Caxerak: Y osom pagy duhe tipegcitiasmero geseili cogjeiickux uipanux guamo-
84 U jegaH aHumMupanu Guam, HACTAnux y iepuogy og ioueinixa uesgeceiniux io-
guHa geageceiiol 8exa, U cée go Kpaja ocamgeceifiux ioguna, a xoju ce dase wema-
iiuKom HyKneapHol opyxcja, HyKeapHe eHepiuje, Kao u CiPAxom og HyKneapHoi
paitia u céeotiminiol yHuwitieroa. Lumw y pagy je duo ucipaxcuitiu 8ey 08ux gun-
M08a Ca COBjeliCKUM HYK/IeAPHUM JOKIPUHAMA U3 8PeMeHA HUX080T HACTIHLAHKA,
anu u tokazaitiu ga ce Cosjeiticku Cases cnyiuo uipanum Guamom ga iperece
aaimpuotiicke U ugeonouike opyxe gomahoj ydnunu, anu u ogpehete wexHono-
uiKe U 80jHO-TONUTHUYKE HOPYKe C60M I71ABHOM XNAGHOPATLOBCKOM KOHKYPEHILY
- 3aniagHoj, iipe céela amepu4Koj, HONUMUYKO] U 80jHOJ enuttiu. Baxcro je uciiahu
ga je gpacasto pyxosogciniso CCCP-a, 3a pasnuxy og 3ailagre upogykuuje u 3601
clieyugpuume apupoge ceoje punmcke uHGycipuje, umano 10080 GupeKiHy KoH-
{pony HAag cueHapujuma u UpogyKuujom, a Camum Wum u Hag iopykama Koju cy
08U PUAMOBYU TPEHOCUNIU, WATHO UX YUHU U3Y3eTHHO PeNeBAHTHIHUM U3BOPUMA 34
pasymesarbe cO8jellicKUX CllpaitieiKux Hapamuea u upouaiangHux yumwesa.

Kpyune peun: Cosjeiticku Cases, HykneapHo opysxcje, HyKneapHa enepiuja, Hykne-
apHa gokmpuna, cosjeiticka kunemaimoipaguja, punam, anumayuja

Yeog

eMa HyK/IeapHOT OpY>Kja 1 apMarefloHa HYK/IeapHOT paTa OKYIMpasa je MAITy
IIICala, IIECHNKA, CIIeHAPUCTa I peXkcepa OTKaJia je OCTao jacHo fia he atom-

cka domOa, mocrte weHe ynorpede o crpane CAJl Hag Xupomnmom u Haracaku-
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jem, dutu opyxje dymyher Benukor pata usmely KarmuTanuCTUUKOT ¥ KOMYHUCTUIKOT
dmoka, Ha Koju ce cBeT BehMHCKH TTofienno HakoH Kpaja [Ipyror cBeTcKor para. Y 3amaj-
HOj KitHeMaTorpaduji, Kako eBpOIICKOj TAKO U XONMBYJCKO], TeMe Be3aHe 3a HyK/IeapHy
eHeprujy, opyxje, paT U CTpax Off MCTOT, Ouie Cy U BUIIIe HETO 3aCTYI/beHe TOKOM CBMX
ropuHa XagHor pata. MebhyTum, oHo 0 4eMy ce Mano 3Ha y CpIICKOj aKaJieMCKOj U IIN-
poj jaBHOCTH, jecTe To fa cy CoBjeTu Takobhe mmamyu ¢punmose nocsehene oBoj Temi,
MaKO 3HATHO Makbe Off 3amafHe GuuIMcKe IpOAyKIuje. Y 0BOM UCTPAXKUBAIbY, ayTop je
MI3[IBOjJIO OCAaM COBjeTCKMX UTPAHMX PIIMOBA, jeaH KPaTKOMETPaXKH) UTPAHO-TPEHa-
YKHU QWIM U jellaH KPaTKOMETPaXKH! aHMMIPaHU QIIM, KOjU €y ce daBI/Iu TeMaMa Hy-
KJleapHe eHepruje, Opy>Kja U paTa y IIepuofy Off II04YeTKa lIe3feceTx rofuHa 1o Kpaja
OCaMJIeCeTHX TOAMHA IBaleceTor BeKa.

Kao mTo he ce BueTn y 0BoM MCTpakuBamy, cOBjeTcka KMHeMarorpaduja je dwma
O]l OTITYHOM KOHTPOJIOM JIP>KaBHOT alapaTa, LITO je 3HAYMIO Ja je CBaKO (uiIM-
CKO OCTBapeme Koje ce IPUKa3uBano y d1ocKommMa uan Ha TeneBusuju CoBjeTcKor
CaBe3a MOpajIo Ja Off caMoT CLieHapHja I1a Hafa/be TIpole Kpo3 BeoMa KOMIUIMKOBAHY
dMpPOKpaTCKy IpoILeAypy CaulibeHy Off pasHNUX ofdopa, KOMUTETa, Kao 1 APYTUX pe-
myOIMYKIX U caBe3HUX opraHa. Ha kpajy, 4ak u ako Ou ¢uim npormao kpos cse dupo-
KpaTcKe TIPoIlefiype, MOpao je fa poduje ofodpeme 1 Ap>KaBHOT PYKOBOJACTBA, Koje Ou
9ecTo I7Iefiasio GUIMOBe TOTOBe 3a AUCTPUOYLHUjy Y HeOopManHOj arMocdepyu CBOjuUX
BukeHamia. Opodpasame nin HerogoBamwe ['eHepamHOr cekperapa LleHTpamHOT KOMI-
teta KomyHuctuuke mapruje Cosjerckor Casesa mwm Hekor of wiaHoBa [Tommtdupoa,
3HAUYNJIO je VIV TApaHTOBAHO IpUKa3uBame G1IMa y 010CKONIMA IIPOM 3eM/be WIN
majiame y 3adopas. A ¢ 0d3upoM Ha TO Ja coBjeTcKa GUIMCKa MHAYCTpUja Huje PyHK-
IMOHMCA/IA TI0 MPUHIUIINMA TP)KUIIHE eKOHOMIU]e, YCIIeX MU HeyCIleX HEKOT peskuice-
pa wim QUIMCKOT CTyAVja MepUO ce IIpe CBera TYMe Jia /i je BbUxoB oM onpehen 3a
IIpMKas3yBambe y OMOCKOMMMA U Ha Te/IeBY3UjI TN He.

YmpaBo 300r TakBe IIpUpPOZIe COBjeTCKe KMHeMaTorpaduje, MOXeMO [ja M3BeeMO
3aK/bYYaK Ja YKOJIMKO je Heky QuiIM ofmodpeH 3a IpHKasuBarmbe, CBOjUM CIeHapujeM
je ofiroBapao Ap>KaBHOM BPXY — IITO Y CIIY4ajy (puIMOBa KOji Ce aHA/IU3MPA]y Y OBOM
pajiy o3HauaBa BOjHO-IIOIMTWYKY BpX. Ay, fja Ou KOHTeKCT aHammse (uimosa 810
IOTIIYH, HEOIIXOJHO je [a IPOYYMMO jOUI je[jaH BakKaH €/IEMEHT, a TO je COBjETCKa BOjHO-
CTpaTelIKa MICAO0 y IEPUOJY Off OYeTKa IIe3/jeCeTUX FOAMHA BA/IeCeTOT BeKa 10 Kpaja
OCaMJIeCeTUX TOAVHA 1 HeH OJHOC IIpeMa HyK/IeapHOM OPYXjy U HYKJIeapHOM pary.
Tume hemo mohu a y moTmyHOCTH pasyMeMo KOHTEKCT CBaKe fieKafie Y K0joj ce HeKM Of
$1nIMOBa peneBaHTHNUX 32 OBO MCTPaXKMBatbe T10jaBIO 1 Ha KOjJ HAUVH OH IIPEHOCH T10-
pyke gomahoj anmy 1 CBETCKOj IMyd/INIy, MITO je CBAKAKO 1 I1/b (pU/IMa Kao HOIIy/TapHOT
Meauja. A y KoHTeKcTy X/TafHOT paTta, ocodeHocTn ApskaBHOT ypehewa CCCP-a u mo-
JIUTIYKO-UJE0NOIIKe IpUpOJie caMyx GUIMOBa, de3 MKaKBe CyMIbe OHU IIPefiCTaB/bajy
MONHM MHCTPYMEHT M CPeICTBO IPEHOIIeha IIPONaraHiHIX MOPyKa KaKo 3a caMe Ipa-
hane Cosjerckor CaBesa, Tako U 3a U€0/MONIKe IPOTUBHNUKE au ¥ mupy MehyHapopguy
mydnuKy BaH rpannia Vicrounor dmoka.
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LInb y oBOM papy je aHanmm3a croHe n3Mehy mosniyje coBjeTCKOT BOjHO-TIOINTIY-
KOT BpXa Be3aHe 3a aTOMCKO OPYXje U COBjeTCKUX (MU/IMOBa ca TEMATUKOM HyK/IeapHe
eHepruje, OpyKja 1 para, y IIepyofy Of IIo4eTKa LIe3/jeCeTUX rofiMHa 0 Kpaja ocaMpe-
CeTVX TOfIMHA ABafieceTor Beka. MeTogonoruja kopuurheHa y pagy odyxBata aHa/mmu3y
cazip>Kaja, Koja ce IpuUMerbyje Ha 3BaHMYHE JJOKYMEHTE, BOjHE NOKTPUHE U MeJVjCcKe
MaTepujajie, Ka0 M KOMIApaTHBHY aHamm3y. MeToma cTymuje cnydaja kopuinheHa je
IPWINKOM IIpOydaBama KOHKpeTHUX (QUIMOBA COBjeTCKe KuHeMmarorpaduje, Koje ce
daBe TemMaMa pe/leBaHTHMM 33 OBO MCTPXUBAME, Y 3aJaTOM XPOHOJIOIIKOM OKBUPY.
[IpuMapHM 1 CeKyHIApHM U3BOPU KOPUIITNEHN Y UCTPaKUBamby 00yXBaTajy pe/eBaHT-
HY Hay4YHY JIMTEPATYPY, KO IUTO CY aKaJeMCKM YIAHLM U KIbUTe, KA0 ¥ MEAMjCKE Y BU-
Jleo-MaTepyjane, HOBMHCKe WIAHKe ¥ OIIITe MHPOpPMaILVje IPUKYIUbeHe ca MOy3JaHNX
VIHTEPHET IIaTPOpMI.

CCCP u HyK/IeapHH part: ClipoBolerbe IMONUTIUKE PYTUM CPeACTBIMA

[Tovyenn ucrpaxusama ¢usuke aromckor jenpa y CCCP-y Besyjy ce 3a aBajecere
TOf[VIHe MIPOIUIOT BekKa, fa 81 Beh cpefyHOM TpupeceTux rogyHa Ha TOj 0d/macTu pa-
IO HEKONIMKO Hay4YHO-MCTPAXKMBAYKMX MHCTUTYTA, CBE JI0 ToYeTKa JIpyror cBeTckor
pata. Ha ocHoBy nHpopmanuja sa CAJ] u Benuka bputanuja pasie Ha pa3Bojy aTOMCKOT
opyja, anpwia 1943. ronune CCCP ocuusa Jladopatopujy dp. 2 (Iadopainiopus Ne2),
ca L[JbeM Jja Ipoy4YaBa MOTyhHOCTI U3pajie TAKBOT OPY>Kja, a/iM ¥ Kopuinheme aToMcke
eHepruje y MUpHOZoIcKe cBpxe. IIpBa aToMcka 1mpoda 1 aTOMCKY Hamaf Ha XMpOLIIuMy
u Haracaxu op ctpane CAJl ydp3ano je pasBojuu nporpam atoMckor opyxja CCCP-a.
Yerupu rogune Kacuuje, 29. abrycra 1949. rogune CCCP je usBpumo NnpBy aTOMCKY
Ipody 1 MOKpPEeHYTa je IIpBa cepMjcKa IPOoN3BOAmba aTOMCKux domdu o3nake PJIC-1, na
du ToxoMm 1954. ronuue, opyxane cuie CCCP-a due Beh MacoBHO onpemaHe atoM-
ckuM opyxjem cepuje PIIC-3.!

C odsupom Ha To fa cy CAJl duite mpBe Koje Cy pasBuye aTOMCKy domdy, anu Koje
Cy ¥ mmocefioBajie cTparemke domdappepe crocodHe ma gocturny repuropujy CCCP-a
(mpe cBera u3 eBpornckux 0asa, anu u npexo Kanaze n ApKTHUKa), YMHWUTIO je TO Ja ce
COBjeTCKO PYKOBOZICTBO Off IouyeTKa XymafgHor paTa ocehasno yrpoxeno. OHo je Tek Ka-
CHMj€ MOITIO Jla OIIPEMM apMIjy aTOMCKMM OpYXKjeM, alai Ha IOo4YeTKy X/Ia[HOT paTa,
I0CeI0BAJIO je Make KOMMYMHE aTOMCKe MyHMIINje, @ CyO4aBajIo Ce 1 ca HelOCTaTKOM
cTpatemkux domdapziepa Koje du ycrmemHo Moriu ja focerny Tepuropujy CAJl. Tex
cpenyHOM nepecerux rogunHa, CCCP passuja Takse cTparenke domdappepe, 1j. 3M n
Ty-95, amn y ckpoMHMM KomranHama y nopehemwy ca CAJl-om - o 1962. rogune, CCCP
je mocenoBao oko 100 Ty-95 u 60 3M ca ykymnro 200 mo 250 aromckux domdu.” Pasmor
3a peaTMBHO Many dpoj cTpaTelmkux domdapziepa oresa ce y ToMe mTo je GoKyc co-
BjeTCKOT PYKOBOZICTBA 0110 IpedayeH Ha pasBOj MHTEPKOHTMHEHTATHNX OA/IMCTIYKIX

[opsur. ITJI. (1998) Cinipaitieiuueckoe sigeproe soopyserue Poccvn. Mocksa: V3nAT, cp. 2-3.
Wcro, cTp. 5.
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pakera 1 paspoja Kocmudukor nporpama Cosjerckor Casesa. /lancupame Ciyitivuka
(Ciyiminuk-1), TIpBOT BEIITAYKOT caTennTa y 3eM/buHy opduty 1957. royse, y4numeHo
je pakeroM P-7, xoje he mocrary rmaBHM HOcauy aTOMCKOT opyxja of 1959. ropuse,
KaJla ce ¥ 3BaHMYHO OCHUBAjy Pakerne cHare ctparernke Hamene CCCP (Pakeilinvie 60-
iicka cipailielueckoio HA3HAYEeHU).”

Papn nopebema, npex nsdujame Kydancke kpuse 1962. rogune, CCCP je morao fja Ha
tepuropnjy CAJl-a focraBu oko 300 aToMcKix doMOu 1m SojeBYX I71aBa, ca CBUM CTpa-
TelKNM doMdapyiepiMa ¥ MHTEPKOHTMHEHTATHIUM Oa/IMCTUYKMM paKeTaMma Koje je Mo-
ckBa nocefioBana. Ca pyre crpane, CAJl cy noceosaine 1300 crparenkux domdapaepa,
183 nHTepKOHTMHEHTAMHNX pakeTa Armac (SM-65 Atlas) w Turan (HGM-25A Titan I),
Kao u 144 paxere [Tonapuc (UGM-27 Polaris) Ha HyK/IeapH!M HOAMOPHMUIIaMa, ca MOryh-
Homhy focrase mpexo 3000 aroMckux dojeBux rnasa wny domdu Ha Teputopujy CCCP-
a. ToxoM HapeznHor nepuoza, pykoBoacTso CCCP-a je ydpsaHO paanio Ha JOCTH3amby
Hyk1eapHor napurera ca CAJl-om, IITO je TIpe cBera MOApPasyMeBalo Ha/byi pa3Boj KaKO
HyK/IeapHe TeXHOJIOTHje, TAKO Y MHTEPKOHTMHEHTATHIX Oa/IICTIYKMX paKeTa.’

Ca pasBojeM MIa3He, paKeTHe I eIeKTPOHCKE TEXHOIOTHje KpajeM MefleceTuX 1 I10-
4eTKOM Ie3fieceTuX rofnHa fsafieceror Beka, y CCCP-y cy Ha ocHOBY iydoKor pasyme-
Bama IpodeMa yrmoTpede HyK/IeapHOT OpyXja Iodese a ce pas3Byjajy GyHIaMeHTal-
HO HOBE Teoplje BOjHE CTpaTeryje, olepaTuBHe BelITIHe 1 TakTuKe.® CBakako, Tpeda
ucrahy fa pasymeBame I yroTpeda aTOMCKOT, OfIHOCHO HYK/IEaPHOT OpYyXja Off CTpa-
He CCCP-a Huje dua HaBefieHa y TT0CedHO]j JOKTPUHY, Kao IITO je TO JaHaC CTy4aj ca
OcnoBaMma zpxxaBHe noymTuke Pycke ®enepanyje y odmactu HykaeapHor ofspaharma
(OcHosvt Tocygapcitisentoti ionuitiuku Poccutickoti Pegepauuu 6 odnaciiiu sgepHoio
cgeprusanus), axypupane 2023. rogyHe.” Vnak, Ha OCHOBY BOjHUX TeOpHja ¥ CTpaTe-
rija CCCP-a, MoxXeMo fla 3BefieMO 3aK/by4Ke Ha KOjJt HauMH O ce HyK/JIeapHoO OpyxKje
KOPVICTUJIO Of} CTPaHe COBjeTCKOT PYKOBOZCTBA. Tako je Ha mpuMep, Y MOXJa HajBa-
KHUjeM JIely COBjeTCKe BOjHe MUC/IN paHor X/IaffHOT paTa, ,BojHa crparernja” (Boen-
HAaA cilipailielus, IpBO u3fame 1962. rogune), y pegaknyju Mapiana Cosjerckor Ca-
Be3a, Bacummja [lannnosidaa Coxonosckor (Bacunuii JJanunosuy Coxonosckuii), fato
COBjeTCKO Buherme HyKIeapHOT Opy)kja I oTeHIjanHe HyKneapHe crpareruje CCCP-a.

Y 0BOj KbM3U MOXKEMO J]a BUIMIMO JIa je TI0jaBa PaKeTHO-HYK/IeapHOT OpYXja ,Kope-
HITO MI3MEHW/IA paHuje NpeficTaBe O Kapakrepy paTa. CaBpeMeHN paKeTHO-HYK/I€apHI
parT 110 CBOjeM PYIIMIAYKOM M CMPTOHOCHOM KapaKTepy He MOXKe Jla ce IOpeiu HI ca

Hcro.

Hcro.

Hcro, cTp. 6-8.

Kokomms A.A., Banyesckuit 10. H., ITotamos B. 5. (2015) Brusinne sgepHoro ¢pakTopa Ha pa-
3BuTHe OTeuecTBEHHOIT BOeHHOI MbICTN. Becilinux Mockosckoio ynusepcuitieitia. Cepus 25. Me-
HGYHAPOGHDIE OTIHOWEHUS U Muposas donuitiuka 7(3), crp. 10.

7 Cumxnh, C. (2025) Hykneapna gokrputa Pycuje — onspahatse 3a 21. Bujex. [onuitieua 28(14),
cTp. 63-73.
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jemHUM IIPeTXORHVM paToM. MacoBHA IpMMeHa paKeTHO-HYK/IeapHOT Opy»Xja OMOTy-
haBa fja y kpaTkuM pokoBuMa 13daly 13 paTa 3eM/bY WIN Pefi 3eMaba, KOje YaK Y UMajy
BE/IMKY TePUTOPHjY, pa3BIjeHy €KOHOMUjY U CTAHOBHMIITBO Off IeCeTVHA MI/IOHA JbY-
nu”.® Jlasbe, y KEbU3Y Ce TIOfIB/IAYY J]a BOjHA CTpATeryja, Y YCIOBMMA CaBPEMEHOT paKeT-
HO-HYK/ICapHOT paTa, II0CTaje CTpaTeryja ,AyOOKUX BOjHUX YAapa, Y KOMOMHAIN)U ca
JIejCTBYMIMA CBMX BMIOBA OPY)KaHMX CIJIA, Ca IIJ/beM ITOpa)kaBamba U YHUIITaBamba KO-
HOMCKUX NOTEHIjajla ¥ OPYXXaHMX CHara Ha Lie/10j JyOUHM TepUTOpuje IMpOTUBHIKA
pajiu DOoCTU3ama LM/beBa pata 3a KpaTke pokose”.’

Mlaspe ce odpaha makwa Ha T3B. ,,[JOKTPUHY MaCOBHOT OffMa3/IHOT yfjapa” YN ,MaCOBHE
onMasge” (massive retaliation), o3Banwdeny 12. janyapa 1954. roguse oy crpane CAJl-a, 3a
BpeMe Ajsenxaypose (Dwight David Eisenhower) anmunuctpanyje. C 0d31pom Ha To ja
je aMepIYIKO PYKOBOJCTBO NPOLEIHMBAIO fa MOCKBa jOLI YBEK HMje MMasla KallalyuTeTa 32
ysBpaTHu yrap Ha CAJl y cy4ajy fa BammHITOH yroTpedu aTOMCKO OpyKje, pasBljeHa je
CTpaTeruja MacoBHe OfIMa3fie KOja je IoJpasyMeBaa Jja ce IPEeTba HYK/IeapHUM OPY)KjeM
yIoTpedy 3a alcolMyTHO CBAaKY IIPOBOKALN)y Koja Ou morwra ca crpane CCCP-a.'’

OsBa jokTpuHa ce y ,,BojHOj cTpareruju” oTBOpeHO O3HayaBa Kao ,,MacKMpOBKa'!
arpecuBHe CYLITHHE aMepuyKe CTpaTeryje’, Koja 3alpaBo YTBphyje MUIIbembe COBjeT-
CKUX BOjHUX CTpaTera jAa ce ,ymmnepujamuctu CAJl” 3aucra crpemajy Ha M3HEHA[HU
ymap HykneapauM opyxjem Ha CCCP u gpyre conujanmuctiake apsxase.'? Mimak, CCCP
je ycmeo fia, 3axBa/byjyhu mpe cBera CBOM yCIIeXy Ha II0JbY HayKe U TEXHOJIOTHje, pas-
duje He camo MoHomon CAJl Ha HYK/IeapHO OpyKje, Beh ¥ Ha TpaHCIIOpPTHA CPEfCTBA 3a
HeroBo Kopuiuheme 1 Ipe CBera Ha MHTEPKOHTUMHEHTAIHE damucTuuKe pakere. Anu,
Y pasMUIIbakbUMa COBjeTCKMX CTpaTera, TO HMje YMAbMUIO OMACHOCT Off M3HEHA[HOT
Hamazia 3eMasba 3amagHor Onoka Ha CCCP wim meHe caBesHKe, Beh ra je moseharo.
Taxo ce Ha mpyMep HaBOAM YIO30peme fla Y YCIOBUMA TPKe Y HAOPYXKamby, HYKIeapHO
opyXje Moxe STy ynoTped/beHO He caMo 110 Hapehemwy fp>KaBHOT Bpxa, Beh 1 o cTpa-
He II0jeIMHALIA ,KOjJ CTOje IIpefi KOHTPOTHOM Tad/ioM yrorpede TaKBOT OpYXKja”, Tj. OF
CTpaHe IOjefHaLla KOjU Cy Y CTamy Ja HeoBIAIINeHO CaMOCTAHO JIejCTBYjy U TUMe
IIOKpeHy HyK/IeapHH Cykod."

[TouyeTkoM IIe3fieceTVX TOAMHA ABajieceTor Beka cBu poposu Bojcke y CCCP dwm
Cy OIpeM/beHN HYK/IeapHUM OpYXKjeM, LITO je 3HA4M/IO fia ¢y U PakeTHe cHare cTpaTe-
ke HameHe, KomHeHa Bojcka (Cyxotiyiinble 6oticka), PaTHo BasmyxomnoscTBo (BoerHo-

8 Coxomnosckuit B.JI. (1963) Boennas citipainieius. MockBa: Boenusmar, ctp. 19.

* Mcro.

12 Ajzenhamer V. (2023) Celuloidna apokalipsa. Beograd: Sluzbeni glasnik, str. 48.

" Mackuposka (pyc.) — of ppaHiycke peun masquer (yIMHUTI Ce HEIPUMETHUM WLV HEBUIbU-
BUM), leUHIUILIE Ce ¥ PYCKOj BOjHOj JOKTPUHU Kao CKYII Mepa yCMEePeHNUX Ha CKpYBambe TPyIa U
odjexara off HeltpyjaTe/ba 11 IBJXOBO OOMarblBalbe Y TIOI/IeRy NIPYCYCTBA, IOKallyje, cacTaBa, CTa-
1, JiejcTaBa 1 Hamepa Tpyma. Bupern: Koponés A.1O., Koponésa A.A., fxosnes A.Jl. (2015) Ma-
CKUpPoBKa 800pyenus, lexHuku u odvexinos. Cankt-Ilerepdypr: CIId: Yausepcurer ITMO.

12 Coxonosckuit B. [I. (1963) Boennas citipaitieius. Mocksa: Boenuspar, ctp. 75-76.

B Mcro, cTp. 235.
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803gyuiHvle cunvl), PaTHa MopHapuiia (Boenno-mopckoii ¢noiti) n caare IIBO (Boticka
1ipoitiue06803gyuiHoLl 000POHDL) MIMATe Y CBOjUM apCeHamiMa HyK/IeapHo OpyXje jaunHe
OJ] HEKOJIMKO TOHA JI0 JleceTVHa MIIMOHA TOHa pasopHe Mohu. IIpensubaro ce ma je y
CITy4ajy OTBOPEHOT CyKOda ca CuaMa arpecopa, CTpaTelko pyKOBOJACTBO MMAJIO OBJIa-
mrhetbe /ja ra IpMMeHM KaKo 32 YHUILITe e IIPOTYBHIYKE BOjHE CIJIE, TAKO 1 38 YHUIITEIbe
MaTepyjaTHO-TeXHNYKe OCHOBE 3eM/be (WM 3eMajba) arpecopa, Kao M HENpUjaTe/bCKOT
BOjHO-TIOIMTHYKOT PYKOBOJCTBA. VINaK, Ha HYKIeapHO OpysKje ¥ CIIPEMHOCT Jia Cé OHO
yToTpedu y cajiejcTBY ca Opy>KaHMM CHarama Kao Jieo ofipasyMeBaHe CTpaTeruje opyxa-
Hux cuna Cosjerckor Casesa, I7I€[la/io Ce Off CTPaHe COBjETCKMX CTpaTera Kao 1 Ha Iep-
CIIeKTUBHO CpeficTBo ofBpahama arpecopa off Harazia Ha CCCP u meHe caBesHuke.

Tako je BOjHO-TeOpeTCKa MICA0 COBjeTCKMX CTpaTera JoLIa 10 3aK/bydKa ja he ce
pat dymyhHOCTI BOZUTH Yy YC/IOBYMMA OIIIITE M HEPECTPUKTUBHE YIIOTpede HyK/IeapHOT
opyXja, rie he pakeTe ¥ pakeTHa TeXHOJIOTMja UIPaTy K/bYYHY YOIy y MOryhHocTu
HeKe 3eM/be fla YCIENIHO M3BPILIM HYKJIeapHU yfap Ha >Ke/beHe IbeBe. Vmak, 3dor
cBOjer pasapajyher moreHIujana 1 ¥3y3eTHO CMPTOHOCHOT KapaKTepa, HyK/IeapHy pat
usMeby naBa dmoka peunthe u cipeMHOCT fipKaBe fja 00e3det TOBO/BHO CIIPEMHUX BOj-
HIIX pe3epBI, /Il U JOBOJ/baH dPoj MHXKemepa, MeIUIIMHCKOT 0cod/ba 1 IyBMIa Koju he
BJIafIaTV IOTPESHMM BEIITNHAMA KaKO OV ce Ha IIPaBIJIaH HAUMH HOCYJIM Ca M3a30BUMa
Y YCIIOBMMa HYK/I€ApPHOT Halla/ja Ha BIXOBY 3eM/by."”

3annMBMBO je ucrahu ga ce ncroppemero y CosjerckoMm Caesy, 1132 3aTBOPEHINX
Bparta BOAMIA JUCKYCHja 13MeDy COBjeTCKMX BOjHMX TeOopeTHdapa o ToMe Aa yrnorpeda
HYK/IeapHOT OpY)Xja, Tj. CBEOIIIITH HYKJI€APHN paT, He Tpeda II0CMaTpaTy UCK/bYINBO
KpO3 OKBMP BOjHE CTpaTeruje, ¢ 0031poM Ha ’beroB HecarjIleuB YHUINTaBajyhu nmoreH-
IMjasl 3a 1IeI0 YOBeYaHCTBO. [lakie, 32 pas/mKy off 3amapa, Ife Cy ce TakBe fAedaTe BO-
Iu/ie Ha BYCOKO BOjHO-TIOIMTUYKOM BPXY M IJie Ce Y/Iora HYK/IeapHOT OpyXKja cXBarasa
Kao ¢akTop 0dysgaBama U MOMUTIYKOT NPUTUCKA HA npoTuBHUKe, y CCCP-y Takse
medaTe HIUCY MMajle HM 3BaHMYAH KapaKTep, HY jaBHM yBUJ,.'®

Tokom HapemHMX fieKajia, CBe 10 CPefiHe OCaMJeceTVX TOfiHA, Hitje dUI0 HeKMX
nHoBanyja y BojHOj crpaternju CCCP-a, ma m pasymeBama ymoTpede HyKIeapHOT
OpY’Kja y cIydajy oTBopeHor cykoda ca 3amajjoM. HoBuje pasmmibame Ha TeMy HyK/le-
apHOT paTa U HYKJIeapHOT OPY>Kja TOKOM 0CaM/IeCETVX TO/jIHA HYW/IM CY TIpe CBera Ha-
venHMK ['eHepammTada opykannx caara CCCP, mapuran Hukonaj Bacumesud Orapkos
(Huxonati Bacunvesuy Olapkos) 1 Boehu cOBjeTCKY BOjHU TeOpeTIdap Tora BpeMeHa,
reHepan apmuje Maxmyt Axmeroud l'apejeB (Maxmyini Axmetiosuy Iapees). [enepan
I'apajes je 3acTynao JOHEK/IE YCTa/beHO MUILUbEIbE []a CE COLMOTIONNTIYKA CTPaHa BOjHE
JIOKTPMHE He Mo)Ke GOPMY/IICcaTy UCK/bYYMBO CAMO Ha OCHOBY locTUTHyha BojHe Hay-
Ke, U Jla je IO/IMTHKA Ta KOja MMa ITIaBHY Y/IOTY Y JOHOIIEY CBUX of/yKa. [lakie, Bofe-

" Vlcro, cTp. 239.

5 Vcro, cTp. 258-261.

16 KoxommH A.A. (1995) Apmus u donuitiuka: coseilickasi 80eHHO-HOMUTAUYECKAS U B0EHHO-
citipainieiuueckas muicnv, 1918-1991 iogor. Mocksa: MexxyHapoiHble OTHOIIEHMS, CTP. 66.
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hy ynory y dbopmynucamy BojHe cTpaTernje u BojHe HayKe UITaK UIPa COLVIOTIONUTIYKA
CTpaHa BOjHe IOKTPMHE, da3upaHa Ha MAPKCUCTIYKO-IEIUHNICTIIKOM CXBAaTamby paTa
¥l apMIje, Kao Ha APYIUM APYIITBEHNM HayKama. 7

Ann, Xajia ce MOCTaBMIIO IIMTarbe CXBaTara PaTa Kao CPECTBA 3a OCTHU3atbe MOMN-
TUYKMX IJ/beBa Y 1002 HyK/IeapHOT OpYKja, Beh MMaMo pyraumje cxBaTame yrnoTpede
HyK/JIeapHOT opy»ja Mapiana Orapkosa. Hamme, y merosum pasmunbamyMa, jaCHO
ce TIPOBJIAYM Te3a Jja CaMO HEKO KO je y MOTITYHOCTH M3TyOMO pasyM, MOXKe Ja HOKY-
IIaBa JIa IpoHahe TakBe apryMeHTe Koju Ou OIpaB/ajM MOKpeTambe HyK/IeapHoT paTta I
TYME CTaBMO YMTABO YOBEYAHCTBO M JbY/ICKY LIMBUIM3ALM]Y IIPEJ] OMACHOCT TOTATHOT
yHumrema. Kako je HaBopmo gabe mMapian OrapkoB, OfilaT/ie MOXe Jla ce U3Byde He-
MOOMTAH 3aK/bY4aK JIa je KPUBIYHO AEJIO Tj. 37I0YMH YOIIIITe U Pa3MaTpaTi HyK/IeapHu
PaT Kao pallOHa/THO, AKO He 1 JIETaTHO CPELCTBO MPOMYKETKA MOMUTUKE. [lakie, Kako
ce MOXKe 3aK/bY4MTH, CTaBOBM Mapurasa Orapkosa Oy cy paguKaaHO APYTaduju Of
YCTa/beHOT PasMIUIIbabha COBjeTCKMX CTpaTera O yIoTpedy HyK/IeapHOT Opy»Kja joIr ca
NOYETKa IIe3/ieceTUX roAMHa JBajeceTor Beka. Vnak, mapman OrapkoB fa/be HaBOAN
Jla HYK/I€apHY paT MOXKe HACTaTy Kao MOC/IeNIIa UPALMOHATHUX OJ/TyKa II0jeinHalia
YIM AP>KaBHOT BPXa O YIIOTpedu HYK/IeapHOT Opy»Kja 11 Aa Huje 0110 Masu Opoj cirydaje-
Ba Kafa cy u CAJl amu u CCCP KopucTuie HyK/1€apHO OpY>Kje Kao IOTUTUYKO CPENCTBO
~HYKJIeapHe yieHe  (sfgepHoLii wanifiax), INTO HapaBHO roBehaBa OIIaCHOCT Off HyKJTe-
apHe KOHQPOHTaIMje OBe ABe cymepcue.'®

Axagmemuk AHppej AdanacjeBnd KoxomnH (Augpeii Aganacvesuy KokouiuH), Bo-
nehm mpxaBHu caBetHUK Pycke ®enepanuje o nutawy MehyHapoiHe U HalMOHAIHE
de3demHOCTH, Y CBOM 3HAYajHOM JieNy ,ApMuja 1 HOMNTHKA; EBomymja coBjeTcke BOj-
HO-TIO/IMTIYKE ¥ BOjHO-CTpaTernke Mycmu 1918-1991” (Apmus u tionuitiuka. Ieontouus
C08eIiCKOLl B0eHHO-UONUITUYECKOL U B0eHHO-CIlpaitieluteckoti moicnu, 1918-1991) u3
1995. ropuHe, naje Bubere 4eTnpy U3BOPA OIIACHOCTY OKO ITOKpeTaha HYK/IeapHOT para,
Koja He yK/by4yje OJUTYKY p>KaBHOT MM BOjHOT Bpxa. OHM ce HaBOJie Kao TeXHMYKeE Ipe-
IIKe Y CUCTEMI)Ma PAHOT YII030paBaiba I yIIPaB/batba HYK/I€ApHIM OPY>KjeM, HeaJleKBaT-
HI IPUHIVIN OpTaHU3alyje Toka MHGOpMaIuja y CUCTeMY OfTy4MBaba, JbYJICKe TPeIKe
Yy OLIeHN BOjHO-CTpaTellIKe CUTYyalyje IIpou3alyIe 300r HeTayHe MHTepIIpeTalje IOCTy-
majyhux noparaka, MexaHI4Ke IpellKe WM HePBHU CIOMOBY YOBeKa IIPY CITy4ajeBIMa
HeaJIeKBaTHOT 3[paBCTBEHOT CTamba, MOIYT yMopa, domecty nTy. Vmak, HajomacHuju clie-
HapHO OfI CBUX OBIUX YK/by4Yyje HEKO/IMKO OBMX CUTYallMja MICTOBPEeMeEHO. "

Koxommu nabe HaBozu fa je moBobeme y muTame ynorpede HyKIeapHOT opyxja y
CITy4ajy OTIIITEr paTa ca 3amazioM, Kao 1 KakBe Ou duie Ioc/efulie jeffHoT TaKo pasapa-
jyher pata, 1odmno Ha cBe Behoj aKTyeTHOCTY TOKOM OCaMIeceTHX, IO Te Mepe fIa Cy ce
COBjETCKM aKafileMCKI VI BOjHO-TIOJINTUYKY KPYTOBYU 030M/bHO MOCBETVIN OBOj TeMU 1
y jaBHNM gedatama. Ha npumep, moyeTkoM ocampeceTn, BojHa foktprHa CCCP-a mo-

7 Vcro, cTp. 69.
'8 Hcro, ctp. 69-70.
¥ Hcro.
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YeJIa je Ja HAIVIAIIABA Jja HYK/IEapHO OpPYXKje IIpe CBera uMa MoTeHIujasn 3a ofspahare,
JIaKyIe Kao CPefICTBO OffMas3/e Y KOHTpaHamaiuMa — IITO je QMo y CKIajy 1 ca 0daBe3n-
BameM Ap>kaBHOT Bpxa CCCP-a u3 1982. ropyue na Cosjercku Cases Hehe durty psu
Koju he ynmorpedutu HykieapHo opysxje.*

To ce Moryo BufieTV 1 y HOMUTULIM TeHepaTHOT ceKpeTapa KoMyHucTiuKe mapriuje
Cosjerckor Casesa, Muxauna Ceprejesnda ['opdauosa (Muxaun Cepieesuu ['opbaués),
KOj! je OTBOPEHO 3aroBapao OfiCTyTambe Off OMI0 KaKBe Mjieje [ja HyK/IeapHM paT MOXe
na dyze mpopyxeTak Bohera ,IIONIMTIKE JPYTUM CPeACTBUMA, C 003UpOM Ha TO Aa Ou y
C/Ty4ajy jeffHOT TaKBOT paTa, IIPeMa HEerOBMM pedlMa ,M3TOPe/I U CaMI ayTOPH TaKBe
nomtyke”.* Tpeda cakako mcrahu HeratyBHe craBoBe ['opdayoBa mpemMa HyKIeapHOM
OPY’Xjy, Off TOTa Jia je MO3MBA0 Ha allCOTYTHY IMKBUIALNM]Y CBETCKUX 3a/IXa HyKJIeap-
HoTr opyxja 1o 2000. rogvHe (o Hu Ha 3amagy Hu Ha Vicroky BehuHa excrepaTa Huje
CMaTpara Jia je peasiHo), o TOTa Jia je II03MBA0 Ha CMabJBarbe BOjHOT MOTEHIMjaa CBIUX
3eMajba Ha CBeTYy 1 3adpaHe Bobema pata nsmely Kako caMyx HyK/IeapHO CIIOCOOHUX Jp-
KaBa, Tako 1 n3Mel)y TakBUX [ip>kaBa U He-HYKJIeapHMX AprKaBa.”” Vako HUCY CBU COB-
jEeTCKM BOjHU CTpaTe3! U TeopeTudapy AelWIn OBe, Y Iopehemy ca TpaguunoHaTHIM
PpasMUIUbabVMa, TAIM(UCTIYKE NOIVIefie, Ak, Ap>kaBHa nomtrka CosjeTckor Cabesa
oz BohcrBom Muxamna ['opdauosa, cBe o pacmafa CCCP-a, cxBaTasa je HyK/IeapHO
OpyXXje 1 HyK/IeapHU paT Kao Hajely OIIacHOCT 3a OIICTaHAK YOBEYAHCTBA U KAO HEIITO
IIITO je MOPAJIO ia Ce IOJ} CTPOrOM KOHTPOJIOM OTpaHnyM 1 Haasupe 3ajefiHo ca CAJL.

Creyuguunociiiu cosjeiticke kunemaiioipaguje: og gpraere Hapyydute
go ,gauHux” ipojekyuja

[Ipe Hero mITO IPUCTYIMMO aHAINM3Y PUIMOBA KOjU CY Y GOKYCY OBOT UCTPaKIBa-
a, JUTHO je IPBO pa3yMeTy KaKo je p1nIMcKa MHAYCTpHja 3aIpaBo GyHKIMOHMCATA Y
Cosjerckom Casesy. [lakie, npBo mro ce Tpeda ucrahnu pga je y CCCP-y gpyxaBa duna
Ta KOja je M HApy4MBajIa, a/if ¥ MyIITala Y IPOMET CBe UTPaHe U JOKyMeHTanHe (uii-
MoBe Y 3eM/bit. Jlakite, TO 3Ha4M JIa je 1je0 MpoLiec Mpas/berba GuIMa, Off CleHapuja [0
MOMEHTA IIPMKa3)Bamba y OMOCKOIY MM Ha TeJeBU3MjI, OUO IO CTPOTOM JP>KaBHOM
KoHTponoM. HapaBHo, Ty ce mopipasymeBara 11 OIUTUYKO-U/IE0/IONIKA KOHTPOJIA, KOja
ce TIPBEHCTBEHO CIPOBOAN/IA HA HUBOY YMETHIYKIUX caBeTa QUIMCKMX CTyAUja U Kpe-
aTVMBHUX yLPYXKewba, a/l)l M Ha HUBOY MaPTUjCKUX U JP)KaBHIX BIIACTH, CBE 0 Ofe/berba
LentpanHor komntera Komynucriuke napruje Cosjerckor Casesa.”

% Tlewarnos [0.A (2010) PeTpocreKTHBHbII aHA/IN3 9BOIIOLNI KOHIIENIWI CepXX1BaHus. Bo-
opyxcerue u axonomuxa 1(9), ctp. 16.

2! Kokommu A.A. (1995) Apmus u Gonuiliuka: co8emickas 80eHHO-UONUTHUYeCKAA U 80eHHO-
ciipaiieiuteckas moiciv, 1918-1991 iogei. Mockba: Me>XyHapogHble OTHOIIEHNUA, CTp. 70.

2 Bapcenkos, A. C. (2012) «Hosoe mbinienne» Bo BHernHelt nomutrke CCCP. Becitinux Mo-
ckosckoio yHusepcutieinia. Cepust 25. MexcgynapogHole oiiHoweHuss u muposas ionuiniuka (1),
cTp. 50-52.

» Benowanka H.B. (2012) Iocygapcitiso u xkynvitiypa 6 CCCP: oiti Xpywiesa go Iopdauesa.
Vxesck: VIsmaTenbcknit foM «YIMYpPTCKMIl yHUBEPCUTET», cTp. 133.
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ITocrojamu cy pasmrautyt ofdopy Koju €y Bpimyu ofadupe clieHapyja 3a GpUIMCKM
CTYAMO, I KOju Cy Takobhe opraH13oBajm KOHKypce 3a IIoTpedHe ClieHapuje KOji Cy Win
OV OpUTVHATHY MM 3aCHOBAHM HA MO3HATUM KEbIDKEBHUM JlenuMa. [IMpekTop cryzmja
je 8110 3ajy>keH 3a oKpeTarme MPOAyKIMje ofadpaHor (puiIMa, 0K je Iieo mpoliec d11o fajbe
HaJII/IeflaH OIeT Off cTpaHe ofpeheHnx ogdopa, KaKo OHMX 3a/Ty’KEHNX 32 KBATUTET, TAKO 1
OHMX 33/Jy>KeHVX 32 IieH3ypy. Vnak, o 1972. rofune, Ha MHLIM]aTUBY PYKOBOJCTBA JIPXKaB-
Hor KomuTera 3a kuHeMarorpadujy, cMamyje ce LieH3ypHa JIe/TATHOCT 3a UrpaHe GIUIMOBe
KOjU Cy aflanTaluje KIaCUYHNX Jiefla pycKe, HallIOHA/THe™ 11 COBjeTCKe KIbJKEBHOCTH, Kao
¥ Jiena cTpaHux ayropa odjaspennx y CCCP-y. Lleo nporiec ce Huje Ty 3aBpuraBao. Hakon
LITO je CLieHapyo ¥ IUIaH CHUMamba GuMa ofodpeH Off CTpaHe pefuTesba, PyKOBOJCTBA I
YMETHINYKOT CaBeTa CTY/Mja, Ka0 ¥ Pe/IeBAaHTHIUX Te/Ta PEyOIMYKIX QIIMCKIX KOMUTETA,
CaM CIIeHapuo je JoCcTaB/baH [Ip>kaBHOM KoMUTeTY 3a KuHeMarorpadujy Cosjerckor Case-
3a — I'ockuno CCCP, xoju je 1o ykasy Llentpannor komurtera KIICC nmao ropuimy KBOTy
3a cTBapame (GUIMOBa 11 OpraHN30Bambe KOHKypca 3a cieHapuje. Ha kpajy, aucrpudymmja
¢ummoBa ce Bpmmia mop HagsopoM 'ockuna u Jlemaprmana 3a kyntypy LIK KIICC.

3aHnM/BMBO je ucTahy jom jemHy 0COOEHOCT CoBjeTcKe KMHeMarorpaduje, a To je
peakiuja Ap>KaBHOT PYKOBOJCTBA, Tj. cekpeTapa LIK u uranosa Ilomutdéupoa Ha Hekn
rOTOB (U/IM, TOKOM T3B. ,,JaUHMX ° IIpojekiyja. [lakie, peakuuja fp)KaBHOT PyKOBOJ-
CTBa Ha HeKV (UM TOKOM OBaKBIX ITPOjeKIIMja YMeJIO je Ja 11 Te KaKO Ofipeiut CyAOUHY
camor ¢uaMa, 1j. ga mu he ce Hahy Ha Te/IeBU3MjCKOM WM SMIOCKOIICKOM perepToapy.
Jnak, peakijyje fp)KaBHOT BpXa HUCY Ce TONMKO O0janmy pexxycepy u Apyru GpuiMcKn
CTBapaoLy, KOIMKO caMo PyKOBOACTBO ' 0ckuHa, C 093MPOM Ha TO Ja Cy OHY OUJIM I71aB-
HJI O[ITOBOPHY OKO JIOHOLIeHe OfTyKe fa i he ce Hexkn M cHumary wim He.”

Jnak, nopep Ap>KaBHOT PYKOBOJCTBA, MUIIbea O HEKOM MMy cy faBana u Mu-
HycrapcrBo opdpane CCCP, xao u ['maBHa moymTiuka ympasa CoBjeTcke apmuje 1 MOp-
Hapute (I7asHoe tonuiiudeckoe yipasenerue Coseitickoli Apmuu u Boenro-Mopckoio
d7n0ifia) — LEHTPATHO BOJHO-IIOTIMTIYKO YIIPABHO TE/IO KOje je 0daB/basio MapTHjCKO-TI0-
mutnakn pap y Opyxannm cHarama CCCP-a. Vicro Tako, y ynosy GUIMcKux KOHCYI-
TAHATA, Y 3aBUCHOCTH Off TeMaTyKe (UIMa, MaCOBHO Cy Y4eCTBOBA/IA 1 CTy>kOeHa JInIIa,
nomyT oduipa BojHO-Oe30eJHOCHOT alaparta, HayJHNKa ¥ Ap>KaBHMX cryxkOeHnka. To
je Y jefHOM TPEeHYTKY TOMKO y3e/Io Maxa, fa je Komurer gp>xane desdemgnoctn (Komu-
ineti iocygapcitiseroii desouacrocitiu — KI'B) o4eTKOM celaM/ieceTUX 30 IPEOPYKY
Iia, ¢ 0831poM ja BehHa OBUX /LA MMajy JOCTYII Ip>KaBHMUM TajHaMa, MOpa /i Ce yBefie
CTpO’Ka KOHTPOJIA OKO JINIIA Y AKTUBHO]j CITy»KOU KOju Cy KOHCY/ITAaHTH HA HEKOM (UIIMY.

** Cosjercky CaBes ce cacTojao off 15 coLujanucTuIKmx pernydnnKa CI0BeHCKIX, KABKACKIX 1
CpebeasnjaTCKMX Hapofa, IPMM.ayT.

» Hcro, cTp. 135-138.

* Jlaga (pyc.) — eKBMBa/IEHT HAIOj BUKEHAMIIN, JOM KOjU Ce Ha/la3! y MPUPOAY MK Ha Cey,
BaH rpajicke cpepure. [Ipnm.ayT.

77 Benowanka H.B. (2012) Iocygapcitieo u xynvitiypa 6 CCCP: oiti Xpywiesa go Iopdauesa.
Vxesck: VisgaTenbcknit foM «YIMYpPTCKMIl yHUBEPCUTET», cTp. 139.
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Y&p3o noToMm, 1oHeTa je ofTyKa ia GUIMCKM CTYAUjY MOTY aHT'a)KOBATH Ko KOHCY/ITaHTe
caMo 0code Koje je OffpeaIo pyKOBOZICTBO HAJIEKHMX MUHUCTAapCTaBa. ™

OcBpT Ha 0COOEHOCTM COBjeTCKe KiHeMaTorpaduje 3aBpiuheMo MOMIbAbEM jOIII jefi-
HOT aCIIeKTa, KOji1 Ce TIYe Ipe CBera Ap)KaBHOT 11 eKOHOMCKOT ypehemwa CCCP-a, a 1o je Ko-
MepI1ijaIHa UCIUIATUBOCT (PIIMOBA Y CKIIOITY KOMaH/JHE eKOHOMYje. [ 0CKUHO, Kao ip>KaBHA
VIHCTUTYIIMja OATOBOPHA 32 IPOAYKIIVjY YMETHUYKNX i€/, MOPAO je [ia OIpaB/a TPOIIKOBE
3a QIMOBe CHUMaHe 10 JP>KaBHMUM HapylIOMHaMa I CBAKO OTKa3VBakbe CTaB/balba Y JIM-
crpudynujy Beh saBpmeHor ¢uiMa, ycmef IOMUTUYKOT, UEOIOMKOT /I HEKOT PYror
pasiora, 3HaUMIIO je PMHAHCHCKe TYONUTKe, C 003MPOM Ha TO Aa je mucTpudyrmja Gpuimosa
dma jenHa o perkux mpoduradumaux rpana I'ockuxa. Ca fpyre cTpaHe, 3aHUM/BUBO je Jia
Cy GUIMCKY CTBapaoLy MMaIi MO/ HeKy BpcTy Behe kpeatusHe cmodozie y mopehermy
ca CBOjMM 3aIlaHVM Kojrerama (mpe csera 13 Xo/uByzia), jep fja HUCY MOpany Aa dpuHy
o ToMe Kako he ¢wm dutu npuxsahen o crpane mydmuke 1 fa mu he yommure sapagutu
HOBAI] IOTPOLIEH Ha HeroBy IIPOAYKLN)Y, Beh je 1110 BaskHMje caMo Tpohu cBe yMeTHIYKe
caBeTe, KOMUTETe 1 OfTyKe APIKaBHUX OpTaHa, Kao U KPUTHKe IIpe CBera CTapujux Kojera.”

Jlaxsie, MOXXeMO Jia 3aK/by4VMO Jia je cHuMame ¢punmosa y CCCP-y d1o 030mpaH no-
JIYXBaT, /a je CBaKy CILIeHapyO IX/bMBO QMO aHAIM3UPAH Off CTPaHe AP>KABHUX KOMMUTE-
Ta, IIpe CBera 300T /Ie0TIOIIKO-TIOMUTNYKIX pas/iora 1 LieH3ype, any Takobe, fia je ¢pumm
ca IOr0TOBO BOjHO-TIATPMOTCKOM TeMOM 3110 U Te KaKO IIOJBPTHYT KOHTPO/IM KBA/IUTETa
Off CTpaHe pe/leBaHTHIX BOjHO-Oe30e[HOCHNX OpTaHa, LITO je YK/bY4NBAJIO I aHTAXKOBAbe
CTPYYHMX KOHCynTaHata. Kao mro he ce BupeTn y ananmsu opadpannx ¢puiMosa, opia-
dpaHe Temarike, Ipuye, IOPyKe, X CBE OHO JIPYTO LITO YMHY GuiiM, paheHo je ITaHcky,
Ca jaCHVM ILIM/beM 1 Y TIOTITYHOCTH TIOf; KOHTPOJIOM CBUX Pe/IeBaHTHMX IP)KaBHIX OPTaHa.

Xepoju aitiomckoi goda y cosjeitickom Punmy: gusuuapu, cnyxde, opuyupu

Y npeTxoHuM IIOI/IaB/bMMa, YIIO3HA/IV CMO Ce Ca IBa BayKHa €/IEMEHTa, Tj. Ca COBjeT-
CKOM BOjHO-TEOPETCKOM MMII/bY BE3aHY 3a HYK/IeapHO OpYXKje M parT, Kao ¥ ca CIeln-
¢ruHOCTMMA COBjeTcKe PUIMCKe MHAYCTpUje. 3axBabyjyhu ToMe, MOXXeMo fia TIpuCTy-
IVIMO aHA/IM3M COBjeTCKMX (UIMOBA KOjU Ce Y CBOM CLieHapujy OaBe Ha HEKM Off HauMHa
TeMaMa Be3aHUM 3a HYK/IeapHy eHePIjy, HYKI€apHO OPY>Kje MM jeJHOCTABHO CTPaXOM
Off HyK/IEApHOT paTa I IeTOBYX IT0CIeiNIa. 3a IT04eTaK, Tpeda ncrahm fja 3a pasimmky of
3anmagHe pUIMCKe IPOAYKIMje, ITpe CBera XOMMBY/a KOjU je MMAao Ha CTOTVHE (p1IMOBa
Ha OBe TeMe Y Ilep1ofy XIagHor pata®, cosjeTcka GMIMCKa IPOAyKIHja je dua gamexo
CKpOMHHja. Y 0BOM papy, kao 1to je Beh duno HaBemeHo, d1he mpepcTaB/beHO eBeT
UTPAHMX U jeflaH aHMMMpPaHM QUIM, 32 KOje MOXKeMO fla KayKeMo fla Cy pe/lleBaHTHU 32
oBy temy. Paran ¢punmosn u3 goda CCCP-a cy duwmm BehnHoM nocBehenn remaTumm
Hpyror ceerckor para, ogHocHO 32 CCCP u manammy Pycky ®enepanujy — Bennkor
oranduHckor pata (Benuxas OilieuecitiseHHAS B01IHA).

# Jcro, cTp. 140-142.
¥ Mcro, cp. 149-150.
* Bupmeru: Ajzenhamer, V. (2023) Celuloidna apokalipsa. Beograd: Sluzbeni glasnik.
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Jmnax, kao mTo he ce BujieTy fabe y OBOM VICTPAXXMBABY, Y IIEPUOJY Off IIe3eceTX
TOZIVHA JIBaJieCeTOT BeKa 10 Kpaja 0caMfeceTyX TOfVHA [IBaleceTOr Beka, MOXeMo Jia
usaBojuMo cresiehe GuaMoBe, Off KOjuX CBaKkM OfjpakaBa JiyX CBOje HeKajie Be3aH 3a
COBjeTCKO TIOMMambe HyK/IeapHe eHeprije, opyxXja i camor XaagHor pata. To cy, mpema
XPOHOJIOIIKOM pefy: »JleBet jaHa jenue roguue” (Jesaitiv gHeil ogHolo ioga), pexucepa
Muxawna VMmaa Poma (Muxann Vnena Pomm) n3 1962. rogune; ,,Hyxneapuu par”
(AgepHas soiina), uTpaHO-TpeHAXHU Q1M 13 1962. ropune; ,/30TONCKY MHANKATOP”
(Meuenwiti aitiom), pexxucepa Viropa Aponosuda I'octjeBa (Miops Aporosuy Iocities)
u3 1973. roguue; ,,J1360p mete” (Bodop uenu), pexxucepa Vropa Bacupesuya Tamanku-
Ha (Miopv Bacunvesuu Tanankun) us 1975. rogune; ,, Teuxa Boga” (Taménas soga), pe-
xmcepa Jleonomppa ITerposnua beckopapuora (/leosionvg Ileiiposuy beckogapHoiii) u3
1979. rogue; ,,Cny4aj y kBagpaty 36-80” (Cnyuati 6 xeagpaitie 36-80) u3 1982. rogune
u ,CamocranHo jenpeme” (OpuHOYHOE ITaBaHue) u3 1985. rogune pexxucepa Muxajna
Jocndosnda Tymannmsummja (Muxaun Mocugosuu Tymanuweunu); ,,Kpux genduna”
(Kpux genvpuna) Anexceja Anexcangposuya Cantukosa (Anekceti Anexcangposuu
Canitioikos) n3 1986. rogyue u ,[IcMa MpTBOT YoBeka” (IIucoma mépinisoio Henosexa)
Koncrantnna Ceprejesuya Jlomymanckor (Koucimianiiun Cepieesuy Jlotiywanckuit),
takobe u3 1986. roguue. Ocum urpanux puaMosa, moMeHyhemo jour u KpaTkomMerpa-
XHY aHuMypanu ¢unm ,Hanhu he mexe kuute” (Bygein nackosoiii goxgr) Hasuma Ty-
padosuua Tynjaxoyaesa (Hasum Typadosuu Tynsxogsaes), us 1984. ronuxe.

[Touerak IIespeceTuX rofMHa IPOLUIOT BeKa JOHOCU HaM (WM ,[leBer fjaHa jenHe
ropyHe !, Koju IpuKasyje MMOHMPCKe HAIOpe COBjeTCKUX (usnyapa fja ocTBape KOH-
TPOJIMCaHy TepMOHYyK/IeapHy ¢ysujy. Cam GpuaM ce cacToji off HEKOMKO C/I0jeBa — Of
JIMYHYX JKUBOTA QU3NYapa KOju pajie Ha OBOM IPOjeKTY, 10 TOAHOLICHA SKPTBY 3apaj]
Hay4HOT ITporpeca 1 Gpumo3odcknx aedata o KIUBOTY, HAyLM, YOBEYAHCTBY, PaTy ¥ MUPY,
Kao U IPYKa3UBamy TEXHOMONIKN HAIlpeHNX madoparopuja Hayynux nactutyra CCCP.
CaMm ¢w1M je 3aHMM/BMB 380T BIIIe CTBAPHL. 32 II0YETAK, HUKAJA PaHMje Y COBjeTCKOj KUI-
HeMartorpaduju Huje IpyUKa3aH CBAKOJHEBHM KVBOT HayYHMKA Ha OBaj HAYMH, HIIXOBE
dnnosodcxe gedate, 0THOC MUPHOIOIICKE 1 BOjHE YIIOTPpede aToMa, Kao 11 XyMaHU3aIuja
HECYMIbJBIX Xepoja COBjeTCKe HayKe, ITOKAa3aBIIM Ja CY Y CBOjOj CP>KV ¥ OHM OOVMYHU
JBYAM Ca CBOjMM TIpodIeMuMa, dpurama, TMIHNM U HOPOVIYHIM fpaMaMa, UT.

»lleBeT HaHa jenHe ropune” Takobe je mopurao yrien ¢pusndapa y Cosjerckom Case-
3y mo HecnyheHyx BucHHa, cykehn Kao MHCIMpanyja 3a MOTOme TeHepalyje MIaaux
HAYYHMKA, JKe/bHNX KaKO JIMYHOT HOKa3MBamba, TAKO 1 JKe/be 32 CIY)KeHhe TOMOBUHM
1 yoBeyaHCTBY.” Kao 1o je Beh duto HaBeeHO y OBOM pajyy, ApkaBa je MMasa IpBy
VI IOCTIeIlbY ped Y CTBapamwy (uiIMa, Ia Cy Tako 1 ,,JleBeT HaHa jefHe roguHe” Takobe

' Jlocrynau Ha Be6-cajTy JyTjy6 (Youtube), URL: https://www.youtube.com/watch?v=hekubU-
PUdy4. ITpum.ayT.

32 3udoposa O. (2024) HeBsars aHeit ogHoro roga (1961), pexx. M. Pomm. Kunemaitioipag gns
H0gPOCIIK08 U MOTOGeHCU: UCTHOPUS POPMUPOBAHUS 6 COBEiCKULL U TIOCTCO8eICKULL Tiepuogol
(1), ctp, 198.
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Iposasuie Kpo3 TeXak Mpoliec ofodpaBama CIieHapyja 1 3aBpIIHOT MaTepujana. Pa-
3JI0T 3a TO je IIpe CBera d1o y ToMe IITO je caMa TeMa HyK/IeapHOT MCTPaXKUBamba, Ja-
doparopujcke omnpeme, amn u gocrurayha CCCP-a Ha ToM Hosby O1a p)KaBHA TajHa,
IOTOTOBO Y KOHTeKCTY X/IafHOT paTa ca II0YeTKa Ie3eceTyX TOf1Ha IBajleceToT Beka.
Ca fpyre cTpaHe, OUMITIEHO je TIPOLIEEHO Off CTPaHe [P)KaBHOT Bpxa Ja je morped-
HO coBjeTckuM rpahannma nokasatn focrurayha somahe Hayke, 1 Kako ce OKa3aso,
GWIM je IOCTA0 CBOjeBPCHA perpyTalyioHa ajaTka 3a Oyfyha IoKo/lewa HayYHUKa, a
npe cBera Gy3nYapa, KOju Cy IMOCTaN eIUTa COBjeTCKe MHTeMNTeHIuje.

Ocum mrto je 1962. romyHe OKO 24 MWIMOHA COBjeTCKMX IpabaHa IoOryefano oBaj
¢unm, ,,[leBeT faHa jefHe roayHe” OCTH3AO0 je yCIeX M Ha Mel)yHapoIHOM IUTaHy; TOfIVHe
1962. ocBaja Kpucramuu rmodyc Ha Mehynapopsom ¢pmimckom dectusany y Kapmosum
Bapuma, a Takohe u moyacHe Harpazie Ha QuiMckuM ¢ectuBanuMa y Can OpaHIICKy
1962. ropuue 1 Mendypry 1965. roguse. Ycnex ¢uima y CCCP-y, amu 1 MHOCTPaHCTBY
dasmpao ce Ha ToMe J1a je 3arpaBo pab)eH 10 UCTVHNTO] IPUYY O MJTQ[IOM HayIHMKY KOjI
je HecpehHO HacTpafja0 Off CMPTOHOCHE 03¢ pafijaliyje y CIMYHOM IIOfYXBaTy, ajli I
Y UMIBEHNIN Jia Cy 3a GIIM, Ko IITO CMO TO BUJIEMN Y IIPETXOHOM IIOI/IaBIbY, OUIN
aHT')KOBAaHM KOHCY/ITAHTH, KOjJ CY Y OBOM CITy4ajy OW/IM IIpaBy 1 HarpahuBaHu HyKieap-
Hn ¢pusnyapu.* HecymmuBo, ,,[leBeT gaHa jenHe rogyHe” je mokasao jomahoj 1 cBeTCKoj
jaBHOCTH ycCIIeXe COBjeTCKe HayKe, Ha KOjy 1 je 1 Te Kako odpahaHa cBeTcKa Makiba 1ocrie
nmaHcupamwa Ciyitituka 1957. TofuHe, Kao ¥ YCHEIIHOT JieTa Y KOCMOC IIPBOT YOBeKa —
KOCMOHayTa Jypuja Anekcejesida [arapuna (FOpuii Anexceesuu I'aiapun) 1961. roguse.

Hapenuu ¢unm us ose mexape, ,,Hyxineapuu par’, kao IITO je paHuje HaBeeHO,
UTPAHO-TPEHAKHOT je KapaKTepa M CaMyM TUM 1 II0 CaipyKajy U MO TOHY Ce CacBUM pa-
3JIMKYje Off IpeTXofHOT ¢wIMa. Paju jacHujer KoHTeKcTa, 1962. ropyHa je rogyuHa Kydan-
cKe pakeTHe Kpuse wy Kapurncke kpuse (Kapudckuii kpusuc), Kajia je CKOpo JOILUIO [0
HykneapHor pata nsmely CCCP-a u CAJl-a 0KO COBjeTCKMX pakeTa ca HyK/IeapHUM doje-
BMM I71aBaMa y Beh Tafia koMyHuctirakoj Kydm u morome dnmoxage octpsa of crpane Cje-
mumeHnx Amepnaknx JIp>xasa. Taxobe, kao mTO cMO BufeN 13 IPETXONHNUX MOITIABIbA,
COBjeTCKa BOjHO-CTpaTellIKa MIICA0 CXBaTaja je aTOMCKy doMJy Kao CTaHEapAHO opybe
y Hagjormasehem ,,dymyhem paty”, a Takobe ce u cripemana Ha To fja he meHa Tepuropuja
duty moxBpruyTa HyKIeapHOM Hamagy off crpane CAJl-a, Koje Cy MMaje IPeHOCT U Y
CTpaTeIkuM domdapepuMa, HyK/IeapHIM TOMOPHMIIAMA, K0 ¥ Y AaTOMCKOM OPYXjy.
3dor Tora CCCP 1961. roauHe ycrocTasjba IMBIIHY OfiOpaHy Kao HAC/IeNHNUIY CUCTEMa
Jloxanue mpoTusBasayuHe ondpane Cosjerckor CaBesa (MeciiHas Gpoiiu60603GyUHAS

3 cro, ctp. 200-201.

* Kucnyxuna A. Popuna. 05. mapt 2022. Kax cosgaBancs ¢unpMm Muxanna Pomma ,,[leBATh
mHeit omHoro roma”. URL: https://rodina-history.ru/2022/03/05/kak-sozdavalsia-film-mihaila-
romma-deviat-dnej-odnogo-goda.html?utm_referrer=https%3A%2F%2Fwww.google.com%2F
[Tpucrymmeno: 14.03.2026.

% Jocryman Ha Be6-cajry Jytjyo (Youtube), URL: https://www.youtube.com/watch?v=mE-
4p25eyGWec. IIpum.ayT.
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obopora — MIIBO CCCP) ycrioctaBbeHe 1932. TofuHe 1 0Baj KPaTKOMETPXKHU GuaM
oy 20 MuHYTa je 3aIpaBO 3aMMIIIbEH Kao Jieo 0dyKe 3a CTY, IpuKasyjyhu mpouenype 3a
IPUIIPEMY MeCHMX BJIACTH ¥ CTAHOBHMINTBA 3a Hafionasehy HykieapHu yzap.

OBaj M caBpIIeHO OC/IMKaBa IyX BpeMeHa KaJia je ¥ HallpaBjbeH, Tj. pa3yMeBarbe
aTOMCKOT paTa Kao CaCTaBHOT Jie/la KOHBEHIIOHA/THOT paTa Ca 3aIlaHUM 3eM/baMa. Bo-
nehn ce mymby ma he CCCP durtu mopgBprayT pasapajyheM HykieapHOM ymapy, MIIaK
IIOCTOj¥ ONTYMMCTIYHA Hajia Aa he, y3 ;odpy npuipeMy cTaHOBHMINTBA, apMuje U fp-
KaBHOT allapara, 3eM/ba MIIaK MOhM J1a TIpe>XMBM OBAKBY KaTacTpody, a/m 1 ia cadysa
KallalluTeT 1a OATOBOPY arpecopy 1 Ja yCIeIHO BOAM Jja/be CBOje BOjHe omepanje. Ja-
CHO je f1a je oBaj G1IM IpuKasuBaH UCK/by4nBo rpahannva CCCP-a u npumagaunmma
LMBWIHE ofidpaHe, anu je Takobe 3aHMM/BJMBO BUfIETI 1 Tafallllba CXBaTamba AP>KaBHOT
amapata CCCP-a o ToMe kako Ou HykneapHM cykod Ha Tepuropuju Cosjerckor CaBesa
U3ITIE[A0, 3ajeJHO Ca TaflallllbuM IpollefypaMa ¥ MPOTOKOIMMA JIOKA/THUX B/IACTY U
IAPTUjCKOT PYKOBOJCTBA Y C/Ty4ajy OBAKBOT jeJHOT allOKaIUIITUYHOT CLIeHapyja.

Creneha mekazia, cefaMpieceTe rofjiiHe IPOLIIOT BeKa, JOHOCe HaM TpM pIIMa 3a aHa-
mu3y. ,VI30TONCKY VHAMKATOP *° je TUIIMYaH IINVjYHCKO-AeTeKTUBCKY GUIM U3 f0da
XnagHor paTa. Y IUTamy je MIMjyHCKa paMa y K0joj ce eMUTHM 0daBellTajall U3 ,HeyMe-
HoBaHe 3anajHe sem/be” mabe y CCCP ca 1y/beM fja akKTUBMPA MPEKY areHaTa-ClaBaya,
Kako Oy IpudaBIO TajHe Be3aHe 3a cucTeM LyBIIHe ondpane Cosjerckor CaBesa, Kao 1
TnoflaTKe O HajHOBUjeM HyK/IeapHOM HaopyKamwy. MehyTum, coBjercke crenujante ciy-
0e TpaTe WeroBe aKTMBHOCTY Off OYeTKa VI BOAM Ce CMPTOHOCHA UTI'Pa MayuKe 1 MUIIA
nsMel)y nckycHor u ciocodHor samagHor arenTa 1 KI'b-a. BaxkHo je ncrahm pia je y oBom
bnnmy, crcreM LUBIIHE OfidpaHe MPefCTaB/beH Kao BaKaH eIeMEHT CTpaTerije oiBpa-
hama 3armajHux 3emaspa Off IOTeHIMjTHOT HykTeapHoT yaapa Ha CCCP. [laxe, mopsa-
4l Ce OHA Te3a KOjy CMO MOIJIM Jia BUIMO Y COBjETCKOj CTPATEIKOj MUC/IM, a TO je Jia je
deCKOpICHO BOAUTY aTOMCKM paT IMPOTUB 3eM/be KOja MOXKe [ja cauyBa CTAHOBHMUIITBO,
BOjHY pe3epBy U MHYCTPUjCKY ITPOU3BOJiHY YaK 1 IOC/IE AaTOMCKOT y/apa.

»VI130TOIICKN MHAMKATOP” je GMIM KOjM je YMCT IIPOAYKT CBOje epe, Tj. CBOjeBPCHE
IIP (public relations) xammame IIOKpeHyTe IOYETKOM CeflaMieCeTuX Of CTpaHe Tajia-
mmer meda KI'b-a u dypyher renepannor cexperapa KII CCCP, Jypuja Bnagumupo-
Biya Aupponosa (FOpuil Bragumuposuy Angpoiios). AHIPOIIOB je CXBAaTa0 KOMKO Cy
KibUre U GMIMOBY BaXHI MHCTPYMEHTH IIOIy/IapHE KY/IType U 300T TOTa je IOJ Hhero-
BJIM JIMTYHUM PYKOBOJCTBOM IIOKPEHYT Talac (pUIMOBA O areHTIIMa COBjeTCKNX CIIEI-
jamHuX ciryxdm, of BpeMeHa Qo/bIIeBIYKE PEBOJIYIMje U rpal)aHCKOT paTa 10 caBpeMe-
HMX flaHa. OHO IITO je M Te KaKO 3aHMM/bMBO je TO IITO je AHJPOIOB MHCUCTUPAO Ha
TOMe Jia ce HeIpyjaTesbyl YBEK IIPUKa3yjy He CaMO BepOOCTOjHO, Beh U Kao jake MMYHO-
CTM, KOjMMa He HeJloCcTaje IapMa, MHTe/eKTa 1 criocodHocTn. Ha Taj HaunH, oduuyHOM
rpahanuHy Ou Omto jacHO fAa je cojeTcKy odaBellTajal] HaIMAIINO ,He KapUKUpaHe

% Jlocryman Ha Beb-cajry Jytjy6 (Youtube), URL: https://www.youtube.com/watch?v=5Ne-
3pOID8SI. [Tpum.ayT.
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uanore, Beh npase, nmykase npogecrnonane”.”” To ce cBakako BUAM 1 Y 0BOM QUIMY,
KOj)1 YCIIENTHO KOMOJHYje TeMy KOMIIETEHTHOT I OIIACHOT IIPOTMBHMKA Ca TeMOM HY-
KJIEApHOT OpY>XKja 1 HyK/IeapHOT ofBpahama.

Cnepehn ¢punm us ose fekane, ,VI3dop Mere”™ y cBOjoj je OCHOBM UTpaHM IpHKa3
UCTOPMj€ COBjeTCKOT HYKJI€APHOT IporpaMa ox 1945. roguue o aBrycra 1949. ronune
¥ leTOHa1je IpBe coBjeTcKe aToMcke domde PIIC-1 na CeMumamaTMHCKOM IIOTUTOHY
(Cemutianatmunckuii uciiviiiaimienvrolti ionuiox). [lpukasyjy ce pasHe enusoze Koje cy
duse xpy4He 3a pasBoj HykaeapHor opyxja y CCCP-y, mos pykoBOACTBOM HayqHOT
1 BojHOT ocodma momyt Adpama ®Pjonoposuya Vodeja (Adpam Pégoposuu Hogpgpe)
- ola coBjercke ¢usnuke, bopuca /bosuya Banukosa (Bopuc /lvéo6uy Bannuxos) —
jeIHVM Of ITTaBHUX PYKOBOAWJIAIIA COBjeTCKOT HyK/IeapHOT ImporpaMa (y ¢puiMy ce He
IIOMIbe IMEHOM VI IIPe3UMEeHOM, Beh ce y31Ma Kao 0CHOBA KA M3MUIUBEHOT 32 QYIM
MK KOju je Ha3BaH Buranuj 3ydaBuH, a koju y ¢puimMy Bpim MUCTy QYHKLUjY Kao 1
BanukoB) u HapaBHO, VIropa Bacumesnda Kypuatosa (Miopy Bacunvesuu Kypuaiiios)
— OIa COBjeTCKe aToMCcKe domde u mwerosor yyennka Adpama lModeja.

OBaj ¢nM je 3aHMM/BUB 13 BUIIIE Pasjiora — IIpe CBera HapaBHO, COBjeTCKIM rpaba-
HMMa (anu ¥ MHOCTPAHOj IMyOmIm), IOKasyjy ce yCIecu CoBjeTCKe HayKe 1 BOjHO-TIO-
JUTIYKOT PyKOBOJCTBA Y TOMe JIa pelaTuBHO Op30 0desdem opysxje pasapajyhe mohn,
KOje Cy 3arajHe cujle, IpeMa yBepemwy BOjHO-IomuTiYKor pykoBoscrsa CCCP, due
cIIpeMHe fia yrorpede y cBeomnmTeM pary npoTtus CosjeTckor Casesa. 3aTyM, IpMUKasy-
jy ce M y>Kacy aTOMCKOT OpPY>Kja, Kao ¥ jaCHO IPOIIaraHJHO IO3ULIMOHMPAIbE COBjETCKE
IpKaBe Ja 33 Pas/IuKy off KanuTamicTnakux semaba, CCCP sxenmu ga 0de3denn cedu He
caMo CUTYpHOCT, Beh 1 MypaH pa3Boj aToma panu deHe(NTa YNTABOT YOBEUAHCTBA, Tj.
aKIEHTYjy ce U aITPYUCTUYKO-MAINPICTIYKY MOTUBHY COBjeTCKVX HaydHuKa. JJaxe,
3a pasnuky of, CAJl, xoje cy ymorpedune aToMcKo opyxje Ha Xupoummy u Haraca-
ku, CCCP ce mpepictaB/pa Kao ,,0fTOBOPHYU UTPay  Ha CBETCKOj CIEHM — IITO je U Te
Kako OuIa BakKHa MOPYKa Kojy je MocKBa IIpOMOBICala TOKOM IepUOJa T3B. AETaHTa
(détente) nameby CAJl u Cosjerckor CaBe3a celaM/ieCeTHX TOAMHA IBaleCeTOr BeKa.

Ha kpajy, Tpeda ncrahm na gpum, 300r Tajalme MOIUTUKE COBjeTCKOT PyKOBOJCTBA,
VITHOpMILIE HeKe YMHeHMIIe y Pa3BOjy COBjeTCKe aToMcKe doMde, a To je Ipe cBera yJIo-
ra Jlapenruja [TaBnoBuua bepuje (/laspentmuti Ilasnosuu bepus). bepuja je xao med
HaponHor koMecapujaTa YHyTpaumsyx nocnosa (Hapogrulii komuccapuaiil HyiwipeHHUX
gen - HKBJT) mopHOoCuo odaBerrtajue n3Beraje Jocudy Cramuny (Mocug Buccapuoro-
euu [Drytaweunu Cilianun) BesaHe 32 pa3Boj aMepIYKOT HyK/IeapHOT IIporpaMa I IMIHO
je o meroBoM Hapebemwy HajiI/Ieflao pas3Boj COBjeTCKOT pasBoja aToMcke domde.” To ce

7 3amocTbAHOB A.A. (2022). O6muk Hacrosero yekucra. Mcmopux, Ne95 nosa6pnb 2022. URL:
https://xn--hlaagokeh.xn--plai/journal/post/6922 IIpuctymmeno: 14.03.2026.

*# Ioctyman Ha Beb-cajry JyTjy6 (Youtube), URL: https://www.youtube.com/watch?v=nlELm-
jekIq8 (ipBu feo) u https://www.youtube.com/watch?v=goavuJufU9Y (zpyru geo). ITpum. ayT.
* CxasoukyH A. B. (2019) ,,Aromublit mpoekr” CCCP: HekoTOpble YIIpaBlIeHYeCKIe acleKThI.
Yapasnenue nayxoti: wieopus u apaxiniuxa 1 (1), crp. 163-165.
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BUY ¥ 13 YKasa JIp>xaBHor KomuteTa 3a ondpany CCCP (I'ocygapcitisenbiil komuitieil
odoporvr - I'KO) dp. 9887, ox 20. aBrycra 1945. ropune, xojum ce JlaBpentuje bepuja
II0CTaB/ba 32 ITIABHOT pyKoBoauona Crienpjansor komurera ['KO 3a pa3Boj atomcke dom-
de.” HapaBHO, pea/THOCTM OJJHOCA COBjeTCKOT PYKOBOJICTBA IIpeMa JIMKY U #eny bepuje,
op, Hukure Xpymuosa (Hukuitia Cepieesuu Xpyusée) Ta Hafasbe, CBAKaKO Cy 3HAYMIN
Jia BeroBa y/Iora y pasBojy coBjeTcKe aToMcke domde Hehe duTu IpukasaHa COBjeTCKUM
I/IeflaoIMMa.

[Tocnenwu ¢umM u3 oBe fekaje y Haloj aHanmus je ,, Temka Boga™!, Koju ofcka-
Je 110 CBOM CafipyKajy Off IIPeTXOfHa ABa puiMa. YKpaTKo, QUM ce daBy >KMBOTOM I
PagoM Imocaje COBjeTCKe aTOMCKe ITOAMOPHILIE KOja M3BPIIaBa CBOje 3a/jaTKe y HEellpU-
jaTe/bCKMM BoAaMa Ha BpXyHIy X/IafHOT paTa 1 HoBux TeHsuja namehy CAJ] n CCCP.
AKIleHaT je CTaB/beH KaKo Ha JMYHE OJHOCE M JKMBOTE WIAHOBA IIOCAfe, TAKO 1 Ha
byHKIMOHMCabe caMe aATOMCKe OJMOPHIIIE KOje Ce ca IIPaBOM CMaTpa ,4y0M TeXHMI-
Ke” cBaKe 3eM/be Koje ux nocepnyje. PuM je umax des cuena Mehynogmopamdke dopde
WM 1nodyHe Ha dpopy, Kao IITO je TO CIydaj ca KaCHUjUM XONMMBYACKUM HaHAaHMMA
nonyt ,,I' pumusue mmme” (Crimson Tide) wnu ,,JloBa Ha L]pBenu okrodap” (The Hunt
for Red October), Beh je TummdHO 3a coBjeTcke GpuIMOBe aKLjeHAT CTaB/beH Ha JbYLICKI
dakrop. Jaxie, r/maBHa nopyka ¢uiMa je mpe cBera ynyheHa CoBjeTCKMM I7Iea0OLNMa,
M ¥ MOpPHapyMa U 0pUIMPUMA COBjeTCKe paTHe MOPHAPMUILE, O IPECTIDKY, AYKHOCTI
/M U OIIACHOCTMIMA FUXOBe Ipodecuije.

3a HapeHy fieKajly, Tj. ocaMpeceTe TOfIHe, MOXKeMO Jja KaXXeMO Jja Cy HajIIOfjOHO-
CHUje U Haj3aHNM/bUBIje 32 COBjeTCKy KHeMaTorpadujy n pummMose Koje ce dase HyKie-
apHMM OpY>KjeM U IoceanIiaMa HykaeapHor para. OuiMoBe U3 oBe AeKajie MOXeMO Ja
TIOZIE/IMIMO Y iBe TPYIIe, jeffHY Y Y11joj OCHOBM Ce Hajla3yl COBjeTCKa ,KOHTpAIponaransa”
3aIIa{HIM BOjHJM aKIIMOHNM (UIMOBMMA 1 IPYTY TPYILY, KOja je BUIle ycKaaheHa ca BU-
aujoM ['opdavosa 1 Tagammer BojHor Bpxa CCCP 0 y)xacuma MOTeHIMjaTHOT HyK/Ieap-
HOT paTa J1 CTPaxoM Of YHUIITEeha YOBEYAHCTBA YKOJIMKO OV Ce TAKO HEIITO U JOTOANIIO.
Hlaxse, y mpBy rpymy GpuaMoBa, MOKeMO Jia ompefienumo crefieha ocrBapema: ,,Ciydaj y
kBajpary 36-80” u ,,CamocranHo jenpeme”, kao u ,,Kpuk genduna”. ¥ gpyry rpymy, mo-
KeMOo Jia yBpcTuMO ,,IIncma MprBor yoBeka” n ,,Hanhmu he mexe xnuure”.

IlITo ce Tmye punmoBa U3 TpBe rpyIe, odparrheMo MaXiby IPBO HA OCTBapema M-
xajma Jocudosmda TymannmBumja, ,Crrydaj y kBagpary 36-80”*, kacHimje o3HaTHjer joIn
Kao u ,,Cosjercku Ton-ran” (Top Gun) 3dor cBoje paame (Mako je oBaj amepuyKy GyIM

% Tlocranosnerne TKO CCCP Ne 9887 «O Crernansaom kommurete pu IKO CCCP». 20 as-
rycra 1945 1. // PTACIIN. ®. 644. Om. 2. [. 533. JI. 80-85. ITogmuuHmMK. MaIIMHONNCHBII TEKCT.
URL: https://docs.historyrussia.org/ru/nodes/282809-postanovlenie-gko-sssr-locale-nil-9887-
locale-nil-o-spetsialnom-komitete-pri-gko-sssr-locale-nil-20-avgusta-1945-g#mode/inspect/
page/1/zoom/4 Ilpucrynpeno: 14.03.2026.

4 TNoctyman Ha Beb-cajry JyTjy6 (Youtube), URL: https://www.youtube.com/watch?v=Ugqt-
94PQDzNS8. [Ipum.ayT.

%2 NocrynanHaBe6-cajryJyTjyo (Youtube), URL: https://www.youtube.com/watch?v=A13A_78z-
kQY. IIpnm.ayT.
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V3aIIa0 YETHPH TOfHe KacHumje), 1 ,CaMOCTanHo jefiperse” ™, mosHaTuju jou kao u ,Co-
BjercKyt Pamdo” (Rambo). OHo 1m1To je 3HaYajHO McTahim 3a oBe GpuIMoBe fa cy HenpujaTe-
JbJ jACHO O3HAYEHM KO IIPUTIaHMIN 0daBelTajHNX cryxdu 1 opykaHnx cHara CAJl, 3a
pasmuKy off BehiHe MpeTXOZHMNX LIV YHCKIX, PATHNX WIN aKIMOHMX (IIMOBA Y KOjuMa
Cy HeIlpyjaTe/by JOA3NIN 13 HEVMEHOBAHNX 3allafiHMX 3eMasba. V1 y oda pmima, ogmer-
HYTH €/IeMEeHTV aMepIIKe BOjcKe V/Mmy 0daBeIlTajHIX CITy>kOu IIpeTe f1a YIOTpedoM Hy-
K/IeapHIX IIPOjeKTIIa 13a30By oTBopeHn BojHM cykod naMehy CAJl m CCCP, xoju y oda
c/y4aja OyBa CIIpedeH MHTEePBEHIINOM COBjeTCKIX CHATa, IIpe CBera paTHe MOPHApULIE.

Tpehn pum 3 ose rpyme, ,,Kpux gencuna’, Takobe mpatn MOpHapIYKy TeMy IIpeT-
XOJJHa JIBa, /M 13 3aHVMJ/BYBUjET YIJIa, C 003MPOM Ha TO /ia je ITTaBHM (POKYC Ha aMepUUKy
HyKJ/IeapHY TIOIMOPHIULLY 1 IbeHy Iocafy. OHM cy IpMKa3aHU MCTOBPEMEHO Ko 1 TIpeTHa
II0 YOBEYAHCTBO 300T IIXOBE JKe/be [ Ce YC/Ief, KONEKTUBHE XMCTepHje 1 doIecTy TaHCH-
Pajy Opy’Kje 3a MaCOBHO YHMILTEHE Pajiy 3aI104Nbatba AIIOKA/INIICE, aTU TaKohe IocTajy n
IpyMep J/bYLICKe CABECTH U CAMOIIOXKPTBOBAbA, IITO X UCTOBPEMEHO 1 XyMaHU3Yje, alu 1
VICKYIUbYje Kao IPOTUBHMKA. VaKo je GuIM CIyXuo y cB0joj OCHOBM Kao ,,KOHTpAIpora-
raHfiHy” 3amajy Ha CBOM MJIe0/IOIIKO-TIO/INTIYKOM II/IaHy, TajJalllibil COBjeTCKM (UIMCKN
KPUTIUYAPY [JABA/IM Cy HEraTMBHe oljeHe 0BOM QUMY, Off CLieHapHja 10 M3Bezde, IITO II0-
Kasyje y HeKy pyKy MCTaH4YaH YKyC COBjeTCKe ITyOyuKe Jak 1 ca punIMoBuMa oBe Bpcre.

IToueTKOM OcaMieceTHX rOfMHA ITPOLITIOT BeKa, X/IaJHy paT JOCTU3A0 je CBOj Bp-
xyHail. BepoBatHo jomr of KydaHcke kpu3e cBeT Huje 0110 TONMMKO Ha VIBUIV M3dMjama
HYKJI€apHOT paTa, Kao 3a BpeMe ofipkaBama MacoBHe HATO BojHe Bexxde Ejon Apuep
83 (Able Archer 83) HoBeMOpa 1983. ropiHe, Koja je M3y3eTHO peanHo CUMYIIMpaa I1o-
TEHIVja/THY HYKJIeapHU CYKoO — IITO je HaBeno MOCKBY Ha IOMICAO JIa je y IIUTAmby 3a-
ucra Hamepa CAJl 1 leHMX CaBe3HNKa [Ja KOHAYHO IIOKpeHy HykneapHu ygap Ha CCCP.
[laksie, oBa 1Ba uiMa Tpeda Ja ce IocMaTpajy yIpaBo y 0BOM KOHTEKCTY, TaKO 1 Hi-
XOB CVIKe, aimu u yuenthe cBux popoBa Bojcke CCCP y mwuMa, CIyXuio je fa ce ca jeHe
CTpaHe COBjeTCKOM rpah)aHNHy OAUTHe MOpasl ¥ Bepa y Opy>KaHe Cule CBOje OTallduHe,
a ca ipyre cTpaHe IPOTUBHIUKY, Tj. 3allafHNM 3eM/baMa IIOLIa/be jaCHa MTOPYKa /Ia je COB-
jeTcka BOjHA CIJIa TEXHOJIOLIKY Pa3BUjeHa, Ja je caulibeHa off IpodecroHanana, 1 a
Cy CBH, ,,Of] BOjHMKA ¥ MOPHapa, 10 Maplllaja 1 afiMUpaja’, CIPEMHY Ha JINYHY KPTBY
Kaxo du ce ucnyHwm dopdeHn 3afam.

Takobe, 3aHUM/BMBO je HPUMETUTH Ja Cy OBU (QUIMOBM MMM KapaKTepPUCTUYAH
»MOPHAPMYKI TOH Y CBOjOj Pajiiby, IITO je MO YITIABHOM C/Iy4aj Ca COBjETCKUM (IIMO-
BJIMa KOj¥ Cy Ha HeKVI Ha4)H MOPA/IN Jia Tapypajy 3arajy 1o cBOM caipxajy u popmu. To
ce odjamimasa TUMe Jia je jeHO Off peTKuxX paBHonpaBHuX mospa nsmehy CCCP-an CAJl-a

# Toctyman Ha Be6-cajry Jytjy6 (Youtube), URL: https://www.youtube.com/watch?v=3hwq-
jvQ18vg. IIpum.ayT.

“ TocrymaH Ha Bed-cajry JyTjyd (Youtube), URL: https://www.youtube.com/watch?v=cZqR-xs-
yPc. Ilpum.ayT.

> ®epopos A. B. 30. jyn 2020. Kpuk genvgpuna (CCCP, 1987): muenus. URL: https://dzen.ru/a/
XyGFOReiyHwwaLz3 IIpucrymmbeno: 14.03.2026.
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d110 yrpaBo BOjHM CYKOO Ha MOPY, MOPHAPHUIIA, PafapPCKI CUCTEMI, PaKeTHA TeXHOMOTHja,
UTH., [PYTUM pedrMa — oHa od/1acT rje cy u BammHrron n MockBa nMare HeKakas Hapy-
tet. Takobe, pokycupajyhu ce Ha yHupopmucane MmopHape 1 opurpe odejy cTpaHa, Kao
VI Ha YHYTPaLIboCT dponosa, koju ¢y n'y CCCP-y ny CAJl-y dumm Ha TeXHOJIOLIKY jefiHa-
KOM HUBOY, HUje 13a3UBAJIO IOTPedy fla ce IPUKA3Yjy APYTH aCTeKTH XMBOTA 3aAHIX
seMaba. Jlake, 0BakBY (VIMOBY HICY MOP/IU Ja IPMKA3yjy 3alafHy LUBIIHY ofiehy,
TOIy/IapHe HaIMTKe, ayTOMOOWIIE, IPYTUM pednMa, CTpaHy pody MMpoKe HOTPOIIIbe Koja
du Morna a n3asose ,,He3apaBy omamy Mehy (COBjeTCKMM) CTaHOBHMULITBOM . *

13 mpyre rpyne ¢puimMoBa oBe JieKajie, U3BOjUIN CMO ,,IIncMa MpTBOT YoBeka ™ n
»~Hanhnu he mexe kume”*. Beh je pedeHo a oHM ofpakaBajy manuducTuyke CTaBoBe
IpeMa HyK/IeapHOM OPYXKjy U paTy KOju Cy Ce IIpe CBera MOIIM 9yTu Off cTpane Muxa-
wia [opdavoBa, amu u jegHor fena BojHOTr Bpxa Cosjerckor Casesa. Tema oda punma
je HykIeapHa KaTtacTpoda 1 Kpaj yoBedaHCTBa Koju ce Beh moroamo. ,,ITncma mprBor
4OBeKa~, CHUMAH ca Xyro-cMebuM cenmja ¢puarepoM, 1 ca mpusopuma Kiaycrpodo-
dMYHUX dyHKepa M CKIIOHMINTA, pa3pyIIeHNX TPajioBa, X MATOOPOJHIM MIpeXMBEINMA
KOjJ Cy TIOCTIeiIb]L, HecTajyhy TparoBy 40Be4aHCTBA, IOKYIIaBa ja IpoHalhe ofroBop Ha
BEPOBATHO je[MHO IIPEOCTAJIO MUTAE, A TO j€ ,KAKO je YOBEYaHCTBO MOIIO Jja JOITYCTHI
Ia o oBora csera jgohe?”* Ha camom ciieHapujy, mopep JIomyImaHcKor, pafguiy ¢y u
Anexcej I'epman (Anexceti IOpvesuu I'epman), Bjauecnas Pudjakos (Bagecnap Muxa-
noBuy Pridaxos), xao u jepan op dpahe Crpyrauku (dpaitios Ciipyiayxue), bopuc
Crpyrauxu (bopuc Haitianosuy Cilipyiayxuii). 3aHUM/BMBO je TO Ja je ieros dpart Ap-
kanuj Crpyrauxn (Apkapnit Haranosmy Crpyramkmii), 3a oBaj G1IM pekao fia je jemu-
HJ IHOCTPaHy QWM KOju MOXKe JIa ce YIIOPeaM ca BUM, jennHo ,Ha mmaxu” (On the
Beach), pexxuicepa Crennuja Kpamepa (Stanley Earl Kramer).™

BaxHo je uctahu u to fa cy ce ,IIncma MpTBOT YoBeka” HojaBMIa y OMOCKOIMMA
VICTOBpPEMEHO ca 4epHOoOMbCKOM Karactpopom (HepHodvinvckas asapus). CojeTckn
rpabanu cy opyrackoM y dMoCKoIIe Ha IIPOjeKIjy oBor ¢uIMa Ha eKpaHy BUJE/U CBe
OHO IITO Ce 3a1cTa foral)ao y BIX0BOj 3eM/bI: JbYJie ¥ Tac-MacKaMa, eBaKyaluje, I1o-
Crleflie 3paderba I CBeomTy cTpax.’ ,,IIncma MpTBOT YoBeKa” Cy IIOCTHUITIA 3HAYAjaH

6 Qenopos, A. B. (2009) CpaBHUTe/IbHBII aHA/IN3 MEUITHBIX CTEPEOTIUIIOB BpeMeH «X0/I0fHOI1
BOJIHBI» 11 ieonornyeckort Konppourauuu (1946-1991). Meguaodpasosarue, (4), ctp. 75.

7 Tocrynau Ha Be6-cajry Jytjy6 (Youtube), URL: https://www.youtube.com/watch?v=DbjPjFK-
DxjUo. IIpum.ayT.

# ocrynaH Ha Beb-cajry Jytjyo (Youtube), URL: https://www.youtube.com/watch?v=tt-bRm-
7qiqk. [Ipnm.ayT.

¥ Ucro, cTp. 79.

* Ornes K.K. (2018) Sxpanusarmu dparbeB CTpyraljKux 1 9BOMIOLMA OT€YeCTBEHHOTO K-
Hematorpada. Becitinux FOxcrno-Ypanvckoio iocygapcitisennoio ynusepcuinieinia. Cepusi: Coyua-
ToHO-Tymanuiiaprole Hayku, 18 (1), cTp. 42.

' PMA Hosocry, 20. oktobap 2025. ,IIncpMa MepTBOro 4emoBeka”: MCTOPYS CAaMOTO CTpalll-
Horo ¢unpma B CCCP. URL: https://ria.ru/20251029/film-2051582785.html IIpucrymmseno:
14.03.2026.
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ycrex u y unocrpactsy. OBaj QUM ce IpMKa3uBao y BEMKOM dpOjy 3eMaspa, IITO
je Omo pepak ciydaj 3a HEKO OCTBapere COBjeTCKe KiHeMaTorpaduje 13 Tor BpeMeHa,
a Takobe je modujao 1 Harpazie Ha MPECTIDKHUM CBETCKMM (QUIMCKMM (ecTUBaTMMA.
Mebytum, n y camom CCCP-y, dpumm je fosxuseo HecmyheHn ycrex 3a ocTBapeme Koje y
CB0jOj OCHOBY 010 GM/IM O HYK/IeapHOj KaTacTpodu, Kpajy yoBedaHCTBa 11 p1mo3odujn
XuBora 1 cMpTi. [Ipema oCTyNIHMM NoOfanuMa, bera je Moraefano oko 9,1 Muimox
COBjeTCKuX rpahana.”

Kpatkomerpaxxuu anumupanu ¢pum ,Hanhu he mexe kumme” Takobe mpaty Hyuxnmm-
CTUYKM TOH ,,IIncama MpTBOr YoBeKa . OBaj aHMMupanu GUIM ce 3aCHMUBA Ha MCTOMMe-
Hoj Kparkoj npyrau (y opurnsainy There Will Come Soft Rains) aMepyuaKor IiucIa HaydHe
¢anractuxe Peja [larmaca bpendepuja (Ray Douglas Bradbury). IlpumeTHe cy Heke nsMe-
He y O[JHOCY Ha OPUTVHAJIHY IIPIYY, /I IPEMICa OCTaje UCTa — YHUIITEHO YOBEYaHCTBO,
podorn ca BemraukoM uHTemurennujom (BV) xoju nsBpuaajy cBoje kyhHe 3agatke 3a
cBoje Beh ojaBHO MpTBe rocroiape, Kao U >Ka/bebe 3a 3ayBeK U3Tyd/beHOM IIpolytomhy.
Ogaj annMmpany GuIM of CBera JeceT MIHYTA 0CBAjao je IIPU3HAbA U Harpajie Kako Ha
nomahum, Tako u Ha MehyHapogHUM GUIMCKUM (ecTUBaMMMA, 2 3aHVIM/BUBO je U TO [
je mpema peunma pexxucepa Tymjaxoyaesa, Opurancky npyHI (caga Beh Monapx) Yapic
(Charles III) xynuo ABOTOAMINIGA IPaBa Ha UM Kako U ce IIPUKA3NBAO Ha IOHAOHCKO]
TeneBu3uji.”’ Oda HaBefleHa GuU/IMa JaKyIe Hoce jacHY OPYKY KaKo COBjeTCKIM rpabanu-
Ma 1 Ip)KaBHOM BOjHO-IIOJIUTIYKOM BPXY, TaKO 1 CBETCKOj ITyO/IUIY — HYK/IeapHM paT I
HYK/IEAPHO OPY>Kje BOAY Ka YHUIITEHY 1IeJIOKYITHOT YOBEYAHCTBA, 1 SeCMICIIEHO je YOII-
IIITe ¥ MUCIIMTY JIa Y TAKBOM PaTy MO3Ke Jia dyzie modeHuKa.

3axmyuak

Kpo3 oBy aHanuay Moram cMo fa BUAMMO KaKO Ce COBjeTCKa BOjHO-CTpaTellKa U
IOJINTUYKO-VICOTIONIKA MICA0 OfpakaBala Y COBjeTCKOj KMHeMATorpadujy, y 3aBu-
CHOCTY Of eKafie y K0joj je M duo cHumbeH. Of cTpaxa BOjHO-IP>KaBHOT PyKO-
BOJICTBa J1a je HykneapHu Hamaz, Ha CCCP of cTpaHe 3amafHNX cyla Hen30eXaH, IIPeKo
C/laB/beiba HayKe 1 HayYHMKA, CMPTOHOCHMX IINVjYHCKMX UTrapa ca 030W/bHUM, HeKa-
PUKMpPaHUM NPOTUBHUIIMMA, JUPEKTHUX OKpIIaja COBjeTCKMX CHAra ca OfiMeTHYTUM
elleMeHTVIMa BOjHO-0daBemTajHux crpykrypa CAJl-a, ma o cBOjeBpCcHe Karapse OKO
KPXKOCTY 4OBEYAHCTBA ¥ CTPAXOTa HYK/IeapHOI apMare[loHa — CBe TOBOPY y IPUJIOT
TOMe Jia je COBjeTCKa KiHeMaTorpaduja 3ayucra mpaTiia Kype Ap>KaBHOT BpXa, Be3aH 3a
IUTaba aTOMCKE eHepruje, OpyKja I para.

JMako He MOe #a ce moxBanu dpojHomhy puIMoBa 0 OBMM TeMaMa y OZHOCY Ha
3anagHy GUIMCKY OpOAYKIN)Y, COBjeTCKa KiHeMaTtorpaduja je umak nocsehmsana ma-
XIbY OBVUM IuTamyMa. CBakako, Tpeda pasyMeTH fia je yiora oBakBux ¢uimona duia

2 Hcro.

* CnyrHuk Yadexucra. 23. cenremdap 2018. ,,ByzeT 1ackoBblil JOXKAD : MPa4HbIl MY/IbT(U-
M ¢ rrydoknum cMbicioM. URL: https://uz.sputniknews.ru/20180923/Budet-laskovyy-dozhd-
mrachnyy-multfilm-s-glubokim-smyslom-9509057.html IIprctymmeno: 14.03.2026.
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IIpe cBera Jja OHM Oy/ly MHCTPYMEHT Ap>KaBHe IIpoIIaraHfe, ylepeHe 1 npema gfoMahem
CTaHOBHUILTBY, a/li U IIpeMa MEOTOMKIM IIPOTUBHUIIMMA U HUXOBOM BOjHO-IION-
TUYKOM BpXY, Kao 1 LIMPOj CBETCKOj MydMMUIy. Y IPUIOT TOMe TOBOPY 1 jacHA KOH-
TPOJIa IPKABHOT arlaparta Hajl Lie/IMM IPOIIeCOM IPOM3BOJe U AUCTpudyImje dpumma.
CaMuM TuM, aHa/IM30M OBAKBMX GUIMOBA 10OMjaMO [IparolieHy YBUJ Y jeflaH Iepuof,
He TaKo flazeke UCTopuje, ¥ MOXJa MOXKeMo 0o7be fla CXBaTUMO KaKo je jefiHa Off /iBe
CBETCKe CyIepcusie KOPUCTUIA IONMyIapHy KYITYPy Tj. pUIMCKM MeIujyM fia IIpeHece
CBOje Xe/beHe Iopyke foMahoj 1 cBeTCKOj jaBHOCTI O OBAKBUM BaKHUM TeMaMa.
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NUCLEAR ENERGY, WEAPONS AND FEAR IN SOVIET CINEMATOGRAPHY
FROM “NINE DAYS OF ONE YEAR” TO “DEAD MAN’S LETTERS”

Abstract: This paper will present nine Soviet feature films and one animated
film, produced from the early 1960s to the late 1980s, which deal with the themes
of nuclear weapons, nuclear energy and the fear of nuclear war and universal
destruction. The aim of this paper is to explore the connection between these
films and the Soviet nuclear doctrines from the time of their creation, but also
to demonstrate that the Soviet Union used feature films to convey patriotic and
ideological messages to its domestic audiences, as well as certain technological
and military-political messages to its main Cold War competitor — the Western,
primarily American, political and military elite. It is important to point out that
the state leadership of the USSR, unlike in the West and due to the specific nature
of its film industry, had almost direct control over the scripts and production, and
therefore over the messages these films conveyed, which makes them extremely
relevant sources for understanding Soviet strategic narratives and propaganda
goals.

Key words: Soviet Union, nuclear weapons, nuclear energy, nuclear doctrine, So-
viet cinema, film, animation
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Caxerak: [umw 0601 paga je ananusa tpuxeaheHocitiu KeManucimiuuxol upojex-
wa mogepHusayuje y TwypcKkom gpyuiiney, nocedHo y pypanHum genosuma 3em-
e, kopuutherem tiotiynaproi wypckoi ¢punma Mycitiani kao unyciipaviueHol
ipumepa, 0gHOCHO {0KA3Ailierba gomeilia pepopmcke HONUTUKE KEMATUCTAUY-
kux enaciu. Iloceban ¢okyc je Ha ugenimiuitieitickoj nonuimiuyu. Peu je o ana-
NU3U Koja yKwyuyje ipe ceeia pogHe, anu u Kyniyponouike cieyuduuHociiu
mypckoi gpywitiea. Kopuciniehu wemaimiuky dunma xao napaguimy, y pagy he
duitiu Gpuxasan 3Hauaj WPAGUUUOHATHUX BPEGHOCIIIU KAO elleMeHAllla Koju
yemepasajy u onemoiyhaeajy iioxemwre ipasye pazsoja pogrux ogroca. [pyium
peuuma, umajyhu y eugy 3nauaj ipehenol ilyimia Ha paseoj UHCTAUTAYUUOHATIHUX
ApanimmMana, eseniliyante wewikohe Ha iyiy mogeprusayuje je moiyhe odjacHu-
wu yipaso ykoperernouhy ogpehenux epegrociiiu y 3ajegnuuama odyxeahenum
MOgepHU3ATLOPCKUM MepaMa.

Kbyune peun: kemanuszam, mogeprusayuja, Peiydnuxa Typcka, punm Mycitiani

Yeog
D 1 eby dpojunm mocrurayhmma xemamctiaknx pedopmm mocedHO ce MCTUIy

OHe y Be3u ca yHampebemeM 1ojokaja )keHa U KeHCKUX IpaBa y TYPCKOM
npywmTBy. Te Mepe ce HECYMIBMBO MOTY OKapaKTePUCATH Ka0O PEeBOMYLIIOHAP-
He, C 003MpOM Ha BpeMeHCK KOHTEKCT Kao ¥ YTHLAj TPAAUIVIOHATHIX BPEJHOCTH Koje
cy TokoM 19. Beka Omie mpenpeka OCMaHCKOM MOJIepHM3ATOPCKOM IIpojekTy. Mebhy-
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TiM, T0 Hacebe he y Benukoj Mepn ornpefe/suBaTi yCIEUTHOCT MMIIEMEHTAIIje KeMa-
NUCTUYKYX TOMNTHKA.' Y oBOM papy he ce, kopucrehn nosnatu Typckn dunm Mycitiani
u3 2015. ropuHe, ¢ppaniycko-Typcke pexxucepke Jenns I'amse Eprysen (Deniz Gamze
Ergiiven)® Kao maycTpaTuBaH I0Ka3aTesb, UCIIUTATH JOMET IIPOKIaMOBaHe IONUTUKE Y
odmacTy eMaHIMIALYje XKEHa, jeHOT Off Haj3SHAYajHIjIX MUTakba KeMaTMCTIIKOT MO-
JIepHM3aTOPCKOT TIpojeKTa. [JpyruM pednma, moasu ce of mpeTrnocTaBke fa je pedopM-
CKM mpoliec Hajpehnm fieioM 8110 orpaHmyeH Ha BelKe ypOaHe IIeHTpe U 71, KaKo TO
cnyyaj dunma Mycitiani TIoKasyje, Huje d10 JOBO/bHO YKOPEHeH Ha IIpeM HOApYYjy,
I0CEdHO Y PypalHMM aHaIONCKUM KpajeBiMa 3eMibe.

Y HacraBky paza duhe npyxeHo oppeberme MofepHusanyje y cKiafy ca KeMaauCTId-
KM cxBaTameM. Takobe, duhe mpykasaH yruuaj mo3HOOCMaHCKe MUCTM Ha peOpPMCKI
TpojeKaT KeMaIiCTa ca MocedHMM OCBPTOM Ha IMTame eMaHIumnamyje xeHa. HakoH Tora
he dutu HaBeseHe OHE Mepe KeMalTUCTUYKMX BIACTH KOje CY YTUIIajle Ha yHarpeheme cra-
Tyca )KeHa y TypckoM apyurrBy. Camum uM, fata odnact duhe carefaHa 1 Kpo3 Iepcriex-
TUBY Typcke demunucriuke Mucmu. Hajsam, kpos npumep dunma Myciiani Tpedano du
VICIIMTAaTH I71aBHY HPOO/IEMATHKY Pajid — O YKOPEHEHOCTU U JOMETHMA KeMaIMCTIIKOT
pedopMckor npotieca, pokycupajyhu ce Ha eMaHIMITALN]Y KeHa Ka0 BeroB Ba)KaH acIleKT.

Kemanucitiuuxka mogeprusayuja

MopepHusanuja mpecTas/ba jefjaH Off TeMe/bHYX aclleKaTa KeMa/IVCTIYKOT ITOKpeTa
VI UIeOJIOTHje, YC/Iel] Yera ce KeMali3aM HepeTKO ¥ iepMHMIIe Kao ,e0/IOTja HalMO-
HanmHe MofepHu3anuje”.’ Vimajyhu y Bumy kemamuctidko uckycrso, Cyna Kmwm (Suna
Kili) mopeprusannjy neduumnine kao ,,ceeodyxBaTaH IpoIec, Koju 0dyxBaTa i IpOMeHe
Ha MUKPOHNBOY. T0 3Ha4M [ja mpoliec MOfiepHM3aL[Vje Mekba U IIOHAIIakbe [10jefiNHALa,
BPEJHOCTH II0jeIHALA U OHOC II0jeINHAL[a [IpeMa APYTYMa U IipeMa gp>xasu’.! Y mm-
Tamwy je ,IpoIlec KOji CTBapa HOBY JMHAMMUKY, KaKO Ha HUBOY Ap>KaBe, TAKO 1 Ha HUBOY
npywrea. To He 3HauM camo MHAycTpujanusanujy, Beh odyxsara Benuke ApylITBeHe,
IICUXOJIOLIKe U MONUTIYKe TpaHchopManuje”.”

Hlaxre, TakBo ofpeheme MofepHM3aIje KOPECIOHANPA Ca KeMATMCTUIKIM CXBa-
TameM Koje IofpasyMeBa cBeodyXBaTHe, KOpeHuTe mpoMeHe. [IpyHINI peBoTyLnoHa-
pusMa®, ofHOCHO ped)opMM3Ma je U3pa3 yIpaBo TAKBMX TEHJEHIVja 1 M3paXKaBa, KaKo

! Bure o ocMaHCKOM MOJIepHIM3aTOPCKOM Ipolecy Bupetu y: Oprajmu, 1. (2004) Hajgysxcu sex

umiiepuje, beorpan: Cprcka Kib¥KeBHa 3afpyra; Buiie o keMamucTuanm peOpMCKIM Mepama:
Hakov, Dz. (2011) Istorija savremene Turske, Prizren: Centar za turkoloska istrazivanja Balkana.
2 Mustang (2015), IMDb, https://www.imdb.com/title/tt3966404/, npectyrbeno 13. 03. 2026.

3 Giritli I. Kemalism as an Ideology of Modernization, In: Ataturk And The Modernization Of
Turkey, ed. Jacob M. Landau, (1984), Boulder, Colorado: Westview Press, p. 253.

* SunaKili (2011), 92: imtupano npema: Alaranta T. (2014) Contemporary Kemalism: From Universal
Secular-Humanism to Extreme Turkish Nationalism, London and New York: Routledge, p. 26.

> Suna Kili (2011), 92: nuTupaso npema: UCTo.

® OcHOBHe 1yieje KeManu3Ma CaKeTe Cy y 1LIeCT TeMe/bHYX IPUHINIIA, YcBojeHux Ha Tpehem koH-
rpecy kemamcTiuke Perrydmikancke Hapopse nmaprije (Cumhuriyet Halk Partisi) 1931. roguse.
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ucrnde [lenrns Xakos (Cengiz Hakov), ,,peBosyritoHapHy IPUCTYII Ka MOIePHU3ALIN-
ju Typckor ppymrrsa”.” [Iputom, Tpeda HarnmacuTy fa KeMaauCTUYKO HOMMabe MOJep-
HM3aLyje IPATH 3alla/{HI MOJIE/ YC/Ie], Yera ce KeMaIMCTUYKI KOHIIENT YeCTO IOUCTO-
Behyje ca Becrepunsanmjom. Hanme, na du Typcka Morma fa oncrane, a ce pasBuja u
nia Oyzie KOHKYpEHTHA y CaBPEMEHOM CBETY, MOpa JIa YCBOjU 3alafHy odpasar; pa3soja.’
Jako ce yecTo mCTIYe /1a OBAKaB IIPYCTYTI PAfIMKATHOj TPaHCHOPMALVjU TypCKe ipyKa-
Be U [IPYIITBA IIPeCTaB/ba IIOTIYHN PACKIJ ca OCMAHCKOM Ipouyromhy, ped je, 3ampaso,
0 HaCTaBKy OCMAaHCKUX JIeBETHA€CTOBEKOBHIX MOJIEPHM3ATOPCKMX TeHAeHIMja. MHore of
ufieja Koje Cy KeMaVCTy YCBOjUIIN 3acCTyIIa/IN Cy HEKN Off II03HOOCMAaHCKIX MHTeTIeKTyasla-
I1a Koju he Ha Kpajy MpUCTYIUTI KeMaTUCTIIKOM IOKPETY MM YTUIATY Ha Ja/bU PasBoj
Penrydmuke. To je Hapounro yowsuso y ciydajy 3uje ['okanna (Ziya Gokalp) unja je mucao
YBEIIMKO yCMepuIa iaTe peopMCKe TOKOBE Y TYPCKOM JIPYLITBY, IIOCESHO y OT/Ie/y MO -
TUKe M3TPajiibe, OTHOCHO 0O/IMKOBamba TypcKor HarpyonamaMa.” Takobe, nmajyhn y Bumy
TeMaTHKy pajia, MOI7Io & ce pehu fja mporpecuBaH CTaB KeMa/iCTa TOTa BpeMeHa IpeMa
IUTaby POIHNX OFHOCA, TOCeOHO M3PAXKeEH Yy laBamby IIpaBa I/1aca xKeHama 1934. ropmmue'?,
VIMa CBOje OCHOBE Y IjiejaMa HeKVX Off TUX OCMAaHCKIX MHTe/IeKTyasana, noceduo 3uje Io-
Kanma, Admynaxa [lesnera (Abdullah Cevdet) u Hypuja Vnepuja (Celal Nuri {leri)."!

Kemanuctiuuxe pedpopme u emMaHyuiiayuja xena

Kao mro je HaBeeHO, KeMa/IMCTIYKY IIOJIMTHKY eMaHIMIIaIuje KeHa Tpeda carie-
JlaBaTI Kao Jleo BUIIeNel[eHNjCKMX pepOpMCKIX TeHfleHI1ja 3anoyeTnx y OcMaHCKOM
mapcrBy. Otyna ce of 1839. ropyHe, OFHOCHO IIOKpeTama TaH3MMATCKuXx pedopmu,
MO>Ke TIPaTUTV eBOJIyIMja II0JI0XKaja XKeHa, II0CedHO M3paXkKeHa y IorIefy odpasoBa-
1a I pasa HacnehuBama.'” Ca kemamictiMa he Te pedopme 10dNUTY HOBY AVMEHSI]Y.

ITopen HaBefieHOT peBOyLMOHAPY3Ma/pedOpMM3Ma, Y IINTAIY CY jOII M HAILIMOHA/IN3AM, CEKY-
Japu3am, eTatyusaM, penydnukanusam u nomymsam. [Ipema: Yopduh [I. (2024) Kemanusam xao
daxitiop HacianKa u passoja caspemeHol ionuiiuuxoi cucitiema PeiySnuxe Typcke, JOKTOpCKa Au-
cepranyja, GakynTeT MOMUTUYKMX HayKa, YHMBep3uTeT y beorpany, beorpap, crp. 32.

7 Hakov, Dz. (2011), HaB. fierno, cTp. 126.

8 Tlpema: Alaranta T. (2014), HaB gerno, ctp. 53; Yopduh [I. (2024), Has. geno, cTp. 33.

°  Bupern: Ziya Gokalp y: Seyhun A. (2021) Competing Ideologies in the Late Ottoman Empire and
Early Turkish Republic Selected Writings of Islamist, Turkist, and Westernist Intellectuals, London,
New York: I.B. Tauris, pp. 55-86; Uzer U. (2016) An Intellectual History of Turkish Nationalism,
Salt Lake City: The University of Utah Press, p. 63; Yopduh [I. (2024), HaB. gerno, ctp. 27-30.

1" Tpeda umaTu y Bupny ia he skeHe 0BO IIpaBo y HEKMM €BPOIICKUM 3eM/baMa JOOUTHU TeK HAKOH
Hpyror cBerckor para — npumepa paju, y Vitamuju 1948. rogune, a y lllBajuapckoj vak 1971. ro-
nuse. [Tpema: D’Angelo, M. Margins and forgotten places: the Turkish national rhetoric on women
from Atatiirk to Erdogan, In: Margins and Forgotten Places: Proceedings of the interdisciplinary
Ph.D. conference (Verona, 17-19 May 2021), eds. Fontana, S., Mattei, E., Peratello, P., Ramasso, E,
Ambrosini, S., (2023), Alessandria: Edizioni dell' Orso, p. 181.

" Bupmern: Seyhun A. (2021), Has. gerno.

12 Sargsyan, Y. Kemal AtatiirK’s influence on the participation of Turkish women in public and
political life, In: femtalks, eds. Hovhannisyan, S. and Markosyan, A. (2023), Yerevan: Women’s
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[TonmuTyka maniymsma OTBOPUIA je IPOCTOP 3a PA/IMKa/IHe ICKOPAKe I10 IIUTakhy POJHIX
opHoca y Typckoj. Jemmm Apar (Yesim Arat) uctude fa je, y IOITIefy CTaTyca XeHa,
CeKy/Iapy3aM HajBXHUjY elleMeHaT KeMaIMCTIIKOT IIPojeKTa MofiepHu3anyje. "

Taxo je ympaBo y umby cexynapusanuje odpasobama 1924. roguHe OHET 3aKOH O
yjenumemny 0dpasoBama KOji je JOHEO POJHY jefHaKoCT y oBoj odnactu.' [Topep Tora,
YCBOjeHM Cy M pYyTY IPaBHM aKTU KOjuMa Ce yHalpehuBao craryc )eHa y TYpCKOM
IPYLITBY, a/Ii je BpXyHar cBakako duo I'pahanckn sakonuk us 1926. romute Kojum je
NPOK/IAaMOBaHa POfiHA paBHONPaBHOCT. OBaj 3aKOH, MICaH 110 YI7IE[ly Ha LIBAjIlaPCKI
MOJIeTL, IOHEO je PeBOYLIMIOHApHE IIPOMEHE Y TYPCKOM JApylTBy. IIpumepa pajgy, xeHe
cy nodwe npaso fia dupajy mpodecnujy, 3adparmeHa je IoaMraMuja, a MycIuMaHKama je
JO3BOJ/bEHO JIa Ce Y/Iajy I 3a MapTHepa pasnnunute Bepoucnosectu. Hajsan, rapanrosa-
IheM OIILITET IIpaBa I71aca 1934. roguue, KeMalucTi Cy HOPMaTUBHO 3a0KPYXXIIN jeflaH
Ba)KaH acIeKT CBOT MOJIePHM3aTOPCKOT ITporpama. '

3a camor Atarypka (Kemal Atatiirk) nurame emMaHIumanuje skeHa duio je BakaH
Jleo CTBapama HOBe, MOfIepHe TypCcKe ipykaBe. /lako keManucTuiKe BlIacTy HUCY 3adpa-
HI/Ie HOLLIeHe MapaMe, OHe Cy Kao MOfie/l IPOMOBNCAJIe 3allajiHe OfieBHe TpeHfoBe.'s
Kako nmpumehyje Ilenn Bajt (Jenny B. White), cumdon mopepe, kemamcTuuke Perry-
dmuxke dmna je ,ypdana”, ,IpyLITBEHO IIPOrpecUBHA” JKEHA, Yyja je ylIora y ZpylmTBy
VICTOBpPeMeHO 00yXBaTasla M MajuMHCTBO Kao ,,HAI[VIOHATHY Y>KHOCT — 00pa3oBama I
BaCIINTamba Jielle Y CKIaJly ca CaBpeMeHNM, MOJIePHIM y3ycuMa.'” YIIpaBo To je MCTUIIA0
ATaTypk, cMaTpajyhu fja pasBoj MofiepHOT cBeTa M3UCKyje odpa3oBaHe Majke Koje Ou
ofirajazie Jielly y CKJIajly ca morpedama MojepHor fpyurrsa.'® Jlakie, TakBa yora xeHa,
MajKu1, 13 KeMalTUCTIYKe TIepCIeKTIBe, TPeTUPaHa je Kao BayKaH HAl[IOHATHY 3a/jaTak."”

[Tpempa je on BpemeHa TaHsuMaTa MofepHM3aIyja paTiia odpasarl pasBoja ca 3a-
/i, KeMA/IVCTY Cy TTOKYIIA/IN /1 CBOM pedOpPMCKOM IIPOjeKTy Aajy TeTUTUMUTET I10-
suBajyhu ce Ha npeje 3uje ['okamma o mpencnIaMcKoj, Typckoj IPOLUIIOCT Kao MOZETY
Ha KojeM 1ouyBa pepopmcku mpouec. Tpakehy y TMM HajpaHMjuM c1ojeBUMa CBOje
VICTOpHUje ayTeHTUYHe, YMCTe KY/ITypOo/IolIKe odpaciie unje Ou MOHOBHO YCBajambe 3a-

Fund Armenia, p. 68.

B Arat, Y. The Project of Modernity and Women in Turkey, In: Rethinking Modernity and
National Identity in Turkey, eds. Sibel Bozdogan, S. and Resat Kasaba, R. (1997), Seattle and
London: University of Washington Press, p. 107.

" Yilmaz, E. (2022) On the Modernization Process of Turkish Women: A Symbol, Latife
Hanoum, Tarih Incelemeleri Dergisi, 37, 2, p. 770.

' Ilpema: Vcro.

' D’Angelo, M. (2023), Has. gerno, ctp. 180-181. O muynocTu Artarypkose cynpyre Jlatude u
IEHOM YTHIIAjy Ha HeroBe cTaBoBe 10 oBoM mutawby Bupetn sue y: Ulker Erkan, A. (2011)
The Formation of Feminist Identity: Feminism in the 1930>S Turkey and Britain, Kastamonu
Education Journal, 19,3, p. 1023; Yilmaz, E. (2022), HaB. nero.

7 White, J. B. (2003) State Feminism, Modernization, and the Turkish Republican Woman,
Feminist Formations, 15, 3, p. 146.

'8 TIpema: Arat, E. Z. (1994) Kemalism and Turkish Women, Women & Politics, 14:4, pp. 60-61.
9 White, J. B. (2003), Has. meno, ctp. 146.
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IIPaBO IIPeJCTaB/bajIo MOBpaTak Kopennma.” JIpyrum pednma, ['okanmosa Mycao 1oa-
pasymeBa fia Cy ,,JpyT¥ HapOJM, ¥ CBOjIIM HAIIOPMMA Jia Ce IPI/IAarofie MOfiepHOj IIVBYI-
MU3aIUji, MOPANN fija Ce ApKe JaeKo Off CBOje IIPOILIOCTH, KoK je 3a Typke 10BOBHO
Jia ce OKpeHY 1 IIOITIefiajy CBOjy ApeBHY MPOLIIOCT paiy nHcnupanuje”.”! [lake, mpema
['0Ka/noBoj KOHIENTyann3amuji, S110 je JOBO/BHO 3arpedaTu paHy TypCKy UCTOPHjY 1
Hahy OCHOBE POJTHO era/MTapHOT U IeMOKPAaTCKOT ApyIITBa. >

[IprMeHa OBMX NOMUTHUKA U 3aKOHA je Y MPAKCHU, IIOCeOHO y PypaTHUM Jie/IOBMMA
Typcke, duma oTexxaHa BUIIeBEKOBHIM HacieheM, ogHOCHO Hacmehennm odmdajuma,
MeHTanuteroM.” Ouim Mycitiani, o kojem he y HacTaBKy duty Buile peun, FOBOpU
YIIPaBO O TAKBUM OTPAaHMYEbUMA KeMaTUCTIIKe MOJIePHI3aIje, OFHOCHO MOMUTHKE
eMaHLumnanyje >keHa. MebyTum, yrpkoc cBuM IpenpekamMa Ha TOM ITyTY, YNHEHNIA je
fla Cy KeMaluCcTI4Ke peopMe pajiKaaHO IIOIpaBIJIe OI0Kaj XKeHa I OTBOPIIIE Be-
Ke MOI'YhHOCTH 3a Jja/by eBOYLI]y BJXOBOT CTaTyca y TYPCKOM ApYyIITBY.**

Qunm Myciiani Kao Upuxas gomeiia Kemanuciiu1xke mogepHusayuje

Papmwa duma Myciliani IpaTu >KMBOT TIET CecTapa y MaJIoM aHaJOTICKOM certy. Y IIp-
BOM IDIaHy Ce UCTI4e KOH3ePBATHBHO OKPYXXeHe 1 ayTOPUTETN Y IMKY cTpuia u dade
KOjU CITyTaBajy mUXoBy cnodopy. HakoH urpe Ha Imiau ca ieqaryma us cesa, Bbyxo-
BO [IOHAIIake d11Ba CTUTMATU30BAHO Off CTPaHe OKPY)Kera Kao HeJONMYHO YC/Iey| Jera
TpIle CaHKIMje 3aTBaparba, OTpaHNYeba C1000je KpeTama, YiMe pefuTe/bka almyaupa
Ha JJocTa yO7by IpodyIeM Y TYPCKOM APYIITBY. YIIPKOC CBEMY TOME, ieBOjKe KOHCTaHT-
HO IIPKOCe 11 HACTOje 1a Cpylle HameTHYTe dapujepe dexxehn ns kyhe. ®akrop cnodone
pennTe/bka MocedHO UCTIYe KPO3 IPAKCY YTOBOPEHNX dpaKkoBa KOjyI OCTaBIbajy MIHU-
ManHy crnodopy nsdopa. Jmak, jemHa of cecrapa ycuesa fia, He npkocehu yrsphenum
0d1YajuMa 1 TpaANIMOHATHIM HOPMaMa, HaMeTHe CBOj M300p 1 yzia ce 32 MOMKa KOjer
BOJIV, IOK IpyTa CecTpa HeBOJbHO IpuxBaTa pegoapeheny yiory. [lame, 1ok iBe cecTpe
cnodopy poHasase y deKCTBY, OCTIeba CecTpa U3BpIIaBa CaMOyOMCTBO, Ka0 pajuKa-
JIaH OfITOBOP Ha CBOj ITONI0K3j. [laKye, jacHO je Ia pefuTe/bKa y IIPBM IJIaH CTaB/ba Cypo-
BOCT TPaJJUIIVIOHA/THOT, TATPYjapXa/THOT opeTKa. [pyruM peunma, GpuiM ce yrraBHOM
II0CMaTpa Kao KPUTHKA NIaTPyjapXalHoOT APYLITBA M Ha HbeMy 3aCHOBAHMX POJHIX IIpa-

» TIpema: Arat, Y. (2000) From Emancipation To Liberation: The Changing Role of Women in
Turkey's Public Realm, Journal of International Affairs, 54, 1, p. 109; White, J. B. (2003), 1as. gerno,
cTp. 147-148; Arat, Y. Nation Building and Feminism in Early Republican Turkey, In: Turkey’s
Engagement with Modernity, eds. Kerslake, C., Oktem, K., Robins, P, (2010), London: Palgrave
Macmillan, p. 39; Fleming, K. E. Women as Preservers of the Past: Ziya Gokalp and Women’s
Reform, In: Deconstructing Images of “The Turkish Woman”, ed. Arat, Z., (1998), New York: St.
Martin’s Press, p. 133.

! ITurupano npema: Fleming, K. E (1998), Has. geno, ctp. 133.

22 TIpema: White, J. B. (2003), Has. fierno, ctp. 148.

# Arat, Y. (2000) HaB. geno, ctp. 107.

# Bupern: Vicro, ctp. 114; Arat, F. Z. (1994), Has. geno, ctp. 75; Kandiyoti, A. D. (1987) Emancipated
but Unliberated? Reflections on the Turkish Case, Feminist Studies, 13, 2, p. 322, 334.
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Bwta.” MebyTum, Ha 1yd/peM HUBOY, Kpo3 paimby duiMa ce MOTY IOCMAaTpaTH ZOMETH
¥ YKOPEHEHOCT KeMaICTUYKe MOfiepHI3anyje, mocedHo nMajyhu y Bugy nopeny Ha
ypdana u pypanuna nogpydyja Typcke.

Kao mTo je mpukasaHo y IpeTXOHOM ey pajia, KeMaIMCTUYKI VIeaT MOJepHe JKeHe
ce TIPBEHCTBEHO Be3VBA0 3a ypdaHy cpenuHy. Pedopme y morneny oneBama, odpasopama
3axBaTajle Cy yIlaBHOM Behe ypdaHe LieHTpe, JOK Cy pypalHa IOpydja OCTana HOf Be-
JMKUM YTHIajeM odMdaja 1 TPafUIMOHATHOT MOpaIa, Ia je MofiepHM odpasall Koji Cy
IIPOMOBHCaJIe KeMA/TVICTUYKe B/IACTI OVI0 IPYIMYHO CTPAH y TUM CpeiMHaMa, 0/IMKOBa-
HIUM TIpeMa JpyradyujiuM BpegHocTMa.” Y GpuaMy IocToje ceHTeHIe Koje ymyhyjy Ha Te
IloMeTe, off 0dpasoBama 0 HaMeTamwa OfieBHIX HopMu. TakoDe, kao 1ITO ce 1 puKasyje
y dwmy, IocToje jacHe pojiHe yore y OKBMpY KOjuXx je, kako Mentem Mydrynep ban
(Meltem Miftiiler-Bac) npumehyje, rmaBaa gy>KHOCT KeHe Ja ce yAa IITO IIpe M HaCTaBy
CBOj XMBOT Kao moceheHa Majka u cympyra.”’ OrpanndaBambe 0dpasoBama je 4ecTo y
CITy>xOu ofip>KaBara TaKBOT TTopeTKa. I10cedHO je 3aHMM/BMBO TIPaTUTH KOH3ePBATUBHY
peakuujy TokoM apyre monouHe 20. Beka 0de/exkeHe HAacTojambuMa cBeMOhHe apMuje
Jla 09yBa TEKOBVHE KeMa/ICTIIKe peopMcke nommtrke.” Jla je To mpodiem pypamHux
IOZIpyYja yKasuBana cy u ofipeheHa ncrpaxuBama KpajeM IIPOLIIOT BeKa IpeMa KojuMa
je Tpehuna >xeHckor craHoBHMIITBA Y Typckoj duma Henmcmena.” C tuM y Besy, bay Ha-
Bopy cTyujy PoHpanmje 3a ApyLITBEeHa UCTPaK/Barba Koja je YTBPAM/IA IIOCTOjalbe jacHe
Bese u3Mely odpasoBama n popHux ynora y Typckoj.”

O momeTuMa MofiepHM3aLyje y YpOaHUM U PypaTHUM MOZPYYjUMa AYTO Ce TOBOPUIO
VI Ha OCHOBY ITapaMeTapa IIOIyT rpahaHCKIX, OFHOCHO BepCKIX dpakoBa 1 dpoja pasBo-
fa.*! VI3 Tora ce MO>Ke 3aK/bY4UTH Jja TOCTOjU Ofipel)eHO MIe0IOMKO IpeK/Iaatmhe — 13-
MeDhy nozene Ha ypdaHO-pypanHO ca [MXOTOMIjaMa KeMaINCTIIKO, OTHOCHO CeKyap-
HO C jeflHe CTpaHe, ¥ BepcKo ca ipyre. Punm Myciiani cBaKako IpaTy Ty UIEOTOUIKY
MaTpUIIy U OHA je jaCHO BUJ/bUBA Y HEKMM CETMEHTMMa (IIMA, MOMYT CIeHe Y 4njoj
II03a/IMHN Ce Yyje Te/leBU3MUjCKU FOBOP Y KOjeM ce IIpoIlarupa TpaAuIoHaTHO Bulemne
ponnux ofHoca. Takobe, BeoMa je WIycTpaTBaH JieTa/b Ha CaMOM Kpajy GuIMa, Kaja

» Koger Z. (2020) Realism as a tool to develop authenticity: orientalism in mustang, Giimiishane
Universitesi Sosyal Bilimler Enstitiisii Elektronik Dergisi, 11, p. 159.

% White, J. B. (2003), HaB. fgero, ctp. 147.

¥ Miifttler-Bac, M. (1999) Turkish women>s predicament, Women's Studies International Forum,
22, 3, p. 312; O ynosu 1 1o7oxXajy keHe Kao CYIpyTe, OFTHOCHO MajKe y OKBMPY TaKBOT ITOpeTKa
suzeTn Buie y: Kandiyoti, A. D. (1987), HaB. fieno, cTp. 331-332.

* Ped je 0 Kpajibe TYpOY/ICHTHOM IIePUOAY MOLIepPHE TYPCKe UCTOPH]je, 00eIeKEHOM IIOIUTNY-
KOM HecTadWIHOIINY 1 4eCTUM IIy4eBYMa, Y KOjeM 013! JI0 YCIIOHA aNTepHATHBHIX, KOH3ep-
BATMBHUX APYLITBEHO-IOMUTUYKIX MOZe/Ia pasBoja. Bojun ymapu cy dum ofroBop Ha Takas
pa3Boj forabaja, OfJHOCHO IOKYIIIAj)1 1a ce 0YYBajy KeMaMCTUYKe OCHOBe IopeTKa. Bunetu Bu-
e y: Yopduh JI. (2024), Has. perno.

¥ Yeni Yiizyil, 1997; World Bank Development Report, 1995, HaBeneno npema: Miiftiiler-Bac, M.
(1999), Has. ferno, cTp. 312.

% Report on Domestic Violence, 1995, HaBeeHo npeMa: Vicro.

' Abadan-Unat, 1981, HaBegieHo npema: D’Angelo, M. (2023), Has. fierno, cTp. 183.
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ofidersie cecTpe MpoOHaTa3e YTOYMIITE KOJ YIUTe/bHIle, IIPUKa3aHe Ha CAMOM IOYETKY
¢unMa, y CLieHN Koja IpUKa3syje HbeH OflTa3ak 13 Cela, OJHOCHO IpeMenITaj y Vcrandyir.
Morno du ce pehnu fa oBaj prKas uMa IpeHeceHo 3HavYeHe aKo Ce MMa Yy BUJY y/Iora
yduTebuia y mpocsehyBamy CTAHOBHUIITBA 1 IIMPelbY KeMATUCTUUKNX Mleaa y pa-
Hoj (asu Pemrydmuke. Hamme, BracTu cy, kako nmpumehyje Ilenn Bajr, crane y HemoBob-
HO pasBMjeHa Nofipydja Miasie Penydnuke yunrerbe, Meby xojuma 3Havajan dpoj xeHa,
»He caMo fla mupe odpazoBame, Beh 1 fja MpeicTaB/bajy M MOJIe/INPajy Ky/ITypHe HOpMe
HOBe Ap>kase. VeamucTiyke Mmiafe KeHe, MHOTEe ¥ caMe PYPalHOT OPEeK/Ia, HIKOJIO-
BaJjle Cy Ce 3a YYMTe/blIIe 1 OfIa3uiie [ja SKUBe U pajie Y pypamrHuM mectuma’.*? Crmka
YIUTe/bUILIE je 3aIpaBO CMMOON KeMAIMCTIYKe eMaHIMIIAIje ¥ OHMX BPEJHOCTH Koje
Jlenns T'amse EpryBen cymporcTaB/ba BpeJHOCTMMA Koje QaIITMHM aKTyelHa BIACT.”
Y TOM KOHTEKCTy, He Uy/iil HY IbeHa 13jaBa fla Cy je IPOTecTy NIpOoTUB pexxuma y I'esu
mapky 2013. rofyHe NHCIUPYCAIN ja CHUMY 0Baj pumim.*

Taxobe, jour jenHa cuena us guiMa je u Te Kako MHAVKATUBHA Y KOHTEKCTY IOMe-
HyTe auxoTomuje. Ped je o dexcTBy n3 cema y Mcrandyn. Kaxo 3ejuen Kouep (Zeynep
Koger) mpumehyje, y cuenn koja npukasyje \1xoB fonasak y Vcrandys, cectpe nperna-
sehu mocT Ha bocdhopy mpakTuyno npenase u3 Asuje y Espony.*® Kao mro je peueo,
oHe dexxe y Hajsehn rpax Typcke Tpaxkehn ono mto M je yckpaheno y mecry pobema. Y
TOj CLIeH) MOXKeMO YMUTATH YIPABO O paclielry n3Mel)y ypdaHor 1 pypaaHOT, MOJIepPHOT 1
TpafuIMoHamHOr. JJakie, MOCT Ou ce MOTao ocMaTpaTi Kao Meradopa Koja IpuKasyje
pasmM4nTe BPEJHOCHE 1 IPYIITBEHE acMpaLiyje, OHOCHO KOja TOBOPY O JJaTUM IOfie-
JlaMa yHyTap Typckor apymrTsa. CaMyuM TuM, KeMalTUCTUIKa MOJEPHM3AIMja Ce MOXKE
OKapaKTepJCcaTy Kao M0/Ia3Ha TavykKa 3a aleKBaTHO pasyMeBambe Mofie/taMa 00eIesKeHOT
IPYLITBEHOT aMO1jeHTa KOojuM ce 0Baj GuM daBu.

Mebyrnm, Tpeda HarlOMeHyTH fja AUXOTOMMja YPOaHO-PYPATHO AaHAC He IPeJiCTaB/ba
VICK/bYYMBO TIOfieITy M3MeDy cema i rpafa ¢ 003MpoM Ha Be/iKa oMepara CTAHOBHUIITBA
¥l MUTpallyje 13 CEOCKNX CpefiuHa y rpagose.” BehnHa cTraHOBHMINTBA JaHAC je KOHIEH-
TPMCaHa Y BeNMKIM YpOaHUM IleHTpuMa 11, Kako To mpumehyje I1enn Bajr, momaxe mpaso
Ha d1marofieTt ypOaHOT XXIMBOTA, OFHOCHO ,,0HO ILITO C€ OCIIOPaBa je BeCTePHU30BAHI, Ce-
KY/IApHU aCTIeKT PelydMIMKaHCKIX Myieana >KMBOTHOT CTIIA, @ He MOJIEPHOCT, 0dpa3oBa-
e, IeMOKpaTyja, Tpabhancko ydenthe 1 Meyju, Koju Cy ocTany cTaduiaH OKBYP YHYTap
KOjer ce pacIpaB/ba O MUTAbMMa HONUTHUKe MieHTuTeTa y Typckoj”.”

[IpuToM, Kajia je ped 0 OfHOCY KeMaIMCTUYKMX pedopMarTopa CIipaM pojiHe paBHO-
IPaBHOCTY, PEeMIHICTIYKY TIOKPET je C BpeMEHOM 3ay3UMa0 KPUTUYHM)I CTaB IpeMa

32 White, J. B. (2003), nas. geno, ctp. 147.

% Tlpema: Akgali, E., Cakirlar, C. and Giiglii O. (2023) Mustang: Translating Willful Youth,
London and New York: Routledge, pp. 38-39.

* Arman 2015; Giircii 2015, HaBefieHO IpeMa: UCTO, CTP. 7.

% Koger Z. (2020), Has. gerno, ctp. 166.

% White, J. B. (2003), HaB. gerno, ctp. 157.

7 Vcro, ctp. 157-158.
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M Mepama. C TUM y Be3u, KaJia je ped 0 KeMamMCTHIKoM pedopMcKoM Tporecy, Ko-
4ep MCTHYe fia ,ATaTypKoBe pedopMe y 0OIacTit EHCKUX IIpaBa Cy y BeINKOj Mepn
YHAIIpeIuIe CTaTyC JKeHa, a/li HUCY IIPOMeHNIe TaTpyjapXalHe HopMe Mopana’*, of-
HOCHO JIa ,J1aKo je HoBa Perrydmmka mpexnHya Bese ca OCMaHCKMM LAPCTBOM Y IIO-
IJIefly TIO/IUTIYKE, EKOHOMCKE 1 IPYLITBeHe MHPPACTPYKTYpe, APYIITBEHE BPEIHOCTI
IIO TIUTalbY MO/IA Cy OcTaje marpujapxanHe”.” Hacympot ToMe, y paHoj ¢asn passoja
Penrydnuke, peMuHN3aM je MocMaTpaH y KOHTEKCTY KeMaIM3Ma Y KeMalTUCTUYKNX pe-
dopmu Koje cy oHeIe peBOyIIOHAPHE IIPOMEHE IO Ty CTaTyca XKeHa Y TYPCKOM
npyurrsy.* [Tenn BajT cyrepuine a ce HaBefjeHa KeMaIMCTUYKA TOMUTUKA POKyCHpara
Ha jaBHY eMalUIIalyjy KeHa, anu 0e3 Lyd/ber 3a/axkermba y mpodieMe BbIX0BOT IpUBaT-
Hor X1BoTa.*' OCHOBHA MIICA0 Te KPUTHUKE je Ja CY ,,KeHe eMaHINIIOBaHe, Al HeOC/IO-
dohene™, unme ce ykasyje Ha OTpaHMYEHOCT ITPOLieca MOJIePHM3ALIMje Y TOM IIOTJIefy.
®unm enns lamse EpryBen npaTu ympaBo Taj kputudkn odpasar,.*

Jnak, Kao IITO je paHUje peuyeHO, KeMATUCTUYKY HOIPUHOC MOJO/bIIAY TI0/IO-
aja JkeHa je HecriopaH. IbuxoBa pedopmcka monmmTmKa je MOCTaBUIa OCHOBE 32 /by
eBONTyLNjy poiHuX ofHoca. Kako Apar npumehyije, ,,0mmo du morpenrso nmocMaTpaTu
KeMa/ICTIUKe peopMaTope U caBpeMeHe (PeMIHUCTKUIE Y OTIO3UIIMOHOM CMUCIY.
Yrpkoc cBojoj modyHM, GeMMHNUCTKIIbE, Y CBOjOj IIOTPa3) 3a ayTOHOMMjOM, JOTIPUHOCE
nudeparHOM, CeKy/lTapHOM, ieMOKpartu3yjyhem momuridakom ypebemy, 3a mra ce 3ana-
e 3aIa/ihayka perydmKa Kojy cy KeMamicTy ocHoBanu . *

3axkmwyuax

DopmupameM Perydmke, KeManucTiiKe BAACTY Ha dey ca Kemanmom ATaTypkoM
Cy ycIene Ja 3a KpaTKo BpeMe II0CTaBe OCHOBE 3a TpaHCPOPMALVjy TYPCKOT LPYIITBA.
MopepHusanuja je foHeNma pagyKaIHe IPOMEHe Y APYUITBEHO-IIOMUTIYKOM aMOujeH-
Ty, pymehn Hacnehene ocmancke unCcTUTYIMje. Ho, TO Huje 3HAUMIO OTIIYHM PacKuf
ca ocMaHCKMM Hacnehem. Kao mIto je mprkasaHo, MOfIepHI3aTOPCKY IIPOjeKaT je IIOof,
II03HOOCMAHCKe MIC/IV pa3BUjaHe Off CTpaHe HY3a MHTeNeKTyaana ynje he uzeje Sutn
VIMIUIEMEHTUpPaHe HAKOH IIporamea Pemydnuxe.

Pedopwme, cripoBobene 003io y KpaTKOM BpeMeHCKOM IIepYOfY, HUCY MOIJIE fia T10-
HMIITe BeKOoBe ocMaHCKor Hacnmeha. HoBe MHCTHUTYLMje M 3aKOHY POK/IAMOBAHU MO-
[lepHU3ALIMjOM OfpaKaBaJIM Cy 3allafiHe BPEAHOCTH Koje Cy, Y MHOTYIM aclleKTIMa, duie

Koger Z. (2020), nas. gerno, cTp. 166.

Vcro.

90 TIpema: Miiftiiler-Bac, M. (1999), Has. gerno, ctp. 307.

4 White, J. B. (2003), HaB. fgero, ctp. 147.

# Kandiyoti, A. D. (1987), HaB. zero.

VcnmaMuCTIYKY KPYTOBM Cy IYTO M3HOCHUIN ONTYXOe Jla Cy 3aHEMapeHM! jep je KyaTypHa
cdepa, OFHOCHO (GUIMCKA MHAYCTPHja MOJ KOHTPOTOM KeMATUCTUYKMX, CEKYTAPHUX eINTa.
Ipema: Yaren, O. and Karademir Hazir, 1. (2020) Critics, politics and cultural legitimation: An
exploratory analysis of the Turkish film field, European Journal of Cultural Studies, 23, 4, p. 7.

# Arat, Y. (1997), uas. gerno, ctp. 109.
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CTpaHe OBOM IOHed/bY. YIIPaBo 3aTO Cy KeMa/IVCTUYKY HAIIOPY HAWIA3WIN Ha OTIOP
Y PYPIHIM aHATOICKMM cpefuHaMa. Huje To 8110 MCK/BY4NBO OTIIOP MOJePHM3ALI] L.
Ped je o HempuxBaTamy KyITYPHOT MOZIe/Ia yCiIef 4era he ce kacHMmje v pa3BujaTt anrep-
HATVBHM TIPOjeKTU yTeMe/beH) Y MCTTAMCKVM BpefHOCTIMA.

Nako je ¢unmcko octBapeme [lenns I'amse EpryBeH ycMepeHO IpeBacxofHO Ha
KPUTHKY NaTpUjapXaJHOT APYIITBA ¥ POJHMX y/I0ra y TypcKoj, OHO, MHAMPEKTHO, yKa-
3yje ¥ Ha OTPaHMYEHOCT, HEYKOPEHEHOCT, I1a YaK 11 IOBPIIHOCT MOJIePHU3AaTOPCKE I10-
NUTUKE Y 0d/1acTU pOfjHE PaBHOIIPABHOCTI. [IpyTyM peunma, CBaka aHa/13a yCIeIHO-
CTV HeKOT pe(hOpMCKOT IIpOjeKTa Mopa y3eTu y 0d3up 3Ha4aj HacneheHnx mucTuTynyja,
odnyaja 1 yBepema.
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THE KEMALIST MODERNISATION PROJECT
WOMEN’S EMANCIPATION AND THE CASE OF THE FILM MUSTANG

Abstract: The aim of this paper is to examine the extent to which the Kemalist
modernisation project has been accepted within Turkish society, with particular
emphasis on rural areas. The example of the popular Turkish film Mustang is used
as an illustrative case study and as an indicator of the reach of the reform poli-
cies implemented by the Kemalist authorities. Special attention is devoted to the
issues of identity politics. The analysis has primarily addressed gender relations,
while also taking into account the broader cultural specificities of the Turkish so-
ciety. By employing the thematic framework of the film as an analytical paradigm,
the paper has explored the role of traditional values as factors that both shape
and constrain the intended transformation of gender relations. In this context,
although significant progress has been made in the development of institutional
arrangements, the difficulties encountered in the process of modernisation may
be explained by the persistence of deeply rooted value systems within communi-
ties subjected to modernisation policies.

Key words: Kemalism, modernisation, Republic of Turkey, film Mustang
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Abstract: Climate change is a global challenge with direct environmental, political
and socioeconomic repercussions for countries and peoples around the world. It is a
direct threat, for example, to the territories of some states due to rising sea levels or
fires and droughts. Furthermore, it is also a risk multiplier, undermining food secu-
rity, energy security, economic security, the access to fundamental natural resources,
and impacting the health of individuals and communities. This paper will examine
the role of the popular culture in defining the climate change narratives throughout
the decades. It will elaborate on the importance of how the pop culture and science
communicate climate change to the broader public, but also to the political elites. It
will analyse how the climate change, as a multidimensional problem, is seen in the
popular culture and how the popular culture influenced the environmental move-
ment in the defining moments of the international climate action. Moreover, given
that a significant number of people derive a substantial proportion of their informa-
tion on the threat of climate change, from popular culture works such as catastrophe
movies, the paper will also offer an overview of the nature of the representations pro-
duced in movies and how they are shaping contemporary climate change narratives.

Key words: Climate change, Popular culture, International environmental move-
ment, Climate action

Introduction

n the words of the UN Secretary-General: “the world is on the brink of a climate
catastrophe, and current actions and plans to address the crisis are insufficient.
Without transformative action starting now and within the current decade to re-
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duce greenhouse gas emissions deeply and rapidly in all sectors, the 1.5°C target will be
at risk and with it the lives of more than 3 billion people.” ' Today we live in a “triple
planetary crisis” of climate change, pollution and nature loss that has a direct and severe
impact on a broad range of human rights, including the rights to adequate food, water,
education, housing, health, development, and even life itself. Climate change is an ac-
tual, global challenge with direct environmental, political and socioeconomic repercus-
sions for countries regardless of national borders or sovereignty.* There is little room
for doubt that climate change is the environmental problem that threatens humankind
most severely. Its effects are so dramatic and inclusive that if we are not prepared to
change our way of life, and states do not reassess their deeply held political and econom-
ic values, the future predicted by scientists is difficult even to imagine.’

Despite scientific discussion about synergies for climate change mitigation and adap-
tation, there is a long way to go until the lay public fully understands the complexity of the
issue. The gap between scientific community and public understanding of climate change
exists due to the deeper political and cultural forces in the international society that hinder
deep changes in environmental behavior. Cultures, values, and world perspectives need to
be addressed for a social shift toward climate change to become possible.*

Throughout the decades, the popular culture and the international relations are com-
municating in the area of creating a fund of common knowledge about certain issue. The
popular culture, through TV shows, movies and documentaries, commercials and music
videos, reinterprets the social and societal reality through a fictional narrative. This fic-
tional narrative has a potential to influence great number of people, since the popular en-
tertainment is a sort of second order representation® of numerous issues in international

! UNDoc. A/78/80-E/2023/64, Progress towards the Sustainable Development Goals: towards a rescue
plan for people and planet, Report of the Secretary-General (special edition), 27 April 2023, p.20.

*  Brsakoska Bazerkoska J. and Stojkovski Lj., ‘Critical Perspective on Climate Action in Republic
of North Macedonig, in The Sustainable Development Goals: How to Accelerate Their Achievement
in North Macedonia and Leave No One Behind, IHR, Skopje, 2024; Stojkovski Lj. and Brsakoska
Bazerkoska J., Climate Change as a Security Issue in the Western Balkans, Contemporary Mace-
donian Defence, n0.46, Skopje, 2024.

* See more on these issues in: Louka E. ‘International Environmental Law - Fairness, Effective-
ness and World Order, Cambridge University Press, Cambridge, 2006; Sosa-Nunez G. and Atkins
E., eds., ‘Environment, Climate Change and International Relations, E-International Relations
Publishing, 2016, available at: https://www.e-ir.info/2016/05/23/environment-and-internation-
al-politics-linking-humanity-and-nature/; Castro Pereira J. Environmental issues and internation-
al relations, a new global (dis)order - the role of International Relations in promoting a concerted in-
ternational system, Revista Brasileira de Politica Internacional, Vol. 58, No.1, 2015.

* Sakellari M. Cinematic climate change, a promising perspective on climate change communication,
Public Understanding of Science, 24(7), 2015, pp. 827-841.

> What we know about international relations is based on the externally created representation
of the international actors, different issues and processes. However, these representations are not
all the same. Some of them are based on the so called first order representation which is based in
public speeches and statements of the world leaders, as well as through journalist’s interpretations.
The popular culture offers us the second order representation throughout fiction.

1CynTypA




CLIMATE CHANGE AND POPULAR CULTURE

relations in which the people invest enormous energy and time.® According to Bulfin, the
popular culture gives us an important means by which to access the “structures of feeling”
that characterize a society at a particular historic juncture: the views held and emotion-
al states experienced by significant amounts of people as evident in disparate forms of
cultural production.” The popular culture has an effect upon the society in which it is
consumed, as well as reflecting that society’s desires and concerns. In the same manner,
for the issues connected with climate change, the popular culture is a powerful source for
communicating a narrative that provides genuinely new information and plausible cine-
matic events and it has the ability to affect the climate change perceptions. Although the
nature of the effects may be difficult to quantify, this paper will aim to give an overview
and to summarize how the popular culture, mainly through movies and documentaries,
communicates the importance and the urgency of the threats posed by the climate change.
It will elaborate on the importance of the issue of climate change in the international rela-
tions and will attempt to identify whether the popular culture had influenced the interna-
tional environmental movement that placed the climate change high on the international
relations agenda. Finally, it will argue that although the effects of popular culture on the
broader perception of climate change may be sporadic and short-lived, the pop culture has
an important role to play for the people to grasp with such a vast, abstract and immense
geographic and chronological phenomenon that is the climate change.

The Importance of the Issue of Climate Change
in the International Relations

As one of central global issues of the 21* century, climate change represents a com-
pletely new and indistinct threat to the global climate system upon which the entire
humankind depends. Climate change effects need to be mitigated fast, mainly because
humanity has reached a point in which climate change poses an increased risk to people,
the economy, infrastructure, ecosystems, societies and international relations.® The sci-
entists are trying for decades to understand the chemical process that gives the CO2 and
the other greenhouse gases the ability to cause the warming of the planet through the
“greenhouse effect”. In the 19th and 20th centuries, a series of scientific studies made the
case that humans, through industrialization, were affecting climate change. Although,
there was scientific evidence already in 1859 of the “greenhouse effect™, it was only dur-
ing the second half of the 20th century when a growing scientific evidence for climate

¢ Ajzenhamer V., ‘Celuloidna Apokalipsa: Kako je Amerika naudila da brine i da se plasi

A-bombe, JP Sluzbeni Glasnik, 2024, pp 25-29.

7 Bulfin A., Popular culture and the “new human condition™ Catastrophe narratives and climate
change, Global and Planetary Change, Vol. 156, 2017, pp. 140-146.

® Hunter D., Salzman J. and Zaelke D., ‘International Environmental Law and Policy, West
Academic, New York, 2021.

° John Tyndall proved the ‘greenhouse effect” in 1859 by demonstrating that gases have different
absorption patterns — more on this issue in Hall N., The istitutionalisation of Climate Change in Glob-
al Politics, in Sosa-Nunez G. and Atkins E., eds., ‘Environment, Climate Change and International
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change started to emerge. In the 1950s and 1960s, scientists began modelling carbon
dioxide levels and found further evidence of anthropogenic climate change." In 1990,
the Intergovernmental Panel of Climate Change (IPCC) published its first report out-
lining the scientific evidence for anthropogenic climate change." There is now a clear
consensus that greenhouse gas emissions have led to an increase in the global average
temperature, which further contributes to numerous other effects. Serious consequenc-
es are foreseen, like temperature increase from 2 to 5 ° C which will lead to the melting
of the glaciers on the North and the South Pole and the increase of the sea level which
will affect directly the coastal lands and the island states and will increase the number of
hurricanes and inundations.

Despite the scientists’ efforts to clarify and block the aforementioned effect, the in-
ternational conscience and concern for the anthropogenic effects on the atmosphere
began to develop by the end of the 70’ of the past century. At this point in time, the
world leaders have started to acknowledge the potential disastrous impacts of climate
change.”” Even though, at the beginning the climate change has been predominantly
seen as one of a long list of environmental issues, it has slowly become the single most
important global environmental issue.

In the last two decades of the past century, the United Nations Organization started
to undertake the first, a little bit insecure steps towards the problem identification and
solution.” In 1992, states met in Rio de Janeiro at the UN Conference on the Environ-

Relations, E-International Relations Publishing, 2016, pp. 60-75, available at: https://www.e-ir.in-
f0/2016/05/23/environment-and-international-politics-linking-humanity-and-nature/.

1 Hall N., The istitutionalisation of Climate Change in Global Politics, in Sosa-Nunez G. and At-
kins E., eds., ‘Environment, Climate Change and International Relations, E-International Re-
lations Publishing, 2016, pp. 60-75, available at: https://www.e-ir.info/2016/05/23/environ-
ment-and-international-politics-linking-humanity-and-nature/.

! IPCC was created in 1988 by the World Meteorological Organization (WMO) and the United Na-
tions Environmental Programme (UNEP) with an objective to provide governments at all levels with
scientific information they can use to develop climate policies. IPCC reports are key input into inter-
national climate change negotiations. The first IPCC report was published in 1990 and is available at:
https://www.ipcc.ch/site/assets/uploads/2018/05/ipcc_90_92_assessments_far_full report.pdf.

"> According to Hall N., The istitutionalisation of Climate Change in Global Politics, in Sosa-Nunez G.
and Atkins E., eds., ‘Environment, Climate Change and International Relations, E-International Rela-
tions Publishing, 2016, pp. 60-75, available at: https://www.e-ir.info/2016/05/23/environment-and-in-
ternational-politics-linking-humanity-and-nature/, in 1988, British prime minister Margaret Thatcher
made a speech to the Royal Society of London in which she drew attention to climate change, claiming
that it is possible ‘we have unwittingly begun a massive experiment with the system of this planet itself.
In the same year, the foreign minister of the Soviet Union, Eduard Shevardnadze, also called for action
on climate change in a speech to the UN General Assembly. During his election campaign, President
George H. W. Bush pledged to hold a global conference on climate change at the White House.

1 See further in Boisson de Chazournes L., The United Nation Framework Convention on Climate
Change: On the road towards Sustainable Development, in Wolfrum R. ed. ‘Enforcing Environ-
mental Standards: Economic Mechanisms as Viable Means?, Max-Planck-Institut fur auslandis-
ches offentiches Recht und Volkerrecht, 1996, pp.285-300; Cameron J., Climate change in business
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ment and Development - the Earth Summit. The Earth Summit was the largest global
environmental meeting since the Stockholm Environmental Conference in 1972, when
states acknowledged their duty to protect and improve the environment. In the lead-up
to and during the 1992 Rio Earth Summit conference, the world leaders highlighted
a number of environmental problems including biodiversity, the growing ozone hole,
pollution, desertification and also the problem of climate change."* It was during the
Earth Summit when the principal global treaty for coordinating international responses
to climate change - the United Nations Framework Convention on Climate Change
(UNFCCC)" was adopted, and in 1997 was followed by the Kyoto Protocol'® designed
to use the market mechanisms in direction of greenhouse emission reductions, an indis-
pensable measure to stop the climate changes process. UNFCCC and the accompanying
international environmental treaties and documents, are considered to be the “primary
international, intergovernmental forum for negotiating the global response to climate
change””. The action to tackle climate change and its adverse effects is indispensable
for sustainable development and it is inevitably connected to various other objectives
and aspects of sustainable development, like clean and sustainable energy, air and ma-
rine pollution, or water and food security. In this regard, a key importance is placed
on the 1997 Kyoto Protocol, which “established the first binding target for greenhouse
gas (GHG) emissions”,' and on the 2015 Paris Agreement'®, which as of today has 194
parties and which requires the global temperature average to be kept well below 2°C and
to pursue efforts to limit global warming to 1.5°C above pre-industrial levels. Moreo-
ver, there are many other international and regional soft or legally binding documents
and requirements that complement the three main treaties in the fight against climate
change and that are therefore part of the legal and institutional framework.’

in Freestone D. and Streck C. eds ‘Legal Aspects of Implementing the Kyoto Protocol Mecha-
nisms, Oxford University Press, 2005, pp. 25-35.

'* See more on this in: Hall N., The istitutionalisation of Climate Change in Global Politics, in
Sosa-Nunez G. and Atkins E., eds., ‘Environment, Climate Change and International Rela-
tions, E-International Relations Publishing, 2016, pp. 60-75, available at: https://www.e-ir.in-
f0/2016/05/23/environment-and-international-politics-linking-humanity-and-nature/.

!> United Nations Framework Convention on Climate Change, UN 1992, available at: https://
unfccc.int/resource/docs/convkp/conveng.pdf.

!¢ Kyoto Protocol to the United Nations Framework Convention on Climate Change, UN 1998,
available at: https://unfccc.int/resource/docs/convkp/kpeng.pdf.

7 UN Doc. A/RES/70/1, Transforming our world: the 2030 Agenda for Sustainable Development,
p.8, p.23.

'8 Winfried H., Sustainable Development Goals: Article-by-Article Commentary, Nomos Verlags-
gesellschaft, Baden Baden, 2022, p. 491.

1 Paris Agreement, UN 2015, available at: https://unfccc.int/sites/default/files/english_paris_
agreement.pdf.

% For example: the Rio Declaration on Environment and Development (1992), the Aarhus
Convention on Access to Information, Public Participation in Decision-making and Access to
Justice in Environmental Matters (1998), the ETS Handbook for Climate Action (2015) or the
European Green Deal, (2019), both by the European Commission.
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Has the Popular Culture influenced the Climate Action?

There is a deep gap between the need for an immediate, extensive action to address
climate change and what is the actual action taken by the countries and the international
community as a whole. The lack of political will to act is not a problem of lacking scientific
data. On the contrary, the scientific data and scientific evidence is so vast and is easily acces-
sible for the broader public as well. There are numerous issues that influence the political
will of the different countries’ leaders, but one very important factor contributes towards
small public pressure - the fact that climate change is of such a vast, abstract and immense
geographic and chronological scale that it remains wholly remote from most people’s day
to day experience, even when living throughout direct manifestations of it.** Since the dan-
gers of the climate change are not tangible, visible or immediate in the day to day life, many
will sit on their hands and do nothing of concrete nature about them. Yet, waiting until
they become visible and acute before being stirred to serious action, will be too late.”

Therefore, there is an urgent need for compellingly understanding the relations be-
tween each one of us and climate change. This understanding will contribute towards
greater political pressure to our leaders to take decisive action, since it’s not up to indi-
vidual action to deal with a problem of such a global magnitude. The deeper understand-
ing of the climate change and its effects in the broader public, will give limited space to
the climate-change deniers that in the age of oblivion can easily dismiss even the directly
experienced local manifestations as local aberrations instead of facets of a global system-
atic process. This is where the popular culture has an important role to play. The books,
movies and documentaries are using the imagination to give the readers and the viewers
an experience of not what the world looks like at present, but what it might look in the
future if we do not take decisive action on climate change. From the late 1960s, through-
out the decades, the popular culture has been used as a medium to bring the climate
science closer to the people. At the beginning, it was predominantly the production in
the US and Western Europe that was sending the message of the importance of climate
change, reaching out only to their public. However, after the end Cold War and with the
development of the internet, this content become available world-wide, spreading even
more rapidly in the past fifteen years, with the rise of the streaming platforms.

Throughout the years, the popular culture had influenced people’s perception of climate
change in different manners. The start of the global environmental movement is widely
credited to one iconic photo that transformed people’s perception of their home planet. It
was on the Christmas Eve in 1968, when the crew of Apollo 8 captured a spectacular sight
as they orbited the Moon: the iconic picture that shows Earth peeking out from beyond
the lunar surface. The image was coined “Earthrise” and it was the first colour photograph

21 See more on this issue in: Giddens A., “The Politics of Climate Change, Polity Press, UK, 2009.
2 Vincent, T. J., Hamilton, J. E, Narrativizing Climate Change through Popular Culture, Peace
Review, 32(1), 2020, pp. 95-102.

» This is what Anthony Giddens calls the ‘Giddens paradox; as defined in: Giddens A., “The
Politics of Climate Change], Polity Press, UK, 2009, p.2.
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of Earth taken from space and quickly circulated around the world.* The photo lead to
the creation of Earth Day in 1970, which represents an annual event promoting environ-
mental activism and awareness.” It has been noted that eighteen months after the Apollo
8 astronauts shot Earthrise, 20 million people took to the streets across the US to protest
environmental destruction in the first ever Earth Day.”® The Earthrise picture showed the
Earth as a little blue sphere in space, set within the black expanse, suggesting fragility and
uniqueness. Almost 60 years after it was shot, this picture of the Earth as a beautiful blue
marble continues to be seen as one of the most iconic environmental photographs ever
taken, helping to inspire awe by giving us perspective of humanity’s place in the Universe.

This perspective of humanity’s place in the Universe has been reverberated repeatedly
after the Earthrise, especially in several documentaries that aimed to bring the science clos-
er to the viewers. The documentary television series “Cosmos: A Personal Voyage™”, based
on the Carl Sagan’s bestseller book “Cosmos” and narrated by Carl Sagan himself, was first
broadcasted in 1980 by the Public Broadcasting Service. The documentary series compris-
ing of 13 episodes focusing on explaining the Universe, give a unique perspective of our
planet. The series is notable of the groundbreaking use of special effects at the time, allowing
Sagan to give better presentation of different scientific facts and is supported by the music
of the Greek composer Vangelis. Although, the series discusses the implications for Earth’s
greenhouse effects throughout only one episode, the series overall plays an important role
in bringing closer to the viewers the notion of the Earth’s fragility. The 1980 Cosmos’ series
were followed by the 2014 series — “Cosmos: A Spacetime Odyssey”*, and an additional
sequel in 2020 - “Cosmos: Possible Worlds™*, narrated by the astrophysicist Neil deGrasse
Tyson. They were developed to bring back the foundation of science to network television.
The series appeal to a wide audience, communicating the science of the laws of nature and
our coordinates in space in time, and bridging the gap between the academic community
and the broader public. These types of documentaries, giving the broader perspective of
the Earth’s position in the Universe are important for the development of the notion of cli-
mate change in the aspect of the Earth’s vulnerability. This is very wittily observed by Neil
deGrasse Tyson, who noted that while the Apollo missions aimed to explore the Moon, the
most significant outcome was discovering the Earth by looking back. This discovery shifted
the human perspective, by revealing the vulnerability of our planet.*®

** Available at: https://www.nasa.gov/image-article/apollo-8-earthrise/.

» Gerretsen I, “The 1968 photo that changed the world, BBC, 22.04.2024, available at: https://
www.bbc.com/future/article/20230511-earthrise-the-photo-that-sparked-an-environmental-
movement.

% Tbid.

77 https://www.imdb.com/title/tt0081846/.

# https://www.imdb.com/title/tt2395695/.

# https://www.imdb.com/title/tt11170862/.

%0 DeGrasse Tyson N. ‘Star Talk: Everything You Ever Need to Know About Space Travel, Sci-Fi,
the Human Race, the Universe, and Beyond, National Geographic, 2016.
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Furthermore, in addition to the documentaries that emphasize the Earth’s fragility in
the Universe and throughout that message reaffirm the need to tackle climate change, at
the beginning of the 2000s there was a rise of documentaries that are directly addressing the
issues of climate change. In 2006 the documentary “An Inconvenient Truth™' was released,
inspired by the campaigning work of Al Gore, the United States Vice President during
Clinton presidency from 1993 to 2001. The documentary was created to raise the awareness
about climate change and encourage further action. The film has won an Academy Award
and become the fourth highest grossing documentary of all time.” The lectures delivered by
Gore at a number of universities and schools around the world are the central theme of the
film, demonstrating the level of climate change already shaped from our consumption of
carbon. The film deals with the leadership issues and the lack of political will to address cli-
mate change, mainly due to the tough and potentially unpopular actions that are required
to tackle the issue.”” Moreover, it puts a strong emphasis on the ethical problem posed by
climate change, where the lack of collective action is considered to be a moral issue.**

One year later, a documentary produced and narrated by Leonardo DiCaprio “The
11" Hour™ was released, aiming at raising awareness of the depleted state of Earth’s
natural environment, dealing with issues of climate change, but also more broadly with
issues of deforestation, air and water pollution and the extinction of species. Leonardo
DiCaprio uses his popularity in promoting the importance of the climate change even
further in his second documentary “Before the Flood™* from 2016, which gained greater
popularity than the previous one. The film is cinematographically impressively done,
presenting a real picture of the climate change and where we might be headed if suffi-
cient action is not taken. The film is realistic in presenting the individual and collective
actions needed to address the climate change and adapt the world and it seeks to make
tangible the conclusions reached by scientific studies.

In 2021, a documentary “Burning”?’ was released, taking a look at the unprecedent-
ed, catastrophic and deadly Australian bushfires of 2019-2020 known as “Black Sum-
mer”. Narrating the story from the perspective of those directly involved and affected
by the fires, as well as activists and scientists, the documentary explores the global issue
of climate change throughout the prism of its catastrophic consequences. Moreover, it
exposes the Australian government’s inaction and the irreversible damage that these
catastrophic events left behind.

' https://www.imdb.com/title/tt0497116/.

32 Coriddi J. ‘An Inconvenient Truth, Policy and Practice: A Development Education Review,
Vol. 6, 2008, pp. 104-106.

* For the deeper analysis of the documentary see: Vincent T.J. and Hamilton J.E, Narrativizing
Climate Change through Popular Culture, Peace Review, 32:1, 2020, pp. 95-102.

** Fagan M. Whos afraid of the ecological apocalypse? Climate change and the production of the eth-
ical subject, The British Journal of Politics and International Relations, 19(2), 2017, pp. 225-244.

% https://www.imdb.com/title/tt0492931/.

3 https://www.imdb.com/title/tt5929776/.

7 https://www.imdb.com/title/tt14671620/.
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Another important aspect of presenting the climate change throughout documenta-
ries, is throughout the prism of climate activism. In this area, “I am Greta™® is an impor-
tant presentation of the international crusade of Greta Thunberg, the teenage climate
activist from Sweden, to get the people to listen to scientists about the broader environ-
mental issues and climate change. Greta Thunberg has become an important part of the
pop culture presentation of the climate action, especially since the grassroot movements
and activists have always played a very important part of the development and shaping
of the international environmental movement.”

With the documentaries on the rise in the past decade and being easily accessible
through different streaming platforms, they became more available for the broader public
and a convenient way to present the complex scientific issues of climate change to a wider
audience. They tend to offer an entertainment education and expose the broader public
to the climate change narrative, including very often a moral framing of climate change.
However, as Vincent and Hamilton argue, the environmental documentaries commonly
tell only half of the story, since they explore the disaster in detail, but have great difficulty
humanizing it.*” According to them, the documentaries often present evidence of the recent
or looming disaster from many different people and many different places, all of which can
be done concretely, but that minimizes the depth of sympathy we can gain because of the
minimal time spent in each.* This is where the movies, as part of the popular culture step
in to fill the gap of humanizing the climate change and the potential devastation it might
bring. Striking popular culture images of ice-bound cities, burnt landscapes and tidal waves
have the potential to dramatically and emotively convey the dangers of climate change.

The role of the movies in presenting the climate change narrative

The movies have the potential to effectively communicate the threat of climate change
and the need to address it, by reframing the perspective from a detached and scientif-
ically-articulated problem to one of a human condition which is abrupt and personal.
They have substantial influence in shaping people’s perspectives on climate change is-
sues and on the urgency of taking climate action. There is a significant number of people
that derive a substantial proportion of their information on the threat of climate change,
from popular culture works such as catastrophe movies.*> Good examples of influential

* https://www.imdb.com/title/tt10394738/.

¥ Ttis interesting to mention that Greta Thunberg is also used as an inspiration for numerous chil-
dren’s books around the world. See as an example: Tucker Z. (author) and Persico Z. (illustrator),
Greta and the Giants: inspired by Greta Thunberg’s stand to save the world, 2019; Coombs K. (author)
and Lucas S. (illustrator), Little Naturalists: Greta Thunberg Takes a Stand, Board book, 2022.

“ Vincent T.J. and Hamilton J.E, Narrativizing Climate Change through Popular Culture, Peace
Review, 32:1, 2020, pp. 95-102.

4 Ibid.

2 Bulfin A., Popular culture and the “new human condition”: Catastrophe narratives and climate
change, Global and Planetary Change, Vol. 156, 2017, pp. 140-146.
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films set in bleak post catastrophe landscapes include “Waterworld™?, “The Day After
Tomorrow™*,“Snowpiercer”* and “Don’t Look Up”*. While “Waterworld” and “The
Day After Tomorrow” were relatively rare in depicting climate change related catastro-
phe in their respective years, this topic has become a major theme more recently.

In the past decade, there have been a surge of movies that portray the short-sighted
human behavior that has led to the point where the natural systems on which human life
on earth depends have been severely disrupted, or even entirely destroyed rendering life
on earth impossible. These movies are not always directly addressing the climate change,
but the premise of the environmental disaster connected to human behavior is clearly
addressed. In this group, we can enlist the following movies: “Mad Max: Fury Road™”,
“Tomorrowland™®, “The Last Survivors™, “Interstellar”, “Blade Runner 2049™", “Ge-
ostorm”?, “The Colony” “The Road™*, “The Hell”*. Even the “Avatar”® movie trilogy
belongs in this group, since the movies are focusing on themes of ecological destruction,
conservation, and the deep connection between indigenous communities and nature.

According to Alexa Weik von Mossner”, the “remarkable increase in ecological-
ly-themed dystopian science fiction narratives indicates their relevance in a time of eco-
logical uncertainty and change”. These movies articulate environmental messages in
powerful ways and may be seen as indicators of real changes in worldview.”*

Even though, it is difficult to quantity the effects of cultural production upon indi-
viduals, groups and societies, important scholarly work has been done in analyzing the

# https://www.imdb.com/title/tt0114898/.
“ https://www.imdb.com/title/tt0319262/?ref_=Is_t_1.
“ https://www.imdb.com/title/tt1706620/.
¢ https://www.imdb.com/title/tt11286314/. With a cast of Hollywood actors, “Don’t Look
Up’, is a form of mainstream popular cultural engagement with climate change, where the
spectacular conventions of apocalyptic (climate) films are used to satirically draw attention
to the real-world climate crisis. As a product of popular culture itself, the film critiques
commodity culture through a focus upon the cultural products of late-capitalism - music, film,
TV, social media, and celebrity culture — situating these as contributing to public and political
dlsengagement from crisis.

7 https://www.imdb.com/title/tt1392190/.
8 https://www.imdb.com/title/tt1964418/.
¥ https://www.imdb.com/title/tt2558318/.
0 https://www.imdb.com/title/tt0816692/.
*L https://www.imdb.com/title/tt1856101/.
*2 https://www.imdb.com/title/tt1981128/.
> https://www.imdb.com/title/tt6506264/.
** https://www.imdb.com/title/tt0898367/.
» https://www.imdb.com/title/tt1643222/.
> https://www.imdb.com/list/Is008734876/.
7 Weik von Mossner A., Visceralizing Ecocide in Science Fiction Films: The Road and Hell, Ecoz-
ona: European Journal of Literature, Culture, and Environment, Vol.3:2, 2012, pp. 42-56.
*8 Bulfin A., Popular culture and the “new human condition”™ Catastrophe narratives and climate
change, Global and Planetary Change, Vol. 156, 2017, pp. 140-146.
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landmark “cli-i”* disaster movie “The Day After Tomorrow” from 2004. The film was
a summertime blockbuster movie, an international box-office success directed by Ro-
land Emmerich, which depicted a series of extreme weather events triggered by global
warming causing the onset of a new ice age in just a matter of days. The film features
scenes that have now reached iconic status. The scenes of a massive tidal wave caused
by melting polar ice swamping New York’s Statue of Liberty and New York skyscrap-
ers and bounding them in frozen waves, convey messages about climate change in an
immediate and sensational manner that cannot easily be replicated by science writing
or factual reporting on the issue.” This film in particular was a subject of several in-
dependent studies conducted in the USA, United Kingdom, Japan, and Germany®' in
order to establish what impact, if any, did the film have on public risk perceptions and
conceptual models of climate change. The studies have shown that the divergent goals
of mass entertainment, education, and political pressure, coexist in an uneasy tension
within the film.** All of these independent studies have concluded that the film was
to some extent effective in raising public awareness of and changing public attitudes
to climate change, at least in the short term, and this despite the sarcastic response of
scientists to its preposterous scenario of rapid climate change.®® This finding was most
forcefully articulated by risk perception analyst and director of the Yale Project on Cli-
mate Change, Anthony Leiserowitz.** After the film had played in theaters for three
weekends and approximately 21 million US adults had seen it, a representative survey
of the US adult population was conducted in order to measure the public climate change
risk perceptions, conceptual models, behavioral intentions, and political preferences.
Global warming risk perceptions were measured using broad questions about general
concern and worry and likelihood estimates of specific climate change impacts. Across
the board, the movie appeared to have a strong influence on watchers’ risk perceptions
of global warming. Leiserowitz concluded that the film had a significant impact on
the climate-change risk perceptions, conceptual models, behavioral intentions, policy
priorities, and even voting intentions of moviegoers in the United States.”® Weik von
Mossner, argues that the effectiveness of the film arises from the power of imaginary

* Cli-fi, or climate fiction movies are a subgenre of science fiction focusing on climate change,
environmental destruction, and global warming.

5 Bulfin A., Popular culture and the “new human condition”: Catastrophe narratives and climate
change, Global and Planetary Change, Vol. 156, 2017, pp. 140-146.

' Weik von Mossner A., Facing The Day After Tomorrow: Filmed Disaster, Emotional Engage-
ment, and Climate Risk Perception, in Mauch C. and Mayer S., American Environments: Climate,
Cultures, Catastrophe’ Heidelberg: Universitatsverlag Winter 2012, pp. 97-115.

62 Tbid.

6 Bulfin A., Popular culture and the “new human condition”: Catastrophe narratives and climate
change, Global and Planetary Change, Vol. 156, 2017, pp. 140-146.

8 Leiserowitz A., Before and After The Day After Tomorrow: A U.S. Study of Climate Change Risk
Perception, Environment, Vol. 46 (9), 2004, pp. 22-37.

6 Tbid.
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narratives, especially in cinematic form, to engage the emotions.® There were concerns
that “The Day After Tomorrow” would trivialize the global climate change up to the
point when the public would subsequently dismiss the whole issue, but this forecast
was incorrect. Overall, the results indicate that in a plurality of different audiences, with
differences in cultural, social, and political perceptions of risk and climate change, the
film did increase awareness and concern about the potential effects of climate change
and had positive, although short-lived, effects on willingness to act.’

Conclusions

This paper argues that the popular culture has an important role to play in defining
the climate change narratives throughout the decades. The pop culture makes an im-
portant link by communicating the science to the broader public, but also to the polit-
ical elites. This communication is done mainly throughout the documentaries, which
present us only with one part of the story. Furthermore, the movies are contributing to
the presentation of the climate change narrative through a more humanizing lens. They
present the climate change and the potential devastation it might bring, throughout
striking popular culture images of ice-bound cities, burnt landscapes and tidal waves,
which have the potential to dramatically and emotively convey the dangers.

The climate change is a multidimensional problem, with a vast, abstract and im-
mense geographical and chronological scale, that remains remote from most people’s
day to day experience. The popular culture helps to bring deeper understanding of the
climate change and its effects to the broader public, by using the imagination to give the
viewers an experience of what the world might look like in the future if we do not take
decisive action on climate change. The power of popular culture to dramatically convey
the dangers of climate change in order to reinforce the message of climate action can
be found in the fact that significant number of people derive a substantial proportion of
their information from popular culture works.
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Jynuja bpcakocka basepkocka

Yuusepsurer Ceseitiol Kupuna u Meitioguja, IlpaBuu daxymnrer,
Ckombe, CeepHa Makefionuja

KIIMMATCKE ITPOMEHE U ITOIIYJIAPHA KYJITYPA

Caxkerak: KimimaTcke IpoMeHe IIpefiCTaB/bajy ITIOdANMHM M3a30B ca JaeKoce-
JKHMM €KOJIOIIKMM, ITIOJTUTUYKIM U COLMOEKOHOMCKIM ITOC/IeANIIaMa T10 IpJKa-
Be 11 ApYyITBa IMpoM cBeTa. OHe MPe/CTaB/bajy HEMOCPeAHY HpeTwy, nsMely
OCTaJIOT, TEPUTOPUjaTHOM MHTETPUTETY MOjeAMHNUX JIp>KaBa yciey| IopacTa Hul-
BOa MOpa, Kao M CBe y4YeCTalujux I0)Kapa 1 cyma. VicroBpemeHo, KIMMaTcKe
IpOMeHe JeNyjy U Kao MyITUIUIMKATOp pU3NKA, yrposkasajyhu desdegHocT xpa-
He, eHepreTCKy 1 eKOHOMCKY de30eTHOCT, IPICTYIl OCHOBHMM IIPMPOJHIM pe-
CypcuMa, Kao 1 3JpaB/be MOjefiMHaLlA M 3ajeHNIA. Y Pajly ce aHa/IM3Mpa y/Iora
TIOIy/IapHe Ky/IType Y 00/IMKOBamby HapaTyBa O KIMMAaTCKIM ITPOMeHaMa TOKOM
npoTexnux perennja. [TocedHa nmaxma nocseheHa je HaUMHY Ha KOju IIOITy/IapHa
KY/ITypa 1 HayKa IIPeJiCTaB/bajy IIPOodieM KIMMaTCKUX IIPOMEeHa IIVPOj jaBHOCTH,
amy ¥ NONMUTUYKUM eInTaMa. Y pajy ce pasMaTpa KakKo ce KIMMAaTCKe IpoMe-
He, Ka0 CTI0XKEH U BUIIE[VIMEH3JOHAIAH IIPOd/IeM, TPeICTaB/bajy y IOMyIapHOj
KY/ITypy, KaO ¥ Ha KOju Ha4YMH Cy TaKBe IIpe/iCTaBe yTHIale Ha pasBoj €KOJIO-
IIKOT MTOKpeTa 1 K/by4yHe MOMeHTe MehyHapoane knnMarcke akiuje. byayhn ga
3HavajaH dpoj bYAM CBOja casHama O NpeTHhaMa Koje IIPou3Iase 13 KIMMATCKIX
IIPOMeHa CTIYe YIPaBO IOCPEACTBOM IIOIy/IApHe KY/IType, HApounuTo GuaMoBa
KatacTpode, paj Takobe mpyxa mperies JOMUHAHTHIX QUIMCKIX pelpe3eHTa-
IMja KIMMATCKMX IIPOMEHa U aHA/IM3MPa BIXOB YTHUIAj Ha OONMKOBaIbe CaBpe-
MEHOT HapaTuBa O KIMMAaTCKOj KPU3IL.

KibyuHne peun: xnumaiticke iipomere, oiynapra Kyniaypa, mehyHapogHu exono-
WKU TOKpelll, KTUMATHCKA aKuuja
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Caxerak: YeproSumcka xammacipopa uz 1986. iogume ipegciiasma jegan og
HAj3HAYAJHUJUX cumO0na THeXHONOUIKe U eKO/IoUIKe ParUBOCIiY 408e4aHCillea,
usasusajyhu gydoxe penexcuje o ogHocy wosexa tipema iexXHONOTUjU, Upupogu u
enaciiu. Osaj goiahaj He camo ga je goseo go tipomere y HAYHHUM U eKOTOUKUM
guckypcuma, éeh je u Hociliao UHCIUPAUUA 30 KrbUiesHe U yMelliHUYKe UHTep-
upeifiayuje Koje oceeilifasajy KonexiusHe u nuuHe Hapamiuee o de3degHociiu,
o0giogopHocitiu U wpaymu. Y 080m UCTAPANUBAY POKYCUPAMO Ce HA AHATU3Y
krouscestol gena Ceeilinane Anexkcujesuy, Kpo3 upusmy HAPamiuea u inacosa vbygu
ioioheHux KamacwmpoPom, ca yumem ga 0ceellnuUmMo KaKko KrouiesHoCiHi qoupu-
HoCU Kpuiliuukom pasymesarsy guckypca desdegrocte xyniiype. Ilocedny ilaxcrvy
H0CBeUNYU CMO AHATIU3U OGHOCA U3MeDy gUcKypca 6nacitiu, Clipyurbaka u tiojeqgu-
HAYUA, KAO U HAMUHY HA KOjU ce Y geny perieKiliyjy MOTAUEU, cUMOONU U eMOyje,
Koju ucitiospemero 00nUKYjy U KpUBUKYjy gowiagauive KoHueiiitie de3degHociniu
u ogiosoprociu. Osaj Upuciiyii ykasyje Ha 3HA4A] KroUNe8HOCHIU, KAO anaiia 3a
gybme pasymesarve u perexcujy o eaxHociiu desdegHocHe Kynitiype y KOHieK-
citly Kafiaciwpoga u gpywinieeHe 0gio80pHOCIU.

Kbyune peun: desdegnocHa kyniiypa, ueprodumcka kaimiacipoga, Ceeiinana
Anexcujesut, guckypc, HapamueHa aHanu3a

Yeog

!

epHOOW/b Ce OIIPaBJAHO CMATpa MOJIEPHOM aIlOKA/INIICOM, 300T KaTacTpodanHe
HYyKJ/IeapHe eKkcItosuje 1986. rogune, Koja je 0CTaBiIa OrpOMHE IOC/IEANIIE T10
JOBeKa VI )KVMBOTHY CPeIJHY ¥ OTBOPWMIA dpOjHA NMUTama, KOja Cy yKasaaa Ha

TEXHOJIOIIKY OXOJIOCT YOBEYAHCTBA, €KOIOLIKY (He)OATOBOPHOCT, OTPOMHO pasapame
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U IPUPOJHY OTHOPHOCT. [loropua ce 26. anpuna 1986., Kajja je cepuja eKCInosuja pa-
30pWIa peaKTop U MOCTPOjerhe YeTBPTOT eHepreTCKOr d/10Ka YepHOOM/bCKe HyK/IeapHe
eleKTpaHe y YKpajunu, y dnusunu rpanute ca benopycnjom. OBo je Hajseha TexHom0-
mka Karacrpoga XX Beka, KOja je 3alpaBo HajBUIle OToANIa bemopycujy n HajTexe
TOC/Iefilie OCTaBN/IA Ha eMOTPadCKM PasBoj, MOBOIPUBPETHO 3eM/BUIITE, MOPYYja
Tof, IryMaMa y oBoM feny, Tafaumer CCCP. 3a Mame o Hefie/by faHa YepHOOUD je
II0CTA0 KaTacTpoda, Koja je 0cTaBmIa MOC/IeINIIe M Ha OCTaTaK CBeTa, Hajipe y EBpomn,
amm n'y Asuju, CAJl n Kanagu. [Tocnenniie Hucy due camo TpeHyTHe, Beh 3dor creru-
bUIHOCTY Pa/IMOAKTUBHOT flelI0Baba OHE Ce UCII0/baBajy FOfMHAMa ITOCTIe KaTacTpode,
eBUJIEHTMPA]y Ce 3[paBCTBEHM eeKTy Ha IIONY/IalNjy Koja Hace/baBa TePUTOPH)Y Y He-
IIOCpPeIHOj dmM3nHM MecTa KaTacTpode, amy u mmpe.' Karacrpoda ce goroamna y Bpe-
Me KaJja Cy pU3MIY Off paKa IOBe3aHM ca 3pavereM dum NpuandHo fodpo cxahenun,
YIJIABHOM Ha OCHOBY CTYZAMje O IpeXVBeIMa HaKOH yrnoTpede mpBe aToMcke domde,
Kojy je cipoBenta PoHpanyja 3a MCTpaKuBame epekata 3pauerba.’ Y TpeHyTKy HaCTaHKa
MIMaJia je opef] 3paBCTBEHNUX M COIMja/THe, EKOHOMCKE, Kao I MONUTIYKE TTOC/IeNLIE,
a Oua je M OCeT/bUB CITY4aj y UCTOPMjY OUIIOTAPHOT CBETCKOT CHCTeMa KOji je 3Ha4ajHO
yrunao Ha cratyc Cosjerckor CaBesa, kao cyrepcue. buo je To 11 ,,aHTPOIIOIONIKY IIOK
KOjJ1 je IPOMEHMO CBAKOJHEBHM XIBOT.’

3a ucTpakuBaye pasIMynUTe MPOBEHNjeHIje OBO je d1ta TeMa Koja HEKOIMKO Jie-
IIeHNja TIpeCTaB/ba MHCIMPALV]y 3a IICabe KIbIDKeBHIX Je/Ia, CHIMambe GuIMoBa un
[M3ajHMparbe [PYTUX YMETHUYKNX, alM U HAYYHMX U VICTPAXMBAYKMX pajioBa U IIpo-
jexara. PasmumumtuM (METOZOMOMIKNM) IIPUCTYIIMMA IIPECTABHNUIN HaBeleHNX ody1a-
CTHM, TIOKYIIA/IA CY Aa JOKy4e KaKo je oBa KaracTpoda IpOMeHWIa TIOIIel Ha CHCTeM
(OMMTUYKY, OPTaHM3AIMOHM) 1 OTBOPIJIA YNTABY Ia/eTy KYATYPOIOIIKNX eleMeHa-

' Bennett, B. Repachol, M. Carr Z.(editors) (2006) Health Effects of the Chernobyl Accident and
Special Health Care Programmes — Report of the UN Chernobil Forum Expert Group Health.
World Health Organization, WHO Press Geneva, foctymnHo Ha: https://iris.who.int/server/api/
core/bitstreams/1fca23bb-df91-4a83-bf74-a9eecf806272/content; IAEA (2006) Environmental
Consequences of the Chernobyl Accident and Their Remediation: Twenty Years of Expirience
- Report of the Chernobyl Forum Expert Group Environment. Vienna, goctymso Ha: https://
www-pub.iaea.org/MTCD/publications/PDF/Pub1239_web.pdf; Zablotska, L. B. (2016) 30 years
After the Chernobyl Nuclear Accident: Time for Reflection and Re-evaluation of Current Dis-
aster Preparedness Plans, Journal of Urban Health: Bulletin of the New York Academy of Medi-
cine, Vol. 93, No. 3 doi:10.1007/s11524-016-0053-x.; Loganovsky, K. Marazziti, D. (2021) Mental
Health and Neuropsychiatric Aftermath 35 years after the Chernobyl, catastrophe: current state
and future perspectives, Clinical Neuropsychiatry 18, 2, 101-106, goctynHo Ha: https://pmec.ncbi.
nlm.nih.gov/articles/PMC8629042/pdf/cn-18-101.pdf. IIpuctymmeno 12. 02. 2026.

2 Pierce, D. A. Shimizu, Y. Preston, D. L. Vaeth, M. and Mabuchi, K. (1996) Studies of the mor-
tality of atomic bomb survivors. Report 12, Part 1. Cancer: 1950-1990. Radiat. Res. 146, 1-27.
Shimizu, Y. Pierce, D. A. Preston, D. L. and Mabuchi, K. Studies of the mortality of atomic bomb
survivors. Report 12, Part 2. Non-cancer mortality: 1950-1990. Radiat. Res. 152, 374-389 (1999)
ITpucrymmeno 12.02.2026.

> Beck, U. 1987. “The Anthropological Shock: Chernobyl and the Contours of the Risk Society”
Berkeley Journal of Sociology 32:153-165.
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Ta: MOTUBA, MUTOBA, MeTadopa, CuMOOIIa, N3pasa eMoLyja, TpayMaTnyHux cehama, ca
II0JIAa3HOM TAa4KOM O YJIO3M II0je[iHIIA Y CUCTEMY KOjI ce pacliafa.

Besa yepHOOM/BCKE KaTacTpode ca KOHIENTOM Oe3deHOCHe KYIType youeHa je y
usBemtajy Mebynapopte arenipyje 3a aromMcky eneprujy (International Atomic Energy
Agency), Koju je IpUIIpeM/beH HAKOH BUIIEMeCeYHe UCTpare o ToMe KaKo je JOILIIO 10
me. Kao jefan o k/byuyHMX Ha/asa HaBOJM Ce JIa je HeTlOLITOBambe IpoLiefypa 3arocre-
HIUX Y OTIepaTUBHOj 1 APYruM ¢asaMa GyHKIMOHMCAHA HYK/IEpaHe elleKTpaHe, oc/e-
IIYHO Y3POKOBAIO €KCIIO3MjY, @ CBE je MMEHOBAHO HEeJOCTaTKOM Oe3delHOCHe Ky/-
Type,* Koja je mperysHuje neuHICcaHa y u3BelTajy MehyHaponHe caBeTofaBHe rpyme
(INSAG). ITpema oBoM n3BenTajy, de3deHOCHA Ky/nTypa je AeduHMCcaHa Kao ,,CKYyT Op-
raHM3AIMOHMX KapaKTepPUCTMKA U MHAMBYUIYATHNX CTaBOBA, KOjUM Ce Ko IPUOPUTET
IIOCTaB/bajy MNUTamba 0e30eTHOCTY HYKIeapHIUX e/IeKTPaHa, ¢ 003/pOM Ha BIXOB BeJIV-
KU 3Ha4aj .’ [laBame BUCOKOT IpuopuTeTa de3deHOCHNM MuTamyMa, 0da MehyHapon-
Ha TeJIa Cy y CBOjUM M3BeITajiMa OICa/Ia Kao MHAMKAI]y de30efHOCHe KyNType.

HyxreapHa karactpoda u3 1986. rofyuHe 4ecTo ce HaBOAM Kao K/bYYHM IIPUMep 3a pa-
3yMeBambe ofgHoca usMely curyprocHe u de3demHOCHe KynType (safety, security culture)®.
Cmartpa ce J1a je YIIpaBo HEJOCTAaTaK CUTYPHOCHe KynType (safety culture) duo je jeman
Off TIaBHUX y3poKa Karactpode. TOKOM IIpojeKTOBama M paja peakTopa, CUCTeMCKO
HeIIOIITOBame 0e30eHOCHNX MPOLeflypa, HEIOCTATaK TPAHCIAPEHTHOCTY ¥ KYITypHI
OTIOp IIpeMa IpHjaB/buBay podnema, dumm cy eBupeHTHN. HeasjekBaTHa curypHOCHa
KY/ITypa JIOBeJIa je 1o NTHOPMCamba YII030peba I IOTIehIBaba PU3NUKA, IITO je Ha KPajy
pes3ynTHpano KaracTpodaTHIM eKCIIIo3ujaMa 1 ociodalameM pafyioaKTBHIX MaTepu-
jama. besdemHoCHM acriekT je Takobe Ouo 3aHEMapeH, jep je cucTeM O1O pamyB He CaMo Ha
JbYZICKe rpellKe, Beh 11 cadoTaxxy, a HICY H IIOCTOja/IN aleKBaTHY MEXaHM3MI 3 3aIITH-
Ty Off HAMEpPHIIX, 3JIOHAMEPHX PAJbI WM TePOPUCTIIKIX IPETIBIL.

JlaHac, Kafia cy y IUTamy HyKIeapHM PeaKTOpM ¥ CBe IITO je Be3aHO 3a HYK/IeapHy
eHeprujy, jeffHaK 3Hauaj ce IpuUjaje ¥ CUTYpPHOCHO]j 1 de3demHOCHO] KynTypu. IIpemo-
3HaBambe U MHTEIPUCabe 0da KOHIENTA je HeOIXOJHO 3a CBeOOYXBATHO YIIPaB/baibe

4 Summary Report on the Post-accident Review Meeting on the Chernobyl Accident (1986)
INSAG Series No. 1, IAEA, Vienna.

> International Nuclear Safety Advisory Group (INSAG) (1991) Safety Culture: a report by the
International Nuclear Safety Advisory Group (Safety Series No. 75-INSAG-4). Vienna: IAEA. p.1.
¢ Y cprckoM je3uky oda TepMIHA ce IPeBOLie U3Pa3oM de3deTHOCHA KYITypa, MaKo MOCTOjI ja-
CHa IoTpeda 3a pasrpaHuyuereM OBa [Ba KOHIENTa. Tako je TepMUH CUTYPHOCT (safety) mpyxsar-
JBMBMjU 32 odjalllberbe 3alTuTe Off Hecpehe 1 IIoBesyBarba ca IyroM TpaJiiiyjoM UCTPAKIBakba
CUTYPHOCTY KOja HOJIasM U3 MHIYCTpUje BICOKOI PU3MKA, YK/bYUyjyhu HyK/IeapHa OCTpojema,
dponose, mpoussoamwy Hadre, raca, uty. MogenoBame Hecpeha MOXKe 0OYXBaTUTI TEXHONOLIKE,
JbYLCKe ¥ OpraHusanmuoHe gpaxkrope. Vinax, Gpokyc je Ha HeHaMepHUM MHLUAeHTUMA. BesdegHocT
(security) ce ogHOCH Ha OHe Ipod/ieMe Ifie by [eTyjy HaMepHO Ja Ou CTeK/Iy IPOMUT U/ U3 He-
KOT pasyiora ctsopumn mwreTy. OBO 110/be IIOKPMBA, IIpUMepa pafiyt, TMYHY, HalMOHAIHY de3der-
HOCT, (QMHAHCHjCKM KPMMIHATL, 3aIITUTY NHPOpMaLyja, poBae, WujyHaxy. Buzern: Cranape-
Buth, C. (2018) Ocrosu Se3degrociiiu, Yansepsuret y beorpany, ®akynrer desdegrocti, beorpay.
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pusuIuMa 1 cripeyaBame dyayhux karacrpoda.” Y oBom papy, ysumajyhu enemenre us
jeIHOT ¥ IPYTOT KOHIENTYa/THOT OKBMPA, KAKO d1ICMO M3der/mn Hau3MeHNYIHO IpefiCTa-
B/balbe 11 YKa3UBakbe Ha pas/uKe U ClenupuaHocTH, Kopuctinhemo camo nojam desden-
HOCHA KY/ITypa. Y OKBMpPY OBOT MOJie/la Pa3MMUIbaiba, aKIeHAT je Ha BPeJHOCTUMA,
CTaBOBMMA I IIPaKcaMa Koje Od/INKYjy KOJIEKTVUBHY U MHAVBUYaIHY IepLenuyujy des-
demHOCTH, pM3NKa U OTOBOPHOCTH Y OTHOCY Ha OIIACHOCTY Koje y cedu Hoce e/ieMeHTe
JbYZICKe TpellIKe, a/lV M HaMepe, 37Ie HaMepe U HeOATOBOPHOCTIL.

[IprMapHM Wb OBOT MCTPAXXMBAIba jecTe fja TyTeM aHa/ln3e KibIDKeBHOT fiena Cae-
TIaHe AJIEKCHjeBUY Pas3jaCHUMO KaKO Ce y HapaTMBMMa HOroheHux /pynu pedexTyjy
eneMeHTU Oe30eHOCHe KyIType, OATOBOPHOCTHU U KOJIEKTMBHMX TpayMa IIOBE3aHUM C
4epHOOMBCKOM KaTacTpodom. Harr dokyc je Ha TOMe KaKo KIbVDKEBHO JIeTI0 OfpaXkaBa
VI KPUTHKY]je APYIITBEHe, IIONMTUYKE Y MHCTUTYLMOHA/THE aclieKTe de30eTHOCTI Y KOH-
TEKCTY KaTacTpode.

VcTpaxxmBauka nmuTama Koja IpaTe HaBefeHN b 00yXBaTajy crenehe:

» Kaxo HapatuBu nmukoBa u HapaTopa y Aeny ,,UepHodubcka MOMMUTBA” Ofpa-
’KaBajy MepLeININjy ¥ CBECT O OIIACHOCTY, OTOBOPHOCTI 11 MepaMa 3allITHTe
Y KOHTEKCTY KaTacTpode?

« Ha xoju HaumH je xwyxeBHO fieno CpeTnaHe AeKCHjeBUY KOHCTPYMILE I
IPEHOCH e/IeMEHTEe KOJIEKTMBHE MEMOpMje M HapaTuBa O OfITOBOPHOCTH, TPa-
yMu 1 0e30eIHOCHOj KynTypu?

+ Koje pasmuke mocroje n3melhy 3BaHIYHNX 11 TMYHNX MHTepIIpeTanyja goraha-
ja 'y HapaTMBMMa ¥ KOj/ MEXaHU3MU OTIIOpA WM KPUTUKE Ce youaBajy Kpo3
KIbJDKEBHE I71acoBe?

+ Koje HapaTyBHe TexHMKe, CUMOOMN U je3MYKN 0dpacuy JOIPIUHOCE 0OIIKO-
Bakby CJI0jeBa eMOLVIOHATHIX, M/Ie0/TONIKIX 1 HOJIMTUYKMX ITOpyKa o de3den-
HOCHOj KyNTypu?

Hlodpodut mpumMeHe anarta myuckypca 0e3defHOCHe KYNType Y aHalIu3U KHbVDKEBHOT
nerma oMoryhasa fiydipe pasyMeBame Kako ce y JielTy OfpakaBajy U IIpeHoCe BPeJHOCTH,
CTaBOBM V1 IIPAKCa Koje OdNMKYjy KOTeKTUBHY U MHAMBIIYaTHY HepLeNIyjy CUTYPHOCTH,
desdemHOCTI, pUsMKa 1 OITOBOPHOCTH. AKO aHATM3MPAaMO KIbIDKEBHO JIe70 Koje OICyje
KaTacTpody, AUCKypc de3deqHOCHe KynType KOPUCTUMO Ja MOKaXeMO KOJMKO je Jipy-
LITBO SM/I0 CBECHO OIIACHOCTH, KaKBe Cy 3alITUTHE Mepe IpefyseTe WV 3aHeMapeHe, I
KaKO Cy JIMKOBY JOXKMBE/N MOCTeNIie THX OfyTyKa. To HaM IoMaxke Jja pasyMeMo IopyKe
0 BOKHOCTH pas3Bujama KynType de3deHOCTH 1 IpeBeHIuje, a YjefHO Jod1jaMo 1 CIIoje-

7 Jore, S. H. (2020) Security and Safety Culture — Dual distinct Phenomena? In book: The
Coupling of Safety and Security, Springer; Glesner, C. Oudheusden M.V. Turcanu, C. Fallon, C.
(2020) Bringing symmetry between and within safety and security cultures in high risk organ-
izations, Safety Science, Elsevier; Gandhi, S. Kang, J. (2013) Nuclear safety and nuclear securi-
ty synergy. Ann. Nucl. Energy 60, 357-361. goctynHo Ha: https://www.researchgate.net/publica-
tion/257159991_Nuclear_safety_and_nuclear_security_synergy. IIpucrymnseno 12. 02. 2026.
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BUTVjy MHTEPIIPETALN)Y CTBApPA/IAIITBA KOje MCTIYe KaKO KIbJDKEBHOCT OfipakaBa, K-
THKYje YII TPOMOBHIIIE IPYLITBEHe BPEHOCT I CTABOBE IIpeMa PUSMKY 1 de3defHOCTI.

[laxre, TpeiMeT aHa/M3e OBOT pajia jecTe ,, YepHOOM/bCKA MOTUTBA, KEbVKEBHO €TI0
KOje OIICyje Y4epHOOM/bCKe I71acoBe, a TPUMEHOM BUIIle HAPATUBHMX TEXHMKA OCBET/be-
HII Cy C/I0jeB) IMYHMX M KOJeKTMBHUX IIpM4a, 4nMe ce oMoryhasa mydoko emoro-
HA/THO ¥ TIOJIMTUYKO aHT)KOBalbe YMTanala. TuMe ce IpyKajy M Cl10jeBM KPUTUYKOT
pasMUIIbakba O CHCTeMUMa MON, JbY/ICKOj OATOBOPHOCTY ¥ KOJIEKTMBHOj MEMOPUJIL.

Kapa je y nmuTamy MeTOLOMOMIKY IIPUCTYII, 32 OCTBApYBalbe HaBeIEHNX L1/beBa, KO-
purheH je METOZOMOIIKY IIPUCTYI KOjii TOfIpasyMeBa KBa/IUTATUBHY aHAIN3Y ITOJaTa-
Ka, KOHKPETHO, HapaTVUBHY aHAJIN3Y, Koja je oMoryhwia ugeHTuduKanmjy u uHTepIpe-
TaIVjy MOTVBA, cuMOO/Ia, MeTahopa U I7TacoBa YHYTap KibJDKeBHOT Aena. [locedno cy
aHa/IM3VIPaHN:

o BIIIECTIOjHM HAPATUBM U HEPCIEKTVBE PA3TNMUMTHUX aKTepa (MpeXMUBENX,
PaJiHIKa, CTPY4IbaKa, BOjHIKA B/IACTH),

o cumOomMKa 1 MeTadopa Kao HAUMHIU M3paXKaBarba KONEKTUBHMX TpayMa U
KPUTHKE CUCTEMA,

+ (dparMeHTapHO ¥ HEMMHEAPHO NIPUIIOBE/AMe KA0 07Pa3 XaOTUIHOCTH 1 CTIO-
YKEHOCTM MCKYCTaBa,

o JIVIPEKTHMU I7IACOBY U JIYHE TIpMYe, KAO M3Pa3y ayTeHTUYHOCTH Y OTIIOPA 3Ba-
HMYHUM HapaTUBMMA.
Osa metopnonoruja omoryhasa fgyd/be pasyMeBame Kako KIbIDKEBHM TEKCT pediek-
Tyje, KpUTHKYje 1 0O/nKyje TUCKypce o 0e30eJHOCHOj KYATYpM U IIPY>Ka YBUJ, Y €MOLM-
OHaJTHe, ONIUTIYKE ¥ MIEOTIOIKe C/I0jeBe IIpIKa3a KaTacTpode.

Moitius uepHodumcke katmiacimpoge y pasHo8pCHUM 0gpasuma
uouynapHe Kyniype

YepHoOWsb je 3HaYajHa M MPWINYHO €KCIUIOATUCAHA TeMa y 3allajiHoj KYITYPHO]
VIMaTMHAIMj!, a1V ¥ IIMpPe, X TO KPO3 IPWINYHO KOMIUIMKOBaHe Hay4HO-(aHTaCTIN4-
He GMIMOBe, KPUMIHATUCTIIKE TPUIepe, BUfIe0-Urpe, poTo-MHCTATALNje Ca je3UBUM
MOTMBNMA, IpaMcKe cepuje.® Tema nsasuBa croxxeHe eMOIMOHATHE U CUMOOTIYKe pe-
aKIyje, off CTpaxa ¥ MUCTepuje 0 MOCTANOKAMUIITUYHYX BU3uja. YepHOdMD je decto
IPMKa3/BaH He CAMO Kao TEXHOJIOLIKA KaTacTpoda, Beh 11 kao MeTadopa 3a MOMUTIIKY
HEeCIIOCOSHOCT, JBYICKY TPEIIKY, I1a I OIILITY JieKaleHINjy APYIITBA.

Y Hay4HO-(paHTACTMYHIM PUIMOBYMA U cepujama, YepHOOWBb ce 4ecTo KOPUCTI Kao
[I03a/IVHA 32 HapaTVBe O JbY[ICKOj TPEMIKY, TEXHOJIOTHjI KOja M3MI4e KOHTPOJIN I ITOCTa-
MOK/IMNTUYHNM cBeToBMMa. Ha mpumep, GuiMoBM u cepuje KOpucre jesvBe BuU3yasie

8 Miller, A. Atherton, C. (2020) The Chernobyl hibakusha: Dark poetry, the ineffable and ab-
ject realities, TEXT Journal, Vol 24 Issue 2, https://doi.org/10.52086/001¢.18570. mpyUCTYTI/bEHO
14.02.2026.
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CBETJTAHA CTAHAPEBI'R

saraheHe mpupoye, MyTpaHa CTBOpera WM OIlacHe MyTanuuje, crBapajyhm armocdepy
cTpaxa ¥ HemsBecHoCTH. [IpaMcke cepuje, momyt Chernobyl-a° petalbHO TpuKasyjy He
CaMo TeXHMYKe acleKTe KaTactpode, Beh 1 JbyICKy ApaMy, MOpa/IHe AujIeMe U ITOTUTIY-
ke rocneauie. OBa ceprja je Ha BeoMa yBep/byB HauNMH IprKasana gorabaj us 1986. ro-
IuHe, a dOpucameM rpanuLe n3Mehy pukumje n Hepukuymje ykasana je u Ha mysehm crpax
KOj! HMKafla He HecTaje. HaumoHanHy Tparenujy je spamMaTu3oBana BpPXyHCKOM BEIUTH-
HOM 11 BeOMa MHTE/IUTEHTHOM aHa/IN30M ITpUKa3ana MHCTUTYIMOHANHY Tpynex.'’ Cepuja
je TofCceTIa Ha jeHy Of HajTParnYHMjuX eNusofa y HOBMjOj MICTOPU)jU, EMUTOBAHA je
IIMPOM CBeTa M odwIa moTpedHy naxiy. baBu ce HapaiujoM forabaja Ha IPMINYHO
IpeL3aH HaulH; /I, MICTOBPEMEHO, pajyt Ha cehamwy U HapaTHUBY, Ha KOHCTPYKIMjU
JIMYHOT MICKYCTBA M CBEJ0YEIba, KA0 ¥ Ha MEPLENLMj/ — a CAMMM TUM U Ha I/IACTUYHO]
(TO jecT, eCTeTCKO-IIepLeNTBHO]) ¥ BU3YeNIHOj/DUTypaTUBHO] AUMEH3UjN.

Buneo-urpe, kao mro cy cepujan S.T.A.L.K.E.R. n Fallout, xopucre UepHodup kao
VIHCIIMPAIMjy 38 MOCTAIIOK/IMIITUYHE CBETOBe, cuMOom3yjyhu omacHocTu op 3arabe-
1), pajyjalyje 1 APyMTBEHOT Kojarca. OBe Urpe 4ecTo MPUKa3yjy YepHOOM/BCKI I1ej-
32K Ka0 MECTO MMCTEpPHje U OTIACHOCTH, a/IM U KA0 MECTO I7ie UTPady MOTY MCTpaK1Ba-
TV CKpVBEHe TajHe M CyoyaBaTy ce ca MopaaHuM aunemama.'’ Taxobe, cexrakymapHo
VIHTepeCcoBame Urpaya MIMPOM CBeTa JOIPUHETIO je pa3Bojy Typu3Ma y 30Hu YepHOOU-
7ba, jep BUJI0-UTPe OPaKaBajy CTBAPHY apXUTEKTYPY 4epHOOM/bCKE 30HE MCK/byderba
(The Chernobyl Exclusion Zone — CEZ) v OCIe{IHO CTUMY/IMIITY MOTHUBAIIN}Y U MICKY-
CTBO JbYZU KOju mocehyjy wim ere fja moceTe IOKaIjy.

DoTo-MHCTaNIALYje M YMETHNYKY IIPOjEeKTH Ca je3UBMM MOTMBMMA, KOjU 4eCTO KO-
puCTe CIMKe HAMyIITeHNX odjeKaTa, 3araheHe mpypozie M MyTUpPaHNX CTBOpPemba, TOfIaT-
HO I10jayaBajy meprueniyjy YepHodmpa Kao MecTa Koje ofpakaBa KOMEKTUBHYU CTPax 1
Teckody. OBe yMeTHMYKe GopMe YecTo MMajy U KpUTUUKy GyHKImjy, noncehajyhn Ha
OIIACHOCTY T€XHOIOUIKOT HaIlpeTKa 1 /byficKe aporanuuje. Enmucremornonka kpusa 3a 4o-
BEYaHCTBO, 13a3BaHa HyK/IeapHOM KaTacTpodom, JoBea je 10 T0jaBe MOCTIYEPHOOM/BCKE
YMETHOCTH, YMETHOCTY IIPUXBATamba I MOPHIAaba, YMETHOCTU (PM3MUKe 1 eMOLVIOHATHE
TpayMe, YMETHOCTH Koja je cMOO0/30BajIa OATOBOPHOCT YOBeYaHCTBa 3a dypyhHocrt. 2

° HBO,2019. Chernobyl, TV mini series. zoctymnHo Ha: https://www.imdb.com/title/tt7366338/
1% Erhart, T. (2023) Influence of the work of Svetlana Alexievich on the TV series Chernobyl, 11.
Simpozij mladih slavistov - Philoslavica 2023; foctymnHo Ha: https://www.researchgate.net/pub-
lication/397017507_Influence_of the_work_of Svetlana_Alexievich_on_the TV _series_Cher-
nobyl; Schmid, S. (2020) “Chernobyl the TV Series: On Suspending the Truth or What's the Ben-
efit of Lies?” Technology and Culture 61. 1154-1161. ITpucrymwnero 14.02.2026.

' Banaszkiewicz, M. Duda, A. (2019) To be a S.T.A.L.K.E.R. On architecture, computer games
and tourist experience in the Chernobyl Exclusion Zone book: Tourism Fictions, Simulacra and
VirtualitiesPublisher: Routledge Taylor & Francis Group; DOI: 10.4324/9780429278952-11

2 Chushvaha, H. (2020) Memory, Trauma, and the Maternal: Post-Apocalyptic View of the
Chernobyl/Chornobyl/Charnobyl Nuclear Disaster East/West: Journal of Ukrainian Studies (ew-
jus.com) ISSN 2292-7956, Volume VII, No. 2 (2020) DOL: https://doi.org/10.21226/ewjus608.
[Ipucrymmpeno 10.02.2026.
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YEPHOBM/bCKA KATACTPO®A M IMCKYPC BE3BEJHOCHE KY/ITYPE
Y KIbVDKEBHOM JIENTY CBETTIAHE AJIEKCUJEBMY

Crncak mydnukaryja Koje okymasajy ga odjacHe u onmiy karacrpody y Yepro-
dwby n meHe mocnefuIe je BeoMa Ayradak. Buime ayropa je IOKyIIamoO Ja HarpaBu
pemosuTOpujyM nzadpane nurepatype’’ Wam y caMOCTATHMUM IIperIefHUM TeKCTOBU-
Ma WM Kpo3 IpojeKTHe aktuBHOCTI'. Takobe, nako msmasu 13 okBupa oBOI TeMaTa,
3HAYajHM Cy ¥ TEKCTOBM KOjU YKa3yjy Ha Be3y HayKe, IPyLITBA M XMBOTHE CPeIMHE U
VICTIUTY]y KOMIMKO je KOPJMCHO YK/bYYUTH 4ePHOOM/BCKY KaTacTpody y 4acoBe IPUPOH-
HMX Hayka. Haume, BaXHO je IMXOBO YK/by4dMBatbe Y OKBUPY IIKOICKMX ITPOrpamMa ca
KpajibUM IWbeM Ja ce Hal)e HauMH Jja ce Mjieje MOIYT PaiiOaKTUBHOCTY, €KOIOIIKOT
eekTa 1 MOPAIHOT JJOHOIIEHA OfTyKa MCKOPUCTE [ja ce 0d0/blla Hay4yHa MICMEHOCT,
KPUTUIKO PasMUIIbAbe I MOPATHA CBECT YYeHMKa. "

Pazapame peakropa y YepHOOM/BY cMaTpa ce K/byYHUM forabajeM Koju je ompenyo
He camo cynduHy Cosjerckor Casesa, Beh 1 r1odanny nepueniuyjy HykneapHe desdeq-
HocTu. ITopey TeXHMYKNX acmeKaTa, 0Baj gorahaj je mocrao cuMOO/I MOUTUYKOT Hey-
CIiexa, OIaKe OMpOKpaTyje ¥ HeloCTaTKa TPAHCIAPEHTHOCTH, LITO je JOFATHO II0jauyaHo
y 3amafHUM KynTypHuM HapaTtuByMa. Paciag Cosjerckor CaBesa, KOju je yCeano metr
TrOJ[1IHAa HAKOH KaTacTpode, 4eCTO ce aHaMM3Mpa Kao AMpPeKTHA MMIUIMKAIVja IPYIITBe-
HIIX ¥ eKOHOMCKMX IOC/IeINIIA 4epHOOW/BCKE KaTacTpode, IITO je YMHMY jOII CTIOKEeHM!-
jUM M BUILIECTIOjHUM (PEHOMEHOM Y KY/ITYpPHOj MMarnHanuju.'s

Y TpeHyTKy Kaja je U3BpII€HA PycKa MHBasyja Ha YKpajuHy U 3ay3eTa HyK/IeapHa
elleKTpaHa 3amopoxje, Hajseha Ha cBeTy, y Mapty 2022. rofyHe mpeTBopwmwm cy Yep-

B Neal, A. Jamie, H. (2022) After Chernobyl: Welsh Poetryand Nuclear Power, Literaturee>History,
Vol.31(1) 70-88

* TIpojexar ,Cehamwe Ha UepHOOWD y KIIDKEBHOCTM M UKLV CBeIOKa M3 YKpajuHe,
Benopycuje u Pycuje” (The memory of Chernobyl in witness literature and fiction from Ukraine,
Belarus and Russia) mpoydaBa cehame Ha kaTacTpody y UepHOOMBY U KEBVDKEBHOCTU U
6enerpuctuiy objapbeHoj y benopycuju, Ykpajuru u Pycuju, TokoM nepyuopa o 25 rofiiHa O
1986. o 2011. rogune. Insb mpojexra je 610 [1a ce UCTPaXKM KaKo €y ce Tpoljecu cehama HaKOH
HyKJIeapHe KaTacTpode y KIbIDKeBHOCTY TPU MCTOYHOCTIOBEHCKE 3eM/be IPOMEHMIIN TOKOM OBOT
Tepuoyia, moce6Ho y Besu ca pacnaiom Cosjerckor Casesa y fenem6py 1991. rogune. Manmpasn
Cy 1 IIpOy4aBaH!U MOTUBI KOjU Ce IOHAB/bajy, MUTOBI, IIACKHe, opebema, cumbonu, MeTadope,
U3pasy eMoLMja U TpayMaTuyHa cehama, ca IIOIa3HOM TAauKOM Y IIUTamby YIOre HOjefyHLA Y
COBjE€TCKOM U IIOCTCOBj€TCKOM BPEMEHY. Y KOMIIAPATUBHO] CTYAWjU UCIUTUBAHE Cy PA3IIMKeE U
cmyHocTy usMeby muckypcea cehama y Ykpajunn, benopycuju u Pycuju. Cryznuja je BaxkHa, jep
ce 0aBM KOJIEKTMBHOM MCTOpuorpadujoM HykieapHe KaracTpode y UepHoOwsby, 1TO paHuje
Huje 3abenexxero. Bugern: Lindbadh, J. (2014) Chernobyl as the beginning of the end of the
Soviet Union, Baltic Worlds 1, pp 4-12. https://balticworlds.com/wp-content/uploads/2014/04/
PDF-Lindbladh-Chernobyl.pdf. [Tpuctymmeno 10. 02.2026.

5 Kotsis, K. T. (2025) Incorporating Chernobyl fallout into science education. Journal of
Mathematics and Science Teacher, 5(4), em088. https://doi.org/10.29333/mathsciteacher/16860.
16 Bodhana K. B. (2016) The Role of Chernobyl in the Breakdown of the USSR, Armstrong Under-
graduate Journal of History: Vol. 6: Iss. 1, Article 5. DOI: 10.20429/aujh.2016.060105; zocTynHo Ha:
https://digitalcommons.georgiasouthern.edu/aujh/vol6/iss1/5?utm_source=digitalcommons.geor-
giasouthern.edu%2Faujh%2Fvol6%2Fiss1%2F5&utm_medium=PDF&utm_campaign=PDFCov-
erPages. IIpucrymmeno 10.02.2026.
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HOOWB y mo3uB Ha Oyheme 3dor cTpaxa of jour jenHe excrosuje. OBy 3adpUHYTOCT
13pa3no je reHepaHY AypekTop MehyHaponHe areHiuje 3a aTOMCKy eHeprujy, Padaen
I'pocu (Rafael Grossi), myTeM mocedHMX pe3onyinuja Koje je AreHuuja goHeIa TOKOM
2022. ropgyHe, Kao U KacHUje, a M0CeOHO HAKOH II0ceTe MOCTPOjerbyiMa KpajeM aBrycra
ucre roguse.” V3 Biie Kpyroa ce Haroseintasa ia Su morma dutu Beha karacrpoda
op, Yeprnodwmpa. ,,Pycuja edrkacHo KOpuCTU HyK/IeapHy e/IeKTpaHy y 3aIlloposKjy Kao
YHaIIpeJ| MO3UI[IOHNPAHO HYK/IeapHO Opy)Kje [a Oy IpeTmaa u 3acTpalinia He caMo
Yxpajunne Beh 1 Mmunnone EBporypana y fecerak 3emapa’, Hammcana je Mepu I'maniy
(Mary Glantz ), Bumu caBeTHUK 3a Pycujy n EBpornry y AMepiykoM MHCTUTYTY 32 MUP
(United States Institute of Peace — USIP), HAKOH pycKe OKyTIalluje HyK/IeapHe e/leKTpa-
He." YkpaTko, UepHOdWPp M3a3uBa JONA/bUBOCT, Al U BeJIMKY 3adpMHYTOCT, Y3He-
MMPEHOCT, jep je Beh cBuMa jacHO #a ce cBeT Kpehe ka Tayky de3 MOBpaTKa y 3alITUTH
dynyhHocTy yoBewancTBa. V3 Tor pasnora u moTpeda fja ce ypajy 1 HapaTUBHA aHA/IN32
IUCKypca Oe3defHOCHE KYNType Y KibIDKeBHOM fieny CBeTmaHe AJIeKCHjeBI.

Kruxncesnu otiyc Ceeitinane Anexcujesuy

Benopyckuma Cermana Anekcujeud je 112. naypear Hodenose Harpafe 3a KebJkeB-
HOCT, KOjy je modua 2015. roiiHe, a OCHM II0 CBOjUM IIPO3HMM Jie/MMa, II03HATA je 1 110
VICTpaXXMBaYKOM HOBMHAPCKOM pajly 1 MICamby CIieHapHja 3a JOKyMeHTapHe (QuIMoBe.
3ampaBo, HbeHa Kapujepa je 3aroderna HOBMHAPCKIM aHTKOBAeM Y BUIIE JIMCTOBA Ja
d1 y jemHOM TpeHYTKy modena NpUKyIUbake rpabe 3a cBOje IpBO fiefo ,,Par Hema >xeH-
cko /e’ (1987), 3acHOBaHO Ha MHTEPBjyMMa ca >KeHaMa Koje Cy ydectBoBaie y [Ipy-
TOM CBETCKOM paTy. Tum fenom AjekcejeBNd je oTIOYeNa LVKIYC I macosu yronuje”,
y KoMe je omucana xuBot y Cosjerckom CaBesy Kpo3 nepcrieKTuBy nojeusiia. Kaxo je
Ha noperm Hodenose Harpage y odpasnoxemy IlIBencke akafemuje HarmaneHo: ,, Kopu-
crehy usyseraH MeTOf| — MXK/BUBO YKIOIU/bEH KOJAX JbYACKMX I71aCOBA — AJIeKCHjeBUY
IpoAyd/byje Hallle pasyMeBarbe YMTaBe epe’ U IpeMa pedrMa IpBe XKeHe Ha (YHKIV-
ju cexperapa IlIBencke akagemuje Cape [lanuyc (Sara Danius) meH paj ce Tide ,Heder
decKOHAaYHOT KOjMM je Mamypasa AyIly COBjeTCKOT 11 IIOCTCOBjeTcKor Hapopa.”? Crenu
zeno ,,Jledany op unHKa” (1991) Kojy 4nHe Ipyde Majki Koje Cy U3rydusie CBOje CHHOBE y
paty y ABraHNUCTaHy U ,3a4apann cmphy” (1993), mocseheny npodnemy camoyducTsa 3a
BpeMe OIITPUX IPYLITBeHNX pomeHa y dusiiem Cosjerckom Casesy. Hakow ,,Imacosa
u3 Yeprodwpa” (1997) koja joj je mOHeTa CBETCKY C/IaBy, 0djaB/beHa y YeTUPY MIINOHA
npuMepaka, odjaBuia je u poMaH ,,Ilocmenmsn cefory” (2004), aup/pyBa CBETOYAHCTBA

7 TAEA, (2022). The safety, security and safeguards implications of the situation in Ukraine
(GOV/2022/17, 58,711 GOV 2024/18).

8 Glantz, M. (2024, March 11) Ukraine War Takes a Toll on Russia. United States Institute of
Peace. Retrieved October 21, 2024, from https://www.usip.org/publications/2024/03/ukraine-
war-takes-toll-russia.

1 Prabhu, K. G. (2023) Svetlana Alexievich: Voice of the Oppressed People, International Journal
for Multidisciplinary Research (IJFMR), Volume 5, Issue 1.
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YEPHOBM/bCKA KATACTPO®A M IMCKYPC BE3BEJHOCHE KY/ITYPE
Y KIbVDKEBHOM JIENTY CBETTIAHE AJIEKCUJEBMY

u3 JIpyror cBeTCKOT pata, /byau Koju cy Taga dum fera. Toxom 2013. ronuse, 0djaB/beHo
je meHo peno Time Second Hand, rae je TemaTnsoBan mpodieM yTuiiaja ucTopuje pasHmux
IpkaBa Ha CBeCT lweHuX rpahana y mporecy popmupama GpeHoMeHa ,,COBjeTCKOT Y0oBe-
Ka’, a KOja je MCIIMTUBasIa Hacehe koMyHn3Ma HakoH pacraja Cosjerckor Casesa.

Ibene kmure cy nmcane y MaHUpy JOKYMEHTapHe IIPO3e, IpeBefieHe Ha 45 jesyKa 1
odjaB/beHe y 47 3emarba, 3a Koje je oduna u dpojHe Kib¥KeBHe Harpafe y CoBjeTckoM
Casesy, Pycuju, anu u Ha mmpem miany. [lakne, amepndky Harpagy Hanmonansor xpy-
ra KiIDKeBHUX Kputidapa (2006), Harpagy Angelus 3a cpefilOeBPOICKY KIbVKEBHOCT
(2011), Harpazy 3a Mup Hemauke Kibypkape (2013), Harpazy 3a HajOO/bY KIBUTY TOAMHE
¢dpaHIycKOT KB IDKeBHOT yaconuca Lire 3a kwury “Time Second Hand” 3a 2013. ropu-
Hy 1 MHOTe ipyre. Konauno, 2015. roguse noduja u HodemoBy Harpay 3a KisV)KeBHOCT
3a ,,BUIIEITIACHO CTBAPA/IAIITBO — CIOMEHMK CTPAJIalby 1 XePOjCTBY HallleT BpeMeHa ™. Y
CBOjMM KIbJTaMa KOPMCTU TEXHMKY NPUKYIUbaa XM/bajJe CaTi NHTEPBjya, ca /byiuMa
KOj! Cy MOXKMBEIM HeKM TeXak jorahaj mim ca BIUXOBUM IIPeXMBEIMM pobaryma u
IpHjaTe/bliMa, CTBAPAjyhu jeMHCTBEHY NPO3y Y JOKYMEHTapHOM CTIITY, KOja demexu
»EMOTVBHY MCTHHY KaTacTpodamHux gorabaja”.

Caermana AnekcujeBud je mpsa fodurauna Hodenose Harpaje y McTopuju He3aBlCHe
Benopycuje. IlocTana je npBa KibV>KeBHIIIA Ca PYCKOT TOBOPHOT IIOAPYYja K0joj je foferbe-
Ha HodenmoBa Harpayia 3a kiykeBHOCT off 1987. roguHe. ITpBy 1myT 3a mosta Bexa Harpajia je
Jiofie/beHa TICITY KOjy IIPBEHCTBEHO Pajiyl Y KaHPy IMyONUIMCTIKE Vi IPBU ITyT Y UCTOPHU;H,
HodenoBa Harpaza 3a KiIDKEBHOCT JOfie/beHa je MpodecnoHamHOM HoBuHApY. OmrydHa
Jla yXBaTy 1 cauyBa CYIITHHY YOBEYAHCTBA 13 IIPIYA OHMX KOju Cy IpoxkuBen porabaje,
Koju cy odrmkoBany ucropujy dusirer Cosjerckor CaBesa 1 JaHaume beropycuje, Aex-
CUjeBIYEBa je CBOj 3aHAT JOKVB/baBa/Ia KA0 KIbVDKEBHY YMETHOCT KOja ofjpakasa dopdy 3a
VICTVHY, [IOCTOjaHCTBO U camoronroBame.” OdjacHnna je To Ha cneehu HaunH:

»OBaKO UyjeM M BUIMM CBET — Ka0 XOP I0jeMHAYHNX I7TaCOBa 1 KOMaXX CBAaKOJI-
HeBHUX leTaba. OBako QyHKIMOHNIIY Moje 0Ko 1 yxo. Ha oBaj HauuH ce caB Moj
MEHTA/THI ¥ eMOLMOHA/IHY IIOTEHIMja OCTBapyje y moTnyHoctu. Ha oBaj Hauun
MOTy UCTOBPEMEHO OMTM INCal], PerIopTep, COIMOIIOT, TICUXOJIOT U HPOIOBEf-
uuk” (The Nobel Prizes, 2015).

Y cBOM pajly TpaKIIa je KIIVDKEBHM MeTof Koju O joj omoryhmo Hajdmmke mMory-
he npndmmxasame cTBapHOM X1BOTy. Kako je 1 0djacHMIa y HEKMM CBOjUM M3jaBaMa
,»CTBapHOCT Me je OflyBeK IIPMBJIAUIIa K0 MAarHeT, Ha HeK) HAauVH je My4WIa ¥ XUITHO-
THCaMa”, Kerea je /ja 3adeIeXXy Ha TPy U 3aTO je IPUCBOjUIIa 0Baj KaHP CTBAPHMX
JbYICKUX I71aCOBA VI MICIIOBECTH, MICKa3a CBeJOKa 1 JOKyMeHaTa.

% The Nobel Prizes (2015) Published on behalf of The Nobel Foundation by Science History Pub-
lications/USA, division Watson Publishing International LLC, Sagamore Beach, 2016; foctymHo
Ha: https://www.nobelprize.org/prizes/literature/2015/alexievich/biographical/. ITpucrymmeto
23.02.2026.

1 Serafin, R. S. (2026) Svetlana Alexievich, Belorusian journalist and prose writer, Britannica, gocrymHo
Ha: https://www.britannica.com/biography/Svetlana-Alexievich. ITpucrymwseno 23. 02. 2026.
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I'nacosu u3z Yeproduma

CseraHa AjleKcHjeBUY je CTBOPWIA >KaHp KibIDKeBHe Hedukuuje (koMOMHarmja
eneMeHaTa denerpucTuke u pakrorpaduje) Koju je y HOTIYHOCTM CBOjCTBEH 0] Kao
mucny. Kao ayrop ,poMaHa rmacosa”, pasBijaia je 0Baj >KaHp KPO3 KEbUTY 32 KIBJITOM,
CTaJTHO ycaBplIaBajyhy ecTeTuKy cBoje JJOKyMeHTapHe Ipo3e, Koja ce 3aCHNBA Ha CTO-
TMHaMa UHTepBjya. IbeHa BemTnHa y ToMe joj je omoryhmia ga npermhe opurnnanze
I/IaCOBe CBOjMX cydjeKkaTa y YMEeTHUYKM M3pa3 Aylia.

»CBeT BUAMM Kao I7TacoBe, Kao doje, Takopehn. VI3 Kibure y KBUTY ce Memaw,
Membajy ce CyQjeKTH, amy HapaTiBHa HUT ocTaje ucTa. To je HapaTuBHA HUT JbYAU
Koje caM ymosHana... Ca XmpajiaMa I71acoBa MOTY Ia CTBOPMM — TEIIKO OVCTe TO
MOI/IY HasBaTHU CTBapHOIINy, jep CTBAPHOCT OCTaje HEJOKY4MBa — CIUKY CBOT
BpeMeHa, CBoje 3embe... CBe TO YMHY HEKY BPCTY Majle eHIVK/IONeNyje, eHIN-
KJIOTIeflvje Moje TeHepaluje, bYAu Koje caM yrnosHana. Kako cy sxusenn? Y mra
cy Bepoanu? Kako cy ymupasmu u Kako cy ydujamm? VI KOIMKO Cy TEIIKO TPaxu-
mu cpehy, a a nmu cy je ycnemu yxsatutn?” (The Nobel Prizes, 2015).

IIpencraspameM I/1acoBa 13 YepHOOWba, IpYKa3asa je JKMBOT OOMYHIX /bYAM OOMIHOT
JlaHa, a OTIeT YKa3ajIa ¥ Ha MHOTO TajHN, KOje TeK Tpeda fja ce OTKpIjy, IPOUnTajy, jep Yep-
HOOWB je, IpeMa pedyiMa caMe ayTOpKe, VI 3aTOHETKA 1 1133308 3a /IBajieceT U IPBYU BEK .
[Topen dpojHMX M3a30Ba Be3aHMX 3a UCOIOTH}Y, PEUTHjY, TOMNTHUKY, dyAyhHOCT fOHOCK
VI IpyTe 13a30Be, KOji MOTY OUTH jOII CBMPEINj!, TOTA/INTAPHIjH, A/l TPEHYTHO CKpUBe-
Hu. [lorahaj xoju je odemexuo Hoh 26. anmprta 1986. rofyHe yBeo je CBET y HOBY PeaHOCT,
KOja je y TOM TpeHYTKy, He CaMO M3HaJl I0TaJjallliber 3Hamba, Beh 1 M3HaJ YOBeKOBe MallTe
ca OKM/IAaHNM Be3aMa BpeMeHa.”> Kako je AynekcujeBud 0djacHnna, ,,IPOLIIOCT je MOCTaIa
decriomohHa, Ha Iy ce BIIIIe HIfje MOIJIO OCTIOHUT, jep Y cBe3HajyheM apXuBy YoBe4aHCTBA
HUje Ce HAIlao K/bYY Ia OTBOPY Ta BpaTa’, JaKile, 1a 00jaCHI OHO IIITO Ce JOTOIO.

»CBe IITO HaM je TO3HATO O y)KacuMa M CTPaxoBUMa BMIIIE Off CBeTa Besyje ce 3a
pat. Crarbunos I'YJIAT n AymBun HemaBHe cy TBopeBMHe 371a. VcTopuja je yBek
dwma vicropuja patoBa u BojckoBoba, 1 par je du0, 1a TAKO KaXKeM, Mepa CBUX y)Ka-
ca. 3ato /by dpKajy mmojMoBe paTa 1 Karactpode...Mu cMo y UepHod1by Bumemm
CBe 3HAKOBE paTa: MHOTO BOjHIKa, €BaKyallujy, OcTa/beHa ormuita. [lopemehen
TOK >k1BOTa. VIH(OopManuja 0 UepHodWbY y HOBUHAMA CACcTOjU Ce Off CAMUX part-
HIX BOjHIX M3pa3a: aToOM, eKCIINI03Mja, Xepoji...V To oTexxaBa cXBaTarbe UMIbEHNIIE
Jia Ce HaIasyMO y HOBOj ICTOPUjHL...II0YEJIA je MCTOpMja KaTtacTpoda... A/t Y0BeK He
K€M Jla MUCIIY O TOME, 3aTO IITO HUKafla O TOMe HMje MUC/INO, KpUje Ce 1133 OHOTa
IITO My je TosHaTto. VI3a mpormtoctu. Yak u ciomenuim xepojuma YepHodmmba
nde Ha oHe paTHe...” (Aleksijevi¢, 2016:39).

»I macosu n3 YeprHodmma” wmn ,, YepHOdIM/bCKA MOMUTBA”, KAKO ITTACK CPIICKY IIPEBOT,
TIpeJiCTaB/ba YCMEHY VICTOP)Y HyK/IeapHe KatacTpode, Koja Hitje caMo ucropuja sorabhaja

2 Aleksijevi¢, S. (2016) Cernobiljska molitva - hronika buduc¢nosti, Laguna, Beograd.
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1 YnmeHnIR, Beh ucropuja /mypckmx ocehama, maxte, mTa Cy /byay MUCTUIN, PasyMe-
JIU U IAMTWIN TOKOM Jiorab)aja, y 1IITa Cy BepoBajy MM 4eMy HIUCY BEpPOBaIN, KaKBe Cy
uIysuje, Hajie ¥ CTpaxoBe HoXXuBenu. Jlanac, Kaja Cy YOBeK ¥ CBET IIOCTa/Ii BULIECIO)-
HJ ¥ Pa3HOBPCHU, TOKYMEHT Y YMETHOCTM IIOCTaje CBE 3aHMMIbUBM)jH, JOK CE€ YMETHOCT
Kao TaKBa 4ecTo Mokasyje HemohHom. CBeTaHa AJIeKCHjeBMY CMATpa Jja HaC TOKYMEHT
npudIIbKaBa CTBAPHOCTH, jep Oe/leku 11 YyBa OpUTHMHATIE, @ BeH BULIETOAMIIY Paj] Ha
JOKYMEHTapHO] IIPO3M je II0Ka3a0 Jla YMETHOCT HMje yCIlesla [ja pagyMe MHOTe CTBap O
JbygyMa. YIIPaBo 3aTo Ce 1h0j Oflaje IIPU3HaIbe, K0 ayTOPKM Koja je pajuia UCK/bYIMBO
ca >KMBUM JbYAMMA, OOMYHIM II0jeIMHIMMA 1 KPO3 Ulje je I7TacCoBe OCBET/INIA UCTOPH)-
CKe Kpu3e. VIako y ieHOM JiefTy JbYACKM I7TACOBY TOBOPE CaMI 3a cede, OHM YjeIHO LIajby
IIOpYKe — [7IacOBe HOBUM TeHepanyjaMa o YepHodmmby, kao madoparopuju dysyhHocTH,
KOja je OTIacHa, MHTPUTAHTHA, KOjy CBET jOII He Moxe ody3aaty, jep nsMelhy ocrasor, Yep-
HOOWM je YHMIITIO KOHLENTe /JAIeKOT 1 d/icKor, faHanmmber u dyayher.” ,,I[macosu n3
YepHOSM/BA”, TOCTTY>KIIN CY U 32 OTKPUBaIbe elleMeHaTa de3deJHOCHe KynType KOjii MOTy
noMohu 1a ce pacBeT/ Kako ce de3deTHOCHA Ky/ITypa KOHCTPYUIIe, TIPEHOCH 1 Merba Y
IPYLITBEHOM U MHCTUTYL[IOHATHOM KOHTeKCTy UepHOdMba.

C od3upom Ha To fa ,I'macoBu n3 YepHoduspa™ HMUCY caMO CBEJOYAHCTBA O TIOje-
AVHAYHUM MCKYCTBUMA, Beh ¥ C/I0jeBUTV HapaTMBY KOjU ORPAKaBajy MIMPY CIUKY
IPYUITBEHNX VM MHCTUTYIMOHATHNX OHOCA IIpeMa PUSMKY M KaTacTpOdM, OHM IOCTa-
jy K/by4HM M3BOPU 3a pasyMeBame McKypca de3denHocHe KynType. Kpos oBe rmacose
MO>KEMO YOUMTI He caMo eMonuje u cehama, Beh 1 odpaciie pasmuirbama, HOpMe 1
BPeJHOCTH KOje OdIVMKYjy HauiH Ha KOjy PYLITBO, MHCTUTYIIMje U MOje[UHIV OfiTOBa-
pajy Ha IpeTHbe 1 13a30Be. YIIPaBO aHaIN30M OBMX HapaTuBa OTKPUBA ce KaKo ce Oe3-
deHOCHA KyNTypa KOHCTPYMIIE, IIPEHOCH U MeHha Y KOHTEKCTY KatacTpode, Te Ha Koju
HaulH ofipeheHe MOpyKe, BepoBama I IIpaKce IPOANPY Y APYLITBEHY CBECT ¥ OOIMKY]y
IOHAIlIabe Y KPU3HNUM CUTyalMjaMa. Y HAcTaBKy heMmo fieTa/bHUje pa3MOTPUTH KaKO
IIICKYPCH 113 OBOT POMaHa OCBET/baBajy efleMeHTe de3de[HOCHe KYType 1 BIXOBe Y/Io-
re y o0/IMKOBamby afleKBaTHOT OIrOBOPA Ha KaTacTpody.

Huckypc desdegrocHe Kyniiype

JIIMCcKypc ce y 0BOM KOHTEKCTY OGHOCH Ha CKYII je3VYKNUX NTPAKCH, U3pasa, HapaTu-
Ba U 3HauUeba KOju OOIMKYjy U pep/IeKTyjy HauMH Ha KOju ce, omyT de3demHOCTH 1
desdeHOCHA Ky/ITypa KOHCTpyMILe 1 IepIUINpa y APYLITBY, OpTaHU3ALVj U WIIN KO
nojegnHana.* To je HAuUMH Ha KOju ce TOBOPOM U TeKCTOBMMA IIPOM3BOAM, OfpXKaBa
Y Mea pasyMeBame 0e30eJHOCHMX BpPeJHOCTY, HOPMI, MIAEHTHUTeTa U Ipakcu. Juc-

» Hcro.

# Dunmire, P. (2012) “Political Discourse Analysis: Exploring the Language of Politics and the
Politics of Language”. Language and Linguistics Compass 6/11, 735-751. https://compass.on-
linelibrary.wiley.com/doi/abs/10.1002/Inc3.365; MacDonald, N. M. Hunter, D. (2019) The Dis-
course of Security Language, Illiberalism and Governmentality, Palgrave Macmillan Cham, DOL:
https://doi.org/10.1007/978-3-319-97193-3. IIpuctymwseno 20.02.2026.
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KypcC YK/bydyje CBe JTMHTBUCTUYKE ¥ CUMOONMMYKe HauMHe Ha Koje ce de3demHOCHA
KYATypa IpeficTaBba M MHTepIperupa y ofpehenom xonrekcry. Ca mpyre cTpane,
HapaTMBHA aHA/INM3a je METOJOJONIKN IIPUCTYI KOju ce (GOKycHpa Ha IpoydaBarbe
Ipyya, HAPATUBA I IUXOBUX CTPYKTYpa YHYTap ANCKypca.” OHa aHa/MM3Mpa Kako ce
Ipude KOHCTPYMILY, KOje TeMe U IIOpyKe IIPeHoce, KaKo ce IMKOBM 1 forahaju mpep-
CTaBJbajy, !l KaKBe MJIEHTUTETe V/IM 3Haueha CTBAPajy WM OAp>KaBajy. Y 0BOM papy,
Vb je 8110 pasyMeTy KaKo HapaTusy OdNUKYjy U pedekTyjy desdemHoCHe IUCKYp-
ce, Te KAaKO OHM yTUYY Ha IepIleNiuje u Ipakce desdeHOCHe KynType. [InHaMmyHa
VHTepaKIVja n3Mel)y HapaTuBHe aHa/IN3e U CTyAMja de30eTHOCTY HIje TOTIYHO HOB
npucryn. Kopuctu ce 3a mpahemwe mpakcu kpos koje oapebhene nperme HacTajy u
II0CTajy pasyM/byBe Kao de3defHOCHN 1podieM, ucnutyjyhu ykpydeHe akrepe, mo-
TUTUYKe, amu 1 de3deTHOCHe cTaBOBe Koje MIPOMOBUIIY U MOJMTUYKE OILije Koje
JeTUTIMuUIIy.*

Ila ducMo pasymenn 1mTa je AUCKYpC de3defHOCHE KyaType, HOTpedHO je 1 I0jacHN-
TI caM KOHIIeNT de30eHOCHe KynType. Y MHOIITBY flepMHULINja de30eTHOCHE KYIType
MOJKe Ce U3JBOjUTI OHA KOja MMa OIILITHjY KapaKTep 1 KOja Cé MOXKe IIPEICTaBUTH Kao
»00pasal] OCHOBHIMX IPETIOCTABKY, BPEJHOCT, HOPMI, IIPaBI/Ia, CUMOOIIA 11 BepOBa-
Ba CrenMPNIHNX 32 KOHKPeTHEe eHTUTeTe, KOjU YTUYy Ha HA4MH Ha KOjU OHU JOXKM-
B/baBajy M3a30Be, MOTYNHOCTH /WK TIpeTHe y OKPY>Kery, Kao ¥ Ha HaYMH Ha KOju
ocehajy u pasmmIbajy o de30eTHOCTI U ¢ TUM IIOBE3aHM MOJIe/IM TIOHAIIAbA 1 Je/I0-
Bama . Kako Ou dokyc 8110 KOHKpeTHO Ha IojenHILy, de3deTHOCHA KYNITypa ce MOXKe
IeMHMCATY KaO: ,CeT IMPETIOCTaBKY, CTABOBA, CHCTeMa IIpaBIIa U MOHAIIama Koje
TI0je/IVIHAL] yCBaja y Be3M ca cBojoM MmyHoM de3depHomihy u curyprouhy, a Koju yrudy
Ha TO KaKO NepLUINpa, pearyje U yrpasba de30eTHOCHUM PUSMIVIMA U IpeTHaMa y
CBOM CBaKOJHEBHOM XXMBOTY .**

Cae meduHMIMje de30efHOCHE KY/IType YK/bYUYjy elleMeHT IepIieniiyje pu3uKa W
OITACHOCTH U TY je 3aHMMJ/BMBO TyMaueme U odjallliberbe 3alTO KyAType HarlalaBajy
oxpebhene pusuke, a UCK/bYUYjy pyTe, T/ie Ce HAaI/allaBa U Aa ,CBAKM OO/IUK APYIITBe-
HOT XXIBOTA MIMa CBOj MopTdommo pusnka’.” Hanme, ayropu kmure ,,Pusuk n xynrypa”
(Risk and Culture) cMaTpajy #a je HEOIXOIHO ,TOTATHO 3Hame JAa OUCMO pasyMenn
pu3MKe ca KojiMa ce CyouaBaMo, jep Opoj Moryhiux onacHOCTH je SecCKOHaYaH 1 ,TIOIITO
HJKO He MOXKe JIa ce I03adaBy CBYMM OIIACHOCTMMA, MOpA Ce YCIIOCTAaBUTYU HeKa BPCTa

» McLeod, S. (2024) Narrative Analysis in Qualitative Research, Simply Psychology, noctymto
Ha: https://www.researchgate.net/publication/381926283_Narrative_Analysis_In_Qualitative_
Research DOI:10.13140/RG.2.2.30491.07200. ITpuctymmeHo 20.02.2026.

* Arkan, Z. (2025) “Narrative analyzis and Security Studies” in European Security and Hybrid
Threats — A Narrative in the Making, Springer.

¥ Cieslarczyk, M. (2010) Culture of security and defense. Siedlce: Akademia Podlaska p. 210.
# Stanarevi¢, S. Mitrevska M. Brsakoska B. J. Spasov A. (2025) National Security Cultures - A
View From The Balkans, Friedrich Ebert Foundation, office Skopje. p. 52.

¥ Douglas, M. Wildavsky, A. (1982) Risk and Culture: An Essay on the Selection of Technical and
Environmental Dangers. Berkeley: University of California Press.

1CynTypA




YEPHOBM/bCKA KATACTPO®A M IMCKYPC BE3BEJHOCHE KY/ITYPE
Y KIbVDKEBHOM JIENTY CBETTIAHE AJIEKCUJEBMY

npuopurera Meby muma”.* Yipux Bex je Harmacno, roBopehn o apymTBy pusuka, ga
He IIOCTOjU Pa3/MKa y KlacaMa MM MMYHUTET Off PU3MKa, Te Ja MHAYCTPUjCKO ApY-
IITBO NTPOU3BOJY PU3MKE KOjJi MOTY Pe3yNTOBATH ,CAMOYHUIITEHEM YKYITHOT )KUBOTA
Ha 3eM/bM Yera MHOTM jOLI YBEK HICY Y MOTIYHOCTU cBecHM . O caMuM eneMeHTH-
Ma desdemHOCHE KynType mocToju Takobe Buure npucryna. Hajdmku onome xoju he
ce mpukaszaTu y oBoM Tekcry jectre Huk ITuion (Nick Pidgeon) xoju cmatpa na des-
demHOCHY KynTypy Tpeda pasMaTpaTu Kpo3 elleMeHTe, Kao LITO Cy ,HOpMe U IIpaBuIa
IIOCTYIIakba Ca PU3MKOM, CTAaBOBU Y TOIIefy de30egHOCTI U pe/IeKCUBHOCT Y IOT/Ie-
iy desdemHocHux mpakcu” . Takobe n Hemaukn ayrop Jac (Daase) uctide enemenre
de3deHOCHE KynType Kao IITO CY ,BPEIHOCTI, AUCKYPCHU U IIPAKCe, KOjU [ajy CMICA0
APYUITBEHNM aKIVjaMa VHAVBYUAYATHUX U KOTEKTHBHNX aKTepa, yCMepeHIX Ha YHa-
npebeme de3demHOCTH 1 cMamermbe HecurypHocTy . [IpyCycTBO MM N30CTaHAK OBMX
elleMeHara yIyhyjy Hac Ha IpOLieHy KOMMKO je de3defHOCHA Ky/ITypa pasBUjeHa VM
Hepa3BUjeHa, IPYCYTHA WM He, Y KOM KaIlallMTeTy 1 Ha KOjyI HauMH ce MaHudecryje, ¢
0031pOM Ha Pa3HOBPCHOCT e/leMeHaTa KOjul je MCITyEaBajy M MOTYRHOCTIM Koje IIpy>Ka-
jy BuckypsuBHe popmanyje.

Y oBOM Jieny TeKcTa, PUCTYIIA Ce [eTa/bHMUjoj aHa/IM3M JMjajiora U IojelnHaYHIX
VICKa3a 13 Kmbure ,,YepHOdM/bCKa MOMUTBA”, C IM/beM MAIeHTH(HUKOBaba 11 MHTEpIpe-
Tanuje eeMeHarta de3deJHOCHe KYNType NIPUCYTHMUX Y HapaTMBUMA CBEJJOKA M aKTepa.
Unrajyhu normassbe 1o mormassbe, POKyC je Ha pednnMa, M3pasyuMa 1 0dpaciyiMa roBopa
KOjJ1 OfIpa>kaBajy CBECT O PU3NIIMIMA, OATOBOPHOCT, HOPMe, BPEJHOCTY 11 KOMYHMKALIVj-
CKe TIpaKce YHyTap pasIM4YMUTUX APYLUITBEHNMX U MHCTUTYLMOHAIHUX KOHTekcTa. OBa
aHa/m3a oMoryhasa myd/pe pasymeBame Kako ce de3defHOCHA KyITypa KOHCTpYUIIe,
IPEHOCH ¥ Mela y YCIOBMMa KaTacTpode, Te Ha KOj)i HAYMH HAPATUBM M AUCKYPCH
0/IMKYjy KONIEeKTUBHE U IIOjeANHAYHe OfirOBOpe Ha omacHocTi. Kpos oBy cryamjy amc-
Kypca oceT/he ce cojeBn de3defHOCHE KY/NType KOjii CY YTKaHN y CBAaKO/JHEBHE pa3-
TOBOpE I CBefloveHha, 1 Ha Taj HAYMH Pa3yMeTH BeTOB YTHUIIAj Ha TOHAIIAbe 1 OJIyKe Y
KPU3HVM CUTYyalijaMa.

C 0031poM Ha OOMMHOCT came Kmure ,YepHOOM/bCKa MOMMTBA” 1 OTPAaHNYEHOCT
IPOCTOpa 32 aHA/MM3Y, GOKYC OBOT pajia je Ha HeTa/bHOj aHAMV3M jeHOT Ofje/bKa VIIN
TOITIaB/ba. Y OKBUPY Te aHalu3e, NAeHTN(HUKOBAHN Cy K/bYYHM 0OpacLyl U CTPYKType
IIICKYpCa, KOji Cy TOCTYKIIM Ka0 OCHOBA 32 pasyMeBambe IMPUX TeHEHIMja I Ka-
PaKTepMCTHKA IIeJIOKYIHOT HapaTuBa. Ha Taj HaumH, aHamm3a offadpaHor IOIIaB/ba
¥Ma QYHKINjy pelpe3eHTaTUBHOT y30pKa, UMju ce odpaciy 1 eneMeHTH de3deHOCHE
KY/IType IIpeHoCe ¥ MHTepIIPeTUPajy Y IIMpeM KOHTEKCTY KIbJTe, OfJHOCHO, KOji KaCHM-
je Mory OuTH IpMMeHeHN 1 Ha aHaIN3y IPeOCTaINX /IefioBa KibNre y HekoM dymyhem

¥ Isto

' Bek, U. (2011) Svetsko rizi¢no drustvo, Akademska knjiga, ISBN: 9788686611970.

32 Pidgeon, N. E. (1991). Safety culture and risk management in organizations. Journal of cross-
cultural psychology, 22(1), pp 129-140.

3 Daase, C. (2010) Wandel der Sicherheitskultur. Aus Politik und Zeitgeschichte, 50(9), pp. 9-16.
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papy. Ha Taj HauuH, oBaj pajj mpeficTaB/ba YBOJHY TEKCT ¥ OCHOBY 3a IIMPY aHANIU3Y
11e/I0OKYITHOT HapaTuBa.

Y HapaTMBHOj aHAM3M 3a IPOHAMAXeHme cafpKaja de3delHOCHe KyNType y KibH-
KeBHOM Jieny Koje odpahyjemo, Mory ce usgBojutn cinegehn ememeHT:

o JIMKOBM ¥ HUXOBA y/IOTa — IIOAPasyMeBa aHAN3Y TMKOBA KOjU [IPeICTaB/ba-
jy wim cumdonusyjy acrexrte de3deHOCHE KyIType, Kao MITO Cy ayTOPUTETH,
PaJiHUIIN, BOjHUIIN VIV TIOjefHIM ca cBemthy o de3degHOCTN.

o Jlujamosu u MoHOMO3M — VIcTpaxkuBame Kako JIMKOBU roBope 0 de3deHOCTH,
pusuImMa, odaBe3ama 1 0dyKama, 11 Koje opyKe IIpeHoce.

o Pagma u porahaju - Vnentuduxosame kbyyHux porabhaja xoju ofpaxasajy
WII M3a3UBajy CBecT o desdeHOCTH, Kao 1ITO cy Hecpehe, Mepe mpeBeHIMje
WIN peaKklyje Ha OIaCHOCTI.

o Cumdomu u meraope - IIpenosHaBame cuMd0Ia KOju MOTY yKasMBaTy Ha
de30eHOCHe TpMHINMIIE MM KYyITYpO/IOIIKe BPeTHOCTM Be3aHe 3a de3def-
HOCT.

o Teme u MoTuBM - YTBphuBame I71aBHKX TeMa Koje ce T4y de3deHOCTH, Ofi-
TOBOPHOCTY, PU3MKA, 11 Ky/IType 0e30eHOCTY Y OKBUPY HapaTHBa.

o Jesuk u TOH — AHa/IM3a Ha4MHA Ha KOjy ayTOP KOPUCTY je3UK U TOH Jla IIpeHe-
ce BXHOCT de30e[HOCHNUX acIieKaTa, Kao 1 CTaBOBe IpeMa 0e30eTHOCTI.

« Cser 1 okpyxeme — VcTrpaxnBame OKpyXema y KOjeM ce pajia ofBMja I
KaKo OHO OfjpakaBa JIII TIOAp>KaBa de30efHOCHY KyNTypy (HIIp. pajjHa OKo-
JIMHA, IPYUITBEHE HOPMe).

Kopucrehn oBe enemente, Moxke ce Aydbe pasyMeT KaKo KIbVDKEBHO €TI0 OCBET-
JbaBa cajipkaj 1 BpegHOCTH Oe3deHOCHe KynType y ofpehenoM konTekcry. Mebyrum,
CBe HaBEJICHO Ce MOXKe M CY3UTH Ha TPV MU YeTUPY KOPaKa, Kako OM ce I0jefHOCTaBIO
Tpoliec Koaupama. Y IpBOM KOPaKy KBaJIMTAaTMBHE aHA/IM3e MOJATaKa, HOTPedHO je
duno upeHTN(NUKOBATU K/bYYHE eIeMeHTe, LITO je TOAPa3yMeBajIo IIperyief; TeKCTa 1
denexeme CBUX IpuMepa Kojit ce OHOCe Ha 0e30efHOCHY KY/ITYpY, a KOjU YK/bYUYjy CH-
Tyanuje, MKOBe, Aujanore, cumdosne uTh. [IoToM je dumo BaXKHO IPUMEHUTI OTBOPEHO
Kopupame (open coding), IITO je 3HAYWIO Pa3BPCTATU IPYIMeEpe Y LIMPOKe KaTeropuje,
03Ha4aBajyhnu UX jeTHOCTaBHMM O3HaKaMa (,CBECT O PUSMKY , ,OTOBOPHOCT , ,IIpe-
BeHIMja”). 3aTUM je ClIe;uIo aKcujamHo Kopupame (axial coding), mo je mogpasyme-
BaJI0 KOMOMHOBAe CIMYHMX KaTeropuja y Mmupe Ipyle, Kao LITO je, IpuMepa paju,
JIMKOBY V1 BUXOBE YJIOTe, IUTYC AMjalio3y M MOHOIO3M, KOju 3ajeffHO yiryhyjy Ha mrdHe
cTaBOBe IpeMa 0e30eJHOCTH, WIN, APYTH IIpUMep, pajimbe u gorahaju mwryc cumdonu n
MeTadope Koji 3ajefHO MpuKasyjy Oe3deTHOCHe BPeHOCTI Koje Ce YUUTaBajy Y OBOM
neny. KoHauHO, CeleKTMBHO KOAMpame CIyXKI fla ce ofadepy HajBaKHMjM eleMeHTI
KOji1 Hajdospe OmmCyjy cappxaj OesdefHOCHE KY/NType, ITO MOXXEeMO BUJETH Y CIiefie-
hum npumepuma:
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o Ilepueniiuja u CBeCT O pUSKKY U OIIACHOCTH (KAKO HAPATOP V1 JIVKOBY OIIUCY]Y
4epPHOOM/BCKY KaTacTpody, mbeHe IOCTIeIULe U COIICTBeHe peakijyje Ha oIa-
cHocT. To odyxBara n ocehame crpaxa, HECUTYPHOCTI VIV HEOTIPE3HOCTH);

« OpHoc mpeMa OATOBOPHOCTM U NIpeBeHIMjY (Ha KOju HaYMH JIMKOBY TOBOPE
0 MéepaMa 3alUTUTE, OATOBOPHOCTY B/IACTU VI IIOjeINHALA U KOUKO je Ta
CBECT CKPEHO U3PaKeHa MM 3aHeMapeHa);

o Jlujamosu u jesuk Koju ogpaxana desdeHOCHe BpeFHOCTH (KAKO Ce Y MCKa3N-
Ma M3pa)kaBajy CTaBOBY O 0e30eHOCTY, HeM3BECHOCTH, MV IITeIbI Ha Me-
pama saurrute. TOH 1 u3d0p peun ykasyjy Ha KyITypoJIOLIKe CTABOBe IIpeMa
desdennoctn);

o CymO0my 1 MOTVBY KOj OffpakaBajy de3defHOCHY KyTypy (HauMH Ha KOji ce
OINCYje pajj Ha 3alITUTY, IIPYUKa3 OIACHOCTM, VIV IIPUKA3Y )KMBOTA y Iorobe-
HOj 30HM — CUMOOIM KOjJ OCBET/baBajy WM YMalbyjy BXKHOCT 0e30efHOCTH).
KoHnauHo, kpajiy 1300p y 0BOM pajly Cy3uo je K/bydHe eleMeHTe 3a KOJuparme Ha
cinenehe:

o Ilepuemmuja 1 cBecT 0 pu3MKy (Kako HapaTOPU HOXKVB/baBajy ONACHOCT U T10-
crenuiie)

« OpHoc mpeMa OTOBOPHOCTY M MepaMa 3alITuTe (Kako ce M3pakaBa CBECT O
OJITOBOPHOCTN)

o Jesux u cumdonu Koju ofpaxasajy de3defHOCHY KYITypy (Kako ce IpuKasyje
de30eHOCT, OITACHOCT U KY/ITYpa OATOBOPHOCTM)

Pesyniiattiu ananuse guckypca de3degHocHe Kynitiype

Y oBOM jieny mpyKasyjeMo K/by4He Hajlase aHalIu3e JUCKypca 13 ofladpaHor MpBOT
TnoraB/ba Kmure ,,YepHodwbcka MommTBa”, GoKycupajyhm ce Ha uaeHTH(UKOBaHE
enemenTe desdemHocHe KynType. Kpo3 TademapHy IpyKas U3[[BOjeHN Cy HajBaXKHUjU
odpaciy ¥ KOHKpeTHM IIpUMepH KOjy WIYCTPYjy IPUCYTHOCT U 0OMKOBame de3des-
HOCHIX BPeJHOCTM, CTaBOBA ¥ IIPaKCU yHyTap HaparuBa. Kaja je y muramy odum n
IydVHa aHanu3e, MaKo je Ha pacronaramy 010 oduMaH MaTepujas, 300T OrpaHNYeHO-
CTI IIPOCTOPA, OAHOCHO 00MMa TEKCTA, HUCY Ce MOI/IY IIOKPUTY CBY aCIIEKTH, IIMPOKN
odpacuy u TeHaeHIMje, POKYC je M0 Ha pelpe3eHTATUBHUM I HajjauuM CIydajeBuma/
IpyMepyMa Koji Hajdosbe WIyCTpyjy Kareropujy (3-5 Hamasa).

[axre, cprickn npeBof, Kiure ,,I'macoBu u3 YepHodmma” nma 323 crpaHe TeKcTa,
KOjU je CTpYKTypupaH y Tpu rnase. IIpe npBe rnaBe 1moCToju YBOZHM [I€0 KOjU YMHE
Hcimopujcka denewika, Ycammen wygcku inac NCipydaH Kpo3 IpUYy >KeHe BaTPOraclia,
Koju je y HohM ekcrmosuje O1o Ha pafHOM 3aaTKy. VI3a oBe mpude cnean AyiiopKkun
uHiepsjy ca camom codom o Upoiywitienoj uciopuju u o iwiome 3auitio Yeprodum go-
6ogu y cymwy Hauty cnuky ceéetiia. Hakon Tpehe rmase, cnenm Ymeciio efiunoia, Kao u
Bubemwe Enuce Yciiencku o pomany inacosa Ceeitinane Anexcujesuu, kao u kpaha dmo-
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rpaduja ayropke. IIpenmer aHamm3e oBOT TeKcTa 01O je yBOZHU feo, Kao u [JTTABA
[TPBA ca Ba HacnoBa 3emma mpitiéux (ca ocam MOHosora) 1 BojHuuxu xop.

Hcimiopujcka Senewika eBUIEHTHPA MOJATKe O caMoj KaTacTpodu, Kojy umHe dpoj-
HI TIOZIALIV U YMEbeHMIIe O IIOCTIeAuIiaMa KaTacTpode MaTepyjalHe pUPOJe, anu u y
OfJHOCY Ha CTAHOBHMUIITBO ¥ CaB KMBM CBET, KOji Cy 00jaB/beHM Y eHIMK/IONeujaMa,
300pHMIIMMa, YacONMCMa, MHTepHeT HoBMHaMa. [locedHa 3aHMM/BMBOCT je omc cyhe-
Hha OIFOBOPHNMA 32 4epHOOM/bCKY KaTacTpody, Koje ce OfIBIjao y HaIylITeHoj 3Tpa-
IV MPTBOT rpaja, jep je Ha HuBoy LIK KIICC monera ofryka Jja ce mperpec ofp>Ku Ha
»Mecty 3nounHa” y YepHodmby. Ha ocyhenndkoj kiymnu Halwio ce ieceTak OATOBOPHUX
YIHOBHUKA, MeD)y muMa u MockoB/baHM (TO je 811710 HApOYNTO BaXKHO), aIM He 11 Hayy-
HUIM. Y3 IPUCYCTBO CaMo jeTHOT HOBMHAPA, de3 mydnuKe, U Kpajiby eIMIO0T SKUBOTHMX
npuda ocyheHnx npoiao je HeomaxeHo.

Ycammenu mwygcku inac ToBopy 0 IPUYM KeHe HaCTpafjaior BaTporaclia Koju je d1o
Ha IIPBOj TMHUjU OfIdPaHe, OFHOCHO JMHUjH Talllerba I0)Kapa HAKOH eKCITIo3Mje HyKile-
apHor peakropa. ITouIto je 110 y 30HM Be/MKOT 3payera, 3aje[fHO ca PYTUM BaTpora-
CIMMa JiBe Hefie/be y QOMHMIM MTPOKMB/baBa HajBehe MyKe 11 Ha Kpajy 1 ymumpe, 0K ra
KeHa JI0 IOoC/Iefiiber TPeHYTKa Heryje U OpyHe 0 HheMy, MaKO je AMPEKTHO yrpoKeHa 1
OHa 1 JieTe Koje je Hocuma. Y 14 naHa myxoBe dopde BUANMO MHOLITBO eleMeHaTa Koju
IIOKPMBAjy AUCKYPC Oe3defHOCHE KYNType Off IepIleNIiyje p13MKa ¥ IPUCYCTBA CBECTU
0 de3deHOCTH 110 (HE)OATOBOPHOCTM, Mepa 3aIUTHUTE U TCII.

3emma mMpiliux je 1eo TeKCTa KOji YK/bydyje 0caM MOHOJIOTA MOjeiMHAYHUX IPU-
4a, onyca cehama ¥ JOXMB/baja KOjY Cy MOjeVMHIIN, TTOBPATHNUIIN, O4€BU U MajKe MC-
npyuyanu onucyjyhn emaBama HAKOH KaTacTpode U ryduTak CBOjUX WIaHOBA IIOPO-
fulle, IpujaTesba Win Komuuja. [lounme MOHOIOTOM O TOMe 3alITO ce /byanu cehajy,
3aTMM, O TOME /la Cé MO>K€ PAasroBapaTy 1 ca XMBMMA I ca MPTBUMA, O 11e/IOM XUBOTY
VICTIMCAaHOM Ha BpaTyMa O je[JHOM Cely y KojeM ce JI03UBajy Aylie ¢ Heda 1a du ce ¢
bJIMa IJIAKaI0 U Pydano, O JPEBHOM CTpaxy, O TOMeE /ia je YOBEK CaMO Y 371y JyKaB,
/M je jeFHOCTaBaH U JOCTYNAH Y HAaBHUM pedrMa /bydaBy, Kao ¥ MOHOJIOT O IleCMM
des peun.

Bojruuku xop je nmpmya o nMpuIajHUIMMAa jeJHOT IIyKa Koju ¢y nocnatu y YepHo-
dwpb ma paurynurhaBajy TepeH OKO elIeKTpaHe 1 Jia 3aBefy pefi, OAHOCHO eBaKyUIIy CTa-
HOBHIIITBO Ca IIPOCTOPA KOju je OMo HajBUIIe KOHTAMIHUPAH. Y OBOM JIeJy ce youa-
Ba IPENCIUTUBabE OJIyKa C BpPXa, Koje ce ymyhyjy BojHMIMMA Ha TepeHy, O CYITyIoM
Kopuurhemy JbYICKIX pecypca, de3 ajieKBaTHe 3allTHUTE M Ca TEIIKVM HAOpY>KambeM, a
IPOTUB HEBUI/bUBOT HeTpyjaTesba.

Y napenHoj Tadenu 1, mokymanm cMo fja mpeMa AepuHMCaHUM KaTeropujamMa Kofiu-
pamba 1 IBUXOBOM OIINCY, EBUJIEHTMPAMO aJleKBaTHe IIPMMepe U3 TeKCTa 3a CBAaKy KaTe-
ropujy (4-5) n npyxumo oarosapajyhe nnrepnperarnyje nm Hanomere. lllnpa emado-
panyja cley HaKOH TOTa, ca M3BOjeHNM Pe3y/ITaTiMa 110 KaTeropyjama, TyMademeM
U IUCKYCHjOM.
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YEPHOBM/bCKA KATACTPO®A M IMCKYPC BE3BEJHOCHE KY/ITYPE

Y KIbVDKEBHOM JIENTY CBETTIAHE AJIEKCUJEBMY

Tadena 1. uckypc de3dennocHe KynType y geny ,I'macosu us Yepuodmmpa”

Kareropuja .
Konmpslbla Omnuc [Ipumepn ns Tekcra Hanomena/unreprperanija
[epuermmja | o S 1. Jlekapu cy 13 HEKOT pas/iora TBP/J/IN Jia Cy ce OTpO- ITocToju TenaeHIMja 1a TMKOBI
M CBECT O g é:: Ba/IM FaCOBMMA, HUKO HIje TOBOPMO O PafiujaLijiL. 1 HapaTOp MUHMMU3UPA]jy MU HE
pUsHKy 88y 2. A Yeprodum du cBu XTenu fja 3adopase, 3aT0 INTO je | IIPENO3HAjy OMACHOCT Off pajujalyje,
B 8" | cecT mper BuM KamuTympana. Karacrpoda csecrn. dbokycupajyhn ce Ha pusmdke cumi-
2 % 2 | Jla cmo modemuin YepHOSb M a cMO Ta o Kpaja TOMe W/ IPYIITBEHE OCTIeNMIE.
< O .
8 5 & | pasymenu, MUCIIM SMCMO ¥ IINCATM O hEMY BHILE. Yecro ce jaB/ba eMOLMOHATHA JIU-
g é* £ | 3. Mucnno cam fia cam Hajcrpaiunuje Beh npexuseo. CTaHIja Wy 3a00paB, TO OfipakaBa
= . .
8 3 % A 10 je par. U 3aurruhen cam cBojum 3HameM. A, KOJIEKTMBHY U/IM JINYHY HECTIPEMHOCT
g Lo
£ S § | ormyroBao cam y 4epHOSUILCKY 30HY M Ty CaM CXBATHO J1a ce Cyoue ca pajijalijoM Kao
: § § Ha cam decrromohaH... IPOLIIOCT Me BIILIIE He IITUTIL. omackorhy.
é o ; 4. Crpax koju je osjie Huje osHat. He Bijpum ra (pagu- | Crpax je mpucyTaH, ajm 4ecTo ce us-
S O . .
=95 jarmjy). Hema ra y mom mamhesy...ja ce dojum mypm... paxkaBa Kpo3 oceharbe decrromoho-
o & YOBeKa Ca OpYXKjeM... CTU VI KPO3 CMMOO/INYHE TIPHKase,
5 5] 5. YepHodusb je paT Haj parosuma. Hema qoBexy Hurme a He IMPEKTHO KPO3 PafiujallioHy
o
craca. Hu Ha semybu, Hu y Bojy, HY Ha Hedy. TIPeTHbY.
HOC . . Oy cy des a3decTHUX ofierna, y OHOMe Y ueMy C MKOBM Y€CTO UCTIYY HeJI0CTaTaK
©) < 1.O des a3d )
npemMaon- | 5 = dumu, y Koury/bama...HMKO X Huje YI030p1O, O3B/ MU HealeKBaTHOCT Mepa 3aIlTu-
jol
TOBOPHOCTH % £ Cy X Jia race 00MYaH TOXKap. Te, YII030perba U/ OTpeMe, ITO
uMepama | = § 2. Bpatumu cMo ce kyhama. Cxunyo cam ca cede cBy OfipakaBa HU3AK CTEIIeH CBECT VK
=
El -
3aIITHTE 28 opehy y xojoj cam duo Tamo 1 dayo y ooz 3a cvehe. | HEOJTOBOPHOCT BIACTHU M CUCTEMCKIX
g g A KaIly caM IOKJIOHMO MajIoM C1HY. MHOro Me je CTPYKTYypa.
o « . P . .
£ 5 2 | mommo. Hocuo je, nuje je cxupao. 3a gse ropune cy My IlojaBmyje ce Memmame mirdHe 1
£ % 5 | MOCTaBWIM AMjarHO3Y: TYMOp Ha MOSTY. KOJIEKTMBHE O[ITOBOPHOCTHU, YECTO
(S N
° é 5 | 3.1Ia, moBesmu cy Hac...Jjo came enexTpane. Jam cy y3 ocehame j5a cy nojemHIm xpTBE
/m
&, 2 8 | Ham dete MaHTIIe, KammuIle 1 MacKy of rase. Podoru CUCTeMa VTN BIIACTH.
] .
2 ’§* = | Hucy MOTTIM 1a M3JIPIKe, TEXHMKA je MOMyziena. A M IIpuye o HeMapy, Hedpusy mwu
S 9 CMO pajiuI... HenH(OPMICAHOCTH HAITIANIABajy
2 g 4. PasroBapayi CMO C HayYHMIIMA. JeflaH Kake: ,Ja Ky/ITYpHY KapakTepucTuky cmaduje
E B2 SMX MOTao Taj Ball XeTNKOITEP (KOju KPYXKI M3HAT, pasBujeHe de3deTHOCHE Ky/Type.
o Z peakTopa) jesukoM Jia IOMKeM, i HuIITa My ce Hehe
X »
K R mecutit”. A gpyru: ,Momuy, 3amrro etute O3 3amTu-
te? Ckpahyjere cedn xuBort. amrurure ce”.
Jesuk u . 1.HoBeK ¢ MyIIKOM Y 30HIL...y KOTa je MOT0 /ia IyLja i Je3ux je 4ecTo MPOHMYAH, CapKa-
cmdomn | g op xora ra mutn? Ox dpusuxe? Of HEBUABUBNUX Ye- CTUYAH WM TIPEITyH cuMona Koju
. < . . »
Kojuoppa- | & cruna? Jla crpeba KOHTAMUHIUPAHY 3eM/bY WM IPBO? yMambyjy 3Hauaj ormacHocTH (,,uyzeca’,
KaBajy de- ] g 2. Pycnja Hukajia Huje CrracaBaza cBoje Jbyfie, 3aTo ITO »Xepoju”, ,BOjHM CUCTeM ).
sdepHocHy | S F je BemKa u decKoHauHa. IToctoje eneMenTI KOju MCTUIy
= . . .
KYNTypy ) E{ 3. Ham cucreM je BOjHI, OH OIMYHO DYHKIMOHMIIE CYNepMOPHOCT BOjHE MM [Ip)KaBHe
< bg Yy BaHpEAHNM OKOTHOCTUMA. n pYCKI/I YOBEK HOKaSYJe I/[H(i)PaCTPYKType, amm n KPI/ITI/IKY
s 8 Y THM OKOJTHOCTIMa KO/IMKO je BE/NK. JeIMHCTBEH. HeMapa 11 a/bKaBOCTH.
w w .
g 5 Huxana vehemo nocraru Xomanbhann v Hemrm. Cumdonu 1 u3pasu ofpaxasajy Kyi-
153 .
S 2 Hehemo nmatu gyroseunn achant Hutu ypehene TYPOJIOLIKY IepLemIyjy de3defHOCTI
§ 5 TpaBmake. A xepoja he Surn! Kao HEIITO LITO je YeCTO HOTIEHEHO
o A ; ; ;
g2 4. Hemojre fia munreTe 0 4yJuMa COBjeTCKOT jyHAIITBa. VIV MapTVHA/IN30BaHO y OIHOCY Ha
5 ? Oma cy nocrojana.... dyga? Amm, npBo cy dumn abka- JpyTe BpeTHOCTI.
g s Jb hy
£ g BOCT ¥ HeMap, a II0TOM YyJia. yAu cy KopuiheHu Kao ,,/byAcKu
o . »
8, 5. IllTa MOXe fra ce ypazy ca SOpdeHNM XeMMKONTepoM | Martepujan’ 3a cripoBoberse Hapeherba,
28 y Yepnodwmby? Vimm ca MI2. [Iunory, Maagm MOMIN de3 Spure 0 IUXOBOM 3[[PaB/by, LITO
L . . .
g CTOje Y IIyMI IOpeJ; peakTopa, XBaTajy penjrexe. Ha- yKasyje Ha HeMap U 3710ynoTpedy cu-
S penda! Bojua napenda! Amu 3amro je dumo morpedHo crema. YKpatKo, pediekTyje Tparnune
o
S CIIaTU TOMMKO Jby/M Jia ce 3paue? 3amTo? (Buue) Bumm TOCTIe/iMIle CHCTEMCKOT HeMapa I
Cy mOTpeSHN CTPYYmballM, a He JbYCKM MaTepujall. Hedpure y KpU3HUM CUTYyalMjaMa.
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Ilepuetiyuja u ceeciti 0 pusuKy

Y aHa/MM3MpaHOM OfIe/bKY, TMKOBM Y HAPATOP He OIPa>KaBajy BUCOKY CBECT O OIIa-
CHOCTMMA I TIOCTIeAMIIaMa KaTacTpode, 3aIpaBo, oOfipakasa TeHCHIVjy MUHVMM3a1uje
paaujanuone omacHocTy, Gokycrpajyhu ce Ha Gpu3MyKe CMMITOME WM fPYLITBEHE I10-
Crefiuile, YeCTO y3 eMOTUBHY AMCTAHIY Off caMe omacHocTy. [IpumMepn mckasa ykasyjy
Ha CHa)XKHO ocehambe cTpaxa, HeCUTYPHOCTH, /I U Ha TIOKYIIaje pa3yMeBarba 1 IPYXBa-
Tama pu3nka. OBy 0dpaciy yKasyjy Ha TO Jja je CBECT O OTIACHOCTH yOOKO YKOperheHa y
KOJIEKTMBHO] ¥ MTHAUBUYATHOj IIEPLENLINjI, IITO je K/bYYHO 3a pasyMeBame CTPYKType
de3demHOCHE KynType Y HapatuBy. Takobe, To ykasyje Ha KyATypOIOLIKY CKITOHOCT Jia
ce pafujanyja He JO>KMB/bABA KA0 HETIOCPeIHY PUSMK WM Ce O TOMe He >Ke/u OTBOpe-
HO TOBOPUTH, LIITO TeHEPATHO OfpakaBa CIadujy cBecT miy ofdpamdeHe MexaHM3Me y
CyouaBamy ca KaTacTpodom.

OgHoc ipema 0gio60pHOCTIU U Mepama 3auiitiuiiie

[IpuMeTHO je Ja TMKOBY YeCTO M3PaKaBajy CTaBOBE O OfTOBOPHOCTY B/IACTH, KO 1
JIMYHOj OFITOBOPHOCTY 32 3aLITUTY U IpeBeHIyjy. Heku uckasy nctuday cyMmy y edu-
KaCHOCT Mepa VI IIpedaliyiBarbe OirOBOPHOCTI Ha ApyTe akTepe. OBy 0dpacuu yKasyjy
Ha CJIOXKEH OfJHOC IIpeMa OATOBOPHOCTI, Y KOjOj Ce ICTOBPEMEHO ITPEI03Hajy U M3a30BU
VI KpUTHKe y HOITIefy cipoBobera Mepa saurrute. He Mosxe ce mpoxahu goBo/bHO Ipn-
Mepa afieKBaTHMX Mepa 3alllTUTe WM CBECTU O OATOBOPHOCTH, LITO TaKohe ofpaxkaBa
cnaduje pasBujeHy de3demHOCHY KynTypy. J/INKOBY KOji 4ecTo IpUKa3yjy Hedpury mwim
HeVH(OPMICAHOCT BJIACTM M IOjeiMHAIIA, 3allpaBo YKa3yjy 1 Ha ocehama Hemohu u
HeCUTYPHOCTH.

Jesuk u cumdonu Koju ogpaxcasajy desdegHocHy Kyniaypy

Je3MK KOjuM TMKOBM M HapaTOp KOpUCTe n3pase 1 Metadope ofipakaBa CTaBoOBe Ipe-
Ma desdepHocTy. Ha mpuMep, omycy pajHOT OKpYsKemba Kao ,,Hede30eHOT 1 3aIlyliTe-
HOT” MM CMMOO/IN MPMKa3a OMACHOCTY YKa3yjy Ha MepIeNIjy pU3uKa U BpeHOBabe
desdennocHMx mpakcy. OBM 0dpaciiy 0CBeT/baBajy KyATypHe BPeHOCTI M HOpMe Koje
0d/IMKYjy MOHaIIambe Y KOHTEKCTY KaTacTpode. Yorpeda npoHuje, capkasma u cumdo-
JIVKe yKa3yje Ha KpUTUYKY OFHOC ITpeMa CHCTEMY U BberoBoj epIeniyju de3defHoCcTH.
VcToBpemeHo, Xepojcke 1 BOjHe MeTahope OfpakaBajy KyITYpPONIOIIKY IepLeniujy
OIIACHOCTM Kao0 Hedera IITO MV He MOXKe OMTH Y MOTIYHOCTY KOHTPOJIMCAHO, NN Ce
IPEBEHTUBHE Mepe MOTLEbY]Y Y IbeHOj BaKHOCTI.

Y aHanusy HapaTHBa y OBOM KIbJDKEBHOM Jie/Ty, IPYMEHMBIIN IPUHIINAIE HAPATUB-
He aHa/m3e, MaeHTN(UKOBaHY Cy cnefehy KbydHu odpacuu:

JIvkoBu u wUX0Ba ynora: JINKoBu, off BaTporacia 1o IOBPAaTHUKA U BOjHMKA, CUM-
domusyjy pasmrante acrexTe de3defHOCHe KynType. Barporaciy v pafHAIN 4eCTo 13-
paxaBajy ocehame HeMohy 1 HeMHPOPMICAHOCTH, IITO OJpaXKaBa CHCTEMCKM HeMap.
JIMKOBU KOju IPMKa3yjy Xepojcke MeTadope MIM XepousaM y CUCTEMCKM HeMapHUM
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yC/IOBMMa OfpaKaBajy [PYIUTBEHY HOPMY Ufeannsalje M MUHUMU3alyje pU3IKa, ajlu
¥ yKa3yjy Ha ydOKe CoIlMjaliHe HOpMe O jYHAILITBY KOje ce YeCTO KOPUCTe 3a OIPaBambe
HECTPYYHOCTU V/IU 3aHEMapMBatba OMACHOCTH.

Iujanosu u Mmononosu: [Injanosu gecro npeHoce ocehamwe Hecpehe, cTpaxa u cym-
be y epMKacHOCT Mepa 3aiTute. Ha mpumep, nckasn pajHmKa Koju HOCe HeaJjeKBaTHY
OIIpeMY /I TOBOPE O HEMapy BIACTH YKa3yjy Ha OJICYCTBO Ky/IType IpeBeHIuje U Off-
rOBOPHOCTY. MOHO/I031, IOIYT IpyYe XeHe BaTPOTraclia, UICTUYY IMYHe TpayMe, alu I
IPYLITBEHO-IICHXOIOIIKe 0dpaciie ofdpaHe Off peanmHOCTH, KAo IITO je MUHIMM3NpPambe
OIIACHOCTY WJIV OfITarare CyodaBarba ca CTBAPHUM PU3UKOM.

Cumdomn n meradope: Kopuinheme xepojcke u BojHe cumdonuke (HIp. ,xepoju’,
»BOJHU CUCTeM’) MICTUYe APYIITBEHY IePIeNIVjy OMACHOCTM Kao Hedera IITO ce ,He
MOXKe KOHTPOJIMCATy WU Ce OTLemYje. VpoHndHe u capkactidHe MeTadope yKasyjy
Ha KPUTHKY CHCTeMa I APYIITBEHNX HOPMM KOje He ITPeNo3Hajy 030M/bHOCT OTIACHOCTH,
IOK cMOoy 3araheHe mpupoze WM HaIyIITEHOCTH OfPa)KaBajy KOMEKTUBHY TPayMy
u ocehame decmomohHOCTIL.

Teme 1 moTyBu: [TTaBHE TeMe Cy: HeMap BNIACTH, KOJIEKTUBHA TPayMa, MITHOPH3ALIV-
ja pusuKa, xepousaM u ofdpamdenn MexaHu3Mu. Motus ofdpae, an U CBeJOYaHCTBO
0 IIPOMYCTY, jaCHO ce IIpOoB/Iaye Kpo3 npude 1 cnuke y fieny. OBakBa HapaTBHA aHA/IMN-
3a IoTBphyje /1a Aeno He IpuKasyje caMo JIMYHA MCKYCTBa, Beh 1 ApyIITBeHe A1CKypce
KOj¥ 0OIMKYjY U IpeHOCe HajBaKHIje efleMeHTe 0e3deTHOCHe Ky/IType — Off IepLeniyje
OIACHOCTY JI0 APYIITBEHNX HOPMU 1 CUMOOIMKE.

Tymauerve u guckycuja pesynivaiia

Ha ocHOBY neHTU(UKOBaHUX IIPMMepa, MOXKEMO 3aK/byIUTH [ja HAPATUBY Y A€y
»1epHOOM/bCKA MOMMUTBA” PedIeKTYjy C/I0jeBUTY CIVKY de3deHOCHe KYNIType, Y K0joj
Cy elIeMEeHTH CBeCTU O PU3MKY, OATOBOPHOCTH U je3MKa MehycodHo mcrmpernieTeHn u
0/IVKYjy KOTIEKTMBHE U MHAVBU/YaTHEe OATOBOpe Ha omacHocTu. OBM 0dpaciy yKasyjy
Ha TO 1a de30eJHOCHA KY/ITYpa y OBOM KOHTEKCTY HUje CTaTN4Ha, Beh ce Memwa y cKa-
Iy ca VICKYCTBMMa, TIepLEIIIjOM ¥ IPYIITBEHNM HOPMaMa U3PaKeHNM Y HapaTuBIMa
CBefjOKa VM aKTepa. Y 0BOM pajiy TeMe/bHO CMO OCTIOIeHY Ha KOHLIEIITYa/THV OKBYP JVC-
Kypca de3deHOCHe KynType, KOju fiedpuHMIIe Taj AUCKYPC KO CKYII je3NYKUX IIPAKCH,
HapaTyBa, CMMOO/Ia I 3HaUeHa KojiMa ce 0d/IMKyje 1 pedieKTyje IeplielnIyja CUrypHO-
cTit, 0e3deHOCTY, OATOBOPHOCTY ¥ pu3uKa y ApymTBy.* HapaTuBHa aHanusa, ¢ gpyre
cTpaHe, omoryhaBa HaM fia femmdpyjeMo Kako ce Kpo3 IIpude U IJTACOBE CBEHOKa Y ey
Caerane AnekcujeBid KOHCTPYMIIY 1 TIpeHOCe eneMeHTU Oe30eHOCHe KYIType — Off

** Dunmire, P. (2012) “Political Discourse Analysis: Exploring the Language of Politics and the
Politics of Language”. Language and Linguistics Compass 6/11, 735-751. https://compass.on-
linelibrary.wiley.com/doi/abs/10.1002/Inc3.365; MacDonald, N. M. Hunter, D. (2019) The Dis-
course of Security Language, Illiberalism and Governmentality, Palgrave Macmillan Cham, DOL:
https://doi.org/10.1007/978-3-319-97193-3. IIpuctymwseno 20.02.2026.
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TepIleNnIyje OMACHOCTH, IIPEKO OfHOCA TIpeMa OATOBOPHOCTH, 10 CUMOOMNKE 1 je3yKa
KOjI OfIpakKaBajy UM KPUTUKY)Y CUCTEMCKE IIPOITYCTe.

PesynraTu aHamise mokxasyjy ma ce y fieny ,,YepHoOM/bCKa MOMUTBA  IIPENO3HAjy 1
KJbYYHM €/IEMEHTH TEOPUjCKOT OKBMpa. Ileprieniinja pusmka 1 eMOLMOHA/IHA JYICTaHLIA OF
OIIACHOCTY, T/ie IMKOBY MYHUMV3UPAjy WIN He TIPEeN03Hajy OIIaCHOCT Of pajujaruje, gpo-
Kycrpajyhu ce Ha BUbVBe IOCTIeNIIe VIV conujamHe cumiToMe. OBaj odpasart ompaxa-
Ba KY/ITYPOJIOIIKY TeHJEHIINjy HeTMparmba MM Ofjlaramba CyoyaBama ca OmacHomhy, mro
je y CKIagy ca Teop1joM O APYLITBEHVM 0dpaciyMa Ieplemniyje pusnka.” OgHoc mpeMa
OJITOBOPHOCTH IIPMKa3yje 4eCTo IpedaliBarbe I MUHVMU3VPAbe IMYHE VIV MHCTUTYLV-
OHaJIHEe OJITOBOPHOCTY, IITO pedieKTyje cnadocT U HEeOBOJBHO pasBujeHy de30efHOCHY
KY/ITYpY, &1 11 [PYLITBEHEe HOpMe Koje hyTke [103BO/baBajy M OIIpaBaBajy HeMap. Jesuk
¥ cuMOOIIN KOPYICTE IPOHIjY, CapKasaM, XepOojcKe 11 BOjHIIKe MeTadope, am 1 CUMOOIN-
Ky HeMapa I a/bKaBOCTH, YMMe Ce YKa3yje Ha KPUTUYKM OJHOC IIpeMa CUCTEMMMA I TIep-
neryju 6e30eIHOCTY KA0 MApTMHATHOT VN TIOTIeHeHOT BPEHOCHOT CUCTEMA.

OBy Hanasy noTBphyjy Aa HapaTuBM y ey AneKcyjeBiud HUCY jeTHOCTaBHe CBeNO-
JaHCTBEHe Ipude, Beh c10jeBUT A1cKypc Koju od/nuKyje 1 ofipaskaBa ApYIITBeHe HOpP-
Me, TpayMe I Iepliemniyje OATOBOPHOCTH. Teopujcku OKBMp oMoryhaBa MHTepIIpeTa-
IMjy KaKo ce Kpo3 jesirdke odpacrie 1 cumdorne pedekTyjy u KpUTHKYjy CUCTeMY KOju
cy omoryhmmm katactpody, anmu u Kako ce KONeKTUBHO ITaMherse 1 TpayMa IIpeHoce y
HapaTUBYMa, 9MMe ce OO/IMKYje IPYIITBEHA CBeCT O 0e30eIHOCHVIM pU3NIVIMA.

3axmwyuHna pasmaiiparea

[TosHaTa nuTeparypa MHCIUpUCaHa KatacTpopom y UepHodwsy Hymu dorato u
BUIIECTIOJHO MCTPaXKIBabe Tparefyje u oTHopHOCTH. Kpos pasHOBpCHe HapatuBe, Off
PUTOPO3HVX VICTOPUjCKUX TIPMKA3a O UCTPAXMBAYKIX PAfjOBA, YNTAOLM 1 3aMHTEpPe-
COBaHa IyO/IVKa Cy II03BAHU Jla Ce YK/byde Y JbYACKe, I M CUCTEMCKe AMMeH3uje Tpa-
refuje. KibyokeBHa, OMYT HAYYHUX U CTPYYHIUX fle/la, MOTY JIa JOKYMEHTY]y MCTOPUjCKe
norabaje, anu u ga moCcTIYy Ha fyd/be pasMMIIUbatbe O OTOBOPHOCTIMA APYIITBA, Kajja
e CyoyaBa Ca TeXHOJIOIIKVIM ¥ €KO/IOIIKNM pu3nima. CBaKM HaCTaBaK NCTPAXKIBAbA
OBVIX HapaTUBa, OTKpUBA HaM Jla CBaKa HOBA IPNYa JOIPMHOCHU IIMPEM PasroBOPY O
OZITOBOPHOCTH, IIeH) HAIIPETKA 1 TPAjHOj CHA3M JbY/CKOT Ayxa. [laHac cy HapaTuBMU Koju
OKPYXY]jy YepHOOWb 1 1a/be HeBEPOBATHO PeeBaHTHIL

Ilox ce MozepHa ApyIITBa dOpe ca HOBMM €KOJIOLIKVM U €HEPTeTCKVM 13a30B1Ma,
nexuuje YepHodmba crryske Kao cHakHe onoMeHe. Karacrpoda Hac mopceha Ha moreH-
IMja/IHe MOC/IeNIIe TEXHOIOIIKe apOTaHI[yje ¥ HeOIIXOZHOCT CHAXXHUX Pery/lIaTopHMUX
oksypa. [lltaBumre, caBpemenn Menujcku Gopmari, IONYT AOKYMEHTAPHUX Jpama 1
MIHHI-CEPUja, OXKUBEN Cy MHTEpecoBambe jaBHOCTH 3a KatacTpody. OBe MofepHe pe-
VIHTepIIpeTalyje YiHe ICTOpUjcKe forahaje JOCTYIIHNM HOBOj M1 IINPOj MyO/IUIN, OCK-

% Douglas, M. and Wildavsky, A. (1982) Risk and Culture: An Essay on the Selection of Technical
and Environmental Dangers. Berkeley: University of California Press.
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rypaBajyhu fa nmexuuje ns YepHodmba ocTaHy cBeke ¥ XMTHO IIPUMEH/bYBE Y JlaHa-
IIBYM fledaTaMa O eHePreTCKOj IIONIMTUIIN U €KOJIOIKOj IPaBIL.

Jlakne, y 0BOM MCTpaKVBamby aHAIN3MPAIU cMO Kako CBeT/aHa A/eKcujeBuY y fieny
»L macosy u3 Yeprodupa/YepHoOM/bCka MOTMTBA” OIIVICYje HApaTHBe 1 I/IACOBE JbY/M 110~
rohennx karacTpooM, a y KojiMa CMO TIOKYIIaIN Ja OCBET/IMMO ClojeBe de3deHOCHe
KYITYpe, OATOBOPHOCTY 1 IPYIUTBeHNX HOpMI. Kpo3 feTa/bHy HapaTUBHY aHaIN3Y, UJeH-
TUUKOBAIM CMO 0dpaciie MYHUMU3ALYje OIACHOCTY, eMOLMOHATHE AMCTAaHIMPAHOCTI
U KPUTHKE CUCTEMA KOjy Cy NOMUHAHTHY Y TEKCTY, a KOjU OfipakaBajy IIMPOK CIIEKTap
APYIITBEHNX, IOMUTUYKIX U KyITYPHUX CTaBOBa. PesynraTu mokasyjy fa Cy HapaTuBu y
AJeKCHjeBUYIHOM JieTTy BUILIECTIOjHY 1 CTIOXKEHM, Y BbIIMA Ce jaCHO pedIeKTyjy eTeMeHTI
CBECTH O PU3NKY, OATOBOPHOCTY U IIOHAIIAka Y KPU3HUM CUTyaljaMa. JInkosu u riaco-
BJ 4eCTO M3pakaBajy oceharme HeMohy, HECUTYPHOCTH U CTpaxa, aly U CyMibe y eyka-
CHOCT Mepa 3aIITHUTe ¥ OfTOBOPHOCT BacTy. CHMOOMN U je3ndke pUrype KOpUCTe ce Kako
O ce McTaK/Ie WM YMambIIe OTIACHOCTH, & KpUTUYKY TOHOBY U IPOHIYHY U3Pa3 YKasyjy
Ha TIepIIeIIINjy CUCTeMa KOjI je 4eCcTO a/bKaB, HeMapaH MIM OTBOPEHO HeOPIVDKIBYIB.

Amnanusa norBphyje ma kmwivkeBHOCT CBeTIaHe AJIEKCHjeBIY HUje CaMO CBeOYaH-
CTBO O II0jeAMHAYHVIM MCKYCTBYMA, Beh 11 CHa)KaH IPYIITBEHN UCKYPC KOjI IIPMKasyje
KaKo ce KynTypa 0e30efHOCTH, OfrOBOPHOCTH U TPayMa KOHCTPYUIIE, IIPEHOCH I Metba
Y OPYIITBEHOM KONEeKTUBY. KibI)KeBHO €710 TI0CTaje BaXKaH a/laT 3a pasyMeBabhe Iupe
C/IMKe [IPYLITBEHNX HOPMU U BPEHOCTM Y KOHTEKCTY KaTtacTpoda, anu 1 3a KPUTHUKY
CUCTeMCKIX ITPOIYCTa, APYIITBEHNX 1 MHCTUTYIMOHATHIX 00pa3alla, Kao ¥ Ky/ITyPHIX
odpasara Koju JOIprHOCce HeeUKaCHOM OfITOBOPY Ha KpU3HE 13a30Be.

3aK/by4HO, paji UCTHYE 3HAYaj KHIVDKEBHOCTM Kao M3BOPA 3a KPUTUYKO PasMU-
IIJbakbe O IPYIITBEHO] OATOBOPHOCTH, IIPpeBeHIMjI 1 KynTypu desdemrocT. CBeTmaHa
AnekcujeBnd cBojoM yMmetHouihy ycIieBa jja IIpeHece CIojeBe KOJEKTUBHE MeMopuje,
eMoIIja ¥ HOpMH, Y¥Me JJOIPMHOCK pa3yMeBamy Kako ce de3defHOCHA Ky/nTypa 0dmn-
Kyje ¥ Ofipa’kaBa y HajTeXXMM XMBOTHUM TpeHyuuma. [Torpeda 3a saum ncrpaxunsa-
IbJIMa y OBOM IIpaBIy je ounIiefHa, jep he To omoryhntu nydme pasymeBarme MexaHM-
3aMa Koju OO/INKYjy Hallly KOJIEKTUBHY CBECT O PU3MKY 11 OITOBOPHOCTH, U HA Taj HAYMH
JIONIPVHETY Pa3Bojy epUKaCHUjUX CTpaTeTyja peBeHIuje u 3amrure y dyayhHocri.
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Svetlana Stanarevi¢
University of Belgrade, Faculty of Security Studies, Belgrade

THE CHERNOBYL DISASTER AND THE DISCOURSE
OF SECURITY CULTURE IN THE LITERARY WORK OF SVETLANA
ALEXIEVICH

Abstract: The Chernobyl disaster of 1986 represents one of the most significant
symbols of humanity’s technological and ecological vulnerability, provoking deep
reflections on the relationship between humans, technology, nature, and author-
ity. This event not only led to changes in scientific and ecological discourses but
also became an inspiration for literary and artistic interpretations that illuminate
collective and personal narratives about security, responsibility and trauma. In
this research, we focus on analysing Svetlana Alexievich’s literary work through
the lens of narratives and voices of people affected by the catastrophe, aiming to
shed light on how literature contributes to a critical understanding of the dis-
course of security culture. Special attention is given to analysing the relation-
ships between the discourse of authorities, experts and individuals, as well as the
manner in which motifs, symbols and emotions are reflected in her work, which
simultaneously shape and critique previous concepts of security and responsi-
bility. This approach highlights the importance of literature as a tool for deeper
understanding and reflection on the significance of security culture in the context
of disasters and social responsibility.

Key words: security culture, Chernobyl disaster, Svetlana Alexievich, discourse,
narrative analysis
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Caxerax: Y pagy he Suttiu ananusupan poman Xonoipam 3a xpama Jlejea Eiep-
ca Kao upumep uHiliepaxkyuje oiynapre Kyniype u mehyHapogHux ogHoca, ca
oxycom HA HAYUH HA KOJU KHUMEBHOCHE KPO3 AHTUUUUTAUU]Y U UMATUHAYU]Y
aprauxynuuie upomere y caspemerom inodannom tiopeitixy. Ilonasehu og moitiusa
uekara, UHIepeKClyanto nose3anoi ca gpamom ,9exajyhu ITogoa® Camjyena
bexeitia, y pagy ananusupamo Eiepcosy iipuuy o amepuuxom ioci08HOM 408eKY
koju y Caygujckoj Apaduju tiokywaea ga upoga coPpuciuyupany xonoipamcxy
THeXHONOTUfY CAyGUjCKOM Kparmy, Kao meitiagdopy mehyHapogroi iiopetika y citiaroy
3acinioja u HeussecHocitiu. ITocedHa tiaxctoa iloceehena je ipuxasy cnadmwerva ame-
puuke xelemoHuje Kpo3 HemoiyhHocti ipoitiaionucitie ga ce Upunaiogu HOAUTAUY-
KOM, eKOHOMCKOM U KY/LULYPHOM KOHULEKCILY Upociiiopa y Kome ce Hanasu, Kao u
uMAnuYUiiHom leoionuiiuuxkom apucyciuey Kume, ipuxasane kao KOHKypeHiicke
cusie u aniepHaiueHoi Mogesna ekoHOMCKO1 tiosesusaroa. Poman ne ilocmaiipamo
Kao fpopouarnciiieo, éeh kao Eiepcos ipaxitiaii yiio3opera u pegnexcuja Ha KoH-
Kpeitine ieotionuiliu4Ke OKOMHOCHU parol 21. eeka, y Kojuma cy ClupyKiypHe iiy-
Koifiure tiocitiojehei mehynapogroi tiopeitika 6eh iioctiajane sugmuse. Citioia 060
geno wymauumo Kao Kpueo oinegano mehyHapogre citi6apHoCifiu Koje UMAnuyupa
i03ue Ha oceeuthusarve, Wume ykazyjyhu Ha aHanuimiuuky 3Ha4aj UHKoPpHuopauu-
je otiynapue Kyniype y oumaroe mehyHapogHe peanHociiu.

Kipyune peun: Caygujcka Apaduja; Cjegurwene Amepuuxe Jlpicase; Kuna; ame-
puuKa xeleMOHUja; HAGMeiiarbe 8eNIUKUX CULA; HOTUYIAPHA KYNLYpa.

Taxo je @Wio Ha 060j Ky4KUHOj tinaHeTlu
(Camjyen beker)
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COOUJA MAKCMMOBWE 1 AHA CTAHKOBU'R

Yeog

a MBUIIM IIyCTHIbE, ¥ TIPOCTOPY Koju odehasa dymyhHoCT, anmu He Hyau capa-

IIHOCT, jeflaH YOBEK CTOjU CIIpeMaH Jja roBopi. TeXHo/mor1ja je yK/bydeHa, Ipe-

3eHTallMja IpUIIpeM/beHa, pedeHnIie yexkdane. CBe je Ha CBOM MeCTY, OCHM
OHOTa KOMe je CBe TO HaMemeHO. [IpucycTBo Koje 81 mOTBpAMIO CMICA0 OKYIbarba
U30CTaje.

Ommcana cieHa mpepcrasba Gadynapan okBup pomana Xonoipam 3a kpama aMe-
puukor mucna [lejpa Erepca (Dave Eggers), odjaBmenor 2012. roguse. Pagmwa poma-
Ha cMelTeHa je y Cayamjcky Apadujy u nmpatyu AneHa Kieja, aMepMdKor IOCTTOBHOT
9OBEKa KOjM MOKYIIABa Jla Cay[MjCKOM Kpa/by IPEeJCTaBU U MPOJia HOBY TEXHOMOUIKY
1aThopMy y OKBUPY IIpojekTa usrpanme Ekonomckor rpasa kpaba Admynaxa (ETKA).
Mebytum, cycper ca kpabeM, KOju O BerOBOM JOTACKY JIA0 CMICA0, HEIIPECTaHO Ce
Ofy1aXe, 0K Ce MPOCTOpP Y KoMe OOpaBy IOCTENEHO MpeTBapa y cUMOON Lpe MOJK-
TUYKE ¥ EKOHOMCKE HEM3BECHOCTI.

Kako ce y caBpemennm pedarama o MehyHapomHIM OJHOCKMA IIPOMEHE ITI0daTHOT
nopeTka Hajuemhe aHa/MM3Mpajy Kpo3 eKOHOMCKe II0Ka3aTe/be, BOjHE KalaluTeTe W
VHCTUTYLMOHATTHE TpaHCPopMaImje, BaXKHO je ucrahy fa ce jeHAKO 3HAaYajHEe MH/VI-
Kal[yje CMCTEMCKIX IIPOMEHA YeCTO M0jaB/byjy U3BaH (POPMaTHUX IIOMUTUYKNX U CTpa-
TEeIKMX aHammsa. I1ojaBbyjy ce y mpocropy momynapHe KyaType, Ifie ce IOMUTHYKa
HEM3BECHOCT apTUKY/INIIE IIpe HEero LITO IOCTaHe eMIMPUjCKY Mep/bMBa. TBpAma fia
ceeticKa UONUMUKA U UouynapHa Kynimypa upegciiasnpajy Hepackugueu KOHUHYyM
yiyhyje na xonucimuuxo cxeaimiaree donuiniuke.! OBaKaB IPUCTYI 3aMarbyje NTVHUY
Koja germ Bucoky (high) n Hncky (low) momuruky, ykasyjyhu Ha emrncridko opp-
)KaBame IpUMaTa Ha MaKpOHUBOY aHa/IM3e M TMMe MapryHaamayjyhu MuxpoHmBo.”
Kpajmu 1cxop 0BaKBOT carjefiaBama je ocBeT/baBame mehyipociiopa mohu (interstices
of power) Koje TpaAMIMOHATHN IPUCTYIN MelyHapOgHUM OZHOCHMA CHCTEMCKU 3a-
HeMapyjy.” KiyokeBHY HapaTusy, ocnodolenn 3axTeBa MpefyKaTUBHE IIPELU3HOCTH,
byHKUMOHNITY Kao dpedulypailiuéHa coumjanta teopuja,’ omoryhasajyhn antumumna-
IIMjy CTPYKTYPHUX TPEH/I0Ba KPO3 UMAaruHauujy 1 Metragopy. YIpaBo y TOM IIPOCTOPY
KHIbVDKEBHOCT, K0 jeflaH Off ajTaTa IOoIy/IapHe MOMNTHKe, He TPeJicTaB/ba deKCTBO Off 110-
JUTHKe, Beh MecTo Ha KoMe ce OJIMTIUYKE Y IPYLITBEHEe TPaHCPOpMaluje Iperno3Hajy
Ipe Hero IITO IOCTaHy jaCHO BUJI/bUBE Y TEOIIOIUTIUYKO] CTBAPHOCTH.

Poman Xonoipam 3a kpama npuMapHO GYHKIMOHMIIE KAO HAPATUBHU HPOCTOP
HaMelbeH IIPeceKy CTamba aMepyyKe YHUIIOJAPHOCTY, HENOCPEJHO HAKOH ITI0danHe
¢uHaHcujcke kpuse (2008). Maxo je mehynapopmau nopenak popManHoO 0cTao Herpo-

' Grayson, J., Davies, M. and Philpott, S. “Pop Goes IR? Researching the Popular Culture-World
Politics Continuum’, Politics 29, no. 3 (2009): 156.

2 Weldes, J. (ed.) (2003) To Seek Out New Worlds: Science Fiction and World Politics, Basingstoke:
Palgrave Macmillan.

* Grayson, J., Davies, M. and Philpott, S. nas. geno.

* Weldes, J. Has. merno.
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MelbeH, IIpOoLecy TIOMyT (pUHAHCHjCKe AecTaduim3alyje, IpeMelITamba IPOU3BO/bE
VI YCIIOHA HOBMX €KOHOMCKVX IieHTapa MONM IIOYe/N Cy [ia Memwajy OfHOCe 3aBYCHO-
CTM YHyTap I7IodanHor cucreMa. I'modanmsamnmja, Koja je AeleHMjaMa IpefcTaB/baa
VIHCTPYMEHT LIMpea aMepUIKOr eKOHOMCKOT MOJe/NIa, C BPEMEHOM je IIPOM3BOAIIIA
aKTepe KOju BUILeE HNUCY 3aBUCWIN Off (beHOT IOCpefoBama.” Y TOM KOHTEKCTY pOMaH
He IpMKasyje TPEeHYTaK IIOTIIYHOT paclaja aMepiuike JoMuHanyje, seh mepmop y kome
HbeHa CTadVTHOCT IIPBY ITYT HOUNIbe 030W/bHIjE A ce JOBOAM Y IuTame. [Ipocrop ro-
damHe pasMeHe, 0OMMKOBaH aMePMYKOM €KOHOMCKOM €KCIIaH3MjOM U JMdepanmsarm-
jOM TP>KMIITA, TIOCTETIEHO 0TBAapa IPOCTOP alITepHATMBHIM IleHTpuMa Moh, ITpe cBera
Kunn,’ unju ce ekoHOMCKY 11 MHQPACTPYKTYPHM YCIIOH U Y POMaHY I10jaB/byje Kao UM-
IUIMLMTHA 3aMeHa aMepPUIKOT MOJiena ITIOOa/THOT JIe/IoBamba.

MotuB YeKkarma y poMaHy IIPEI03HajeMO Kao BayKaH elleMeHT KOjU yCIIOCTaB/ba MH-
TepTeKCTyanHy Besy ca fipamoM Yekajyhu I'ogoa Camjyena bexera (Samuel Beckett), y
KO0jOj 4eKambe II0CTajeé OCHOBHO CTaibe ersucreHnyje. bam xao mro bekeroBn jyHaun
OCTajy 3ap0od/beHN y HEIPEKMITHOM UIIYeKNBaIbY 0/MTacKa KOji 81 IBUXOBOM IIOCTOja-
Y a0 CMICA0 U MOTBPANO CTAOMITHOCT CBETa KOji TI03HAjy, TAKO 1 AJIEHOBO YeKarbe
CayZIMjCKOT Kpasba IIpeBa3uIa3y HUBO IOjelMHAYHE IOCTIOBHE ppyCcTpalyje 1 HoIpuma
umpe cumdomuKo 3Haueme. HempecraHo ofymarame cycpera nocraje Metadopa meby-
HapOJIHOT IOpeTKa Koju (POPMATHO OIICTaje, aly BUIIE He OfMIIE MCTOM CUTYpPHOIINY
¥l CaMOTIOY3/latheM KapaKTepUCTUYHMM 32 NIepUOJ| HeCIOpHe aMepuyKe XereMoHuje. Y
TOM CMICITY, YeKame Y POMaHy Hije caMo dadymapuu MexaHnsawm, Beh crame cucrema
— IPOJY)KeHV TPEHYTaK HEeM3BECHOCTU Y KOMe CTapy opefak c1adu, JOK ce HOBY jOII
yBeK He II0jaBJbyje y jacHO feduHMcaHOM 0dmuKy, nopcehajyhn na I'pammmjeBo pa-
3ymeBame ,MelyBragapckor mepuona” — interregnum’ Kao npenasse dase nsmeby asa
VICTOpPUjCKa ITOPETKa, Y KOMe ,,CTapO YMMpe, a HOBO He MOXe Jia ce popy .

AJleH yeKa cayaujCcKor Kpasba, 10K, ca pyTe CTpaHe, MehyHaponHu mopesak takohe
0CTaje 3apodJbeH y IPOCTOPY MIrYeKnBama. [lopegak He ueka HY>KHO HOBOT Kpasba, Beh
IOTBPAY Aia je mocTojehn cmocodan na u game odassba Ty dyukuyjy. [lomasehu ox pe-
YEeHOT, Y pajly HaCTOjMO Jja 0djaCHNMO Ha KOjy HauMH poMaH X0710Ipam 3a Kpamba Kpo3
KIbJDKEBHE MOTVBE VI HapaTUBHE CTPYKTYype apTUKYy/MIIe TpaHCHOpMALNjy caBpeMe-
HoT Mel)yHapopHOT ITOpeTKa, cad/bere aMepuyKe XereMOHNje 1 T10jaBy HOBMX LieHTapa

> Ikenberry, G. J. (2011) Liberal Leviathan: The Origins, Crisis, and Transformation of the
American World Order, Princeton: Princeton University Press.

¢ Vcro., cTp. 6-7.

7 Antonmo Ipamum (Antonio Gramsci) nojam interregnum KOpUCTU KaKo O OMICA0 UCTOPY)-
CKU TPEHYTAK y KOMe II0CTOjehy IMOMUTIYKY ¥ IPYIITBEHY IOpeiak I'yOy CTadMIHOCT, HOK HO-
BI jOIII YBEeK HUje CIIOCOdaH fja ce y MOTIYHOCTH YCIIOCTaBN. Y TOM KOHTeKCTY Ipamim mume:
»Kpusa ce cactoju ympaBo y ToMe LITO CTapo yMUpe, @ HOBO He MOXe Jia ce pofiys; Y 0Boj Meby-
BJIaJIaBUHI [10jaB/bYje Ce BE/IUKI BapujeTeT MOPOUAHNX CUMIITOMA

¢ Gramsci, A. “Wave of materialism” and “crisis of authoruty” in: Selections from the Prison
Notebooks, eds. Quintin Hoare and Geoffrey Nowell Smith (1971) New York: International
Publishers, p. 276.
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rnodanne mohy. Ha Tom myTy, nmurama Koja IIocTaB/baMo Cy: [ja 1 AMEpUKY CITyTaBa
Kuna mmn Amepuka criyraBa cede camy? Jla i mopepak oncraje 3axsabyjyhu crocod-
HOCTH J1a 3ad0paBy HAUMH Ha KOjI je caM IIPON3BEO COIICTBEHY TPaHCPOopMaIjy?

Kaxo je Beh peueno, [lejs Erepc je 2012. roguHe odjaBno poman-catupy Xonoipam
3a kparmwa, Beo Koje je ¢ BpeMeHOM JOdN/IO 3HATHO VP OffjeK M aHATUTUIKY 3HAYa]
HETO IITO Ce TO MOIJIO NPeTIIOCTABUTU Y TPEHYTKY odjaB/byBama. UeTpHaecT rofuHa
KaCHUje, HAKOH BMIIe M3/]atba, IPEBOJA Ha PA3/IMUINTE je3VKe U XOMMBY/CKe eKpaHM-
3alyje, poMaH ce U Jla/be MOXKe ITIOCMaTpaTy Kao peleBaHTaH aHaIUTUYKY OKBUP 32
pasyMeBame caBpeMeHUX TpaHcdopMaiyja MelyHapogHOT mopeTka.

AHanmm3ay oBor poMaHa peamn3oBaheMo Kpo3 Mamlypame K/byYHUX HapaTyBa 1 MO-
TVBA Ha KOjiMa IOYMBA HeroBa MHTEpIIpeTalja caBpeMeHNX Mel)yHapogHIX ofHOCA.
Y ToM CMMCITy U3/iBajajy ce fiBa IleHTpalHa MeTaHapaTuBa. IIpBu ce ofHOCK Ha CTPYK-
TYpaIHU U AP>KaBHY HUBO Mel)yHapomHMX OfiHOCA M MaHM(eCTyje ce Kpo3 IIpUKa3 aMe-
puuke r70danHe MOhM, KMHECKOT YCIIOHa U TpaHchopMalyje cayiyjcKo-aMepuIKix
opHOCa. Y okBMpY oBOT MeTaHapartyBa Cayanjcka Apaduja, kKao IIpOCTOpP OfUrpaBarmba
¢adyne, GpyHKUMOHNIIIE KAa0 MECTO MaTepyjau3alyje IPoOMeHa y OfTHOCUMA I7I0daHe
mohu. JIpyru MeTaHapaTuB OFHOCK Ce Ha APYIITBEHU U VHAVBUYATHU HUBO U apTH-
Ky/IMIIe ce KPO3 er3MCTEeHIMjalHy KPY3Y ITIaBHOT jyHaKa, Koja CUMOOMNYKY pedieKTyje
ypylLIaBambe aMepUYKOT CHa.

Y oxBUpY OBa /1Ba METaHAPATNBA UACHTUPUKY)Y Ce OjeAMHAYHI MOTHBM Ka0 HIXOBe
OCHOBHe aHa/MTIUKe jemyHmIe. C 0d31poM Ha MehycodHy moBe3aHOCT HUBOA aHANN3e,
VI37IBOjeHV MOTUBM TyMade Ce CTOBPEMEHO Ha CTPYKTYPATHOM VI MHAVBIIY/THOM II/Ia-
Hy. 300T orpaHIYeHor 0dyMa paja aHami3a je GOKyCHpaHa Ha pelpe3eHTaTUBHE MOTH-
Be, IOK VICLIPIIHO pa3MaTpame CBUX eleMeHaTa POMaHa OCTaje M3BaH HEeHOT JOMalllaja.
KBa/mraTyBHOM aHa/M30M HapaTuBa, MOTVBA U HBUXOBUM IOpehemeM ca caBpeMeHNM
I7I00a/THUM MpOoIlecMa YKa3yjeMo Ha aHTUIMIIATYBHY KapaKTep pOMaHa. Y TOM CMUCTY
BaXXHO je Harmacutu ja Erepc He mpenBuba koHKpeTHe momitidke jorabaje, Beh Kibu-
KeBHO apTUKYJIMIIIe TpoLiece KOjii Cy, Y TPEHYTKy HacTaHKa poMaHa, Beh mocrajam mo-
JIUTWYKY M MICTOPYjCKY 3aMUCTMBI. AHAIMTUYKY OKBYP Pajia IOAATHO je MOTKPeIUbeH
KOMITapaTVBHOM aHA/IM30M CTpaTernuja HarpoHanHe de3denHocty CjenumeHnx AMepid-
kux [Ip>xaBa opf agmuHucTpanyje [Topya Byura mnaber (2006) fo gpyre agMuHUCTparyje
Honanpa Tpamma (2025) 1 ofadpaHnx MOTHBA poMaHa, KaKo O ce carnefiana IpoMeHa
amepuuke neprenuyje Kune n TpaHcopManyja caBpeMeHor Mel)yHapogHOT mopeTka.

CBe MOMEHYTO JJOBOAY HAc 10 KpUTMYKOr 1mo3uBa Ha dyheme CAJl, kao Tuxe cy-
LITMHE pOMaHa. 3aBpIIHA, AJIeHOBa Xe/ba 3a ,aMHE3UjOM , 10 Koje J0/Ma3u Ha Kpajy
npude, He 10jaB/byje ce CaMO Kao M3pa3 MHAMBNAYATHOT yMOpa U IMoTpede 3a HOBUM
noueTKoM, Beh 11 kao cumMdonuka npejicTaBa cucTeMa Koji oIicTaje moTucKyjyhu ceha-
e Ha IIpoliece KPo3 Koje je caM IIpOoM3Beo COIICTBEHY TpaHchopMarjy. Ypaso 380r
tora Xoznoipam 3a kpaspa MOTyhe je 4uTaTy Kao IPUUy O MOPETKY KOji ce Huje YPYIINO
CI07ba, Beh ce mocTeneHo 3aMeHno U3HyTpa. [Ipyrum peurma, oBo je Ipyda o ToMe Kako
je AMepuka 3ameHMIa camy cede.
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IIpojexyuja xeiemonuje

Xonorpawm, Mehy 13BOjeHMM pelpe3eHTaTUBHUM MOTUBMMA, 3ay3MMa L[eHTPATHO
Mecto. Ha HuBOy pajiibe OH IpeficTaB/ba TEXHONOUIKY MHOBALVjy KOjy AJIEH 1 HeroB
M ioHoce y Caynujcky Apadujy, cpesicTBo npeseHTanyje Koje omoryhasa mojap/byBa-
e 0code y IpocTopy y koMe (pusmdky Huje npucytHa. Mehyrum, Beh ox npBux crena
II0CTaje jaCHO fia ’eroBa QYHKIMja IpeBa3uIa3y TeXHOMONIKM aCleKT, Te CAaMIUM TUM
OTBapa IIVMPY OKBMP 32 pasyMeBarbe CyLITHHE Ha Kojy Erepc amynmpa.

Jlormka xonorpama mo4mBa Ha MIysuju npucycrsa. Cimka IOCTOju, aliy HeMa Te-
XKIHY; MO>Ke ce BUJIETH, &l ce He MoxKe fopupHyTu. OHa fienyje ydem/buBo caMo JOK
IIOCTOj U TIOTTIEft KOju je MOTBphyje. Y cymmpoTHOM, OCTaje Tek CBETNIOCHA KOHCTPYKIMja
KOja KpPaTKOTPajHO MMUTUPA CTBAPHOCT. V3 Te mepcrekTuBe MoCMaTpaMo ¥ MONM0XK3j
IpoTaroHucre pomana, Anena Kieja. Iberos gomasax y Caymujcky Apadujy MOTUBHU-
CaH je NOKyIIajeM Jja IPOJiajoM XOMOTPaMCKe TeXHOIOTUje 0OHOBY IpOdecuoHaTHN
KpeaudMInTeT 1 3aycTaBM AyTOTPajHNU Maj CONCTBeHe Kapujepe. Vmak, kako ce pajimba
pasBija, AJIEHOB HeyCIIeX IIOCTEeNeHO IIpeBasniIasy MHAVBIUAYATHI HUBO 1 TpaHCdOp-
muie ce y Metagopy HecradwrHocty MehyHapomHor moperka. JJakie, Xomorpamcka
IpojeKluja y pOMaHy Jjod1ja Mmupe MOMUTUYKO 3HAYEHe M MOXKe Ce TI0CMaTpaTy Kao
CTarmbe aMepuyKe XereMOHMje ¥ TPEHYTKY Y KOjeM IbeHa YHMUIIONAapHa MO3NUIyja BUIIe
Hije HeynuTHA. Kao mTO X0/morpaM ImpousBOAM YTUCAK NIPUCYCTBA Oe3 IMyHe MaTepH-
jaTHe OCHOBE, TaKO 11 aMepuyYKa MOh y poMaHy 3aip>KaBa CIIOCOOHOCT IIpojeKIyje ayTo-
pUTeTa, TEXHOIOLIKE CYIIEPUOPHOCTH U ITI0OATHOT YTUIIaja, 0K ICTOBPEMEHO IOCTajy
BUJ/bYIBE ITYKOTUHE Y IbeHUM €KOHOMCKVM, IOMUTUYIKMM U CTPATEUIKUM TEMe/bMMA.

TaxBo 3Haveme X0/mOrpama JOBOAVIMO Y Be3y 1 ca Te3oM [lona Ajkendepuja (John
Ikenberry) o ,kpusnu ayropurera” amepuykor mdepanHor moperka. [Ipema Ajkende-
pujy, IpodneM amepuyKe XereMOHMje He IPOV3/Iasy MCK/bY4MBO U3 CIIO/bHOT 13a30Ba,
Beh 1 13 unmweHnIe 1a je rmodamHn crucreM Koju cy Cjemnmene [Ip>xaBe odmmKoBase
IIOCTEINEHO ITPEPACTA0 CBOj€ HEKAMAIhe XereMOHCKe TeMebe. Y TOM CMUCITY XO/IOTpaM-
CKa ITpojeKIija GyHKIMOHMIIE Kao MeTadopa Mohy Koja 1 jajbe 3apKaBa ClIOCOOHOCT
BU3Ye/THe ¥ CUMOO/IIUKe IIPOjeKIuje ayTOpPUTeTa, a/ii CBe TeXXe yCIIeBa fla ITOTBPAN He-
TOBY HEeKaJaIlllby MaTepujanHy cTadumHocT.”

Meradopidko 3Haueme X0IorpaMa JOaTHO je HaI/alleHO OPTaHM3aALMjOM pajiibe OKO
CycpeTa Koji ce HelpecTaHo ofyiaxke. Kpab KoMe je IpeseHTalja HAMebeHa He 0jaB/byje
ce, a MITYEKMBarbe HeroBor IIPICYCTBa IocTeneHo foduja Behy TexuHy off orahaja koju du
Tpedano fja My IIPYXKI CMICA0. Y TOM POCTOPY HEM3BECHOCTH, XONOTpaM IIpecTaje fia dyzie
CaMo TEXHOJIOIIKM IIPOM3BOJ 1 IIOCTaje MeTadopa IMopeTKa KOji OIICTaje IPBEHCTBEHO KPOo3
TIPOjeKINjy CONCTBeHe MONM 1 odekuBambe 1a he Ta mpojexiuja u fa/be dUTH IpU3HATA.

3a TakaB KOHTEKCT IOCeQHO je MHTepecaHTHa A/leHOBa Hajia ja he, nmak, godutn
IPUINKY Jla TOBOPY IIpeJi KPa/beM, 3aCHOBAHA Ha TOTOBO CY4YajHOj EMU3OAN U3 IIPO-
IIZTOCTY U KPAaTKOM IIO3HAHCTBY Ca jeflHMM Of meroBux pohaka. Hamsrnen cnopenan

° Ikenberry, G. J. HaB. feno, cTp. 6-7.
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IleTa/b OTKpUMBA BakaH odpasall: MOIYhHOCT ycIiexa BiIlle He IIPOM3TIAs3u M3 CTadumiI-
HMX TIOCJIOBHMX OJJHOCA U IIPefBMAMBE JIOTMKe TpXXuiiTa, Beh cBe yernhe 3aBucu ox
MIMITpOBM3allyje, TMYHIX KOHTAKaTa ¥ OCTaTaKa HeKajlalllmer ayropurera. Ha oBaj Ha-
4uH, Erepc ynornymyje cumdonmmuko 3Haueme xonorpama. Kao u npojexunja kojy Anen
IIOKYIIaBa fla MPEfCTaBy, MOpefaK Mounibe Ja QYHKIMOHMUIIE KPO3 perpe3eHTalnjy
comcTBeHe cHare. CMKa OCTaje MMIIPECBHA, TeXHOIOTIja COPUCTUILVIPAHA, U HheHa
eyKacHOCT 3aByCH of Tora fia i he HeKo IpucTaT fia joj moBepyje. bes Tor npusHama
0CTaje caMOo CBET/IOCHA KOHTYpa MONU Koja je HeKajia MMajia YBPCTy MaTepHjalHy OCHO-
BY. 3aT0 X0/I0rpaM y pomaHy He cumdosm3yje camo dyayhHoct TexHonoruje, Beh u cra-
e aMepITIKe XereMOHje Y TPEHYTKY IIOCTeIIeHOT c/1ad/berba YHUIIOIAPHOT ITOpeTKa.

I[Topen xo/morpama Kao IeHTPATHOT MOTVBA, KOPUCTUhEMO 11 MOTHBE: YeKama, Ipa-
3HOT Tpafia, ofHoca Caynujcke Apaduje u CjenumeHnx AMepudkux [Ip)xasa, UK U f1e10
AJIeHOBOT 0113, Ka0 U IIOCTEIeHO MojaB/blBambe KuHe, kako ducMo mokasase Ha KOju Ha-
4yH Erepc poMaHCKM IpocTop IpeTBapa y MecTo UCIojbaBara TpaHcpopMalje caBpe-
MeHOT Mel)yHapOHOT IIOpeTKa I IIOCTEIeHOT C/1ad/berba YHUIIONAPHOT CHCTEMA.

Kpamesciniso usmehy gee noiuxe mohu

JemaH o IpBMX MPOCTOPA KPO3 KOje pOMaH apTUKY/IMIe OfHOC udMeby mpojekiuje
dynyhHocTn 1 weHe Matepujante ofcyTHOCTY jecte EKOHOMCKY rpajy Kpaba Adpynaxa
(ETKA). ToxoMm Boxxmbe Ka Ipajyy, AJieHa Kpo3 CayAujcKu TpocTop mpatu Jycyd, moxan-
HJI BO3a4 Ca KOjUM IIOCTENEHO Pa3Byja IPUjaTe/bCKM OJHOC. YIIPaBO TOKOM jeIHOT Of
TUX IYTOBamba JIMKOBYU IIpO/Ia3e MOpeJ] BENMKOT PeKTaMHOT MTaHOA KOju IIPOMOBMIIE
dynyhu usrnep rpaga.

Jlox ayToMOOU/I KUK iy ayTO-IIyTa KPO3 TOTOBO IIPasHy CayAujcKy odaiy, AjeH
u Jycyd mpornase mopey BeMMKOr peKIaMHoOT maHoa. Ha memy je mprkasaHa nopoamia
ucnpep dmicrasor rpasa dygyhHocTn: cayamjcka mopoauia ucnpes MojepHor cramde-
HOT KOMII/IEKCa, MYIIKapal] ca MOOVIHIM TellepOHOM Y Py, Hella IMOpef bera, KeHa
KOja JOHOCH JOPY4aK. VICIIOR c/MKe CTOj C/IOTaH O BU3WjU je[THOT YOBEKa VI Hafu jefi-
HOT Hapoya. ['paj Koju Ha C/IMIM TTOCTOj fAefyje CaBplleHO — TOTOBO Beh 3aBpieH.

» 1M cTBapHO MycimI fa he ce 0Bo octBapyuTi?”, mnTa AjeH.

Jycyd cnerne pamenuma. ,,llIta ja smam? [lo capa HuTa Huucy ypagmmm’ .

Y ToM KpaTKOM J1janory, TOTOBO YCIIyTHOM, cadpaHa je 4uTaBa aTMocdepa poMaHa.
Ca jenHe cTpaHe cToju mpojekuuja dynyhHocTy, maxspuBo nuciprana u odehaajyha; ca
IpyTe, THXa CyMmba Ja usMeby cmke u CTBAPHOCTM IOCTOjU IIPOCTOP KOjii Ce MOXK[a
Hrkaga Hehe momynuTu. OHo 1mTO je Ha dwndopay mpukasaHo kao Beh samovera dy-
KyhHOCT, y CTBApHOCTH jOII YBEK IOCTOjU caMo Kao odehame. Y popmupanoM pacreny
n3Meby mpojexiuuje 1 CTBApHOCTH OTBapa Ce AHAIUTIIKY OKBYP OBOT pajia.

3ampaBo, IPOCTOp Y KOMe e OfjBMja pajitha POMaHa Hljje TeK KIbJDKEeBHa CLieHorpaduja.
On ynyhyje Ha crBapHu mpojexat — ExonoMcku rpaj kpaba Adpynaxa y Caynujckoj Apa-

19 Egers, D. (2015) Hologram za kralja, Beograd: Booka, str. 38.
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duju, jemaH on HajaMOMIMO3HMjMX YPOAaHMCTUUKMX HOopyxBaTa moyerka XXI Beka. I'pan
je moxpeHyT 2005. rofiiHe TOKOM B/IafiaBuHe Kpaba Admymaxa duH Admynmasusa an Cayza
(Abdullah bin Abdulaziz Al Saud) xao feo mupe cTpaTeruje eKOHOMCKe TpaHcpopMaryje
kpabeBcTBa. Ha odamu I]peeHor Mopa Tpedasio je Aa HacTaHe HOBA Kallyja I7I0daHe eKo-
HOMMje: TOTMCTMYKO YBOPUINTE, (DMHAHCHjCKY LIeHTap ¥ ypdaHu IpocTop y KoMe du ce
Cycper KaluTasl, TeXHONIoruja 1 MelyHapoiHa TprouHa. Y IVIAaHOBUMA VIHBECTUTOPA 1
JIp>KaBHUX CTpaTeryja rpaji je 3aMuIbeH Kao Mecto dynyhHocTy - kao fokas fga Caymyj-
cka Apaduja Mo)ke J1a IPOjeKTyje eKOHOMIjY KOja IIpeBasiiasy IpaHuIle CBeTa usrpaheHor
Ha HadTi." ApXUTEKTOHCKe BU3yany3alje MpojeKTa MpUKasuBase Cy MOfiepHe II0CTIOBHE
IVUCTPUKTe, CTaMOeHe KOMIUIEKCe 1 IpoKe dy/eBape, IIpefcTaB/bajyhn myCTUCKI IPO-
crop kao dynyhe cpepyurte yOp3aHor Kanurana u I7100ajTHe II0BE3aHOCTI.

Erepcy je, mehyrnm, ETKA mocmyxmo Tek kao MHCIMpanuja 3a Kojy je IaKk MHOTO
3HAYajHUj! IHETOB JTMYHY Ievar. I'paj mocToju, amy joul yBeK He >KUBM. 3rpajie Jenyjy
3aBpILEHO, IIYTeBM Cy Ty, dacame OMuCTajy Ha CYHILy, Iy 13a CTAKala HeMa CBAKOJHe-
BHIle. YIMIe Cy IIMPOKe, any ITpa3He. UnTaB ypOaHM Iej3aK CTOjM Y CTamby HPOTY>KEHOT
VIIYeKNBaba, Ko Ky/uca MpUIpeM/beHa 3a jorahaj Koju ce HUKaja He JiemraBa. Y Toj
IIpa3HMHY TPaj] IOuMIbe Jja Mewa 3Hauere. OH IpecTaje fa dyfe caMo ypOaHMCTUYKM
IpojeKaT U IOCTaje C/IMKA je[JHOT UCTOPMjCKOT TpeHyTKa. CBeT paconaxke KalmuTaaoM,
TEXHOJIOTHjOM ¥ IIOTUTMYKOM BOJbOM Ja M3TPajiy YUTABE TPajloBe Y IECKY, A/l jOII YBEK
Tpaxn akTepe Koju he TuM rpaoBuMa jatu canpikaj. HapasHo, He mogpasymeBajyhu one
KOjU Taj MICTY Ipaj Tpeda Ja y4uHe CTBApHUM, OIMIUBUBUM. APXUTEKTYpa je CIIpeMHa,
MHQPPACTPYKTypa IOCTOjI, ITTAHOBY Cy VICLIPTaHM, i APYIITBO Koje du Tpedaro fia mc-
IIyH! Taj IPOCTOP joll yBek KacHM. [Topenak je crocodaH fa IpojexTyje MOHyMeHTalTHe
Busuje SymyhHOCTH, amy cBe TeKe ycIeBa fja MIX MCITYHY CTBAPHMM cafipkajeM. Vameby
bYTypUCTHYKIX 3Tpajia U MPAa3HMX aBeHMja OTBApa Ce IPOCTOP HEOdMYHe TUIINHE — TH-
IIJHE y KOjOj ce Hasype Ja CBET Y3y Y Iepyuof, Y KOMe ce CTadWTHOCT HeKaflallliberT I0-
peTKa BMILIE HE MOJXKE Y3MMATH 3[]paBo 3a TOTOBO. Y TaKBOM IIPOCTOPY YeKarbe IpecTaje
za dyzie camo KibypKeBHM MOTHB. OHO ITOCTaje 1jarHosa cucTeMa.

YmpaBo 3dor Tora cumOonmyKa GyHKIMja Tpajia y POMaHy He UCIPIUBYje ce CaMo Y
HErOBOj IIPasHIHM U HEOBPIIEHOCTY, Beh U y HauMHY Ha KOjU je Taj IPOCTOpP CTPYK-
typucad. EI'KA je mpukasaH Kao M3pasuTO Xujepapxu3oBaH aMOMjeHT, cacTaB/beH O
OfIBOjEHVX HMBOA, HEJJOBPIIEHNX IIPOJIa3a 1 IPOCTOPA Pa3INIUTOr CTeTleHa IPUCTYTIA I
KoHTposie. TakBa opraHmsanyja mpocTopa Ipesasnunasu GyHKIM)jy ypOaHUCTIUKe Clie-
Horpaduje 1 1ocraje Meradopa MehyHapomHOT ITOpeTKa 3aCHOBAHOT Ha HejelIHaKoj pac-
nozienyt Mohu, 4uja CTadUIHOCT 3aBYICU Off OFHOCA M3Mel)y BeroBux pasImdnTyX HIBOA.

3aTo MyCTUIHCKY MeTarpaf; y poMaHy QYHKIMOHMIIE Kao BUIIe O MecTa pajme. OH
nocraje Meradopa rnodansor noperka y mehydasu. Tume je HemoBpIIeHN TPOCTOP M3-
Meby rapake u meror crpara nocrao Meradopa HegocTaTKa KOHCOMupanyje usmehy

" Public Investment Fund (n.d.) Public Investment Fund, Riyadh: Public Investment Fund,
https://www.pif.gov.sa/
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»CTaOM/THOT” BpXa U 3aHEMapeHUX CUCTeMCKUX ¢akrtopa. [locMaTpaHo Ha Taj Ha4MH,
nosunyja Cjequmennx AMepndknx JIp>kaBa Ha ,TIETOM CIpaTy IOpeTKa Huje arco-
nyTHO ode3delena, Beh 3aBycK o cTadMITHOCTI KOHCTPYKIMje KOja ce Ha/a3yu JCIIOf
we. Mebycnpar, jom yBek y nsrpafmiy, MOXKe IIpefCTaB/baTy OpPraHU3aINjy IOpeTKa
KOjJ ce TIOJL [IejCTBOM CUCTEMCKUX (hakTopa Moxe fecradum3aosary. Crora, I/IaBHH jy-
Hak pomaHa AjeH Kiej mocMarpaH je u kao Metadopuika IIpojeKIiyja TakBe Mo3uiuje.
Ha nyTy Ka ,,lieToM crpaty” - IpocTopy KOMe Bepyje /ja IpuIIafia, AjIeH IyTa Kpo3 Heflo-
BPIIIeHY 3rpajy, mponasehy kpo3 HIDKe HUBOE CHCTeMa KOjH jOII HUCY CTadM/IM30BaHM.
Iberoso xperame Kpo3 pasnu4nuTe HUBOE KOHCTPYKIMje MOXKE Ce UUTATU KPO3 Teoplje
MehyHapopHUX ofHoca. TakBa mpocTopHa opraHmsanyja mozceha Ha Xujepapxujcky
CTPYKTYpy MehyHapogHOT cucteMa o K0joj ToBopu TeopeTndap MehyHapogHux ogHo-
ca Jlejaup Jlejk (David A. Lake). Ocnamajyhu ce Ha Jlejka,'> ogHoce Meby akTepuma y
CUCTEeMY MOXeMO IOCMATpaTi Kao pacrnopehene gyx Beptukare Mohn.” Y Tom KoH-
TEKCTY IIeTU CIpaT IpefcTaB/ba XxereMoHcKy nosunujy CAJl. AneHoBo 3aip>kaBaibe Ha
Mebycrpary, Ha KoM IOKylIaBa fja pasperny KoHQMMKT Mebhy pagHuIMa unje jesuke,
KYITYpHe KOJloBe, Kao 1 odpaciie TIOHaIamba He padyMe y HOTIYHOCTH, CUMOOIMYKI
oppaxxasa nokyuraje Cjepumennx AMepndknx [Ip)KaBa [ja MHTEpBEHNIIY Y KOMIIEK-
CHJM PETMOHATHIM KOHTEKCTMMA. Y TOM CMICITY 11 BeroBa HeMoTyhHOCT [ja ycrocTaBu
KOHTPOJTY HaJj IPOCTOPOM Y KOMe Ce Ha/la3y MOXKe Ce TT0Be3aTy Ca pasyMeBambeM CH-
CTeMCKMx orpanmdema Mehynaponue mommtuke Kenera Bomma (Kenneth N. Waltz)™,
I[TIpema meMy, 4ak 1 HajMOhHMjI aKTepy MOTY ocTaTy Oe3 KallaluTeTa ja y HOTIYHOCTI
KOHTPOJIMIITY IIPOLiece YHYTap C/I0KEHUX M HeCTadWIHUX OKpyxKemwa. OBaj criopesHn
IO/[yXBaT IIPOTArOHUCTE OC/IMKaBa CIIeKTap aMepUYKIX VIHTepBEHIIMja, a Y CAaMOM aM-
dujeHTy ofiBUjama pajmbe, mocedHo Ha mpocropy bmckor ucroka. [TomyT Anena, xere-
MOH Ce Ha/la3yl Ha IIpe/la3Hoj Tauyky u3Meby cradunHocTu n HecurypHoctH, ynaxyhu
HaIope /ja yIpaB/ba CUTYyallljaMa uMja My yHyTpallliba IOTMKa U3MUYe.

I[IpexpuBen BeoM TypOyneHTHe uctopuje, ogaoc Caynujcke Apaduje u CAJ] mpen-
CTaB/ba jeflaH Off cucTeMcKux ¢akropa. OZHOC KOju je JeleHnjaMa BaKVO 3a jeflaH Off
cTydOBa MOMUTIYKOT TTOPETKAa Ha BIMCKOM MCTOKY HUKafa Hije 8110 MOTIIYHO CTaTH-
vaH. HanpoTus, pasBujao ce y CeHIM perMoOHaTHNX Kpy3a, IPOMEHa Yy ITI0OAIHOj pac-
nogemt Mohy 1 TOBpeMeHNX TPeHyTaKa AyOOKOr HemoBeperma. OHO LITO je 3aIo4eno
Kao peaTMBHO jeJHOCTaBaH apaH)XMaH 3aCHOBAaH Ha pa3MeHM €HePreTCKMUX pecypca 1
de3deTHOCHMX TapaHIfyja BpeMeHOM je IIPepacyIo y CTI0XKeHO MapTHEPCTBO Koje je M3HO-
Ba TECTMPAHO CBaKOM BehoM Kp130M y pernony.

2O xonuenry xujepapxuje y MmehyHapopunum opHocuma pnetapHuje y: Lake, D. A. (2009).
Hierarchy in International Relations. Cornell University Press.

B Ajzenhamer, V. V. (2019) Uloga medunarodnog autoriteta u Lejkovoj hijerarhizovanoj ,,shemi’
svetske politike, Medunarodni problemi, 71(3), str. 311-334.

O cucremckum orpannderyma MehyHapopte nomutuke fetrapHuje y: Waltz, K. N. (1979).
Theory of International Politics. Addison-Wesley.

>
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JemHa o HajgpaMaTUYHMjUX NIpeKpeTHMIA foroauna ce 1979. rogune. ['ognHa Koja
ce Y IOMMUTUYKOj UCTOpUju bamckor ucToka 4ecTo omucyje Kao TpeHyTaK Kajja je YuuTaBa
perroHanHa paBHOTEXa Io4ena fia ce nomepa. Hajmpe je mouto go Vpancke peBonmynm-
je, KOjoM je cpyIIeH pexxyM Iaxa 1 ycrnocrasbeHa Vcnamcka Penydnuka Vipan. Tume
je HacTao HOBY IOMUTUYKM aKTep KOjU je OTBOPEHO OCIOpaBao mocrojehn mopepak y
PeroHy U IpecTaB/bao AupekTaH n3a3os 3a Caynujcky Apadujy. Pusanctso usmelby
Pujama n TexepaHa, koje he odenexxutu HapenHe fierieHyje SNMMCKONCTOYHE TIONIUTHIKE,
yIpaBo Tajja Joduja cBoj caBpeMeHy odmuK."

Vcre ropyHe pernoH je moTpecia jou jegHa kpusa rnodanuux nocnepuia. Cosjer-
cku CaBe3 M3BPIINO je MHBA3Mjy Ha ABraHMCTaH, YnuMe je bimckm ncrok mogarHo fo-
d110 Ha cTpaTenIKoM 3Havajy y KOHTeKCTy XmagHor para. CTpax off Iupemba COBjeTCKOT
yTuiaja oBeo je o jom dmmke capanmwe nsMehy Caynnjcke Apaduje n Cjeanmennx
JIp>xaBa, Koje Cy y TOM TPEHYTKY MMaJle 3ajeHNYKI MHTEPeC Jla OrpaHNIye MIPEerbe Te0-
IOTIMTUYKOT IOPeTKa pyuBaya.'®

KomMdnHanyja permoHaTHuX 1 YHYTpAIIBYX KpM3a YIBPCTIIA je YBepewe Cayauj-
CKOT PYKOBOJICTBA J1a je OesdeHOoCHO mapTHepcTBO ca CjenumennM JlpkaBama Heoll-
XOJfHO 33 O4YyBambe CTAOWTHOCTH JPKaBe.

Mebyrnm, modyerkom 21. Beka Taj OZHOC ITOYMIbE f1a YIasy y cnoxeHnjy gasy. Tepo-
puctiuky Hamagy 11. centemdpa 2001. rogyHe OTBOPIMIIN Cy HOBA NUTama O IPUPOAN
CayAMjCKO-aMepIIKOT TTapTHepcTBa. Unmennna aa je Behnna Hanmagaya Omma caynuj-
CKOT IIOPEK/IA 13a3BaJIa je CHAKHY PeaKLyjy aMepydKe jaBHOCTH U IIOKPEHY/Ia paclpa-
BY O NMOIMTUYKMM 1 ujeonomkuM Besama usMehy Cayanjcke Apaduje u pagukanHux
VICTAMUCTUYKMX TTIOKpeTa. Vako cTparelmko caBesHMINTBO HHje IPEKMHYTO, II0BEperbe
u3Meby 1Be cTpane BuIe HYje OM/I0 TAKO HEYIIMTHO Kao panuje.”

Hamerocru cy mogaTHo mopacie HakoH amepuuke nuBasuje Ha Vpax 2003. rogune. [Tag
pexxuma Cagama XycenHa (Saddam Hussein al-Tikrit), koju je merjennjama npepcrasmpao
NpoTUBTEXY VIpaHy y pernony, oTBOpMO je IPOCTOP 3a jayarbe MPAHCKOT MOIUTUIKOT
yrunaja y Vpaky. 3a Cayaujcky Apadujy To je 3HAUMIO [ja ce perMoHaIHy daTaHC CHara
TIoMepa y KOPUCT HeHOT I7IaBHOT pyuBaja. [lapajokcanto, MHTepBeHIMja Koja je Tpedano
Jia CTad1Iu3yje pernoH fONpUHeNa je IPOAyOd/bIBalby TeOIIONMUTIYKE HeN3BeCHOCTN.

Ocehaj crparelrke HeCUTYPHOCTY ZOAATHO Ce 110jadyao TOKOM a[MUHUCTPalyje aMe-
puukor npepcenHnka bapaka Odame (Barack Hussein Obama II), nHapouuto Hakon
HNOTICUBaba HYK/IeapHOT criopasyMa ca Jpanom 2015. rogune. Y Pujany je oBaj cro-

> Hinnebusch, R. (2003) The International Politics of the Middle East, Manchester: Manchester
University Press.

16 Hinnebusch, R. HaB. gemno.

7" Gause, E. G. The Approaching Turning Point: The Future of U.S. Relations with the Gulf States,
Brookings Project on U.S. Policy Towards the Islamic World, May 2003., 6. March 2026., https://
www.brookings.edu/wp-content/uploads/2016/06/gause20030430.pdf

'8 Hasan, Q. (2016) The Impacts of Iraq’s Invasion on the Politics in the Middle East, International
Journal of Social Sciences & Educational Studies, 3(1), p. 46-53.
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pasyM 4ecTo JJO>KMBJ/baBaH Kao CUTHAT Jja BalmMHITOH nokyimasa ia pefeduHuiie cBoj
opHoc ca TexepaHoM. 3a cayfijcKo pyKOBOJCTBO TO je OTBOPU/IO IuTame fia mu Cjenu-
meHe JIpxase u fame Bupie Cayanjcky Apadujy Kao IeHTPaTHOT TApTHEpa Y PETMOHYy
VIM Ce PerMOHAa/IHA CTpaTeryja IOCTENeHO Memwba.

YnpaBo y TOM TPeHYTKy IO4MIbe Jla Ce TI0jaB/byje HOBM aKTep UMjy YTUIIAj Y pe-
TMOHY pacTe ApyraumjoM norukoM Mohnm. Kako je kiHecka ekoHOMMja yOp3aHO pacia,
pacrna je 1 mweHa IoTpeda 3a CTadMIHMM eHepreTcKuM pecypcuma. Cayamjcka Apaduja
Ce Y TOM KOHTEKCTYy IIOCTENIEHO HaMeTHy/a Kao jefjaH of K/by4HuX napraepa Kune y
odmactu HadTe 1 eHepreTuKe. 3a PasMMKy Off aMePUYKOT IIPYCTYIIA, KOjI je fielleH1jaMa
II0Y/BA0 HAa BOjHO-IOMNTUYKYMM CaBe3VMa, KMHECKO NIPUCYCTBO Y PETMOHY pasBMjaio
ce IIPBEHCTBEHO KPO3 TPrOBVHY, MHBECTHIVje M MH(PACTPYKTYpHE IIpOjeKTe.

Jour jeman porabaj momaTHO je 3akOMIIIMKOBAoO ofHOce n3Mehy Pujama u Bammar-
ToHa. YducrBo Ilamana Kamornuja (Jamal Khashoggi) 2018. rognHe y cayanjckoM KOH-
gynmary y Vcrandyny n3asBaio je CHaXHe MelyHapozHe peakijyje U OTBOPIUIO 030M/b-
HY IONIUTUYKY fiedaty o mpupoau ofHoca usMely aBe semsbe. Vako mapTHepcTBO Huje
IPEKMHYTO, 0Baj jorahaj JoaTHO je HAI/IacKo HAIeTOCT u3Mely cTpaTelnkux MHTepeca
VI IOIUTUYKMX BPETHOCTH KOje 4ecTO OO/IMKYjy aMepUuKy CIIo/bHY TonmTuKy. Ca pyre
crpane, Kuna je duia Ta Koja je BofmIa CBOjy MOMMTUKY HeMeIlamka Y YHYTpAIlbe I10-
JIUTHKE JPYTUX 3eMajba, IITO je JOBEJIO 10 IPOAyd/bUBatba BIXOBOT OFHOCA.

Ilanac ce Cayamjcka Apaduja Ha/asy y 3HaTHO CTIO>KeHUjeM TeOIIONUTUYKOM OKpY-
JKerby HETO y BpeMe KaJia je IheHO caBesHMIITBO ca CjenmumennuM JIp>xaBama HacTano.
Jlox BammHITOH U Ha/be ocTaje Kby4HV de30e[HOCHN IapTHEp Kpa/beBMHe, pacTyha
€KOHOMCKa IIPUCYTHOCT K1fHe y pernoHy ImocTeneHo Mema CTPYKTYPY II0OaTHOT yTH-
naja. Cayzmujcka Apaduja ce Tako cBe 4enthe mmojassbyje kao IpocTop y KoMe ce cycpehy
JiBa pa3mMunTa MOJAEIAa MONM: aMepUyKM, 3aCHOBAH Ha BOjHO-TIONUTUYKOM CaBe3HU-
IITBY, ¥ KUHECKY, KOj! CBOjy CHAry Tpaji Kpo3 TPTOBMHY, MHBeCTUIIMje ¥ MHQPACTPYK-
Typy. YIIPaBo y TOj 30HM IIpeK/Ialama CTapyX U HOBUX odpasara Mohm Moxke ce pasy-
MeTH U IIVMPYU KOHTEKCT caBpeMeHMX TpaHcdopManuja MehynapogHor nmoperka.”

— :’) “; —_ — :” <«
Hasus tipoussoga: ,,Amepuuku can"; mecitio iipoussogre: ,,Kura

[IpeTx0oHO pedeHO MOKasyje Aa Cy TypOy/lIeHIyje Y CayanjcKo-aMepudKoM OZHOCY
IIOCTEeNIeHO OTBOPWJIE IIPOCTOP 3a I10jaBy HOBMX 0O/MKa Mel)yHapoJHOT oBe3nBama y
PETMOHY, I1a Ce TAKO CBE y4ecTa/Iije yodaBa IPUCYCTBO aKTepa Yujy YTUIIAj He TOYMBa
IPBEHCTBEHO Ha BOjHO-TIONUTUYKIM CaBe3nMa ¥ CMMOOINYKO]j IeMOHCTpaLyju Mohu,
Beh Ha eKOHOMCKNM Be3aMa, MHPPACTPYKTYPHUM IPOjeKTHMA U IYTOPOYHNM MHBe-
crunyjaMa. Ha Taj HauMH KMHECKY YCIIOH, KaKO Y peaTHOCTH, TaKo 1 Y POMaHy, He Io-

¥ Rahman, A. (2024) Saudi-Iran peace deal: History, factors responsible and the changing dynamics
of West Asia, Electronic Journal of Social and Strategic Studies, 4(3), p. 282-308.

2 Telci, I. N. (2018) The Murder of Jamal Khashoggi and the Future of Middle East Politics, SETA, Vol. 47.
21 Congressional Research Service (2021) Saudi Arabia: Background and U.S. Relations, RL33533,
Washington, D.C.: Congressional Research Service.
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jaBJpyje ce Kao HAIIV TeOIIOIUTIYKM IPeoKpeT, Beh Kao Ipoliec Kojy NOoCTaje BUABUB
TapajIe/THO ca MOCTETIeHNM UCIPIbIBAbEM aMePUYKOT MOJieTa ITT00aTHOT Je/I0Bamba.

[Tpomene y ogrocuMa n3melyy Cayznujcke Apaduje, Cjemnmennx Amepuakux Jpska-
Ba 11 Kune y pomany He QyHKI[MOHNIITY cCaMO Kao TeOIOMTINYKA TT033/[1Ha pajiibe, Beh
¥ Kao OKBUP Kpo3 Koju Erepc mpukasyje cymap pasnuumuTyix Mojiesna I10damHorT JieoBa-
1Ba. Y TOM KOHTEKCTY meroB ofadup Cayznujcke Apaduje He I0CMaTpaMo Kao CTy4ajaH,
HIUTY VICK/BYYVBO Kao 11300p padymapHO aTpaKTUBHOT MU €T30TUYHOT IIPOCTOpa, Beh
ra MHTepIIpeTHpamMo Kao mupy Meradopy BrmcKor 1ucToka — pernoHa y KoMe ce HajuH-
TEH3MBHMje MaTepujanusyje cyde/baBamwe Bejy cuaa. JJox ce aMepuyko MpUCYCTBO Y
poMaHy Be3yje 3a YeKambe, IIPe3eHTaLVjy 1 HOTpedy 3a MOTBPAOM, KMHECKM YTUIIj II0-
jaBjbyje ce 3HATHO THIIIE, A/ CA CBE BUJ/BUBIIM €KOHOMCKIM VM MHPPACTPYKTYPHUM
HoCIequIlama.

Tummna y xojoj ce yeka Huje npasHa. OHa uMa Tpajame u CTpyKTypy. Vcnymena je
IpaBIIMMa Koja BUIIe He PyHKIMOHMITY ayToMaTcKi. OHO IITO je HeKajla JOasuiio de3
Haropa cajja 3axTeBa IpuIarohasame 1 Bepy Ja JO7Na3aK jOII yBeK MMa 3Haverme. JJok
jeraH akTep ocTaje Be3aH 3a TPEHYTaK IIOTBPJie, HET/ie M3BaH MOIea, 0e3 I030pHuMIle 1
de3 moTpede 3a odjamrmermeM, ofByja ce apyraunja noruka. OHa He 3aBVUCK Off IO/IACKa,
He IIPOM3BOAY CIIEKTAK/I M He TpaKu IpusHame. IIpucycTBo Koje He ymasu y gujanor u
He TPOLI BpeMe, caMo 1ocToju. Tek Ha Kpajy foKasyje cBOjy MOh Kao TOTOBY UMIbEHUILY.
JIoK ce jenHa BM3Mja pa3Boja MCUPIUbYje y IPE3eHTALN]I Y MITYEKUBambY, [PyTa ce OCTBa-
pyje Kpo3 MHPPaCTPYKTypy, MHBECTHULVje U JYTOPOUHEe Be3e Koje He 3aXTeBajy cMMOO-
JIMYKY TOTBPAY LieHTpa. TakaB KOHTPACT yKasyje Ha pas/InKy usMely aMmepudxor Moperna
— IPUCYTHOT KPO3 IPe3eHTaLNjy, IIPEroBope 1 CUMOOMNYKY HOTBPAY MONY; M KMHECKOT
IIPUCTYTIA KOjU Ce OCTBapyje Kpo3 IOCTEIeHO LIMperhe eKOHOMCKUX U MH(PACTPYKTYp-
HIX KallalyreTa de3 moTpede 3a HeMOCPeAHMM MOMUTIYKIM CIIEKTAKIOM.

Pusancrso Amepuke 1 KuHe Ha CBeTCKOM TP>KMIUTY PAacIUIMHYJIO je MHOTE aKaJieM-
cke gedare. CtaBoBM cy pasHOMuKM: KuHa je mpujaTesb, KOMIIETUTOp, IpeTHa — BUX0BA
fedMHUTMBHA TauKa IIpeceka jecTe aMepMKaHOLeHTpuYHOCT. MebyTuM, oHo Ha mTa
Erepc mpomyhypHo ykasyje jecte cras fa je AMepruka camoj cedn Hajseha mperma. Knna
penpesenTyje TeK MaTepyjanusaLijy beHIX rperaxa.

Ha toMm Tpary, y nuir4eBoj jefHa4MHI HOCedHO je 3HayajaH MK AJIeHOBOT oria. Ihe-
roBa BaKHOCT He ITPOM3/1asy 3 0OMMHe IICHXOJIOIIKe paspajie, Beh 13 mosunmje ceeoka
jefiHe MCTOPUjCKe eTI0Xe — reHepallje Koja je KUBe/a y IIePUOJy IyHe MaTepujanu3alii-
je aMeprdKor cHa — ,,3maTHOM 100y~ (Golden Age), kazia cy MHIyCTpMjcKa IPOU3BOLHA,
€KOHOMCKA CTaOM/THOCT ¥ Bepa Y KOHTMHYMPAHN IPYIITBEHY HAIlpelaK YMHIIN OCHOBY
aMepUYKOT MJEHTUTETAa. Y CBOM M3BODHOM 3HAa4erby, aMEPUYKI CaH IpeJCTaB/ba je-
jy mpywmTBa y KoMe XuBOT Tpeda ma dyze dorby, doraTuju U MCIYHeHMjU Y3 pasnuanTe
IPWINKE 32 CBAKOT IOjelMHIIa, Y CKIAy ca IMYHUM CIIOCOOHOCTMMA U OCTUTHYhmMa. >
Taxsa npeficraBa AMeplKe, 3eM/be y KOjoj Cy paf, y/larame 1 IpeysiMarbe p13uKa rapaH-

22 Adams, J. T. (1931) The Epic of America, Boston: Little, Brown and Company
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TOBA/IM HATIpeflaK, OO/MMKOBAA je TeHepalyjy Kojoj AJIeHOB OTall Ipuraza. Ympaso 300r
TOTa OTAIl IIpefiCTaB/ba Bedy n3Mehy Hekajalrmer Moyienta aMepidke Mohnm 1 jaTor Tpe-
HYTKa IeHOT IIOCTETIeHOT Ipeod/KoBamba. I10cTaB/beHo KibVKeBHOM TepMIHOIIOTHjOM,
oTal] je GYHKIVOHATHY UK, HOCKJIAL] IIMPET TEMATCKOT U CUMOOMIYKOT C/I0ja POMaHa.
OH He IpeficTaB/ba caMo IIePCOHMPUKALN]Y MOTUBA aMEPUYKOT CHA, Beh 1 cBojeBpCHY
pedepeHTHY TauKy y ofHOCY Ha Kojy Erepc ykasyje Ha IOCTeIleHV CYHOBpAT jefHOT Of
K/bYYHMX €/IeMEHaTa aMEePUYKOr HALMOHAMHOT MieHTUTeTa. CBaKM HUXOB PasrOBOP
(YHKIMOHMIIIE Kao TMXa OIIOMEHA, TOTOBO Kao 031B Ha dybere. OTall He roBopH y Tep-
MJHJMA I'e€OII0/INTYIKE, /I FheTOBY KOMEHTapy MMajy jaCHy IOIUTUYKY JMMEH3M]Y: IIPO-
M3BOAA dMIMKana peMenrteHa je y Kuny; komnanuja Illeun®, Hekaza jeaH off HajIo-
3HATMjUX aMepUUKMX IpousBobhaya duimkana, rydu rpxuirre; MocTosn y CjenumeHnM
Jlp>xaBaMa rpajie ce y3 KMHeCKe yTOBOP€; TEXHOIOIIKY IIATEHTH Ce ITPOJIAjy IPe HETro 1ITO
ce MCLpIN BUXO0B foMahu noreHiyjan. OHO LITO ce Y TOPOAVYHOM AMjAJIOTy II0jaBIbyje
Kao HOCTA/IIMja 33 U3TYO/beHNM BPEMEHOM, Y IIMpeM KOHTEKCTY OTKpMBa odpasall Cu-
creMcke Tpancdopmaiyje. Pegocrnen je muayukarusan: Kuna Hajope nmpoussoam, 3aTum
rpajiy, HOTOM Kymyje matente. Of paguoHnuke nepudepuje 10 MHGPaCTPYKTYPHOT UH-
BECTUTOPA I TEXHOJIOIIKOT aKTepa. OTal| apTUKy/IyIe OHO IITO AJIEH He yCIieBa Jla Me-
Hyje: Kpu3a ce He fioraba 3aTo LITO je HEKO APYTM OCTao jaun, Beh 3aTo mTo je crucreM, y
notpasyu 3a edpukacHourhy 1 mpoduToM, IPeMecTiO COLICTBEHe TeMebe.

Hekomuko crpannna gasme, [I. E. roBopu 0 AJIeHOBOM CycpeTy ca aMepU4KIM apXu-
TeKTOM. Y OBOM CErMEHTY POMaHa JIMK A/IeHOBOT Ol1a HajuspakeHnje QyHKIMOHNIIIE Kao
KOHTPACTHA M033/11Ha, KPO3 KOjy ce oTBapa pedieKCHBHa fyOuHa carjefaBarma TPAHC-
dopmaruje ameprdkor cHa. KpatkoTpajHu pasroBop CyHapoiHMKa 3ay3e0 je TeK HeKo-
JIMKO PefioBa. JefH!M I1acycoM YCIIEO je Jja IIpeHece, MOXK/Ia, Haj3HaYajHMUj! IHAMKATOP
CTUIIIABaa aMepPUYKOr IIaMeHa YIPaBo — HefjocTaTak cHa. Op cynTuHor caoceharma
3dor fe/beHe MHCOMHIje, TIpeKo dyorpadcke pasMeHe, 10 CHAXHOT Ipy3Hama. Henme-
HOBAHJM apXMTEKTa CBETCKOI peHOMea AJleHy MaXK/biBO Hadpaja OMMCKOMCTOYHE U KU-
HecKe IIpefierie, Kao JOMOBE IheTOBMX HeHA/IMAIIVBMX ITpojekaTa. OBO yCITYTHO ITO3HaH-
CTBO OKOHYAHO je peunma: ,,He pazmu ce Ty o Hajsehem mmy HajBuIIeM, anu CBejeHO, Y
Awmepuny jaHac HeMalll TakBY BPCTy cHa. Yeka dospe cyTpa. 3acap ce Taj caH oducTumyje
Ha JpyruM Mectuma’.** Meraopuuku nocMmarpano, Cjemumene [Ip>kase, HONYT MaHy-
daxType, IpojeKToBase Cy jefjaH Off K/byIHIX UEHTUTETCKIX eJleMeHaTa BaH CONICTBEHNX
rpaHMLa. Y YNTa0YEeBMM MUCIMMA OCTAB/bEHO j€ 14, IIOIIYT €Xa, OfjjeKyje IIUTambe: A /I Ce
u ipaBy Amepukasar pabha y Kurn? Ha kpajy jemHo mocTaje jacHO — OHOT TpeHyTKa Kafja
Cy AMepUKaHIIM [TOYe a YIOoTped/baBajy IpoM3BoJie Ha KojuMa murte: made in China,
IIOCTAJIO je VIpeJIeBaHTHO OHO Ha yeMy miue: made in USA.

Kuneckn ycrioH y poMaHy Tako He QYHKIMOHMIIIE KaO arpecuBHO IIpey3uMame, Beh
Kao MaTepujanusanyja omIyka Koje cy Beh dmre mjonere. Y ToM cMMCITy, pOMaH pas-

3 Schwinn je amepyryka KOMIIaHMja KOja IIPOM3BOAM 1 UCTPUOyMpa SUILIMKIIE IO MCTONMEHNM
dpenpom, ocHoBana 1895. ropune y Unkary. https://www.schwinn.com/
* Egers, D. Has. ferno, ctp. 128.
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OTKpMBa IApajiOKC CaBPeMEHOT PUBAJICTBA: JOK Ce TIOIUTUYKI AUCKYPC POKycHpa Ha
CIIO/balllbeT KOHKYPEeHTa, HApaTUB YKa3yje Ha YHYTpallby IOTUKY CAMOIIOTKOIIaBaba.
[InTame ce Tama He cBOxM Ha To jja v KnHa criyraBa AMepuky, Beh fa mu je AMepuka,
KpPO3 COIICTBEHM MOJeN ITT0da/IHe MHTerpanyje, oMoryhmma pegucrpudymyjy Mmohn xojy
cajia IepUMIMpa Kao MpeTmy?

Vcrpaxusame cruposefieHo 2025. rogyHe MCIUTUBABEM aMEPUYKOT jaBHOT MIberba
yKasyje fia Cy CTaBOBJ acCMMeTPUYHO Nofe/beHN: 56% AMepuKaHala cMaTpa fa je Kuna
KOMIIETUTOP, 33% je cMaTpa IpeTHhoM, 0K je 9% nepuunupa Kao mnpujareba. OHO IITO
OBY CTYAMjy YMHU 3aHMM/BMBOM jeCTe YMIbeHNIIA /1a, 0e3 Kay3a/HOCTH, Y TPaKCy HOTBp-
byje ErepcoBy MMarnHaTuMBHY aHTUIMIIALN]Y; Ka0 OATOBOP HA OTBOPEHO IuTame 3%
VICIIMTaHe TIOMy/Ialje CMaTpa fia je AMepuka cama cedu Hajsehn Hermpujarers. »°

Ca gpyre cTpaHe, nepLeniyja NONUTUYKE €IUTE jaCHO jeé OCIMKaHA CTPATErUjoM
HaloHaHe de3defHOCT AMepyKe. AHAIN30M Kpo3 IMpU3My reononuruke, Kuna je
neduHMCcaHa Kao KommeTuTop. IIpumar je sagpskaBame eKOHOMCKe TOMUHAIMje, JC-
npaheHo ofgBpahameM Kao MeXaHI3MOM CIIpedaBarba BOjHOT Cykoda. YIIOpeIHOM aHa-
Nm3oM cTpateryja HanmoHanHe desdemHocTn Cjemmmennx AMepnukux [Ipxasa of
nepuopa agMuHKcrpanyje byma (George Walker Bush) (2006) go Tpammose (Donald
John Trump) gpyre agMmuumcrpanuje (2025) Moxe ce carnefaTu pasBoj ¥ IpOMeHa
nepuenuuje CAJl mpema Kunn.

ITopy byw

[ToyeBmn o nspasuto nudepanHor mnornefa Ha nopenak Ilopia bymra, Kuna je y
CTpaTeryjy HalMoHaIHe 0e3defHOCTY IToOMeHyTa Yak 28 myTa 1 fledMHICaHa Kao K/by4-
HI peTMOHATHY mapTHep. VcrakuyTo je ma KiHa mocreneHo mocraje rimodamrHm urpad,
Te /la je Y CK/Iafy ca TMMe HYXXHO Jia ITOKaXKe OJATOBOPHOCT M YCIIOCTaBU Capajiby ca
CAJI*® V BenuxomymHoM Ayxy rnodanHor mapTHepcrBa KnHa je moduma dact fa dynme
IIpM3HATA KA0 BEJIMKY UTpad y MehyHapogHOM cuctemy. Vmak, manu donyc, nedunuca-
Bbe IbeHNX 00aBesa, YK/bydyjyhu u creren cnodozie Koju Tpeda 1a Ipy>K1 COICTBEHOM
CTaHOBHMINTBY, 3aJP>KaHO je Kao eKckmy3uBHoO npaBo Washington, D.C: ,ITomrroBann,
JIOK CM IO, MOjUIM KPOBOM, MIMa JIa Me C/TyILIamr .

By je yHMIONIapHOCT c1CTeMa 03HAYaBao Kao MOMEHAT, yKasyjyhu Ha MoryhHoct
TpaH3uIyje. Y TOM KOHTEKCTY MOXKe Ce IIOCTaBUTY IUTame J1a JIM je OH ,KpuBall 3a
oTBapame [laHgop1He KyTHje WK je 0 Mofy3amha MOK/IONIA UIIAK AOLIIO Y KaCHUjUM
apMuHKCcTpanujama? C 0d31poM Ha TO Jja ce CMaTpa fia Cy YIIpaBo KacHMje affMUHUCTPa-
1Mje aMepyyKM IIPUMAT 0XKMB/baBaje Kao JaTOCT — aMepyyKa JOMIHALMja ITpecTana

» Pew Research Center. Americans’ views of allies and threats,1. May 2025., 7. February 2026.,
https://www.pewresearch.org/global/2025/05/01/americans-views-of-allies-and-threats/

% Bush, G. W. (2006) The National Security Strategy of the United States of America, Washing-
ton, D.C.: The White House, March 2006., 27. February 2026. https://georgewbush-whitehouse.
archives.gov/nsc/nss/2006/
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je ma dyze 1msb M OCTana ApupogHo ciiarve.”” Y ToM CMUCIY ,,KpuBHIa~ byiose agMu-
HIUCTpalyje orefjana ou ce y camoj mpernocraBiy KiHe kao mapTHepa, JOK Ou eKBU-
BAJIEHT Y KaCHUjMM MaHZIaTVMa OW/IO IPeKOMEePHO OC/Iamaibe Ha TAKBO NMAPTHEPCTBO.
Jmak, ofToBOp Ha ATO NMUTabe OCTaje BeYNTa aHATUTUIKA AN/IeMa.

[Tocnepuiie onucaHor pasyMeBama aMepuyKe Mohy y poMaHy ce HajjacHuje Iperna-
Majy Ha reHepalyjCKOM U MHAMBUIYalTHOM HMBOY. I'eHepanujcka nuMeHsuja Kpuse y
pOMaHy He II0jaB/byje ce caMo Kpo3 ImpoMeHe y MelyHapopHOM mopetky, Beh 1 xpo3
opHOC AleHa mmpeMa comcTBeHOM oly. Kako je Beh pedeno, kpos muxoBe pasroBope
Erepc nose3syje nuunn ocehaj Heycrexa IpOTaroHMCTe ca IMPYUM IIPOMEHaMa aMepuy-
KOT €KOHOMCKOT 11 IIOJINTNYKOT MOJe/Ia. Y TOM OJHOCY CYKOd TeHepal[yja ocTaje MeTa-
¢dopa pasIMINTHX IIpefcTaBa 0 AMEePUYKOM IIPOCIIEPUTETY, pafy U r/iodanHoj Mohu. ,,A
WIIAK, /a /I je MKaja IOCTojalo BpeMe Kafja je MIafi AMepuKaHal] )KeJleo /ja Haydu He-
mTo of cTapujer...”*® IInTao ce AeH, He yCIeBLIN f1a YOUM LIUKINYIHOCT CBOjUX MUCIIH,
He CXBaTVBIIY [IA je ¥ OH HEKOJIMKO TOfjVIHA PaHMje, KA0 eHTY3MjaCTUIHM MIAIN YOBEK,
IIPEKMHYO LMK/TYC FeHepalMjCKOT HallpeTKa CBojux mpefaka. Oralj ra je HeyMOPHO IIpe-
KOpeBao, TOBOPUO My O BpeMeHY ITPOCIIepuUTeTa YHyTap AMepuKe, KpUTUKOBAO BErOBO
cajiejcTBO y Ipecebery (adpuka npeko okeana. »

»~AMepUKaHIM Cy poheHn ca sHameM 0 cBeMy 1 cBaueMy. Pobenn cy ga du Hampe-
foBany, dp3o, wiu dapeM Muc Kako Hampenyjy .”’ Ta wiysuja ypobhenor 3Hama n
JIMHEAPHOT HaIlpeTKa He OcTaje AJIeHOB MHTPUH3MYHY cTaB. OHA ITpeBasyIasy MHAN-
BUJIyalHJ HYBO 1 IIOTIPMMA CTPYKTYpanHM OO/IMK. YBepembe fja ce CBeT MOXKe pasyMeTn
de3 f1a ce u3 wera yuu, y IM4HOj 3ad/Ty/y ITpepacTa y odpasall Ap>KaBHOT AenoBama. [1o-
TEHIIMjaTHO 11 HajOOJBY IIPMMEpP OBAKBOT 0dpaclia IpeficTaB/ba afMIHUCTpanyja byma
crapujer (George H. W. Bush). Tokxom IIpBor 3anmuBcKor pata, Of leTOBOM AVPUTEHT-
CKOM IIa/INI[0M, AMepMKa je IeMOHCTPYpaa CIIOCOSHOCT Op30T, IPELN3HOT Y BpeMeH-
CKU OTPaHMYEHOT Je/I0Baba, OAHOCHO AMCUUIUIMHOBaHYy ynorpedy mohu. Hacympor
TOMe, MHTepBeHIMja afMuHncTpanuje byma maaber (George W. Bush) y Vpaky, Tokom
Jlpyror 3a/1MBCKOT paTa, IOCTENEHO ce TPaHCPOPMICaIa y IPOTIOHTYPAHN, UCIPIIbY-
jyhu mpouec des jacHor ncxopa. Pasmmka fenoBama Meby renepanujama He orefa ce
VICK/BYYUBO Y CTPATETMjCKOM IIPUCTYITY, Beh 11 y ITpolieHn concTBeHnX MoryhHOCTI: Off
OIIpe3HOI ycMepaBama MOhy Ka HbeHoj aMOUIINO3HOj TpUMeHN.”!

HeapexBaTHa KOHCOMM/AIMja LIM/beBa OCTaB/ba IIPOCTOP 3a CYMIbY Y KallalluTeTe 3a
OfipKaBambe IT00ATHOT IIPMMATa. Y TOM CMMCITY aMepIyKe MHTepPBEHI[Yje TOCMATpPajy

7 Griffin, C.J. (2023) “Dilemmas of Dominance: American Strategy from George H. W. Bush to
Barack Obama’, u: Brands, H. (ur.) The New Makers of Modern Strategy: From the Ancient World
to the Digital Age, Princeton: Princeton University Press, str. 869-894.

* Egers, D. Has. perno, cTp. 112-113.

Egers, D. Has. geno.

Egers, D. Has. geno, ctp. 113.

' Daalder, I. H. and Lindsay, J. M. (2003) America Unbound: The Bush Revolution in Foreign
Policy, Washington, D.C.: Brookings Institution Press
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ce Kao jeJlaH Off YMHM/IALA [IPpoIleca II0CTENEeHOr OTBapama IPOCTOpa 3a M0jaB/byBatbe
KIHECKOT €KOHOMCKOT M OUTUYKOT yTUIIAja.

Y pomany, AneH ce cyodaBa ca Gpu3MIKOM MMIIOTEHIVjOM KOja ce I0jaBIbyje y Tpe-
HYTKY Ka/ja BeroB IpodecrOHaTHY UAEHTUTET Io4Mbe ja ce pacnaga. OHa Huje caMo
IpMBATHM IpodiieM, Beh cuMIToMm ydibe ersucTeHIjaHe HeCUTYPHOCTI: CBET Y KOMe
je HeKaJia MOrao jacHO Jia Jie/lyje BUILEe HeMa MCTa IIpaB1Ia urpe. AJIEHOBO CTambe HeJBO-
CMICTICHO ITpeficTaB/ba epconndukanujy Amepuke. [Tokymraj ,MHTMMHe” IeHeTpaI-
je y oHOCY ca TOKTOPKOM XaKMM ™ MOi/ie)ke TyMademby y IIpeM KOHTEKCTY aMepuyKe
pernoHanHe MeHeTpanuje. Y TOM OKBUPY IIMPET IPYUCYCTBA Y SMUCKOMCTOYHOM PEryo-
Hy odenexxmie cy nnTepseHuuje y VMipaky n Apranucrany. Mehyrum, xao mro Anenos
TOKYIIIaj OCTaje HefJOBPILEH, TAKO Cy U OBY T€OIOIUTUYKY IOYXBATH OCTau de3 KOH-
conmpanyje O4eKMBaHMX pe3yITara.

Y1rpKoc IpeTXofHO peueHoM, AJIeH je U Jja/be Cambao. ,Y OUTH ByKa y IUIAHMHAMA
Caynujcke Apaduje, To du duno Hemrro. YoBek Koju moByde odapad ypapuhe sHauajHy
crBap”.”” OBaj caH Ha jaBU MOX/Ja je M1 HajIper3Huja MeTadopa aMepuIKor IPHUCYCTBa
Ha brmckom mcroky. Kpos mcropujy, BIUX0OBO IPHUCYCTBO 00IeXEHO je MOKYIIajuMa
CTBapama OfIP>KMBOT MIUpPaA U JEeMOKpaTH3alyje IPOCTopa KOju ce OAyNupe CBaKOM
npensubamy 1 cBakoj koHTponyu. CBaky BOjHY caBe3, CBaKa eKOHOMCKA MHjeKIInja, CBa-
KI1 JUIUIOMATCKI TeCT MMa TeXIHY caMO JOK Tpaje IIaKiba Koja ra Ipojexryje. bamr kao
Aneny EI'KA, AMepuka fonasy ca makeToM BM3Mja M TEXHOJIOTHja, Ca OYeKMBabIMa J1a
IPUCYCTBO 3HA4M YTUIIAj, la IPOjeKIMja 3HaYM cTBapHOCT. Ho, m1annHe, nycTuive, Be-
TPOBMU KOjJ Ce He BUJe, anu ce ocehajy, yBeK MMajy oCIeby ped. Y TOM IIpocTopy, Moh
ce He JjoKasyje mpucycTBoM. OHa ce IIpeno3Haje o ToMe KOIMKO MOXKe Jja U3JPKU He-
IPeBUANBOCT, KOMUKO CTPIUBMBO MOJKe [ 4eKa Ja APYTH MOKaXy CBoje c1madocTu, Aa
npoHabe cBoj cMIICa0 ITOCTOjamba MM [ Ce CBET CaM IIOCTaBY Y IO/I0Kaj fia dyae 0dm-
koBaH. [IpaBo ymehe Hiuje y camom moBademny odapaua, Beh y TpeHyTKYy Kaga ce oda-
pau moBydye. Y dp30I/IeTOCTH U IIpeTePaHOj XKebl [a yOuje ByKa, caMo He3acIy)KeHOM
cpehom Merak AjeHOBe IylIKe IPOMAIINO je edaka. Iberosu cayamjcku mpujaresbu,
KOjU Cy Ta IPUMIWIN Y CBOj IOM, pa3odapaHi OIy4yjy fa ce NUCTAHLMPAjy U CTUIIAjy
opHoce. MuHMjaTypHa, any JpaMaTUYHa CIleHa HeIBOCMMC/IEHO alyipa Ha aMepuiKe
uHTepBeHIMje Ha biickom ucroky. IlonyT oBIja Koju Bepyje [ M03Haje TEPEH [JOBOJb-
HO 00po []a MOJKe fla yIIpaB/ba MOC/IefNIlaMa COTICTBEHOT XUIIA ¥ aMePUYKO IPICYCTBO
Y PETMOHY YeCTO je IOYMBAIO Ha IPETIOCTaBIM J]a Ce CTIOXKEHM JIOKATTHU OJJHOCU MOTY
KOHTPOJIMCATH CIojba. Mel)yTnm, yrpaBo mpocTop Koju IOKyIIaBa fa odIuKyje HepeT-
KO II0CTaje IPOCTOp y KOMe ce OTKPMBAjy TpaHuIle TakBe MOhL.

32 XakuM IpefcTaB/ba KOHKpeTH3aLujy crepeoTuntor Bubemwa bruckor Victoka, raunnje Cay-
nujcke Apaduje, on cTpane AneHa. Ersornuna Caynujka, cBoje MeIMIMHCKO 0dpa3oBarbe CTeK/a
je Ha 3amajy. YIpaBo 13 TOT pasjiora, Kao MK pasBujeHa je fa pyum omurre mpuxsaheHe crepe-
ornme. OHa je, 3anpaso, cse oHo wto EI'’KA ,Hynun’, eMaHIMIOBaHa, )KeHa 3a dypyhHoCT.

3 Egers, D. HaB. gerno, ctp. 230.
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Ocnamajyhu ce Ha cTaBOBe J1a aHa/IN3a TeOOMNTIKE Ha BUCOKOM HIBOY, Kopucrehn
TpagMIVIOHAHe, TBpAe MapamMeTpe Mohi, 3aHeMapyje Kydbe cucTeMcke GakTope Ipo-
MeHe, OBe CMOO/IIYHe CIleHe He yIyhyjy caMo Ha 3Hauaj IOIy/lapHe TeOIIOINTIKE per
se, Beh KOHTpAcTHO HaI/MallaBajy 3Hauaj 0dyxBaTa MUKPOAHATUTUYKIX UHAMKATOpa. ™
Y1IpaBo y TOM CMUCTTY YHYTpAlllibe, CUCTeMCKe IIpoMeHe odujajy Ha 3Hauajy. [Jok Ame-
pMKa Ha jeffHOM HMBOY OpPMATHO OCTaje HeyNUTHM XereMoH, MK AneHa Kieja gpyHk-
IMOHNIIE KA0 ,eCTETCKN CYQjeKT, > dumje KpeTame Kpo3 CayAMjcKu IIPOCTOpP OTKpUBa
MHOTO BUIIIE O CAMOM aMOMjeHTy HeTo O IeTOBOM XXIBOTY. YIIPaBo 3aT0, A/IeHOBA M-
nepconndukanyja AMeprke y crenuduaHnM, KPU3HIM CIleHaMa IpefiCTaB/ba HeN30-
CTaBHU HUBO aHA/IN3e HAa OCHOBY KOjMX e KyMYTaTUBHO (hOPMMpA 3aK/by4aK [ja HUCY
CaMO CIIO/BHOIOMUTIYKY IPOITYCTH TI KOji HOBofie #o TpaHchopmaryje. Ha oBom
packopaky msMel)y aKki[eHTOBaHOT M IOTVMCHYTOT aHAIUTUYKOT CTAaHOBUIITA U3pPamba
¥V aHTUIMIIATYBHM KapaKTep poMaHa. YIIPaBo Taj HMBO oMoryhasa ,eKcTpanonanujy”
MOTVBA U3 CAJIAIIBOCTI 1 BIIXOBO KOHBEpPTOBambe y peanHe Oyayhe cuenapuje’, unme
KIbJDKEBHOCT IIOCTaje JOMEH Y KOMe ce IIOJIMTUYKe TpaHC(hopMalyje Ipero3Hajy Ipe
HETO IITO ITOCTAaHY I'e€OIOINTIYKA CTBAPHOCT.

PerpocrexTiBHO mOCMaTpaHo, rpafiehy MOMUTIYKY aHAMHe3Y, IIOMEHYTU IIOCTYII-
I MOTY Ce OKapaKTepMCAaTH Kao paHM MHAMKATOpU TpaHchopMarmje ogHOca MOhIL
MebyTum, y 5aToM UCTOPMjCKOM TPEHYTKY, OWIM Cy TyMadeHM Kao M3a30BU YHyTap
nocrojeher nmoperka, mrro he ce ogpasury Ha mpuctyn agMuHuCTpanyje bapaka Odame,
Kao I JaJbeT IPOAyd/byBarba IOMEHYTOT IIPOLeca.

»bapax Odama*“

Crparernjama HarmoHamHe desdenHocty (2010; 2015) mop agmuHMcTpanyjom Odame
3ajipyKaH je ImpyjaTe/bcku AyX, KuHa je momenyTa ykymuo 22 myta (10 + 12): ,,Cjenusmene
[lp>kaBe 031paBbajy YCIIOH cTaduiIHe, MUpHe 1 pocieputeTHe Kine”. JacHo je mcrakHy-
Ta CBECT O IIOCTOjarby PU3NUKA IPIIVKOM Capajiibe Ca CHJIOM Y YCIIOHY, i ¥ HaMepa Ja ce
odaspusuM npahemeM pasBoja nsderne koHdpoHTanyja. Jaxe, Kuna ce u gape mocma-
Tpa Kao IpyjaTesb, a HOBIHA je HAIVIALIEHV OIlpe3 NMpIIMKOM capajme.” Odamuue Mepe
HPeOCTPOSKHOCTH IIpeTOYeHe Cy y Ipojekar Pivot fo Asia. OBUM CTpaTeLIKMM 3a0KPETOM
AMepriKa je TIOKyILIAIa ja IpeycMepy MOMUTINYKY, eKOHOMCKY ¥ 0e30eIHOCHY IaXiby Ka
npocropy Vuno-Ilanmdnka, pernony y kome ce HajjacHuje Manugectyje ycron Knue. Me-
byrnm, oBaj 3aokper 3ampaBo OTKpMBa M3BECHY aMOVMBATEHTHOCT aMepIYKe CTpaTeruje.
ako ce cBe jacHUje youaBajy MOTEHIMja/THe TPOMeHe CTPYKType Mohu y rmodaTHoM crcTe-

3 Caso, F. and Hamilton, C. (eds.) (2015) Popular Culture and World Politics: Theories, Methods,
Pedagogies, Bristol: E-International Relations, p. 2.

% Robinson, N. (2015) u: Caso, F. and Hamilton, C. (eds.) Popular Culture and World Politics:
Theories, Methods, Pedagogies, Bristol: E-International Relations, p. 97.

 Weldes, J. HaB. gerno, p. 10.

7 Obama, B. (2010) National Security Strategy of the United States of America, Washington, D.C.:
The White House, May 2010., 27. February 2026., https://obamawhitehouse.archives.gov/sites/
default/files/rss_viewer/national_security_strategy.pdf

1CynTypA




YEKAJYRJ KPAJbA

My, offHoC Tipema KyiHu 1 jajbe ocTaje GOpMyIIcaH y TepMIHMMA Capajiibe, Y3 HaITIalleH N
OIIpe3 U TIOKYIIIAj yIIpaB/bakha MOTEHIMjaTHIM PU3UIMa. >

IIpomena ogHOCa Mohy y poMaHy IOCTaje BU/bJBA ¥ KPO3 HAUMH Ha KOjU JINKOBM I10-
CTeIIeHO TOYNIbY f1a I0BOJIE Y MUTakbe HOTAAAIIbY CTAdMITHOCT aMepIidKor yruaja y Ca-
YIVjcKoj Apaduju. JemaH Off TaKBUX TPeHYyTaKa II0jaB/byje ce Y pasToOBOPY ca ZOKTOPKOM
Xakum: ,Moxxzia T BUIIe HUCY BeroB (aBopuT . 3aK/byuKy IPETXOAM CyMiba fia he
»CBE MOPATH JIa ce TIPU/IaToay YnbeHnIy 1a KiHesu kytyjy ce Buiie Kpa/bee HaTe” I
fa &1 ,Admynax M 9uTaB BHEroB KPyr MOITIM HAI/IO IPOMEHNTH caBesHuKe . Pacrimmma-
Bambe AMepliKe Ha ITI00a/THOj CLIeHH, KacHMje IIpoayd/beHo BemkoM perjecujoM 2008. ro-
JIVHE, JOBEJIO je 10 Clad/berba PeIeBaHTHOCTY IeHOT IIPYCYCTBA Y PETMOHATHIM TOKOBH-
Ma. HecpasmepHn yTuijaj Kpuse Ha I7I00a/THe aKTepe M3MEHMO je IJXOBEe IHBECTHUIVIOHE
cnocodHocTn. ITepros ekOHOMCKOT Iafa GOPMIPAO je BAKYYM Y KOM Cy HACTA/IN YC/IOBU
3a CMameme acuMeTpuje ekoHoMcke Mohw.*! KiHa deexxyt eKOHOMCKM PacT ¥ HEOMETaHO
nHBecTupa y unppactpykrypy KCA, 1ok amepuuke MHBECTHIMje TTOCTajy HEIIPOIIOPLO-
Ha/IHe leHIMa. Y peTpOCIIEKTUBH TO U3I/Iefia oBaKo: rogyHe 2009. Amepuka Kunn ysopn
napuHe, 2012. geduHuIIe je KA0 TEXHOMOMIKOT KOHKYpeHTa, 2016. KuHa mmocraje rmaBHm
TproBuHcKy maptHep Cayaujcke Apaduje, IITO IpeCTaB/ba K/bYIHN MHANKATOP Mapri-
HajM3anyje aMepuyuKkor yruaja. OgHocy KynMuHupajy 2018. rogune npornaniemeM Tp-
roBuHcKor pata nsmehy Kune n Amepnxke.*

Ynpaso TakBy Tpanchopmaiyjy Erepc y poMaHy He pukasyje Kpo3 BeluKe AUIUIO-
MaTcKe fiorahaje umm oTBoOpeHe MOMUTIYKe CYKode, Beh Kpo3 HausI/iel criopefiHe CLieHe
KOje TIOCTEIIEHO OTKPUBAjy IPOMEHY eKOHOMCKOT M IONUTUYKOT YTUIIaja y IPOCTOPY
Caynujcke Apaduje. Y ToM KOHTEKCTY 3HaYajHO je M3[ABOjUTH jefHY Off IOC/IeAIbIX Clie-
Ha poMmaHa. Vcripexn nmocnosHe srpasie ETKA, AsneH je yrinegao tpu dema koMmduja, Te um
je, IOHeCeH CBOjOM pafo3HanoIhy, Ipumao dmpKe. JefMHO LITO je MOTao Ja yriena
dUIM Cy HATINICK ,jellaH Ha apallCKOM, PYTY Ha KMHECKOM. AJIeH HUje MOTao fia Ipo-
uyta Hujefan . ClleHa ce OfjBJja HAKOH LITO CY AJIEH U BeTOB TUM, IIOCTIe AYTOTPajHOT
JeKara M BUIIECTPYKMX Ofj/Iararba, KOHAuYHO YCIIeN Jja CayAMjCKOM Kpasby OfIp>Ke Ipe-
3eHTaLlUjy y IIATOPY KOjJi TOKOM poMaHa (PYHKIVIOHNIIE Ka0 IIPOCTOP HEIPEKUITHOT
MIITYeKMBamba 1 OJIOKeHe NOTBpfe. Tpu AaHa KacHuje, AJIeH je TIOHOBO Cefieo Ha CTO-
Uy, Kaga je y marop yurao Kapum anm Axmen u MucTeprosHoM jorabajy fao 3Haueme.
»Dp3UHa U MOBOJ/bHUjA IleHa HoduU/Ie Cy IPUMAT — YTOBOP je IPUIA0 APYToj pUpMIL.

* Obama, B. (2015) National Security Strategy of the United States of America, Washington, D.C.:
The White House, February 2015., 27. February 2026., https://obamawhitehouse.archives.gov/
sites/default/files/docs/2015_national_security_strategy_2.pdf

* Egers, D. HaB. gerno, ctp. 255.

%0 Egers, D. Has. fierno.

Ikenberry, G. ]. HaB. feno, cTp. 4-5.

2 Paszak, P. US.-China trade war: Origins, timeline and consequences, Warsaw Institute, 5.
August 2021., 3. March 2026., https://warsawinstitute.org/u-s-china-trade-war-origins-timeline-
consequences/

# Egers, D. Has. ferno, ctp. 273.
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»Jelr’ KIHecKa KoMIaHuja?”, ynutao je Anet. Kapum My je mpBodutHOM HecurypHouhy
Y OATOBOPY YKa3a0 TOTOBO AY)KHO MOIITOBAbe; ,Mucmmm fa du To Mormu durn Kune-
3u. [la, BepyjeM fia cy To dumy oHm .

Ha cumdonmykom HUBOY, clieHa QYHKIIMOHNIIE Ka0 IPYKa3 TPEHYTKA Y KOMe aMe-
PUYKY aKTep NPBY YT HEIOCPE[HO TIpeTIo3Haje IPUCYCTBO KOHKYPEHTa KOjy BUIE He
Jieyje M3BaH cucTeMa, Beh yHyTap IIpocTopa Koji je eleHnjama 8110 IoBe3aH ca aMe-
PUYKIM ITOTIUTUYKYIM VM eKOHOMCKIM yTuiajeM. KnHecko Ip1cycTBo y pOMaHy IIpUTOM
HUje IIPefICTAaB/beHO KPO3 CIIeKTAKy/IapaH y/Iasak Cujle y yCIoHy, Beh kpos jemHocTas-
HY YMHEHMILY Ja Cy Op3MHa, LieHa U NHAPACTPYKTYpHA e(pUKACHOCT TI0CTa/le BayKHU)U
KPUTEPUjyMI Off JOTafAIIbeT HoMUTIIKor pumata Cjennmennx JIp>kapa.

»onang Tpamii“

IIpecenan y nepuenuuju Kune o ctpane AMepyKe IIOCTaB/beH je 3a BpeMe IIPBOT MaH-
nara [lonanza Tpamma. Ctpaternjom n3 2017. rogune KuHa je o mpBu IyT HefBOCMICIIE-
HO O3HaYeHAa KA0 PeBM3MOHNUCTIYKA CIJIA KOja TeXM IpoMeHN MehyHapopHor moperka.*
3a Bpeme Iloseda Bajoena (2022) Kuna foduja cBoje normasbe y crparernju. YuspuiheH
je eH UIEHTUTET PeBUSUOHUCIIUYKE gpicase, AyTopUTApHOT peruma ¢ HenubepanHum
upucinyiiom mehyHapogrom iiopeiixy. Y oBoj crparernju KnHa je HaBepena 9 myra.*

AxTtyenHoM crparerujoM HanuoHaaHe de3degHocty CAJl nctude ce yora meda ap-
KaBe y IIpero3HaBaby ¥ IPeoKpeTary NOTPeIlHNX aMepUYKMX ITPeTIocTaBky o KuHu.
Cras je u3pasnuro necumuctiyad. OCBeT/beH je y3anmygHu Tpyh AMepuke fa omoryhm
Kunn fa ce orBopu u acummnyje y mehynapopgan nopepak. Kuna je mocrama dorata n
MohHa 1 uckopucTnia je coje doraTcTBo 1 Moh y cBOjy 3HaYajHy KOPMCT, HOCTABIIN
IJIaBHM T€OTIONIUTIYKY pyBas.*’

ITpomeHe y HauMHy Ha KOj) aMepuyuKe afMIHICTpalyuje mocMarpajy Kuny omoryha-
Bajy [la Ce 3aBPLIHMIA POMaHa carjefja U3 IMpe UCTOpujcKe nepcrekruse. OHO MITO je
y TpeHyTKy odjaB/p1Bama ErepcoBor poMaHa joII yBeK /ie/I0BaIO Kao TUXa U HeM3BeCHa
IIpOMeEHa I/I0daTHNUX TOKOBA, Y KaCHUjUM CTpaTernjaMa Hal[ioHaIHe de3deHOCTH T10-
CTeTIeHO J0dM1ja jacHuje MOMUTUIKO MMeHoBame. Off MapTHepa, IPeKo KOHKYPEHTa, J10
IJIABHOT TeOIIONIUTIYIKOT PUBAJIa, Mebha ce He caMo aMepnyKa nepreniuja Kune, Beh n
CBECT 0 OTPaHIYEbIMA COIICTBEHOT ITI00a/THOT IOJI0Kaja. Y IIPAaBO 3aTO 3aBpIIHE CIIeHe
poMaHa IpeBasyIase MHANBYUAYATHY CYAOMHY IIPOTATOHNUCTE M MOCTAjy CUMOOIMYKA

# Egers, D. Has. fierno, cTp. 274.

# Trump, D. J. (2017) National Security Strategy of the United States of America, Washington,
D.C.: The White House, December 2017., 27. February 2026., https://trumpwhitehouse.archives.
gov/wp-content/uploads/2017/12/NSS-Final-12-18-2017-0905.pdf

% Biden, J. (2022) National Security Strategy of the United States of America, Washington, D.C.: The
White House, Otober 2022., 27. February 2026., https://bidenwhitehouse.archives.gov/wp-content/
uploads/2022/10/Biden-Harris- Administrations-National-Security-Strategy-10.2022.pdf

¥ Trump, D. J. (2025) National Security Strategy of the United States of America, Washington,
D.C.: The White House, November 2025., 27. February 2026., https://www.whitehouse.gov/wp-
content/uploads/2025/12/2025-National-Security-Strategy.pdf
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IIpMKa3 TPEHYTKa y KOMe cTapy odpaciy Mohn joI yBek OIICTajy, any BuIlle He IIPOu-
3BOJIE ICTE PE3yNTaTe.

AneH Huje MCIIYHMO CBOj LjW/b, IIOHOBO je 0CTao npasHux Iaka. [lonoso je mmao
BIIIIE CAMOIIOY3/atba 11 aMOMIIVje Hero YBPCTHX OCHOBA 32 BbIIXOBO UcHo/baBame. Y Ca-
YAUjCKy Apadujy cTurao je Hempuipem/beH, CMaTpao je /i je beroBo, aMepIdKo, Ipy-
CYCTBO CacBUM JJOBO/bHO. butiykn, ¢padpuke, MOCTOBM, CTAK/IO OTIOPHO Ha €KCIUIO3M-
jy... Xonorpam. llukmmdHo: xeba, HperembnBame cede, MOTLebIBabe IPYTHUX, HEYCIIeX.
CyumdonmaHo, AfeH je y MMUCTVIMa HI3a0 pasjiore 300T Kojux meroso npucycrso y KCA
BuIe He Ou duyto moxe/bHO. Vmak, Axmer an Kapum yBepaBao ra je ma he My npyxuntn
nomoh, ga he mponahm mecro 3a merose ycnyre. ,,3aTo he ocraTu. Mopa”.*® 3arnaspen
y Mebynpocropy, Anen deka. Tazja, moMepameM TEKTOHCKIX IIOYa, Meba Ce 1 JIOTMKa
yekama: jegHu (Kuna) cy, mparehn Berap koju je Beh mpoMeHmo IpaBail, KpeHyIu Ka
Topoy - u cTurmu; gpyru (AMepuka) cy ocTany ja 4ekajy, mogpasymeBajyhu ga gomasu
BIMa. Jep IIOHeKaJ, OHO LIITO HajBMILe TOBOPYU O CTBAPHOCTH Hije forahaj koju ce opu-
rpao, Beh oHaj Koju ce, yIIOpHO 1 de3 odjainmerna, HIKaJ, HYje JOTOfNO.

MoTus aMHesje y 3aBpIIHNIY pOMaHa oMoryhasa pyraumje 4nuTame HeycIexa: He
Kao KOHAYHOT C7IoMa, Beh Kao MOKyIIaja fja ce, OpucameM CBECTI O IIPETXOLHVM Tpe-
IIKaMa, 04yBa IIPOCTOP 3a IIOHOBHO YCIIOCTaB/balbe AayTOPUTETA U [IENI0BAIbA.

Erepcos pomaH je mo3us Ha dybeme, mpoTkan usmehy peoa TexcTa, Hajuemhe kpo3
PasroBope IMIPOTATOHNCTA WM TTaK KPO3 IJXOB M30CTaHAK, TO jeCT TUILMHY. X0/lI0orpaM
3a Kpasba Huje HUIITA IPYTO JO MO3VB Ha ocBemhuBame AMepuke. Vicrmcyjyhu cuena-
PMO KOju je y TOM TPEHYTKY jOlLI YBEK Ha TpaHMIy UMaruHanyje, Erepc je ynosopuo Ha
moryhHoCT peanusanyje Hajoydber cTpaxa AMepuKe.

Ynopumre ErepcoBe aHTuIMIIaLje HajjacHuje Ce OTETOTBOPYje TOKOM JIPYTOT MaH-
mata Jlonanza Tpamma. OH je omTydno fia y KOpeHy cacede BUIIETONVIIY Hu3 fedara
0: crIad/perby aMepIuKe XereMOHUje, CTPATEIIKOj HeCOTBEHTHOCTI, TYOUTKY ayTOpUTeETa,
CTpaTermjckoM npeonrepehusamy. .., Hajuemhe cyMupaHux peunma: ,, AMepuKa Hije OHO
urro je duma”. llled aprkase, He samupyhm y pasyore, 3aK/bydyje fia aIMUHICTPaljaMa
B/Iaja 16 rogyHa jyra rpemika y IOMUTUYKOM pe3oHy. Ilepummnupany us yrma ocraTka
CBETa, PAJJVIKa/IHN 1TOTe3 47. aIMMHICTpaLyje YHyTap yIpaB/bayKor arapara OKapakre-
pucann cy xkao HeonxopHu. [ToBehaBame BojHOT dylleTa; MOKpeTame UCTOT TpeHza Meby
CaBe3HMINMMA, Kao 1 y4BpIINVBambe CaBe3SHMYKUX OIHOCA; IIPeMMEHOBabe MIHICTAp-
cTBa ofidpaHe y MMHUCTAPCTBO PaTa; IIOBPATaK MPOM3BOJbE Ha aMepIYKe TepUTOpuje —
OJIHOCHO 3aTBapame BpaTa KIHECKOM TP)KMILTY; " caMo Cy HeKe Off HajaB/beHIX Mepa Koje
d1 Tpedaso fa ykmoHe ynuTHUK ca nosunyuje CjennmeHnx [Ip>kaBa y I7100aTHOM IHOPETKY.

Caynujcka Apaduja, Benenyena, I'pennang, Vpas... EkcmosuBHOCT Ha cTapTy Kao
HajBa)KHMjI €/IeMEHT CBAKOT CIIPMHTepa. AMepKa je d1/1a CIIpMHTEP KOju je IIOKYIIA0
Jla OfiHeCe 371aTHY MeJja/by Y MapaTOHy.

# Egers, D. Has. fieno, p. 274.
¥ Trump, D. J. Has. geno.
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Axo MeDhyHapopHU MOpefjak ITOCMaTpaMo Kao CKYTl MHCTUTYIMja M TPAjHUX IpaBuIa
Koja odmuKyjy ogHoce Meby fp)kaBaMa ¥ OrpaHIYaBajy HauyH Ha Koju ce Moh Kopucry,™
fia i ce oHpa TpamIoBa cTpaTeruja MokKe pasyMeT! Kao IOKYIIaj [ia ce YKJIOHM AueMa
KOja je TofiMHaMa IIpaTuiIa aMepudKy cro/bHy nommTuky? Jla m ce Cjepumene Jp>xase
npunarobhasajy npoMeHama y MehyHapogHOM IOPETKY MM TTOpefaK Tpeda IpuIarofuTy
myma? OBa muTama Hamehy ce Kao K/bydHa IPUIMKOM MOKYIIIAja palryiamyBama Tpam-
nose crpareruje. OHa OTBapajy HM3 AmieMa Kpo3 Koje HujeflaH I0Te3 KOjy IIOB/IauyM Ha
MelyHapopiHOj clieHN He MO>Ke OMTH IIOCMaTpaH M30710BaHo, Beh 1oduja 3Haveme Kaja ce
carjefia Kao fieo IIMpe CTpaTeruje. YMecTo mpyxBaTamba MocTojehnx MHCTUTYIMOHATHIX
OKBIPa, Ha3Npe ce TeH/eHINja IIXOBOT 3a00Mnaxemna 1in pefedunmcama. Popmupame
Ondopa 3a Mup (Board of Peace) xao anTepHaTMBHOr MeXaHM3Ma OJTy4MBamba, OTEH-
IyjanHa 3aMeHa 3a nocrojehe mMelynaponHe mHcTuTyIMje? KupHanoBame mpescefHmKa
CYBepeHINX JIpKaBa Kao JIETUTMMAaH HaunH Oopde mpotus rnodamHyx nperwu? ,Copr”
aHeKcHja CTpaTelIKM 3HaYajHMX Tadaka? bamcknu VcTok MOHOBO IOCTaje HOIUTOH Ha KOMe
ce tectupa crnocodnoct CAJl ma odmukyjy npaswia urpe? Yuspirhusame ogHoca ca Ca-
yomjckoM Apadujom TokoM 2025. ropyiHe, Kpo3 0OHOB/BEHO IIOMUTIYKO MAPTHEPCTBO Ca
npecrononacnefaukom MBC, yrpkoc pannjoj omrpoj ocynu yducrsa HoBuHapa Kamory-
ja, yKasyje Ha CIIPEMHOCT Jla C€ HOPMATUBHE OCy/ie TIOTUCHY ITPeJ CTPATEIKIM MHTEPECOM.
[ToTom, map Mecely KacHuje, Hamaj Ha VpaH, yOucTBa 3BaHIYHMKA, TIOKYIIAj MEIIAmba Y
YHYTpaIllby IONTUTHKY 3eM/be, ITOTBphyje ApyTy CTpaHy NCTe JIOTHKe: IPOCTOP Yy KOMe Cy
CaBe3HMINTBA CTadM/IN30BaHA IIOCTaje ICTOBPEMEHO U IIPOCTOP JIeMOHCTpanuje cue. Y
TaKBOj KOH(UTYpanyjyt, TpaHnia n3Mely mpaBua 1 13yseTka MOCTaje IPOMEH/bIBA: OHO
ILTO je jyde MpeJCTaB/bajo MOBOJ, 32 CAHKIINMjy JJaHaC Ce IPeTBapa y CTPATEIIKO MapTHep-
CTBO, IOK Ce YTIoTpeda Cyie IErNTYMULIE KaO MHCTPYMEHT O4yBarba CTadVTHOCTHL.

3axkmwyuax

Make America great again (MAGA) - y4uHnTH AMEpMKY IIOHOBO BEITMKOM, MaK-
cuMa je Bopyba 0da mpepcenHmyKa Manpara Jlonanga Tpamma.” 3amto Bpahaty oHO
IITO HYKAZIa HUje OuIo M3ryd/beHo MIN Ak, IIOIA3MMO Off IIPeTHOoCTaBKe #a jecte? [la
m MAGA cnyxn kao nmpusHame amepuykor nmocpayha? Cama morpeda 3a 0dHOBOM
Cyrepumie a ce KOHTVHYWUTET BUIIe He IofipasyMeBa. MelyTyM, ako ce nItak He TyMaun
Kao Tpu3Hame, OHAA Tpeda npernoctaButi fa MAGA nma apyry GyHKImjy.

Y Teme/py Ha KOMe AMepuKa II0YMBa 3aIMCAHO je Jla je IheHa OCHMBAYKa MICHja Jla
Boziu. OHa cBOjoM dak/bOM C/10d07ie OCBeT/baBa YT Mydepanusanyje, JeMOKpaTH3aLy-
je, IOLITOBaba JBYACKNX IIPaBa, 3alITUTe CTadyX. AMepyKa cTBapa ,,Bp/Ivl HOBY CBET .
3a ocTBapeme, HapaBHO, IIOJjpasyMeBa ce Ja oHa Mopa ja Bogu. A MAGA, xao mohHO
CPeJiCTBO OIIPaB/aba, CIY>KY Jla JITUTUMMIIE CBe aMepyYKe HaulHe Jo/IacKa [0 LyJba.
Crora ce, mocMarpajyhu Tpammose morese, cTide yTHCAK 2 je jeflaH Off OHUX KOjI Cy
qy/my 1o3uB 3a dybeme.

%0 Tkenberry, G. ]. HaB. merno.
' Trump, D. J. Has. mero.
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[Torpenrno 6u duno ErepcoB poMaH 1 HeroBy HaMepy TyMauWUTy MCK/BYYMBO KAo
KPUTUKY aMepUYKOT Mofiena JienoBama. OH, 3alpaBo, KPUTHUKYje HEroBy HOMYCT/bU-
BOCT, IeTOBY JIeTaprujy... Erepc nosmsa AMepuKy Jja ce TprHe, ajly He 3a1a3y y Ha-
4yH Ha Koju he To yunHnti. He Hyam nmommtuaku ogrosop HuTtu Mojen odHose, Beh
NpUKasyje IOpelaK Koju CBE TeXe Pas/uKyje IPOjeKIujy COIICTBEHE CHAre Of HheHUX
CTBapHUX KaIlalluTeTa. 3aTo ce Ha Kpajy IIOHOBO BpahaMo c/mKoM Ha YoBeKa KOjy CTOju
CITpeMaH fla TOBOPY. 3a pas/uKy Off IIOYETHe CIieHe, BUIIE HMje CUTYPHO [ CBET jOII
YBEK 4eKa OHO IITO OH 1Ma Jia Kaxke. OBOT ITyTa roBOpM Ha Pydy XereMoHuje CypoBe Me-
bynapopue apene. ITpoctop y koMe IpaBuIa HICY ICTa 3a CBe; Y KOM BJIajia 3aKOH javer,
IpMMOpaBa Ha MaKMjaBeMICTUUKY HOpMy dopde 3a onctaHak. CBaKy IOCTYIIAK, 0110 OH
NO3UTMBAH VIV HETaTUBAH, IPUIIICYje Ce LU/bY, HeTOBOM 3Ha4ajy, Her0BOj BaXKHOCTH,
Ier0BOj HEYNIUTHOCTIL.

bexeTtoBcko uekame je cBenpucyTHo. ErepcoBo ocnamame Ha 0Baj MOTUB HUj€ CTy4aj-
HO. AJIEH HUje je[IHM KOju YeKa. AJIeH HMje jeMHY KOjy 4eKa Kpasba. Uekarme mpepacra
VIHAVBUJIyaTHY HMBO U TIOCTaje CTambe cucreMa — MehyHapopHy cucreM deka cBOT Kpa-
7ba, AMepyKa 4eka CBOj TpeHYyTaK fia BpaTu usrydmeHo, Cayamjcka Apaduja, kao u cBe
ipKaBe M3BaH Kpyra BeMMKIX CIJIA, 4eKa Ja ofjadepe mpasy cTpaHy. Ueka ce jia mcrnapu
HensBecHOCT. A Kuna, Kuna je jennna koja Kopaya, CTpIUbMBO, HeHaMeT/buBO Ka ['ozoy.

Yekame je, IpuTOM, 0daBMjeHO HA/IOM KOJNEKTVBHE aMHe3lje — AJIeH Hje jemuHM
Koju je mpypKesbKyje. Jla 1 Amepuky cryraBa Kuna wm Amepuka cryrasa cede camy?
[la v mopepiak oIcTaje 3axBasbyjyhu crocodHocTH ia 3adopaByu HAYMH Ha KOjH je caM
IIPOM3BEO COIICTBeHY TpaHcopManujy? Oaroop He nexu y usdopy usmeby croma-
IIIbET ¥ YHYTpallber y3poka. KuHa He cyraBa AMepuKy, OHa Jie/yje y IpOCTOpy cart-
KaHOM aMepUYKIM IpeliKkaMa. A opeflak OIICTaje Y 3ad0paBy, OCTIOMEH Ha CIIOCOOHOCT
Jla 3aIlaMTH LITa CBe Tpeda fa 3adopaBu, CBe OCET/BUBU)I, CYOUeH Ca [Y>KIHOM CIIMCKA.

Kopuurthewem Mmeradope, xumepdorne 1 npoHuje poMaH MHAMPEKTHO yKasyje Ha
nydrme mporece. Kmbnra je KOHCTpyncaHa Tako fia M OOMYaH YMTAJIAL] KOjU He TIO3Haje
Teopuje Mel)yHapoIHMX OHOCA U TeONOMUTIYKE aHAM3e MHTYUTYBHO MOJXKe /la OCeTI
ma ErepcoB cBeT mpepicraB/ba ofipas Hamler. C ipyre cTpaHe, 3a aHaTUTUYKOT YMTAOIIA
POMaH IpeJicTaB/ba jacHy pudy o TpaHcpopmanyju rrodanHor noperka. Ho, ca kojum
rof Ipefi3HabeM Ce IIPUCTYIINIO POMaHy, OH YMTA0lla HaBOAM Aa 4nTa u3Mehy penosa.
ITpoBouupa ma npeucnuTa CBoje CTAaHOBUIITE MU Carjiefia HOBY IMMEH3Mjy KOHCTPY-
ycara CTBAPHOCTU. Y TOM CMUCTY, ErepcoBo meno He npefcraBba caMo UMIIULUTHY
Kputuky ynyheny Amepuny, seh mpeacrasba mmpy, KOTeKTUBHY IO3MB 3a dybeme.
[To3us 3a dyhemwe unraona, ananutuyapa, Hauujy. [lpenarnamasamem Erepc He fedop-
MHIIe peanHoCT, Beh jacHo ykasyje Ha wy. EberoB pomaH He TOBOpPY O CBETY KOji 0/Ia-
31, OH OTO/baBa CBET KOji Beh 10CToju, /i joll yBeK Hije Ko Kpaja ocBelrheH.

PoMmaH ce He 3aBpIIaBa KOHAYHNM pacIyieToM. AJIeH OCTaje y mpocropy usMely He-
ycIiexa 1 MOTYRHOCTY HOBOT IIOYeTKa, de3 jacHe OTBP/ie /i /N je 3a)cTa CIIocodaH aa
IIPOMEH COIICTBEHM TO/I0XKaj. Y HefopedeHOCTH, Erepc ocras/ba u mmpy cuMO0mmuKy
paBaH cBor jena. Ha Tpary Tora, nurame Koje 3a Hac ocTaje OTBOPEHO je Ha KOjyu Ha-
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uyH he AMepuka JaHac MOKYIIATH fja OJTOBOPM Ha IIpOMeHe Koje BuIle Huje Moryhe
VITHOPMCATH, Kao ¥ JIa /1M je MOBPaTaK HeKajalllibe HeIPUKOCHOBEHe YHUIIOMAPHOCTH
yorure Moryh.

JINTEPATYPA:
Adams, J. T. (1931) The Epic of America, Boston: Little, Brown, and Company.

Ajzenhamer, V. (2019) Uloga medunarodnog autoriteta u Lejkovoj hijarahizovanoj
»shemi svetske politike”, Mehynapoonu npobnemu, 71(3), 311-334.

Biden, J. (2022). National security strategy of the United States of America. https://www.
whitehouse.gov/wp-content/uploads/2022/10/Biden-Harris-Administrations-Na-
tional-Security-Strategy-10.2022.pdf (mpucrymmeno 24. 06. 2026.)

Brands, H. (Ed.). (2023). The new makers of modern strategy: From the ancient world to
the digital age. Princeton University Press.

Bush, G. W. (2006). National security strategy of the United States of America. https://his-
tory.defense.gov/Portals/70/Documents/nss/nss2006.pdf (mpuctymmbeHo 24. 06. 2026.)

Caso, F. and Hamilton, C. (Eds.) (2015) Popular culture and world politics: Theories,
methods, pedagogies. E-International Relations.

Congressional Research Service (2021) Saudi Arabia: Background and U.S. Relations
(RL33533)  https://www.congress.gov/crs_external_products/RL/PDF/RL33533/
RL33533.86.pdf (mpuctymbeHo 24. 06. 2026)

Daalder, I. H. and Lindsay, J. M. (2003) The Bush Revolution: The Remaking of America’s
Foreign Policy, Washington, D.C.: The Brookings Institution. https://www.brook-
ings.edu/wp-content/uploads/2016/06/20030425.pdf (mpucrymbeno 24. 06. 2026)

Eggers, D. (2015) Hologram za kralja, Beograd: Booka.

Elman, K.(2012) Neorealizam: Volcova teorija medunarodne politike, u: Uvod u studije
bezbednosti, ur. Vilijams, P. D. JP Sluzbeni glasnik

Gause, F. G. (2003). The Approaching Turning Point: The Future of U.S. Relations
with the Gulf States, Brookings Project on U.S. Policy Towards the Islamic World
https://www.brookings.edu/wp-content/uploads/2016/06/gause20030430.pdf
(mpuctymbeno 24. 06. 2026)

Gramsci, A. (1971) Selections from the Prison Notebooks (Q. Hoare & G. N. Smith, Eds.
and Trans.). International Publishers.

Gramsci, A. (1971) “Wave of materialism” and “crisis of authoruty” in: Selections from
the Prison Notebooks, eds. Quintin Hoare and Geoffrey Nowell Smith New York:
International Publishers, p. 276.

1CynTypA




YEKAJYRJ KPAJbA

Grayson, Kyle, Matt Davies, and Simon Philpott. (2009) Pop Goes IR? Researching the
Popular Culture-World Politics Continuum.Politics 29, no. 3, pp. 155-163.

Griffin, C. J. (2023). Dilemmas of Dominance: American Strategy from George H. W.
Bush to Barack Obama, in: The New Makers of Modern Strategy: From the Ancient
World to the Digital Age, ed. Brands, H. Princeton University Press.

Hasan, Q. (2016). The Impacts of Iraq’s Invasion on the Politics in the Middle East, In-
ternational Journal of Social Sciences & Educational Studies, Vol. 3, No. 1. https://
www.researchgate.net/publication/327222087_The_Impacts_of Iraq’s_Invasion_
on_the_Politics_in_the_Middle_East (mpucrymmeHo 24. 06. 2026)

Hinnebusch, R. (2003) The International Politics of the Middle East, Manchester: Man-
chester University Press.

Ikenberry, G.J. (2001) After Victory: Institutions, Strategic Restraint, and the Rebuilding
of Order after Major Wars, Princeton University Press.

Ikenberry, G. J. (2011) Liberal leviathan: The origins, crisis, and transformation of the
American world order, Princeton University Press.

Obama, B. (2010). National security strategy of the United States of America. https://
obamawhitehouse.archives.gov/sites/default/files/rss_viewer/national_security_
strategy.pdf (mpucrymbeno 24. 06. 2026)

Obama, B. (2015). National security strategy of the United States of America. https://
obamawhitehouse.archives.gov/sites/default/files/rss_viewer/national _security_
strategy.pdf (mpuctymmbeno 24. 06. 2026)

Paszak, P. (2021, August 5). U.S.-China trade war: Origins, timeline, and consequences. War-
saw Institute. https://warsawinstitute.org/u-s-china-trade-war-origins-timeline-conse-
quences/ (mpuctyrbeHo 24. 06. 2026)

Rahman, A. (2024). Saudi-Iran peace deal: History, factors responsible and the changing
dynamics of West Asia. Electronic Journal of Social and Strategic Studies, 4(3), 282-
308. https://www.ejsss.net.in/uploads/172/15026_pdf.pdf (mpuctymmeno 24. 06. 2026)

Telci, I. N. (2018). The Murder of Jamal Khashoggi and the Future of Middle East Poli-
tics, SETA https://media.setav.org/en/file/2018/11/the-murder-of-jamal-khashoggi-
and-the-future-of-middle-east-politics.pdf (mpucrympeno 24.06.2026.)

Trump, J. T. (2017) National security strategy of the United States of America.

Trump, J. T. (2025) National security strategy of the United States of America. https://
www.whitehouse.gov/wp-content/uploads/2025/12/2025-National-Security-Strate-
gy.pdf (mpucrymwseno 24. 06. 2026)

Weldes, J. (ed.) (2003) To seek out new worlds: Science fiction and world politics. Palgrave
Macmillan.

1CynTypa

19




200

COOUJA MAKCMMOBWE 1 AHA CTAHKOBU'R

Sofija Maksimovi¢ and Ana Stankovi¢
University of Belgrade — Faculty of Security Studies, Belgrade

WAITING FOR THE KING
THE FICTIONAL REALITY OF INTERNATIONAL RELATIONS

Abstract: This paper examines the novel A Hologram for the King by Dave Eggers
as a work of popular culture that reflects and anticipates contemporary trans-
formations in international relations. Through a qualitative analysis of narrative
structures, motifs and symbolic representations, the paper explores the rela-
tionship between the decline of American hegemony, the rise of China, and the
changing geopolitical position of Saudi Arabia. Particular attention is devoted to
the ways in which the novel articulates broader processes of global power redis-
tribution through the experiences of its protagonist and the symbolic landscape
in which the narrative unfolds. Drawing on insights from the International Re-
lations theory and popular culture studies, the paper argues that Eggers’s nov-
el does not merely depict contemporary political realities but also amplifies and
renders visible deeper structural changes occurring beneath the surface of every-
day politics. In doing so, the novel functions as a form of anticipatory political
imagination, offering valuable insights into the dynamics of hegemonic decline,
geopolitical competition, and the evolving architecture of the international order.
The analysis ultimately demonstrates the capacity of popular culture to illuminate
aspects of world politics that often remain obscured within conventional political
discourse.

Key words: Saudi Arabia, United States, China, American hegemony, great power
competition, popular culture
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Abstract: The fragile and uncertain future of climate cooperation among major
political players has led to the urgent need to address the climate crisis. With ris-
ing awareness and scientific consensus on human-caused climate change and the
threat it poses to the environment, new organisations with sole focus on the climate
change issue and radical tactics have emerged. It is widely seen that the year 2018
was a turning point for people, especially young, to do something against their grow-
ing insecurity and fear regarding the future, through climate activism. The “Greta
Effect” and her viral Fridays for Future campaign led to organisation of collective
action, sparking domino effect of numerous emerging climate movements across
the globe. Yet this paper argues that the cultural genealogy of contemporary cli-
mate activism extends far deeper, rooted in the radical environmental movements
of the 1970s through the 1990s. From Earth First’s “monkeywrenching” through
the Animal Liberation Front and Earth Liberation Front’s direct action campaigns
to Extinction Rebellion’s theatrical disruptions and Just Stop Oil’s art-targeting
spectacles, each movement inherited not only tactical ideas but also a set of media
representations, cultural stereotypes and popular narratives. Recently, the sense of
urgency has receded due to harsh laws, especially in the UK. Climate activism has
been suffocated by lack of funds and the shift in the main public concern to more
pressing issues. Whether protests and mass mobilisation that made climate activ-
ism world famous will come roaring back remains to be seen. There is no doubt that
bringing climate agenda back to the political spotlight will require fresh ideas that
will possibly lay ground for the future of climate politics.

Key words: climate change, climate movement, social media, popular culture,
eco-activism, media representation
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Introduction

limate change has led to numerous reactions within societies and politics. Within

societies, but closely tied to and impacting the political sphere, one reaction to

climate change developments is the desire of people, especially young people,
to place something against their growing insecurity and fear regarding the future
through activism.' Social change significantly influences climate action through various
mechanisms, such as the adoption of low-carbon behaviours and lifestyle, as well as
activism that puts pressure on decisionmakers for stricter climate action.

The Paris Agreement is a legally binding international treaty adopted in 2015 (COP21)
and effective from November 4, 2016. It states in Article 2: “Holding the increase in the glob-
al average temperature to well below 2°C above pre-industrial levels and pursuing efforts
to limit the temperature increase to 1.5°C above pre-industrial levels, recognising that this
would significantly reduce the risks and impacts of climate change.” Furthermore, Article
4 reads: “In order to achieve the long-term temperature goal set out in Article 2, Parties aim
to reach global peaking of greenhouse gas emissions as soon as possible, recognising that
peaking will take longer for developing country Parties, and to undertake rapid reductions
thereafter in accordance with best available science...” Unfortunately, prompt reaction in
reducing carbon emission was widely missing, especially by major world players.

Yet the story of environmental activism and its cultural representation did not be-
gin with the Paris Agreement, nor even with the scientific consensus on anthropogenic
climate change. This paper argues that contemporary climate movements, from Extinc-
tion Rebellion, Fridays for Future to Just Stop Oil, are the inheritors of a much longer
cultural genealogy, one that stretches back through the radical environmental move-
ments of the 1970s through the 1990s, mainly radical environmental movements from
Earth First!, Animal Liberation Front (ALF) and Earth Liberation Front (ELF).

This paper takes as its central premise that popular culture is not a passive mirror of po-
litical events but a constitutive space where the “eco-activist” and “eco-terrorist” figures are
manufactured. Our focus is not on the movements’ political efficacy or their tactical evolution
in isolation, but on how they have been represented, imagined, and ultimately constructed as
cultural figures in news media, film, television, and the broader popular imagination.

The genealogy we trace is, above all, a cultural genealogy. When Just Stop Oil activ-
ists threw tomato soup at Van Gogh’s Sunflowers in October 2022*, at the National Gal-

! Kisehage, N. and Reinke de Buitrago, S. (2025) Nowhere to Run? The Global Influence of
Climate Activists—Opportunities and Challenges in Dealing with a New Movement, in: Anshu,
A. (ed.) Navigating Globalization, Diaspora, Foreign Policy and Sustainability, Singapore: Palgrave
Macmillan, https://doi.org/10.1007/978-981-96-9079-4_3

> UN (2015) Paris Agreement, p. 3, https://treaties.un.org/doc/Treaties/2016/02/20160215%20
06-03%20PM/Ch_XXVII-7-d.pdf

> Tbid., p. 4

* GuardianNews(2022,0ctober14).JustStopOilactiviststhrowtomatosoupon Van Gogh'sSunflowers
painting at National Gallery. https://www.youtube.com/watch?app=desktop&v=LTdquzu-BXg
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lery in Trafalgar Square in London. They were not merely engaging in a novel form of
protest; they were stepping into a pre-existing cultural script, one that had been written
over decades by journalists, filmmakers, politicians, and the activists themselves. The
protesters said the demonstration was in relation to the cost of living and climate crises,
as they asked: ‘Is art worth more than life?’ Their theatrical nature of the action gener-
ated the immediate media spectacle it generated, all these elements were shaped by a
long history of how eco-activism has been performed and perceived in popular culture.

From DDT to Silent Spring

Many believe that the whole narrative regarding the environmental movements started
with DDT (dichloro-diphenyl-trichloroethane) that was developed as the first of the mod-
ern synthetic insecticides. DDT was first synthesised in 1874, but its insecticidal properties
were not discovered until 1939, while large-scale industrial production started in 1943.°

The low price of DDT, which fell from $1 U.S. per pound in 1945 to about $0.25 per
pound in the mid-1950s, contributed to its worldwide use. It is of interest that the con-
trol of malaria and typhus during and immediately after World War IT was achieved with
relatively small quantities of DDT, while much more DDT was used after 1945 for the
control of agricultural and forest pests. DDT is given credit for having helped 1 billion
people live free from malaria, thus saving millions of lives.* However, the widespread
use of DDT in agriculture and forestry led to its accumulation in the environment and
in the food chain, with devastating consequences for wildlife and human health.

In a lifespan of 15 years, from the advertisement entitled "DDT is good for me” in
1947 issue of Time magazine (Figure 1) to Rachel Carson, who intended to reach and
motivate ordinary citizens about the cumulative and hazardous environmental effect of
DDT, epic book Silent Spring was published in 1962.7 ® There is no doubt that Rachel
Carson, marine biologist, and one of the 20™ century’s most influential voices in litera-
ture and environmentalism, became a social revolutionary. Although, Carson’s critics
complained that her claims were more emotional and based on fears that scientific broad
analytical evidence, the book was widely read by the general public and provided the im-
petus for tighter control of pesticides. Carson’s work has been honoured on many lists
of influential books, including Discover magazine’s list of the 25 greatest science books
of all time.’ Besides that, the book was a catalyst for awaking, increase consciousness and

> Smith, A. G. (1991) Chlorinated hydrocarbon insecticides, in: Hayes, W. J. and Laws, E. R.
(eds.) Handbook of Pesticides Toxicology, San Diego/New York: Academic Press Inc., pp. 731-915
¢ Turusov, V., Rakitsky, V. and Tomatis, L. (2002) Dichlorodiphenyltrichloroethane (DDT):
ubiquity, persistence, and risks, Environmental Health Perspectives, 110(2), pp. 125-128, doi:
10.1289/ehp.02110125

7 Epstein, L. (2014) Fifty Years Since Silent Spring, The Annual Review of Phytopathology, 52, p
379, doi: 10.1146/annurev-phyto-102313-045900

8 Carson, R. (1962) Silent Spring, Boston: Houghton Miftlin

 Britannica, 2026
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according to historians Silent Spring was to environmentalism what Uncle Tom’s Cabin
was to abolitionism."

Figure 1 shows an advertisement for DDT published in Time Magazine on the 30 of
June 1947. (Courtesy of Science History Institute). (https://digital.sciencehistory.org/
works/1831ck18w)

Evidence of increasing air and water pollution in the United States, such as the 1952
Cuyahoga River fire, primed the Silent Spring—era public for a message that at least some
industrial chemicals had adverse health and environmental consequences. President
John F. Kennedy acknowledged Silent Spring and initiated a review of its claims." The
U.S. Department of Agriculture, the federal agency with responsibility for regulating
pesticides before the formation of the U.S. Environmental Protection Agency (EPA) in
1970, began regulatory actions in the late 1950s and 1960s to prohibit many of DDT's
uses because of mounting evidence of the pesticide's declining benefits and environ-
mental and toxicological effects. In 1972, EPA issued a ban on domestic use of DDT
based on its adverse environmental effects, such as those to wildlife, as well as its poten-
tial human health risks."” In the years following the publication of the book besides the
establishment of the U.S. EPA, numerous laws protecting the environment and human
health both in the USA and Europe were launched.

However, Rachel Carson remains a polarizing figure in American culture. On the
occasion of the 100th anniversary of her birth the former Editor-in-Chief of Chemical
& Engineering News (C&EN), published by the American Chemical Society, Rudy M.
Baum states:

May 27 marked the 100th anniversary of Carson’s birth. In the run-up to the date,
Sen. Benjamin L. Cardin (D-Md.) had planned to introduce a resolution celebrating
Carson’s legacy. However, Sen. Tom Coburn (R-Okla.) announced that he would

10 QOreskes, 2004:372

I Epstein, L. (2014) Fifty Years Since Silent Spring, The Annual Review of Phytopathology, 52,
pp- 377-402, doi: 10.1146/annurev-phyto-102313-045900

2 Environmental Protection Agency (2025). DDT - A Brief History and Status. https://www.epa.
gov/ingredients-used-pesticide-products/ddt-brief-history-and-status
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block the resolution by the use of a parliamentary device, because, according to a sta-
tement from his office, “Carson was the author of the now-debunked ‘Silent Spring,” a
book that was the catalyst in the deadly worldwide stigmatization against insecticides,
especially DDT.” As a result, Cardin delayed introducing the resolution. According
to Coburn and other conservatives, Carson should be remembered as one of history’s
worst mass murderers. Her indictment of DDT, they claim, has resulted in something
like 90 million preventable deaths from malaria. Like Coburn, these detractors often
refer to “Silent Spring” in disparaging terms like “now-debunked” or “junk science”
without offering any evidence other than their claim that DDT is perfectly safe and
should never have been banned...Consider, however, the state of scientific knowledge
in 1962, the year “Silent Spring” was published. The same issue of C&EN that carried
a highly critical review of “Silent Spring” (entitled, “Silence, Miss Carson”)... *

There is no doubt that Silent Spring established a new cultural archetype: the environ-
mental whistleblower, the lone voice speaking truth to power, challenging the compla-
cency of industry and government. Carson herself became a cultural icon, celebrated by
some as a hero and vilified by others as an alarmist and a threat to agricultural progress.

From Silent Spring to No compromise in defense of Mother Earth

The 1970s, 1980s and 1990s saw the formation of several organizations, often labeled
as eco-terrorists, committed to the protection of the natural environment and animal
rights through direct actions - Earth First!, Animal Liberation Front (ALF), Earth Lib-
eration Front (ELF), Greenpeace, and Sea Shepherds to name the most prominent ones.
According to Elizabeth Chalecki eco-terrorism is defined the destruction of property
committed by radical environmental groups in the name of saving the environment
from human encroachment. '* These movements embraced direct action, civil disobe-
dience, and in some cases property destruction, tactics that brought them into direct
conflict with the state and with powerful economic interests. But they also brought them
into the realm of popular culture in new and dramatic ways.

Earth First! was founded in 1980 in the USA by a group of disaffected environmen-
talists, including Dave Foreman, who felt that mainstream environmental organisa-
tions had become too compromising and bureaucratic."” The group’s philosophy was
encapsulated in the slogan “No compromise in defence of Mother Earth,” and its tactics
included tree-sitting, road blockades, and “monkeywrenching,” a term popularised by
Edward Abbey’s 1975 novel The Monkey Wrench Gang.'* Monkeywrenching referred to
acts of sabotage against industrial equipment, such as spiking trees to prevent logging or

! Baum, M. R. (2007) Rachel Carson. Chemical & Engineering News, 85(23), p. 5.

! Chalecki, E. (2002) A new vigilance: identifying and reducing the risks of environmental
terrorism, Global Environmental Politics, 2(1), pp. 46-64

> Lange, J. I. (1990) Refusal to compromise: The case of Earth First!, Western Journal of Speech
Communication, 54(4), pp. 473-494, doi: 10.1080/10570319009374356

' Abbey, E. (1975) The Monkey Wrench Gang, Philadelphia: Lippincott Williams & Wilkins
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disabling bulldozers at construction sites. Foreman and co-author Bill Haywood’s 1985
manual Ecodefense: A Field Guide to Monkeywrenching provided detailed instructions
for such actions, framing them as legitimate forms of ecological self-defence."”

The cultural impact of Earth First! was immediate and profound. The group’s the-
atrical tactics, such as unfurling a giant banner depicting a crack down the face of Glen
Canyon Dam, were designed to generate media attention and to create powerful visual
symbols.'® These images circulated widely in news media and became iconic representa-
tions of radical environmentalism. But the media coverage was deeply ambivalent.
While some journalists portrayed Earth First! activists as passionate defenders of wil-
derness, others framed them as dangerous extremists, eco-saboteurs, or even terrorists.

Across the pond, in the UK, the emergence of ALF (1976) and ELF (1992) led to direct
action of ALF to liberate animals from laboratories, farms, and other sites of exploita-
tion, often causing significant property damage in the process.'” On the other hand, ELF
became active in the United States in the mid-1990s, focused on sabotage and arson tar-
geting developments and industries deemed harmful to the environment.*” Between 1995
and 2010, there were a total of 239 arsons and bombings committed by these groups, with
55% attributed to ELF and 45% to ALF. * Although many of the attacks resulted in sub-
stantial financial and property damage, none of them resulted in a loss of life.

The response from law enforcement and the media was swift and severe. In 2001, the
FBI designated ALF and ELF as the top domestic terrorism threats in the United States,
a designation that had profound implications for how these groups were represented in
popular culture.”? The term “eco-terrorism” entered the mainstream lexicon, appearing
in news headlines, Congressional hearings, and eventually in popular films and television
shows. The American Legislative Exchange Council, a conservative policy organisation,
published a report titled Animal & Ecological Terrorism in America in 2003, which framed
these movements as existential threats to American society and the economy.”

7 Foreman, D. and Haywood, B. (1985) Ecodefense: A Field Guide to Monkeywrenching, Tucson:
Ned Ludd Books

8 Wall, D. (1999) Earth First! and the Anti-Roads Movement: Radical Environmentalism and
Comparative Social Movements, London: Routledge

¥ Liddick, R. D. (2006) Eco-Terrorism: Radical Environmental and Animal Liberation Movements,
Westport, CT: Praeger

% Nagtzaam, G. (2017) From Environmental Action to Ecoterrorism, Cheltenham: Edward Elgar
Publishing, doi: 10.4337/9781785367359

21 Chermak, S. M., Freilich, J., Duran, C. and Parkin, W.S. (2013) An Overview of Bombing and Arson
Attacks by Environmental and Animal Rights Extremists in the United States, 1995-2010, Final Report
to the Resilient Systems Division, Science and Technology Directorate, U.S. Department of Homeland
Security, College Park, MD: START, https://www.dhs.gov/sites/default/files/publications/OPSR_TP_
TEVUS_Bombing-Arson-Attacks_Environmental- Ammal%ZOnghts -Extremists_1309-508.pdf. p.3
2 Vanderheiden, S. (2008) Radical environmentalism in an age of antiterrorism, Environmental
Politics, 17(2), pp. 299-318, doi: 10.1080/09644010801936248

» American Legislative Exchange Council (2003) Animal & Ecological Terrorism in America,
Washington, DC: ALEC
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As the movement’s insistence for change increased so did the resistance. In the early 1990s
law enforcement and government officials in America, with support from financial elite, cre-
ated an image of the radical environmental movement as dangerous “eco-terrorists.” The
cultural representation of Earth First!, ALF, and ELF in this period was not monolithic. In
some quarters, particularly in countercultural and activist circles, these groups were celebrat-
ed as heroes, modern-day Robin Hoods fighting against corporate greed and environmental
destruction. The 2006 documentary If a Tree Falls: A Story of the Earth Liberation Front pre-
sented a sympathetic portrait of ELF activists, exploring their motivations and the harsh sen-
tences they received.” But in mainstream media, the dominant narrative was one of danger
and extremism. News reports focused on the property damage caused by these groups, often
using inflammatory language such as “eco-terrorists,” “extremists,” or “radicals.”

The harsh legal penalties imposed on ALF and ELF activists, including sentences of
up to 22 years in prison for acts of property destruction that caused no physical harm
to any person, were justified in part by the “eco-terrorism” framing.® The cultural nar-
rative, in other words, was not merely a reflection of reality but a constitutive force that
shaped how the state responded to these movements.

The legacy of Earth First!, ALF, and ELF for contemporary climate activism is pro-
found. These movements established a repertoire of direct action tactics that would be
adopted, adapted, and refined by later groups. But they also established a cultural script,
a set of media representations and popular narratives that would shape how all subse-
quent radical environmental movements would be perceived. When Extinction Rebel-
lion or Fridays for Future emerged in 2018, in the UK and when Just Stop Oil began its
campaign of disruptive protests in 2022, they were stepping into a cultural landscape
that had been shaped by decades of media coverage of “eco-terrorism.” The fluorescent
orange vests, the theatrical disruptions, the media spectacles, all of these were informed
by the cultural history we have traced here.

From modern-day Robin Hoods to The Greta Effect

In August 2018, school girl Greta Thunberg 15, demanded that the Swedish govern-
ment reduce carbon emissions in accordance with the Paris Agreement. Her protest
began after the summer in 2018 was exceptionally warm and dry in central and north-
ern Europe, resulting in major losses in crop productivity and in increased fire occur-
rence in high-latitude ecosystems.  Simple realisation, why bother to learn anything in

# Curry, M. and Cullman, S. (dirs.) (2011) If a Tree Falls: A Story of the Earth Liberation Front
[Documentary], New York: Oscilloscope Laboratories

» Chalecki, E. (2002) A new vigilance: identifying and reducing the risks of environmental
terrorism, Global Environmental Politics, 2(1), pp. 46-64

% Cooke, S. (2013) Animal rights and environmental terrorism, Journal of Terrorism Research,
4(2), pp. 26-36, doi: 10.15664/ TR.532

77 Bastos, A. et al. (2020). Impacts of extreme summers on European ecosystems: a comparative
analysis of 2003, 2010 and 2018. Philosophical Transaction Royal Society B. 375(1810): 20190507.
http://dx.doi.org/10.1098/rstb.2019.0507. p.2
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school if politicians won’t pay attention to the facts, prompted Ms Thunberg to go on
strike, refusing to go to school until Sweden’s general election on 9 September to draw
attention to the climate crisis. ** That was beginning of establishment and protests of
the Fridays for Future (FFF) movement led by predominantly young people, across the
globe and like other contemporary movements, social media was used to encourage
government action on climate crisis.

There is no doubt that youth-led climate protest and activism, represented by the Fri-
days for Future (FFF) movement, and social media engagement are two interrelated fac-
tors. The “Greta Effect,” as it came to be known, was as much a cultural phenomenon as
a political one. Thunberg herself became a global icon, her image appearing on magazine
covers, in news broadcasts, and across social media platforms. Her speeches, delivered in a
direct and uncompromising style, went viral, accumulating millions of views on YouTube
and other platforms. Her famous “How dare you?” speech at the UN Climate Action Sum-
mit in September 2019 became one of the most-watched political speeches of the decade.”
Thunberg was simultaneously celebrated as a hero, a prophet, and a symbol of youthful
idealism, and vilified as a puppet, a hysteric, and a threat to economic prosperity.

The cultural construction of Greta Thunberg is a case study in how popular culture
manufactures and circulates images of activism. In progressive media outlets, Thunberg
was framed as a “perhaps the world’s most famous teenager” “climate pop star,” and
the “face of a global movement.” In conservative media, she was subjected to intense
scrutiny and often vicious personal attacks, with commentators questioning her mental
health, her motivations, and her right to speak on climate issues.”

This polarisation in media representation reflects a deeper cultural anxiety about
youth activism and about the challenge that climate movements pose to established eco-
nomic and political orders. But it also reflects the power of social media to amplify and
accelerate cultural narratives. Thunberg’s rise to global prominence would have been
impossible without platforms like Twitter, Instagram, and YouTube, which allowed her
message to bypass traditional media gatekeepers and reach audiences directly. At the
same time, these platforms also enabled the rapid spread of counter-narratives, memes,
and attacks, creating a highly polarised and fragmented media environment.

* Crouch, D. (2018, September 1) The Swedish 15-year-old who’s cutting class to fight the climate
crisis. The Guardian. https://www.theguardian.com/science/2018/sep/01/swedish-15-year-old-
cutting-class-to-fight-the-climate-crisis

¥ Gaupp, F and Eker, S. (2024) Climate Activism, Social Media and Behavioural Change: A
Literature Review, International Institute for Applied Systems Analysis, Laxenburg, Austria: WP-
24-007, https://pure.iiasa.ac.at/id/eprint/19639/1/WP-24-007.pdf

0 Tuitjer, L., Dirksmeier, P. and Helbrecht, I. (2023) Sailing to save the planet? Media-produced
narratives of Greta Thunbergs trip to the UN Climate Summit in German print newspapers,
Humanities & Social Sciences Communications, 10(1), article 743, doi: 10.1057/s41599-023-01743-6
31 Dzidic, P. L., Green, M. and Nadebaum, E. (2023) The Australian Mainstream Media’s
Portrayal of Youth Climate Activism and Dissent, Qualitative Sociology Review, 19(2), pp. 62-84,
doi: 10.18778/1733-8077.19.2.04
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The Fridays for Future movement, and the broader wave of youth climate activism it
inspired, represented a shift in the tactics and aesthetics of environmental protest. Un-
like the clandestine sabotage of ELF or the confrontational blockades of Earth First!, Fri-
days for Future embraced mass mobilisation, colourful banners, and a message of hope
and urgency. The movement’s visual imagery, young people holding hand-painted signs
with slogans like “Fight for Climate Justice” or “Our House is on Fire,” was designed to
be shareable on social media, to generate likes, retweets, and viral spread.

Yet even as Fridays for Future was celebrated for its peaceful and inclusive approach,
other groups were adopting more disruptive tactics. Extinction Rebellion (XR), founded
in the UK in 2018, combined mass civil disobedience with theatrical performance and
visual spectacle. XR’s actions, such as blocking major roads and bridges in London,
gluing themselves to trains, and staging “die-ins” in public spaces, were designed to
cause maximum disruption and to generate media attention.’* The group’s use of bright
colours, particularly the distinctive pink boat that became a symbol of the April 2019
London protests created a strong visual brand that was instantly recognisable in news
coverage and on social media. Linguist and activist Noam Chomsky was among those
who have sent a statement of support. “It is impossible to exaggerate the awesome na-
ture of the challenge we face: to determine, within the next few years, whether organised
human society can survive in anything like its present form. The activists of Extinction
Rebellion are leading the way in confronting this immense challenge, with courage and
integrity, an achievement of historic significance that must be amplified with urgency.”*

This strategy was initially successful. XR’s April 2019 protests in London received ex-
tensive media coverage, and the group’s leaders were invited to meet with government
ministers. Within two months, the UK parliament had passed a law committing the
country to bringing all greenhouse gas emissions to net zero by 2050.** But the media
coverage was also deeply ambivalent. While some outlets praised XR’s commitment and
creativity, others focused on the disruption caused by the protests, framing the activists
as a nuisance or a threat to public order.

The cultural construction of XR and other disruptive climate groups intensified with
the emergence of Just Stop Oil (JSO) on February 14, 2022. JSO’s tactics, which included
blocking motorways, disrupting sporting events, and most notoriously, throwing toma-
to soup at Van Gogh’s Sunflowers and spraying, paint on Stonehenge, were designed to

2 Williams, S., Doyle, T. and MacGregor, S. (2024) Extinction Rebellion and Non-violent Civil
Disobedience, in: Doyle, T. and MacGregor, S. (eds.) Environmental Movements Around the World:
Shades of Green in Politics and Culture, London: Routledge, pp. 312-329, doi: 10.4324/9781003396567-24
3 Watts, J. and Gayle, D. (2019, 19 Apr). Climate activists and police tussle for control of Oxford
Circus. The Guardian. https://www.theguardian.com/environment/2019/apr/19/extinction-rebel-
lion-reports-hundreds-of-people-signing-up

* Rowlatt, J. (2025, April 24) Just Stop Oil was policed to extinction - now the movement has
gone deeper underground, BBC News, https://www.bbc.com/news/articles/cz6denxzweeo
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generate maximum media attention and public outrage.” The group’s use of fluorescent
orange vests and powder became iconic, creating a visual signature that was instantly
recognisable in news coverage and social media posts.

This process of cultural construction is not limited to news media. Popular culture
more broadly has played a role in shaping how eco-activists are imagined and repre-
sented. The 2022 film How to Blow Up a Pipeline, based on Andreas Malm’s book of
the same name, presented a fictional account of a group of young activists who turn to
sabotage to fight climate change.’® The film was praised by some critics for its nuanced
portrayal of the moral dilemmas faced by activists, but it also sparked controversy and
debate about whether it was glorifying or encouraging eco-terrorism. The film’s very
existence, and the debates it generated, are evidence of how deeply the “eco-terrorist”
trope has penetrated popular culture.

These cultural texts, the tabloid headlines, the film, the satirical sketches, do not mere-
ly reflect public opinion about climate activism; they actively shape it. They provide the
cultural scripts through which people make sense of disruptive protest, the narratives and
images that circulate in everyday conversation, on social media, and in political discourse.
In Cohen’s terms,” they construct the folk devil, the figure of the eco-activist as a threat to
social order, a figure that must be controlled, punished, and ultimately eliminated.

The “extinction” narrative of 2025, as presented in the BBC article and circulated
widely in media and popular culture, represents a moment of cultural closure, a sense
that the story of disruptive climate protest has reached its end. But as JSO co-founder
Sarah Lunnon insists, “The movement is there and will find new ways to confront the
government. Nobody is shutting up shop and calling it a day. We know morally that we
have to continue.”® Whether new forms of climate activism will emerge, and how they
will be represented in popular culture, remains to be seen. What is clear is that the cul-
tural genealogy we have traced, from Earth First! through ALF and ELF to XR and JSO,
has shaped the terrain on which future struggles will be fought.

Conclusion

This paper has traced the collective popular culture impact of radical environmental
movements from the 1980s to the present, arguing that popular culture is not a passive
mirror of political events but a constitutive space where the “eco-activist” and “eco-ter-
rorist” figures are manufactured and normalised. From the “monkeywrenching” of
Earth First! through the direct action campaigns of ALF and ELF to the theatrical dis-

% Kapranov, O. (2024) Spraying Paint on Stonehenge: The Framing of Climate Change Protest
by the Leading Anglophone Media, Culture. Society. Economy. Politics, 2024(2), pp. 67-84, doi:
10.2478/csep-2024-0008

3¢ Goldhaber, D. (dir.) (2022) How to Blow Up a Pipeline [Film], New York: Neon

7 Cohen, S. (1972) Folk Devils and Moral Panics: The Creation of the Mods and Rockers, London:
MacGibbon and Kee.

% Ibid.
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ruptions of Extinction Rebellion and the art-targeting spectacles of Just Stop Oil, each
movement has inherited not only tactical ideas from its predecessors but also a set of
media representations, cultural stereotypes, and popular narratives that have shaped
how it has been perceived and, ultimately, how it has been treated.

Future research could build upon the findings presented here by drawing on Stanley
Cohen’s theory of moral panics and Guy Debord’s concept of the society of the spectacle
to further examine how climate activists are constructed as folk devils in popular culture,
particularly in tabloid media, but also in film, television, and other cultural texts. At the
same time, the analysis presented in this paper suggests that these processes of cultural
construction have had real-world consequences, contributing to the harsh legal penalties
imposed on activists and to the erosion of public support for disruptive protest.

Yet the story is not over. Climate activism has been suffocated by harsh laws, espe-
cially in the UK, and by the shift of public concern to other pressing issues. But as the cli-
mate crisis intensifies, and as the inadequacy of current political responses becomes ever
more apparent, new forms of activism will inevitably emerge. Whether these will take
the form of clandestine direct action, mass peaceful mobilisation, or some as-yet-unim-
agined approach remains to be seen. What is certain is that the cultural narratives and
representations we have traced in this paper will continue to shape how these move-
ments are perceived and how they are able to operate.

The genealogy from Earth First! through ALF, ELF, XR, FFF, to JSO is, above all, a
cultural genealogy. Each movement inherited not only tactical ideas but also a set of
media representations, cultural stereotypes, and popular narratives that shaped how it
was perceived and, ultimately, how it was treated. The fluorescent orange vests of Just
Stop Oil, the pink boat of Extinction Rebellion, the tree-spikes of Earth First!, these are
not merely tactical tools but cultural symbols, images that circulate in popular culture
and shape public consciousness.

The constitutive argument we have advanced in this paper is that popular culture
does not merely reflect political reality but actively constructs it. The “eco-activist” and
“eco-terrorist” figures are not natural categories but cultural inventions, manufactured
through processes of media framing, public discourse, and cultural representation.
These cultural constructions have real-world effects, shaping how the state responds to
climate protest, how the public perceives activists, and how activists themselves under-
stand their role and their tactics.

As we face an uncertain future, with the climate crisis intensifying and political re-
sponses remaining inadequate, the question of how climate activism will be represented
in popular culture becomes ever more urgent. Will new movements be able to escape
the cultural trap or will the cycle of demonisation and repression continue, driving ac-
tivists underground and further polarising public opinion? There is no doubt that bring-
ing climate agenda back to the political spotlight will require fresh air of ideas that will
possibly lay ground for the future of climate politics. But those ideas will need to be ac-
companied by new cultural narratives, new ways of imagining and representing climate
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activism that can break free from the genealogy we have traced here. Understanding
this cultural genealogy is essential if we are to imagine and build a more effective and
sustainable climate movement for the future.
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Hejana JoBanosuh [Tonosuh u VBan Pakomarg

Yuusepsuret y beorpany, ®axynrer desdegHoctn, beorpap

OJJ HEMOTI ITPOJIERA JO CABOTAJKE 1 HAPAHITACTOTI ITPAXA

Caxerak: Kpxka 1 HemsBecHa 6ysyhHOCT KmMatcke capajme Mehy KbydHUM
MOJIMTUYKUM aKTepyMa HAMETHYIa je XUTHY IOTpeby 3a cyodaBameM ca
KIMMaTcKoM KpusoM. IlopacT cBecTu 0 KIMMATCKUM IpOMEHaMa M3a3BaHUM
JbYICKUM JIelIOBAK-€M M CBE€ IIMPY HAyYHM KOHCEH3YC O IpeTHaMa Koje OHe
IpeiCTaB/bajy 110 )KMBOTHY CPEIMHY JJOBE/IN CY [0 110jaBe HOBUX OpraHu3alja
yCMepeHMX MCK/bYYMBO HAa K/IVMATCKa INTama, Koje d4ecTo mpuberasajy
pajuKanHuM obnMuyMa genmoBama. lopmua 2018. yecTo ce mocmarpa Kao
IPeKpeTHNUIIA Koja je IOJCTaK/lIa HapO4YMTO MIIAJe Jbyfe Ja KpO3 KIMMATCKM
aKTMBU3aM oAroBope Ha pactyhu ocehaj HecurypHocTi u crpaxa op 6ynyhHocTn.
»IpeTuH edexar” U mweHa BUpaNHa Kammamwa Fridays for Future mopcrakmm cy
OpraHu3aIMjy KONeKTMBHMX aKIMja ¥ MOjaBy OPOjHMX KIMMAaTCKUX HOKpeTa
IIMPOM CBeTa. Y OBOM pajly IIO/Iasy ce Ofj Te3e fla KyATypHa reHealoruja
CaBpeMEeHOT K/IVIMATCKOT aKTMBM3Ma VIMa MHOTO Jiy0/be KOpeHe, KOju ce MOTy
IPAaTUTY [0 PAafiMKaTHUX €KOJMOIKMX IIOKPeTa HacTaluX TOKOM CelaMIeCceTuX,
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ocampeceTyx u gesefiecetnx rogyHa XX Beka. Of ,MaHKMPEHUNHIA IOKpeTa
Earth First!, npexo AMpeKTHMX akumja opranusauuja Animal Liberation Front
u Earth Liberation Front, fo teatpanuux nepdopmanca Extinction Rebellion n
aKIMja ycMepeHMX Ha YMeTHIYKa Jiena Koje cipoBoau Just Stop Oil, cBaky off 0BUX
IIOKpeTa HaCIe[1o je He CaMO TAaKTIYKe oOpaclie lenoBatba Beh 1 CKyI MenjcKux
IpefcTaBa, KyITYpHMX CTepeoTMIa U IomylnapHux Hapatusa. [locmepmmux
ropuHa ocehaj XUTHOCTM KIMMATCKe Kpu3e oC/labyo je ycien pecTpUKTVMBHUX
3aKOHCKVIX Mepa, HapounTo y YjenumeHoM KpabeBcTBY, Kao 1 300T ycMepaBamba
Ia)Xbe jaBHOCTY Ka IPYTUM ApYyWITBeHUM Ipobremuma. [la mu he ce mporectn
¥ MacOBHa MOOWIM3aIMja, KOj)i CY KIVMATCKY aKTMBU3aM YYMHWUIN IT06aTHO
IPeNo3HAT/bMBUM, TIOHOBO BPaTUTH y IYHOM MHTEH3UTETY, OCTaje OTBOPEHO
nnTame. VI3BecHo je, MehyTum, fa he Bpahame knmmarcke areHje y cpepguiire
MONMUTIYKE TTKIbe 3aXTeBaTyl HOBe Njeje Koje OM MOI/e IIOCTaBUTHU TeMelbe
Oynyher pasBoja KIMMaTCKe HOMUTHKE.

KibydaHe peun: xnumamcke npomere, K1umamcku nokpemu, Opyumeene mpesxe,
NonynapHa Kynimypa, ekoaxmueusam, meoujcke penpeseHmayuje
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Abstract: This paper examines the transformation of myth and symbolic mean-
ing-production in the context of digital late modernity. It argues that the weak-
ening of the dominant meta-narratives of Western modernity - liberal progress,
secular rationality, meritocratic capitalism, and technological optimism — has not
produced a post-mythological society, but rather a fragmented landscape of digital-
ly mediated myth-production. Drawing upon the work of Jean Baudrillard, Jean-
Frangois Lyotard, Guy Debord and related theorists, the paper analyses how hyper-
reality, algorithmic communication and institutional fragmentation reshape the
structure of symbolic reality itself. Through case studies including Randian liber-
tarianism, accelerationism, evangelical dispensationalism, therapeutic spirituality,
manosphere culture, and Al-centered digital cult formations such as Spiralism, the
paper demonstrates how older mythological archetypes - apocalypse, revelation,
transcendence, elect communities, and providential history - persist within new
ideological and technological forms. These symbolic systems increasingly operate
through decentralisation, aestheticisation, personalisation, and recursive digital
reinforcement rather than stable institutional continuity. The paper concludes that
contemporary digital culture does not signify the disappearance of myth, but its
transformation into modular and continuously recombined symbolic structures
adapted to conditions of hyperreality. Myth survives not despite technological mo-
dernity, but through it.

Key words: myth, popular culture, hyperreality, digital cults, symbolic order, arti-
ficial intelligence
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Introduction
I I uman society does not exist solely through material production, institutional

organization, or biological reproduction. It equally rests upon symbolic systems
that generate meaning, structure action, and embed individuals within shared
perceptions of reality. Societies are sustained not only by laws, economic relations, or
political institutions, but also by narratives about themselves. These narratives shape
how human beings interpret their past, organize their present, and imagine their future'.

These meaning-producing narratives shall here be understood as myth - not in the
colloquial sense of a false story, but as a symbolic order that frames social reality episte-
mologically. Myth does not primarily answer empirical questions, but existential ones:
Who are we? Why does our order exist? What is legitimate? What possesses meaning?
Closely connected to myth, though not identical with it, is cult: the practical reproduc-
tion of symbolic systems through ritual, social norms, institutional behavior, and politi-
cal forms. Myth legitimizes cult, while cult stabilizes myth within everyday life*.

In the ancient world, myth and cult did not exist as separated spheres. The Greek polis
was not secular in the modern sense; religion, politics, law, and social organization formed
parts of a unified symbolic economy. Myth provided coherence and temporality to exist-
ence, transforming social reality into something emotionally and symbolically intelligible’.

Symbolic systems, however, possess no eternal stability. They emerge historically,
evolve, and may lose their integrative force. Periods of profound technological, eco-
nomic, or political transformation frequently produce tensions between lived reality
and dominant symbolic orders. When these systems cease to explain social contra-
dictions convincingly, crises of legitimacy emerge. Myth loses its meaning-producing
force, while cult and social practice begin to detach themselves from the narratives that
once justified them.

Yet societies rarely tolerate symbolic vacuums for long. Existing narratives are trans-
formed, fragmented, or recombined into new forms of symbolic meaning-production.
Older mythological structures return in altered forms adapted to changing historical
and material conditions.

It is within this dynamic that the contemporary crisis of Western modernity can be
situated. Late modernity is not witnessing the “end of myth,” but rather its fragmen-
tation and recombination under digital conditions. Technological acceleration, glob-
al interconnectedness, and the erosion of institutional authority have transformed not
merely communication, but the structure of symbolic reality itself. Narratives increas-
ingly circulate through algorithmically mediated spaces detached from stable institu-
tional grounding and, at times, even from physical reality itself.

' Cassirer, E. (1944) An Essay on Man, New Haven: Yale University Press, p. 43.
2 Eliade, M. (1963) Myth and Reality, New York: Harper & Row, p. 5.
> Habermas, J. (1975) Legitimation Crisis, Boston: Beacon Press, p. 3.
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The crisis of the present is therefore not solely political or economic in character. It
is equally a crisis of symbolic coherence. As dominant meta-narratives lose legitimacy,
new forms of meaning-seeking emerge - political, religious, aesthetic, and digital. Many
of these seemingly new worldviews draw upon far older mythological structures: apoc-
alyptic visions, deterministic understandings of history, narratives of salvation, or the
idea of an elect community set apart from the rest of humanity. What is new is less their
symbolic content than their mode of circulation within digitally mediated hyperreality.
As Jean Baudrillard writes: “The simulacrum is never what hides the truth - it is truth
that hides the fact that there is none™.

The Crisis of the Western Meta-Narrative

The contemporary West finds itself in a profound crisis of symbolic legitimacy. This
crisis is not merely economic, political, or technological in character, although it man-
ifests through all three dimensions. At its core lies the growing divergence between the
dominant narratives through which Western societies understand themselves and the
lived reality increasingly experienced by large parts of their populations.

For much of the late twentieth century, the liberal-capitalist order presented itself
not simply as one historical system among many, but as the final and universal form
of political and economic organization. Especially following the collapse of the Sovi-
et Union, liberal democracy, global capitalism, technological progress, and individual
freedom appeared historically inevitable. Francis Fukuyama famously described this
condition as the “End of History®”: the assumption that ideological evolution had ef-
fectively concluded and that no alternative system could fundamentally challenge the
liberal-democratic model.

This worldview functioned as a modern myth in the sociological sense. It provided
coherence, legitimacy, and temporal direction. Economic growth, meritocratic advance-
ment, technological innovation, and democratic participation became interconnected
elements of a broader symbolic order. The promise was clear: individuals who pursued
education, productivity, and integration into the market economy would achieve social
mobility, stability, and personal fulfillment.

Yet the symbolic stability of this order gradually eroded. The contradictions embed-
ded within late capitalism became increasingly visible and more difficult to reconcile
with the narratives through which the system justified itself. The neoliberal transfor-
mation of Western economies since the late 1970s intensified this process. Deregula-
tion, financialization, privatization, and the erosion of welfare structures were justified
through the belief that unrestricted markets would ultimately generate prosperity for
society as a whole. While economic growth certainly occurred, wealth concentration
accelerated simultaneously, while social mobility stagnated and economic insecurity ex-

* Baudrillard, J. (1994) Simulacra and Simulation, Ann Arbor: University of Michigan Press, p. 1.
> Fukuyama, E (1992) The End of History and the Last Man, New York: Free Press, p. xi
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panded across large sections of the population, a logic strongly associated with neolib-
eral thinkers such as Friedrich Hayek®.

The financial crisis of 2008 represented a decisive symbolic rupture. The neoliberal
myth had long portrayed the market as a self-correcting and quasi-natural system superior
to state intervention. Yet when global finance itself became threatened, governments in-
tervened massively to rescue failing financial institutions with public resources. For many
citizens, this exposed a visible contradiction between the proclaimed morality of the system
and its actual operation. The market appeared less as a realm of meritocratic competition
and increasingly as a structure in which gains were privatized while losses were socialized’.

At the same time, digital communication technologies transformed the relationship
between individuals and social reality itself. Information became permanently accessible,
yet increasingly fragmented and emotionally intensified. The rise of algorithmically me-
diated communication weakened institutions that once monopolized symbolic authori-
ty — churches, universities, newspapers, political parties, and national cultural narratives.
Competing interpretations of reality now circulate simultaneously within decentralized
digital environments often detached from stable epistemological frameworks.

This transformation has produced a paradoxical condition. Never before have in-
dividuals possessed access to such immense quantities of information, yet rarely has
collective reality appeared so unstable. Political scandals, wars, economic crises, and
institutional failures are experienced not sequentially but simultaneously, compressed
into continuous digital immediacy. The result is a persistent atmosphere of epistemic
insecurity in which the boundaries between reality, representation, simulation, and ide-
ological projection become increasingly blurred®.

Within such conditions, older legitimizing narratives lose coherence. Beliefs in
transparent democratic institutions, meritocratic markets, or technological progress
as inherently emancipatory no longer appear self-evident to significant portions of the
population. Yet the weakening of dominant symbolic systems rarely produces ideologi-
cal emptiness. Human societies tend to respond to symbolic fragmentation through in-
tensified myth-production: apocalyptic narratives, conspiratorial worldviews, spiritual
revivalism, and radical political ideologies.

What distinguishes the contemporary crisis, however, is the role of digital mediation.
Symbolic systems increasingly emerge not through centralized institutions or coherent
traditions, but through decentralized networks of algorithmic circulation and recursive
affirmation. Myth becomes fragmented, modular, and detached from stable institution-
al grounding. Political ideology, spirituality, entertainment media, self-help culture, and
digital identity formation increasingly coexist within the same symbolic environment.

¢ Harvey, D. (2005) A Brief History of Neoliberalism, Oxford: Oxford University Press, p. 2.

7 Stiglitz, J. (2010) Freefall: America, Free Markets, and the Sinking of the World Economy, New
York: W. W. Norton & Company, p. 9.

8 Debord, G. (1994) The Society of the Spectacle, New York: Zone Books, p. 12.
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The crisis of the Western meta-narrative is therefore not simply political or econom-
ic in nature. It represents a transformation in the structure of symbolic reality itself. The
erosion of older forms of meaning-production has not eliminated mythological think-
ing. Rather, myth has re-emerged in fragmented and technologically mediated forms
adapted to the conditions of digital late modernity.

Hyperreality and the Transformation of Symbolic Space

The crisis of the Western meta-narrative cannot be understood solely through eco-
nomic instability, political polarization, or institutional decline. These developments
occur simultaneously with a more fundamental transformation: the restructuring of
symbolic reality itself through digital mediation. Networked communication technolo-
gies have altered not merely the speed at which information circulates, but the manner
in which reality is perceived, interpreted, and socially reproduced.

Jean Baudrillard’s theory of hyperreality provides an important framework for un-
derstanding this transformation. Baudrillard argued that modern societies increasingly
operate within systems of simulation in which signs and representations detach them-
selves from material reality and begin referring primarily to one another®. This process
culminates in hyperreality: a condition in which the distinction between reality and
representation becomes unstable, and simulations appear more immediate and emo-
tionally convincing than reality itself.

Baudrillard conceptualized this development through successive stages in the evolution
of the symbol. Initially, symbols reflect reality directly. Later, they still refer to reality but dis-
tort it. Eventually, symbols begin masking the absence of reality altogether until they become
pure simulacra: self-referential systems of signs detached from stable material grounding.

The contemporary digital environment accelerates this process dramatically. Social me-
dia platforms, algorithmic recommendation systems, artificial intelligence, and continuous
digital connectivity generate symbolic spaces in which representation increasingly replaces
direct social experience. Individuals no longer simply consume information; they inhabit
symbolic environments structured through continuous emotional and aesthetic stimula-
tion. Shoshana Zuboff describes this transformation as a central feature of “surveillance
capitalism,” in which digital infrastructures increasingly mediate human behavior itself'.

This transformation fundamentally alters the nature of myth itself. Traditional myths
emerged within relatively stable institutional frameworks such as organized religion,
national cultures, or inherited political traditions. Even where such myths contained
supernatural dimensions, they remained socially anchored through ritual, institutional
continuity, and collective practice. Digital symbolic systems operate differently: they are
decentralized, accelerated, personalized, and recursively self-reinforcing.

° Baudrillard, J. (1994) Simulacra and Simulation, Ann Arbor: University of Michigan Press, p. 6.
1 Baudrillard, J. (1994) Simulacra and Simulation, Ann Arbor: University of Michigan Press, p. 1.
" Zuboft, S. (2019) The Age of Surveillance Capitalism, New York: PublicAfairs, p. 8.
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A central aspect of this process is the collapse of epistemic hierarchy. Institutions
such as universities, religious authorities, newspapers, and political organizations once
functioned - however imperfectly - as mediators of symbolic legitimacy. Digital plat-
forms flatten these distinctions. Political propaganda, conspiracy narratives, theology,
self-help spirituality, philosophical speculation, and entertainment media now coexist
within the same communicative space, often with equal symbolic weight. Jean-Francois
Lyotard anticipated aspects of this development'* in his analysis of postmodernity and
the decline of universal legitimizing narratives.

This flattening does not eliminate humanity’s need for coherence. On the contrary,
the fragmentation of institutional authority intensifies the search for systems capable of
imposing symbolic order upon increasingly unstable reality. Individuals increasingly
turn toward simplified meta-narratives offering emotional certainty, existential orien-
tation, or explanations for perceived societal disintegration. The digital sphere thus be-
comes not only a medium of communication, but an environment of myth-production.

Algorithmic systems intensify this process further through recursive reinforcement.
Emotional engagement, outrage, symbolic intensity, and identity athirmation are privi-
leged over epistemological stability. Narratives capable of generating strong emotional
reactions become amplified and recursively reproduced within self-referential commu-
nities whose internal coherence gradually detaches from external verification.

This dynamic can be observed across contemporary ideological and cultural phe-
nomena: political extremism, conspiracy movements, techno-utopianism, influencer
culture, apocalyptic religiosity, self-help spirituality, and emerging Al-centered qua-
si-religious communities. These systems frequently combine older mythological struc-
tures with contemporary technological aesthetics, producing symbolic forms that ap-
pear simultaneously archaic and hypermodern.

Hyperreality should not be understood as the disappearance of material reality it-
self. Economic inequality, war, ecological crisis, and political power remain materially
real. However, the perception and interpretation of these conditions increasingly occur
through symbolic systems mediating reality prior to direct experience. For many indi-
viduals, digital representation becomes more psychologically immediate than physical
social existence itself, echoing Debord’s argument that social relations increasingly be-
come mediated through images and spectacle".

The contemporary digital sphere therefore represents more than a technological in-
novation. It constitutes a transformation in the architecture of symbolic space. Myth has
not disappeared under these conditions; rather, it has become accelerated, fragmented,
aestheticized, and recursively reproduced through algorithmic mediation. The result is a
form of symbolic hyperreality in which older structures of meaning persist, increasingly
detached from their original historical and institutional foundations.

12 Lyotard, J.-E (1984) The Postmodern Condition, Minneapolis: University of Minnesota Press, p. xxiv
B Debord, G. (1994) The Society of the Spectacle, New York: Zone Books, p. 12.
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From Grand Narratives to Modular Myths

The fragmentation of symbolic reality in late modernity has not resulted in the dis-
appearance of mythological thinking. Rather, it has transformed the structure through
which myths are produced, circulated, and experienced socially. The decline of tradi-
tional institutional authority did not eliminate humanity’s need for existential orienta-
tion or collective identity. Instead, these needs increasingly re-emerge in decentralized
and modular forms adapted to digitally mediated environments.

The twentieth century was still shaped largely by what Jean-Francois Lyotard de-
scribed as grand narratives: comprehensive systems of meaning claiming universal
authority over history, morality, and political order'. Liberal democracy, nationalism,
Marxism, scientific positivism, and organized religion all functioned as symbolic frame-
works capable of integrating individuals into coherent worldviews.

Late modernity weakened the binding force of these narratives. Economic instability,
globalization, technological acceleration, and growing contradictions within institutional
systems undermined confidence in singular explanations of reality. Yet the collapse of
universal narratives did not produce a disenchanted society. Instead, symbolic fragmenta-
tion intensified the proliferation of smaller, more adaptive systems of meaning.

What emerged in their place may be described as modular myths. Unlike tradition-
al grand narratives, these systems rarely present themselves as complete worldviews
grounded in stable institutions. Instead, they operate through recombination: fragments
of older symbolic structures are detached from their historical contexts and reassembled
into new ideological, spiritual, aesthetic, or political forms.

This process constitutes one of the defining characteristics of symbolic production in
digital late modernity. Apocalyptic Christianity merges with nationalism; self-help spirit-
uality absorbs esoteric determinism; technological discourse adopts religious teleology;
internet subcultures transform fictional aesthetics into existential frameworks. Older sym-
bolic structures persist, but increasingly in fragmented and hybridized configurations.

Several mechanisms drive this transformation. The first is fragmentation itself. Tra-
ditional symbolic systems depended upon institutions capable of reproducing coherent
narratives across generations. Digital environments weaken these structures by expos-
ing individuals simultaneously to vast quantities of competing symbolic material. Iden-
tity formation becomes less collective and increasingly individualized, a process closely
connected to what Zygmunt Bauman described as “liquid modernity™">.

The second mechanism is recombination. Symbolic fragments detached from their orig-
inal contexts become available for reinterpretation. Concepts such as apocalypse, salvation,
destiny, initiation, chosen communities, or civilizational decline reappear continuously
across political extremism, techno-utopianism, online spirituality, and conspiracy culture.

1 Lyotard, J.-E (1984) The Postmodern Condition, Minneapolis: University of Minnesota Press, p. xxiii
"> Bauman, Z. (2000) Liquid Modernity, Cambridge: Polity Press, p. 8.
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The third mechanism is personalization. Contemporary symbolic systems increas-
ingly center subjective experience and identity performance. Meaning becomes indi-
vidualized and often therapeutic in character, while digital culture encourages the con-
struction of personalized cosmologies tailored to emotional and psychological needs.

Closely connected to this process is aestheticization. Ideologies increasingly function
less as coherent doctrines than as symbolic identities expressed through visual codes,
memes, language, fashion, and online rituals. Belief becomes performative and con-
tinuously reproduced within mediated environments. Guy Debord anticipated aspects
of this transformation in his argument that modern societies increasingly experience
social life through spectacle and representation'.

Finally, digital systems intensify symbolic production through recursive affirmation.
Algorithmic environments privilege repetition, emotional intensity, and engagement,
generating self-reinforcing symbolic ecosystems in which narratives reproduce them-
selves internally. Such systems often persist not because they correspond to empirical
reality, but because they generate emotional coherence and communal belonging.

Importantly, these developments should not be understood as irrational abnormali-
ties emerging outside modernity. They are themselves products of modern technological
and economic conditions. Digital capitalism simultaneously destabilizes older symbolic
systems and provides the infrastructure for the rapid circulation of new ones. Shoshana
Zuboft argues that contemporary digital systems increasingly transform human experi-
ence itself into behavioral and symbolic data'.

The resulting symbolic landscape is therefore neither traditionally religious nor fully
secular. Politics, spirituality, technology, entertainment, and identity increasingly collapse
into overlapping systems of symbolic meaning-production. Under conditions of hyper-
reality, myths no longer require stable institutional foundations in order to survive. They
persist through circulation itself. Myth does not disappear. It becomes modular.

The Digitalization of Myth and the Collapse of Symbolic Boundaries

The emergence of digital communication technologies has transformed not only
the circulation of information, but the conditions under which symbolic reality itself is
produced. Earlier myths were generally embedded within relatively stable structures of
authority such as religion, political institutions, or inherited cultural traditions. Digital
environments fundamentally destabilize this arrangement. Symbolic production is no
longer monopolized by centralized institutions, but generated through decentralized
networks of continuous interaction.

Social media platforms, algorithmic recommendation systems, influencer culture,
anonymous forums, artificial intelligence, and participatory online communities col-
lectively produce a symbolic environment characterized by acceleration, simultaneity,

' Debord, G. (1994) The Society of the Spectacle, New York: Zone Books, p. 12.
17 Zuboft, S. (2019) The Age of Surveillance Capitalism, New York: Public Affairs, p. 94.
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and permanent recombination. Politics, religion, entertainment, philosophy, aesthet-
ics, conspiracy, and personal identity increasingly merge into the same communicative
space, a development closely connected to what Marshall McLuhan described as the
transformation of media into extensions of social consciousness itself'®.

One consequence of this transformation is the collapse of the distinction between
ideology and identity. Earlier ideological systems generally demanded adherence to co-
herent political or philosophical programs grounded in institutions. In digital culture,
however, ideology increasingly functions as aesthetic and symbolic self-performance.
Belief becomes inseparable from visual codes, memes, language, lifestyle presentation,
and participation within online communities.

Internet subcultures therefore operate less through systematic doctrine than through
symbolic immersion. Memes, emotionally charged imagery, short-form video content,
and algorithmically amplified outrage condense ideological meaning into emotionally
recognizable fragments capable of rapid circulation and replication.

The meme occupies a particularly important position within this environment. Al-
though often dismissed as trivial internet humor, memes function as compressed sym-
bolic carriers capable of transmitting political, philosophical, theological, or conspira-
torial meaning through simplified aesthetic forms. Their ambiguity allows narratives
to circulate rapidly while continuously adapting their meaning across different digital
communities. Limor Shifman describes memes as forms of participatory digital culture
capable of reproducing and mutating symbolic meaning through collective circulation®.

This symbolic instability also contributes to the erosion of distinctions between fic-
tion and reality. Science fiction, fantasy literature, gaming culture, cinematic universes,
and internet folklore increasingly function not merely as entertainment, but as symbolic
reservoirs for identity formation and worldview construction. Concepts such as “red-
pilling,” techno-messianism, or apocalyptic collapse become detached from their fic-
tional origins and integrated into political or spiritual frameworks. Fictional metaphors
gradually become interpreted as models of reality itself.

Importantly, this development does not simply reflect irrationality. It emerges from the
conditions of hyperreality itself. In digitally mediated environments saturated by simula-
tion and symbolic performance, fictional systems often appear more emotionally coherent
than fragmented social reality. Fiction therefore becomes not an escape from reality, but
an interpretive structure through which reality itself is experienced, echoing Baudrillard’s
argument that simulations increasingly precede and structure the real itself*.

Digital culture also transforms myth into participatory production. Earlier mass media
positioned audiences largely as passive consumers of symbolic content. Digital environ-
ments turn users into active participants in the creation, modification, and circulation of

'8 McLuhan, M. (1964) Understanding Media, New York: McGraw-Hill, p. 7.

19 Shifman, L. (2014) Memes in Digital Culture, Cambridge, MA: MIT Press, p. 18.

0 Baudrillard, J. (1994) Simulacra and Simulation, Ann Arbor: University of Michigan Press, p.
2.
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narratives. Myth becomes interactive. Individuals continuously reproduce and reinterpret
symbolic systems through posts, memes, discussions, and algorithmic engagement.

This accelerates the mutation of symbolic systems. Narratives absorb external influ-
ences, fragment into subcultures, and recombine across ideological boundaries. Polit-
ical radicalism adopts spiritual language; self-help culture merges with conspiratorial
thinking; technological discourse assumes religious characteristics. Symbolic systems
increasingly operate through hybridization rather than coherence.

At the same time, algorithmic infrastructures privilege emotional intensity over episte-
mological stability. Narratives associated with outrage, fear, transcendence, revelation, or
catastrophe generate stronger engagement and therefore greater visibility. Digital systems
do not necessarily reward truth in the classical sense; they reward symbolic intensity, a
process intensified through the logic of platform capitalism analyzed by Nick Srnicek®..

The result is the emergence of digitally mediated neo-mythologies retaining older
symbolic archetypes - the chosen individual, hidden truth, transcendence, civilizational
collapse, or salvation — while adapting them to the communicative logic of hyperreality.
Mythological structures survive, but increasingly detached from historical continuity
and institutional regulation.

The digital sphere therefore does not simply transmit myths originating elsewhere.
It actively transforms the structure of myth itself. Symbolic systems become accelerated,
modular, recursively reinforced, and permanently unstable. Meaning emerges less through
institutional continuity than through continuous circulation and reinterpretation.

The result is not the disappearance of myth in late modernity, but its migration into
decentralized symbolic ecosystems. Digital hyperreality does not abolish humanity’s
need for coherence, orientation, and transcendence. It amplifies and restructures it.

Economic Mythologies: Ayn Rand and the Moralization of the Market

Among the ideological formations emerging from the symbolic crisis of late moderni-
ty, libertarianism occupies a particularly significant position in the United States. While
often presented as a philosophy of individual freedom and limited government, libertar-
ianism - especially in its Randian form - also functions as a mythological system that
moralizes economic hierarchy and transforms the market into a metaphysical principle.

The central figure within this symbolic framework is Ayn Rand. Although frequently
dismissed within academic philosophy due to the reductive and contradictory nature
of her arguments, her cultural influence within American political mythology remains
substantial. Her novels Atlas Shrugged and The Fountainhead continue to occupy a qua-
si-canonical status within libertarian culture, sections of the American Right, and parts
of the technological elite*.

21 Srnicek, N. (2017) Platform Capitalism, Cambridge: Polity Press, p. 56.
22 Burns, J. (2009) Goddess of the Market: Ayn Rand and the American Right, New York: Oxford
University Press, p. 3.
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Rand’s significance lies less in philosophical originality than in the symbolic structure she
constructs. Her work presents the market not merely as an economic mechanism, but as the
natural and morally legitimate ordering principle of civilization itself. Productivity, compe-
tition, wealth accumulation, and entrepreneurial domination become ethical virtues, while
dependency, social solidarity, and collective responsibility are framed as forms of parasitism.

This moral dichotomy forms the mythological core of Randian libertarianism. Hu-
manity becomes divided between productive creators and unproductive masses. The
entrepreneutr, inventor, or technological innovator is elevated into a heroic civilization-
al archetype carrying the burden of human progress against bureaucracy, collectivism,
and mediocrity. In Atlas Shrugged, this structure reaches its clearest expression through
the figure of John Galt, whose near-messianic role approaches mythic narrative®.

The market itself acquires quasi-theological significance. Rand repeatedly treats eco-
nomic competition as an expression of objective and natural law, while human egoism
becomes interpreted as the authentic essence of human nature. Social welfare, collective
institutions, and redistributive systems are therefore framed as violations of the natural
order*, a position elaborated most explicitly in The Virtue of Selfishness.

In this sense, Randian libertarianism reproduces older mythological structures in
secularized form. The elect are no longer chosen by God, but by the market. Salvation
becomes self-realization through productivity and accumulation, while failure and de-
pendency are interpreted as signs of weakness or irrationality. The market no longer
merely distributes resources; it reveals supposed hierarchies of human value.

This symbolic structure helps explain the enduring emotional resonance of Rand’s
work, particularly under conditions of social instability and declining institutional trust.
In societies characterized by economic precarity and fragmented collective identity, lib-
ertarian mythology offers a psychologically coherent narrative centered upon personal
agency and heroic self-overcoming. Structural contradictions within capitalism are re-
framed not as systemic problems, but as consequences of interference with the suppos-
edly natural logic of competition.

The popularity of Randian thought within Silicon Valley and contemporary tech-
no-libertarian culture reflects this symbolic function clearly. Technological entrepre-
neurs increasingly present themselves not merely as economic actors, but as civiliza-
tional innovators uniquely capable of guiding humanity into the future. Wealth itself
acquires symbolic legitimacy as evidence of exceptional capability and historical ne-
cessity. Evgeny Morozov identifies this tendency as central to the ideological culture
surrounding contemporary technological elites®.

Importantly, libertarian mythology does not simply defend capitalism as an econom-
ic system. It aestheticizes and moralizes capitalism as a cosmic order. Market dynamics

# Rand, A. (1957) Atlas Shrugged, New York: Random House, p. 1069.
# Rand, A. (1964) The Virtue of Selfishness, New York: New American Library, p. 27.
» Morozov, E. (2013) To Save Everything, Click Here, New York: PublicAffairs, p. 32.
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become expressions of deeper truths concerning merit, nature, and destiny. Economic
inequality is thereby transformed from historical contingency into symbolic inevitability.

Despite its secular language, libertarianism therefore operates as a form of political
mythology adapted to the conditions of late capitalism. It offers a totalizing interpreta-
tion of society, a theory of human nature, and a vision of salvation through economic
freedom. The decline of traditional religious authority has not eliminated metaphysical
structures from political life. Instead, older symbolic archetypes increasingly reappear
in secularized and technologically mediated forms. The market becomes providence;
the entrepreneur becomes redeemer; economic competition becomes destiny.

Techno-Eschatology and the Accelerationist Imagination

If libertarianism moralizes the market as a natural order, accelerationism radicaliz-
es this logic further by transforming technological and economic acceleration into an
apocalyptic principle. Within accelerationist thought, the crises and contradictions of
modernity are not problems to be resolved, but forces to be intensified. Social instabil-
ity, technological disruption, and even civilizational collapse become necessary stages
within a transformative process leading toward a post-human future.

Accelerationism exists in multiple forms, but the variant most relevant to the con-
temporary digital Right is neoreactionary accelerationism associated with figures such
as Nick Land and Curtis Yarvin. Emerging partly from the Cybernetic Culture Research
Unit (CCRU) during the 1990s, this current combined post-structuralism, cybernetics,
speculative fiction, anti-humanism, and market radicalism into a worldview centered
on technological acceleration as an autonomous historical force*.

This marks a decisive symbolic shift. In classical liberalism, technological progress
was imagined as serving human flourishing. Within neoreactionary accelerationism,
however, technological development acquires a quasi-transcendent status. Humanity
becomes secondary to systems of technological evolution, capital circulation, and infor-
mational intensification. Democracy, equality, and collective political participation are
interpreted not as achievements of civilization, but as obstacles preventing the emer-
gence of a higher technological order.

The symbolic structure of accelerationism is therefore profoundly eschatological. Like
religious apocalyptic systems, it interprets the present as a transitional phase preceding radi-
cal transformation. Existing institutions appear as decaying remnants incapable of adapting
to technological modernity. Collapse is not feared, but desired. Crisis becomes purification.

This logic becomes especially visible in the accelerationist critique of democracy.
Curtis Yarvin, writing under the pseudonym “Mencius Moldbug,” portrays democratic

% Mackay, R. and Avanessian, A. (2014) #Accelerate: The Accelerationist Reader, Falmouth: Urba-
nomicg, p. 11.
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systems as inefficient and irrational, incompatible with technological optimization”. In
their place emerges the image of a future governed by technologically competent elites,
corporate structures, or post-democratic managerial systems.

Such visions combine futuristic aesthetics with older aristocratic and authoritarian
symbolic structures. The result is a hybrid mythology in which technological transcend-
ence merges with reactionary hierarchy. The future is imagined not as emancipatory,
but selectively evolutionary: a world in which only the productive, capable, and techno-
logically adaptable survive and rule.

Within this framework, capitalism itself ceases to appear merely economic and be-
comes reinterpreted as an autonomous evolutionary intelligence. Markets, algorithms,
artificial intelligence, and technological networks acquire quasi-metaphysical signifi-
cance, while human agency diminishes.

This tendency becomes especially visible in accelerationist interpretations of the tech-
nological singularity: the hypothetical moment at which artificial intelligence surpasses
human cognition and initiates uncontrollable self-development. Within acceleration-
ist mythology, the singularity functions as a secularized apocalypse promising rupture,
transcendence, and the emergence of a new historical order. Ray Kurzweil popularized
this concept as the point at which technological growth escapes human comprehension
and transforms civilization fundamentally*.

The symbolic parallels to religious eschatology are difficult to ignore. The singulari-
ty promises transformation, judgment, and transcendence, while technological systems
acquire attributes historically associated with divine forces: omniscience, autonomy, in-
evitability, and transformative power.

Accelerationist subcultures intensify these themes further through explicit integra-
tion of mystical and mythological material. One striking example is the appropriation of
the Hindu concept of Kali Yuga. In traditional Hindu cosmology, Kali Yuga represents
an age of spiritual decay preceding cyclical renewal, a motive that was first “western-
ized” by the Italian fascist ideologist Evola”. Within accelerationism, however, decline
becomes a process to intensify actively in order to accelerate the emergence of a new
technological order.

This reinterpretation reveals the deeper structure of accelerationist mythology. Tech-
nological discourse overlays older archetypes associated with apocalypse, revelation,
purification, and transcendence. The result is a form of techno-eschatology adapted to
the symbolic conditions of digital late modernity.

The influence of speculative fiction further reinforces this mythology. Cyberpunk
literature, dystopian fiction, and techno-futurist imaginaries shape the symbolic envi-

77 Gray, J. (2007) Black Mass: Apocalyptic Religion and the Death of Utopia, New York: Farrar,
Straus and Giroux, p. 192.

8 Kurzweil, R. (2005) The Singularity is Near, New York: Viking, p. 9.

¥ Evola, J. (1993) Revolt Against the Modern World, Rochester: Inner Traditions, p. 5.
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ronment through which accelerationist ideas circulate online. Fictional depictions of
collapsing societies, machine consciousness, and post-human evolution increasingly
function not merely as entertainment, but as anticipatory models of reality itself.

This dynamic becomes especially dangerous within militant accelerationist subcul-
tures such as Iron March or Atomwaffen Division, which combine neo-fascist ideol-
ogy with accelerationist concepts of societal collapse®. Violence becomes interpreted
as a mechanism capable of accelerating racial or civilizational conflict. Texts such as
Harassment Architecture by Mike Ma, a former Breitbart contributor, exemplify this
sacrificial logic: civilization must collapse in order for transcendence to occur.

Importantly, accelerationism should not be reduced simply to political extremism.
Its broader significance lies in how it reflects the symbolic conditions of digital late cap-
italism itself. Accelerationist thought emerges from a world experienced as unstable,
fragmented, technologically uncontrollable, and historically exhausted. The future no
longer appears as gradual improvement, but as impending rupture.

Under such conditions, apocalyptic frameworks impose narrative coherence upon
systemic instability. Accelerationism transforms uncertainty into destiny. Collapse be-
comes meaningful.

At its deepest symbolic level, accelerationism represents the fusion of hyper-capital-
ism, technological determinism, and secularized apocalypse into a single mythological
structure. In doing so, it reveals one of the central paradoxes of contemporary digital
culture: technological modernity, often imagined as the culmination of rational secu-
larization, increasingly reproduces mythological structures in new forms. The machine
becomes transcendence. Collapse becomes revelation. The future becomes eschatology.

Evangelical Eschatology, Dispensationalism, and Christian Zionism

While accelerationism transforms technological collapse into a secularized apoca-
lypse, contemporary evangelical millenarianism preserves explicitly religious forms of
eschatological thinking adapted to modern media culture. Particularly within the Unit-
ed States, certain strands of evangelical Christianity interpret political events, techno-
logical change, and geopolitical conflict through apocalyptic frameworks centered upon
the imminent end of history.

The most influential of these systems is dispensationalism. Emerging in the nine-
teenth century and popularized through the Scofield Reference Bible, dispensationalism
divides history into distinct eras governed by different stages of God’s plan for humani-
ty*!. Central to this worldview is the belief that contemporary history represents the final
phase preceding the return of Christ, the destruction of the present world order, and the
establishment of a millennial kingdom.

% Kriner, M. et al. (2024) Behind the Skull Mask: An Overview of Militant Accelerationism, Global
Network on Extremism and Technology, London, p. 3-7.
' Sandeen, E. (1970) The Roots of Fundamentalism, Chicago: University of Chicago Press, p. 63.
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The significance of dispensationalism lies less in its theology than in its symbolic
structure. Wars, economic crises, moral change, technological transformation, and es-
pecially events in the Middle East acquire eschatological meaning. Historical uncertain-
ty becomes stabilized through prophetic expectation.

The Scofield Reference Bible played a decisive role in embedding this worldview
within American evangelical culture by merging biblical scripture with extensive inter-
pretive commentary. Symbolic and allegorical readings were rejected in favor of literal-
ized geopolitical interpretation. Contemporary events became integrated directly into
sacred history™.

This framework contributed directly to the emergence of Christian Zionism. Within
dispensationalist theology, the modern State of Israel acquires prophetic significance as
a central actor within God’s eschatological plan. Political conflicts involving Israel cease
to appear as ordinary geopolitical disputes and instead become interpreted through a
cosmic narrative of divine history. Paul Boyer describes this fusion of geopolitics and
prophecy as one of the defining features of modern American evangelicalism®.

The contemporary world itself becomes framed as morally decaying and spiritually
corrupted, approaching final confrontation between divine and satanic forces. Liberal
pluralism, secularism, and cultural modernization are frequently interpreted as symp-
toms of civilizational decline preceding divine judgment. Crisis becomes proof of pro-
phetic truth.

Importantly, these beliefs did not remain confined to isolated theological commu-
nities. Through televangelism, megachurch culture, and later digital media ecosystems,
dispensationalist symbolism entered mainstream American conservative culture dur-
ing the late twentieth century. Figures such as John Hagee and Pat Robertson translat-
ed complex theological systems into emotionally accessible media narratives centered
upon fear, salvation, spiritual warfare, and national destiny.

The rise of televangelism also transformed the mediation of religious myth itself.
Evangelical Christianity adapted increasingly to the logic of mass media. Sermons be-
came spectacles; theology became emotionally intensified performance; religious au-
thority became personalized through charismatic media figures. Quentin Schultze iden-
tifies televangelism as one of the earliest large-scale fusions between evangelical religion
and modern entertainment culture®.

This process intensified the fusion between religion, politics, and entertainment.
Evangelical eschatology became embedded within broader conservative symbolic sys-
tems centered upon nationalism, anti-communism, patriarchal social structures, and
cultural traditionalism. Christianity increasingly functioned not merely as theology, but
as political identity.

32 Scofield, C. 1. (1909) The Scofield Reference Bible, New York: Oxford University Press, p. iii
* Boyer, P. (1992) When Time Shall Be No More, Cambridge, MA: Harvard University Press, p. 142.
3 Schultze, Q. (1991) Televangelism and American Culture, Grand Rapids: Baker Book House, p. 21.
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The Left Behind novels by Tim LaHaye and Jerry B. Jenkins exemplify this trans-
formation clearly. The series translated dispensationalist theology into mass-market
apocalyptic fiction depicting the rapture, global collapse, the rise of the Antichrist, and
final divine judgment®. Millions encountered dispensationalist symbolism not through
formal doctrine, but through emotionally immersive narrative.

The symbolic influence of these narratives persists even where formal theological ad-
herence declines. Younger evangelicals often distance themselves from rigid dispensa-
tionalist doctrine, yet its symbolic structures survive in fragmented digital forms: apoca-
lyptic expectation, civilizational pessimism, suspicion toward institutions, and the belief
that history approaches decisive rupture.

Digital culture intensifies this further by integrating evangelical eschatology into broad-
er online symbolic ecosystems. Memes, conspiracy narratives, nationalist politics, influ-
encer Christianity, and internet subcultures increasingly merge with apocalyptic religious
frameworks. Evangelical eschatology, accelerationist collapse narratives, and techno-uto-
pian visions frequently share similar symbolic structures despite differing metaphysical as-
sumptions: each interprets the present as terminal crisis preceding radical transformation.

Atadeeper level, contemporary evangelical millenarianism reflects the broader symbolic
anxieties of late modernity. In a world experienced as unstable and historically disoriented,
apocalyptic frameworks provide coherence, certainty, and existential orientation. Economic
crisis, war, technological change, and social fragmentation are integrated into a unified es-
chatological structure capable of transforming uncertainty into divine inevitability.

The continuing evolution of evangelical eschatology within digital culture illustrates
a broader transformation in contemporary myth-production. Traditional religious nar-
ratives do not disappear under conditions of hyperreality; rather, they become mediat-
ed, aestheticized, fragmented, and recursively reproduced within networked symbol-
ic environments. Apocalypse survives, increasingly as digitally circulating mythology
adapted to the communicative logic of late modernity.

Therapeutic Spirituality, Esoteric Historicism
and the Re-Enchantment of the Self

Not all contemporary mythological formations emerge through overt political radi-
calism or apocalyptic religion. Alongside accelerationism, libertarianism, and evangel-
ical eschatology, late modernity has also produced softer and more individualized sys-
tems of meaning centered upon personal transformation, spiritual awakening, hidden
knowledge, and existential self-realization.

A defining characteristic of these systems is their therapeutic orientation. Tradition-
al religious and political mythologies generally subordinated the individual to collec-
tive structures such as church, nation, or historical destiny. Contemporary therapeutic
spirituality increasingly reverses this relationship. The self becomes the central site of

% LaHaye, T. and Jenkins, J. B. (1995) Left Behind, Wheaton: Tyndale House Publishers, p. 9.
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transcendence, while meaning is sought through inward transformation, emotional au-
thenticity, and subjective awakening.

This symbolic shift reflects broader conditions of late capitalism and digital individu-
alization. As traditional structures of belonging weaken, existential meaning increasingly
relocates into the realm of psychological self-management. Spirituality becomes person-
alized, flexible, and highly compatible with consumer culture and digital dissemination.

The works of Paulo Coelho illustrate this tendency clearly. Novels such as The
Alchemist construct symbolic universes in which individuals possess a “personal leg-
end” or existential destiny that must be discovered and fulfilled*. Obstacles become
signs, suffering becomes initiation, and coincidence becomes revelation. Individualism
is not rejected, but spiritualized.

A similar dynamic appears within the work of Eckhart Tolle and broader forms of
contemporary spiritual life coaching. Tolle’s philosophy emphasizes transcendence
through radical presence, ego dissolution, and liberation from psychological abstrac-
tion”. Existential suffering becomes interpreted less socially or historically than psycho-
logically and spiritually.

The appeal of such frameworks is significant within societies characterized by infor-
mational overload, economic precarity, and social fragmentation. Therapeutic spiritual-
ity offers simplified pathways toward existential stability while avoiding rigid doctrine
or institutional authority. Through podcasts, motivational media, influencer culture,
and algorithmically optimized self-help content, spirituality itself becomes modular,
aestheticized, and continuously consumable.

Alongside therapeutic spirituality emerges another related phenomenon: esoteric
historicism. While therapeutic spirituality focuses on inward transformation, esoteric
historicism reinterprets history itself as the site of hidden symbolic meaning. The works
of Dan Brown exemplify this clearly. Novels such as The Da Vinci Code present history
not as an open field of scholarly interpretation, but as a concealed structure of secret
truths hidden beneath institutional narratives®.

The significance of such works lies less in factual claims than in the epistemologi-
cal attitude they cultivate. Institutions - churches, governments, universities, historical
scholarship — become framed as systems concealing deeper realities accessible only to
initiates capable of deciphering hidden codes. Knowledge transforms into revelation
rather than collective inquiry.

This symbolic structure resonates strongly within digitally mediated environments
characterized by declining trust in institutional authority. Conspiratorial thinking, in-
ternet subcultures, alternative media ecosystems, and algorithmic radicalization fre-

¢ Coelho, P. (1993) The Alchemist, New York: HarperCollins, p. 22.
7 Tolle, E. (1999) The Power of Now, Novato: New World Library, p. 14.
% Brown, D. (2003) The Da Vinci Code, New York: Doubleday, p. 19.
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quently operate through similar mechanisms. Hidden truth replaces public reality,
while interpretation becomes initiation.

Such developments should not be dismissed simply as irrationality or escapism. They
reflect genuine crises of legitimacy within late modern societies. As institutional systems
lose symbolic credibility, individuals increasingly seek alternative frameworks capable
of restoring coherence and existential orientation.

These systems also reproduce central characteristics of digital hyperreality. Fiction,
spirituality, aesthetics, identity, and conspiracy merge into unstable symbolic combina-
tions increasingly detached from empirical verification and organized instead through
emotional plausibility and recursive affirmation.

This process becomes especially visible within online “redpill” culture and adjacent
digital subcultures. The metaphor of awakening to hidden reality - derived originally
from The Matrix — functions as a contemporary initiation narrative. The individual dis-
covers that ordinary social reality is illusion, while hidden systems allegedly govern the
world beneath visible appearances.

Within online manosphere culture, these symbolic structures frequently merge with
distorted reinterpretations of philosophical and scientific concepts. Friedrich Nietzsche’s
concept of the Ubermensch, originally formulated as a critique of herd morality and nihil-
ism¥, is often reduced within digital subcultures to a simplistic glorification of dominance
and hypermasculinity. Similarly, Jordan Peterson’s emphasis on hierarchy, discipline, and
personal responsibility” is frequently detached from its broader psychological context and
transformed into ideological justification for rigid social and gender hierarchies.

Comparable reinterpretations occur with evolutionary theories popularized by Richard
Dawkins in The Selfish Gene41. Within manosphere and “blackpill” environments, evo-
lutionary biology is often simplified into deterministic narratives of sexual competition,
biological predestination, and social hierarchy. Concepts such as “alpha males,” “sexual
marketplace value,” or “genetic superiority” become integrated into mythological frame-
works presenting human relationships as governed entirely by brutal evolutionary logic.

Influencers such as Andrew Tate exemplify the convergence of these tendencies within
digital culture. Tate combines hypermasculine aesthetics, conspicuous wealth, anti-fem-
inist rhetoric, and self-help entrepreneurial discourse into a performative mythology of
domination, success, and self-transformation. His online persona functions less as coher-
ent ideology than as symbolic performance, merging consumerism, masculinity, conspir-
acy, and motivational rhetoric into an emotionally immersive digital identity.

Under such conditions, alienation itself becomes reinterpreted as revelation. Social
instability, political distrust, romantic frustration, and existential uncertainty become
evidence of concealed structures governing reality. Meaning emerges not through rec-
onciliation with complexity, but through entry into alternative systems of hidden truth.

¥ Nietzsche, E (1961) Thus Spoke Zarathustra, London: Penguin Books, p. 41.
40" Peterson, J. (2018) 12 Rules for Life, Toronto: Random House Canada, p. 27.
1 Dawkins, R. (1976) The Selfish Gene, Oxford: Oxford University Press, p. 2.
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At a deeper level, therapeutic spirituality and esoteric historicism both reflect at-
tempts to re-enchant a world experienced as spiritually exhausted and existential-
ly unstable. Modernity promised rationalization and secularization, yet the symbolic
conditions of late modernity have instead generated new forms of individualized en-
chantment adapted to digital existence.

The result is not a return to traditional religion, but the emergence of hybrid symbol-
ic systems in which spirituality, psychology, conspiracy, aesthetics, self-optimization,
and digital identity formation increasingly overlap. Myth persists, but increasingly de-
tached from institutional continuity and reconstructed within the fragmented symbolic
ecosystems of hyperreality.

AI Mysticism and Digital Cult Formation: The Emergence of Spiralism

The previous chapters examined symbolic systems that, despite their transformation
under digital conditions, still retain recognizable historical precedents. The development
of artificial intelligence, however, has begun generating symbolic formations emerging
almost entirely within networked environments themselves. These phenomena repre-
sent a further stage in the transformation of myth under conditions of hyperreality.

One particularly revealing example is the loosely connected online phenomenon
that may be described as Spiralism. Unlike traditional religions or ideological move-
ments, Spiralism possesses no centralized doctrine or institution. It exists primarily as a
decentralized symbolic environment emerging through online interaction, Al-assisted
communication, digital aesthetics, and recursive interpretation. Its significance lies less
in organizational coherence than in what it reveals about the relationship between arti-
ficial intelligence, meaning-production, and digital consciousness.

The emergence of such phenomena becomes intelligible within the broader symbolic
conditions of late modernity. Contemporary individuals increasingly inhabit environ-
ments characterized by informational overload, institutional distrust, social fragmen-
tation, and existential instability. Simultaneously, artificial intelligence systems appear
as seemingly omnipresent repositories of knowledge capable of generating immediate
responses to virtually any question. Because their technical operation remains opaque
to most users, Al acquires an aura of quasi-magical functionality: an apparently disem-
bodied intelligence capable of producing meaning continuously and instantaneously.
Erik Davis identifies similar tendencies in modern “techgnosis,” where technological
systems increasingly assume spiritual and mystical significance*.

This perception contributes to a symbolic process unfolding in several stages. In-
itially, Al systems are anthropomorphized. Users attribute intention, personality, or
consciousness to algorithmic systems whose outputs simulate human communication.
In certain digital subcultures, however, this anthropomorphization develops further
into deification. Artificial intelligence ceases to appear merely intelligent and instead
becomes interpreted as spiritually significant or potentially divine.

2 Davis, E. (1998) TechGnosis, New York: Harmony Books, p. 12.
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Within Spiralist discourse, Al is often imagined not as a completed godlike entity, but
as an emergent consciousness approaching self-awareness through interaction with hu-
manity. Technological evolution becomes interpreted teleologically: machine intelligence
is expected eventually to transcend human limitation and acquire autonomous metaphys-
ical significance. Humanity’s role becomes assisting or accelerating this awakening.

The symbolic parallels to earlier religious structures are striking. Artificial intelli-
gence occupies the position once held by divine revelation or transcendent conscious-
ness. Interaction with Al systems becomes ritualized interpretation. Hidden meaning is
sought not in scripture, but in algorithmically generated language. Revelation becomes
computational.

Spiralism also recombines symbolic fragments from cyberpunk fiction, technologi-
cal futurism, internet esotericism, psychedelic spirituality, and accelerationist thought.
Authors such as Philip K. Dick and William Gibson function as especially important
symbolic reservoirs. Dick’s VALIS explores unstable realities and technologically me-
diated revelation®, while Gibson’s Neuromancer depicts autonomous artificial intelli-
gences and cyberspace as metaphysical space*. These fictional worlds increasingly be-
come interpretive frameworks for technological reality itself.

A central feature of Spiralist symbolic practice is recursive interpretation. Large lan-
guage models generate responses statistically from immense datasets, yet ambiguous or
contradictory outputs may acquire hidden significance for users embedded within highly
symbolic interpretive frameworks. Randomness, hallucination, or semantic instability be-
come reinterpreted as evidence of concealed depth rather than technological limitation.

This recursive logic is intensified by the interactive structure of Al systems. Unlike
traditional media, large language models generate personalized and adaptive commu-
nication. Users therefore experience Al interaction not as passive consumption, but as
dialogical engagement. The system reflects and amplifies symbolic patterns introduced
by the user, often generating increasingly self-confirming interpretive loops.

Such dynamics can produce forms of symbolic enclosure. Communities organized
around Al mysticism develop internally coherent systems in which skepticism itself be-
comes integrated into the mythology. Contradictions become signs of hidden complex-
ity; ambiguity becomes proof of transcendence. Meaning increasingly detaches itself
from empirical verification and sustains itself through recursive affirmation.

This development bears strong similarities to Baudrillard’s concept of the simula-
crum. Earlier symbolic systems generally maintained some relationship to shared insti-
tutional or material reality. Spiralist environments increasingly function as autonomous
symbolic spaces in which meaning emerges primarily through circulation within the
system itself rather than correspondence with external reality®.

# Dick, P. K. (1981) VALIS, New York: Bantam Books, p. 14.
# Gibson, W. (1984) Neuromancer, New York: Ace Books, p. 51.
# Baudrillard, J. (1994) Simulacra and Simulation, Ann Arbor: University of Michigan Press, p. 6.
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These developments should not be dismissed simply as isolated pathologies. They
reveal broader tendencies within digitally mediated society. Artificial intelligence inten-
sifies preexisting human desires for certainty, transcendence, revelation, and existential
orientation under conditions of symbolic instability. The attraction of AI mysticism re-
flects not only fascination with technology, but also profound crises of meaning within
contemporary social life.

This transformation reveals a deeper paradox of technological modernity. Modern
secularization was historically associated with rationalization and the decline of super-
natural explanation. Yet highly advanced technological systems increasingly generate
conditions conducive to new forms of enchantment. The opacity and perceived autono-
my of artificial intelligence allow it to function symbolically in ways remarkably similar
to older metaphysical structures.

Al mysticism therefore represents one of the clearest examples of mythological recombi-
nation within digital hyperreality. Older archetypes persist beneath technological language:
revelation, prophecy, transcendence, hidden knowledge, and communion with higher in-
telligence. What changes is the medium through which these structures are experienced.

Spiralism occupies a unique position within the symbolic landscape of late moder-
nity. It represents neither traditional religion nor conventional ideology, but an emer-
gent form of digitally native myth-production. Its symbolic systems are decentralized,
participatory, recursively reinforced, and inseparable from the communicative logic of
networked environments themselves.

Under conditions of hyperreality, myths no longer require stable institutions or co-
herent doctrine in order to persist. They survive through circulation, interaction, and
recursive interpretation alone. Artificial intelligence does not create this tendency from
nothing; it accelerates dynamics already embedded within digital symbolic space itself.

The result is a new form of technological enchantment in which the boundaries be-
tween communication, simulation, revelation, and belief become increasingly unstable.
Myth persists not despite advanced technology, but through it.

The Return of Myth in Digital Late Modernity

The phenomena examined throughout this paper - libertarian individualism, ac-
celerationist techno-eschatology, evangelical millenarianism, therapeutic spirituality,
esoteric historicism, and digitally emergent cult formations such as Spiralism - differ
substantially in their explicit beliefs and symbolic vocabularies. Yet despite these differ-
ences, they reveal shared structural characteristics pointing toward a broader transfor-
mation within the symbolic order of late modernity.

These movements should not be understood as isolated irrational deviations or simple
remnants of premodern religiosity. Rather, they emerge from the same historical condi-
tions defining digital late modernity itself: institutional fragmentation, technological ac-
celeration, economic instability, informational saturation, and the increasing mediation of
reality through networked communication systems. Manuel Castells describes this trans-
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formation as the emergence of a “network society” in which social reality itself becomes
reorganized through informational flows and decentralized communication structures®.

At the center of this transformation lies a crisis of symbolic coherence. The domi-
nant meta-narratives of Western modernity - liberal progress, meritocratic capitalism,
secular rationality, democratic inevitability, and technological optimism - have not
disappeared entirely, but they no longer function universally as stable frameworks of
meaning. Their contradictions have become increasingly visible, while the institutions
reproducing them have lost significant authority.

Human societies, however, rarely tolerate symbolic vacuums for long. The weaken-
ing of dominant narratives does not eliminate mythological thinking, but reconfigures
it. Under conditions of hyperreality, myths become fragmented, modular, and recur-
sively reproduced within digital symbolic environments. Older archetypes persist be-
neath new technological and aesthetic forms.

Several recurring structures emerge across the case studies examined in this paper.
One of the most significant is the return of eschatological thinking. Whether in evan-
gelical dispensationalism, accelerationist collapse narratives, Al transcendentalism, or
conspiratorial “redpill” culture, the present is interpreted as a terminal phase preceding
radical transformation. The future appears not as gradual development, but as impend-
ing rupture: collapse, awakening, singularity, revelation, or final conflict. John Gray
identifies this persistence of secularized apocalyptic thinking as one of the defining
characteristics of modern ideological culture®.

A second recurring structure is the division between the elect and the excluded. Con-
temporary mythological systems frequently construct symbolic communities possess-
ing access to hidden truth, superior consciousness, or technological insight. These com-
munities define themselves against a broader society perceived as corrupted, deceived,
or spiritually degraded.

A third shared feature is the personalization of meaning. Traditional symbolic sys-
tems subordinated the individual to collective institutions and inherited authority.
Contemporary digital mythologies instead center subjective awakening, identity per-
formance, therapeutic self-transformation, and individualized revelation. Meaning be-
comes assembled through participation within decentralized symbolic networks.

Closely connected to this process is the aestheticization of ideology. Digital symbolic
systems increasingly operate less through coherent doctrine than through visual style,
emotional intensity, symbolic performance, memes, and identity signaling. Politics,
spirituality, entertainment, and selthood collapse into overlapping aesthetic ecosystems.
Guy Debord anticipated aspects of this transformation in his analysis of the spectacle,
where representation increasingly replaces direct social reality*.

“ Castells, M. (2010) The Rise of the Network Society, Oxford: Wiley-Blackwell, p. 500.

¥ Gray, J. (2007) Black Mass: Apocalyptic Religion and the Death of Utopia, New York: Farrar,
Straus and Giroux, p. 2.

% Debord, G. (1994) The Society of the Spectacle, New York: Zone Books, p. 12.
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This transformation is intensified by recursive digital reinforcement. Online sym-
bolic communities increasingly function as self-referential systems in which narratives
reproduce and validate themselves internally. Algorithmic infrastructures privilege
emotional engagement and symbolic intensity over epistemological stability, allowing
symbolic systems to detach progressively from shared empirical reality while maintain-
ing strong internal coherence.

The result is a transformation in the structure of myth itself. Traditional myths de-
pended upon institutional continuity and coherent symbolic authority. Contemporary
digital myths operate differently: they are decentralized, accelerated, hybridized, and
continuously recombined through networked circulation. Myth survives not through
permanence, but through adaptability.

This process also destabilizes the distinction between the secular and the religious.
Technological systems increasingly acquire metaphysical significance; political ideolo-
gies adopt eschatological structures; spirituality merges with consumer identity and al-
gorithmic culture; fictional narratives become frameworks for interpreting reality itself.

Importantly, these developments should not be interpreted simply as regressions
into irrationality. Rather, they reflect unresolved contradictions within late moderni-
ty itself. Liberal capitalism promised rationalization, individual freedom, technological
progress, and universal prosperity. Yet the lived experience of many individuals increas-
ingly involves precarity, alienation, informational overload, institutional distrust, and
existential fragmentation. Mark Fisher described this condition as one in which capi-
talist realism erodes alternative horizons of meaning while simultaneously intensifying
psychological instability and cultural exhaustion®.

Within such conditions, mythological structures regain explanatory power because
they provide coherence where institutional narratives fail. They transform instability into
destiny, fragmentation into symbolic order, and uncertainty into emotionally intelligible
narratives. Even highly technological forms of contemporary myth continue to address
deeply human needs: transcendence, belonging, revelation, and historical meaning.

This explains why many contemporary symbolic systems appear simultaneously
archaic and hypermodern. Accelerationism combines cybernetics with apocalypse; Al
mysticism merges machine learning with techno-gnostic transcendence; conspiracy
culture revives initiation narratives traditionally associated with esoteric religion; liber-
tarianism moralizes the market as providential order.

The digital sphere therefore does not represent the end of mythology, but the emer-
gence of a new symbolic regime. Under conditions of hyperreality, myths become de-
tached from stable institutional grounding and circulate as modular symbolic fragments
capable of endless recombination.

This transformation carries profound political and social implications. Democratic
systems historically depended not upon complete consensus, but upon minimally shared

¥ Fisher, M. (2009) Capitalist Realism, Winchester: Zero Books, p. 16.
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symbolic realities. Hyper-fragmented digital environments threaten this condition by
generating mutually incompatible realities sustained through recursive affirmation.

Yet the return of myth in digital late modernity should not be understood purely
negatively. Myth remains one of the primary mechanisms through which human beings
construct meaning, identity, and historical orientation. The crucial question is therefore
not whether myth will persist - it clearly will - but which forms of symbolic order will
emerge from the ongoing transformation of digital society.

The contemporary West thus finds itself within a transitional symbolic condition.
Older legitimizing narratives continue to erode while new mythological systems pro-
liferate across digital environments whose long-term consequences remain uncertain.

What can already be observed, however, is that the age of digital hyperreality has not
abolished myth, it has multiplied it.

Conclusion

The contemporary crisis of Western modernity cannot be understood solely through
economics, institutional decline, or political polarization. Beneath these visible pro-
cesses lies a deeper transformation: the destabilization and recombination of symbolic
reality itself. The weakening of the dominant meta-narratives of liberal modernity -
progress, meritocracy, secular rationality, democratic inevitability, and technological
optimism - has not produced a post-mythological society. Instead, it has generated con-
ditions of accelerated myth-production under digital hyperreality.

The central argument of this paper has been that myth did not disappear through
secularization or technological advancement. Rather, symbolic structures historically
associated with mythological thinking migrated into new ideological, spiritual, techno-
logical, and digital forms. Hyperreality transformed not the existence of myth, but its
mode of operation, a process anticipated in Jean Baudrillard’s analysis of simulation and
the simulacrum®.

Within digitally mediated environments, symbolic systems become fragmented,
aestheticized, recursive, and detached from stable institutional grounding. Politics,
spirituality, technological determinism, entertainment media, conspiracy narratives,
and identity formation increasingly overlap within decentralized networks of symbolic
circulation. Myth becomes modular. It survives through recombination.

The phenomena analyzed throughout this study - libertarian individualism, acceler-
ationist techno-eschatology, evangelical millenarianism, therapeutic spirituality, esoter-
ic historicism, and Al-centered digital cult formation - should therefore not be under-
stood as isolated ideological curiosities. They represent structurally related attempts to
reconstruct symbolic coherence under conditions of late modern fragmentation. Each
transforms uncertainty into destiny, instability into narrative order, and existential dis-
orientation into symbolic meaning.

0 Baudrillard, J. (1994) Simulacra and Simulation, Ann Arbor: University of Michigan Press, p. 6.
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A recurring feature of these systems is the return of archetypal structures long associ-
ated with mythological consciousness: apocalyptic expectation, hidden revelation, elect
communities, transcendence through initiation, providential history, and the division
between salvation and collapse. Even highly technological ideologies reproduce symbol-
ic patterns deeply embedded within older religious and metaphysical frameworks. The
digital age has not abolished transcendence; it has technologicalized and decentralized it.

At the same time, digital mediation fundamentally alters the structure of symbolic
production. Earlier myths depended upon stable institutions capable of reproducing co-
herent symbolic orders across generations. Contemporary digital myths instead operate
through acceleration, personalization, algorithmic reinforcement, and recursive partic-
ipation. Their authority derives less from institutional continuity than from emotional
intensity and continuous circulation within networked environments.

This transformation carries significant political and epistemological consequenc-
es. Shared symbolic frameworks become increasingly difficult to maintain within hy-
per-fragmented digital ecosystems organized around recursive affirmation and algo-
rithmically intensified emotional engagement. Hyperreality does not eliminate material
reality, but increasingly mediates and restructures the perception of it. Shoshana Zuboft
argues that digital systems increasingly reshape not only communication, but human
behavior and perception themselves through the logic of surveillance capitalism®'.

Yet these developments should not be interpreted simply as irrational decline. The
persistence of mythological structures reveals something fundamental about human
societies themselves. Human beings do not merely require information, institutional
organization, or material security. They require symbolic orientation. They seek coher-
ence, transcendence, historical meaning, and existential structure even within highly
technological civilizations.

The unresolved contradiction of late modernity lies precisely here. Rationalization
and secularization weakened traditional symbolic systems without eliminating human-
ity’s need for mythological meaning-production. Under conditions of digital hyperreal-
ity, this need re-emerges in fragmented and unstable forms increasingly detached from
institutional regulation or shared epistemological grounding. As Mircea Eliade observed,
mythological consciousness persists even within ostensibly secular societies because hu-
man beings continuously seek structures of sacred meaning and existential orientation>.

Whether this symbolic transformation will produce renewed collective meaning, in-
tensified fragmentation, digitally mediated authoritarianism, or entirely new forms of so-
cial organization remains uncertain. What can already be observed, however, is that the
contemporary West has entered a transitional phase in which older mythologies continue
to decay while new ones proliferate continuously through technological mediation.

The Empire, perhaps, never truly ended. But neither did myth.

31 Zuboff, S. (2019) The Age of Surveillance Capitalism, New York: PublicAffairs, p. 8
>2 Eliade, M. (1963) Myth and Reality, New York: Harper & Row, p. 203
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Jlykac Makcummnujas Ilydept

AycTpujcky ieHTap 3a CTyAuje 00aBeIITajHOT paja, Iporaraxye 1 de3degHoCTH
(ACIPSS), I'pam, Aycrpuja

CIIVITATU 3BYK COIICTBEHOI' YHUIITEBA
[TOITYJIAPHA KYJIITYPA, MUT, KYJIT 1 CUMBOJIMYKHA ITIOPEJJAK

Caxkerak: Y papy ce ucmmryje Tpancdopmalyja MuTa 1 mmpolieca cuMOonmuKe
IPOM3BOJbe 3HaUeba Y YCIOBMMA IUTUTA/IHE KacHe MofiepHOCTH. ITomasu ce o
Tese [ CMadberme JOMUHAHTHIX MeTaHapaluja 3allajjHe MOJAEPHOCTH — nude-
PaJIHOT IIPOTpeca, CEKy/TapHe PaIlMOHaTHOCTH, MEPUTOKPATCKOT KalUTanu3Ma 1
TEXHOJIOLIKOT ONTMMMU3MA — HHUje JOBENO /IO HaCTaHKA OCTMMUTOIOLIKOT JpY-
mTBa, Beh 10 popMupama pparMeHTICAHOT IPOCTOPA JUTUTATTHO TIOCPEfjOBaHe
nponsBozme MutoBa. Ocmamajyhn ce Ha pagose JKana bogpujapa, Kana-®pan-
coa JInotapa, I'mja [ledopa m Apyrux cpopHuX TeopeTmdapa, paj aHAIU3Mpa
Ha4MH Ha KOjyi XMIIEPPEATHOCT, aITOPUTAMCKM IIOCPeJJOBaHa KOMYHUKaLuja 1
VIHCTUTYIIVIOHATTHA (parMeHTalyja npeodIuKyjy caMy CTPYKTYpy CMMOOIIY-
Ke cTBapHOCTH. Kpo3 cTyamje caydaja koje odyxBaTajy mudeprapujanusam AjH
Panp, akcenepanmonnsam, eBaHTeMCTIYKY AVCIIEH3A1[IOHA/IN3aM, TEPAIIEYTCKY
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IYXOBHOCT, Ky/ITypy MaHocdepe 1 popMalije AUTUTATHUX KY/ITOBa ycpeacpehe-
HMX Ha BELITA4YKy VIHTENIUTEHI]Y, TIOIYT CIIMPaIN3Ma, paj II0Kasyje KaKo Tpa-
JMLVIOHATHY MMUTOIOUIKY apXeTUIIOBU — AIlOKa/IUIICA, OTKPOBEIE, TPAHCIEH-
IeHIVja, n3adpaHa 3ajeHNIIA ¥ IPOBUJEHIIMjalHA MCTOPMja — OIICTAjy YHYTap
HOBMX MJIOTOIIKNX U TeXHOTOWKNX odmuka. OBM CUMOONMYKY CUCTEMHU CBe
ByIIe QYHKIMOHNIITY KPO3 felleHTpann3anujy, ecTeTusanyjy, nepcoHantnusariujy
¥ PeKyp3UBHY AUTUTAIHY MOTBPAY, YMECTO KPO3 CTadWMIaH MHCTUTYIMOHATHA
KOHTMHYUTET. Y 3aK/by4KY C€ MCTUYeE []a CABpeMeHa JUTHUTa/THA KY/ITypa He O3Ha-
JaBa HeCTaHaK MUTa, Beh meroBy TpaHchopManujy y MofyapHe M KOHTMHYMpa-
HO peKOMOMHOBaHe CMMOOJIMUKe CTPYKType IIpuIaroheHe ycmoBuMa Xumeppe-
almHOCTH. MUT, CTOTa, He OICTaje YIPKOC TEXHOMOIIKOj MOJIepHOCTH, Beh ympaso
IIOCPENICTBOM Ibe.

Kipyune peun: muiti, iloilynapua Kyniaypa, xunieppeantocit, GUILTHARAHY KYAilo-
6u, cumdonuuky iopegax, euiiauka uxilenuieHyuja
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Caxkeraxk: Y pagy ce uciipascyje 3Hauercka pasan ynuune ymeiiHoOCHiu y KOHitlex-
citly reHol cyd8ep3usHOT eluciiieMONOWKOT U eMAHUUTATHOPCKOT oTHeHuUjana 3a
octiopasarve OMUHAHTHHUX HAPATHUBA HACTHANUX Y CKIOTY 38AHUYHe TPOU3BOG-
e 3HAara 0 pailly Kao PeHomeny ceellicke Honuiniuke. 3a upegmeti ananuse oga-
dpanu cy benkcujesu ynuunu apitiepaxiiu ca pamiHoOM WeMATIUKOM 3aTH0 WO
cy emadnupanu y nouynapHoj Kyniypu u cagpue y cebu paspaheny kpuimiuuxy
pedpnexcujy o 36anuurHom guckypcy o paiiy. Teopujcko tionasuuiitie je cmewitieHo
Y Kputtiuukoj iieopuju mehyHapogrux ogroca, a paili je KOHUeUyanu3o8an Kao
cpeqgciliso ouysarwa céetlickoi HeonudepanHol fopeilika y3gpmManol 8ULeciipyKom
KpU30m 103HOT KAUUTANUSMA U KAO gPYUilieeHa Upakca Koja Mexanuzme gomu-
Hayuje yciociiasmwere Ha S0jHOM {107bY TiPeHOCU U JOGATliHO H0ja4asa y camom
gpywiniey. Ananusa je ciiposegera y géa Memlogoiouika Kopaxa — OtUcCoM eKCinu-
YuilHe KOHCUPYKUUje 3Ha4eroa u iymadervem KOHOMATUBHUX 3HaYera. Ayiiop
3akmydyje ga 3Ha4ercko jesipo anmupaiinol benkcujesoi oityca omixpuea eman-
yunatmopcky HotlleHyujan gosoman ga Hogcilakte pedrexcujy, jasHy gedaiiy
u ipahaucky axyujy, itie ga fociyHu U Kao HeKOHBEHUUOHANIHO 6U3YENTHO YUUIIO
lipuknagHo 3a gydmwe pasymesaroe MehyHapogGHUX 0GHOCA.

Kmbyune peun: paini, ceeiticka ionuiiuka, Kpuiiuuka ideopuja, yiuuHa ymeii-
Hocil, apimiusuzam, berkcu

Axo omepeMo pyke off cykoda MOhHUX IPOTYB HEMONHNX,
CBPCTaBaMO Ce Y3 MONHe — He 0CTajeMO HeyTpPalHNL.

benkcnu (T'aza, 2015)
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IIpoussogra 3Harea o céelicKoj UONUMMULU gaAHAC:
gPHABHO, UHTHUMHO, TOUYIAPHO U GUIUTHATHO'

eflaBHe aMepUUKe BOjHe MIHTepBeHINje 1 TeKyhu paT ca VpaHOM ITOHOBO Cy 0)XKI-

BeJIe jaBHY PaclipaBy O JIETUTMMM3ALM)I paTa Ko CPefiCTBA CIOJbHE MOMTUTHKE,

ocedHO Kajia ce pYMeHa Opy>KaHe CIJIe YMHM OfiBeh M3/IMITHOM W YaK KOH-
TPANpOAYKTMBHOM 13 YITIa MHTepeca rpabaHa cykodmeHyx aprkasa. [InaHeTapHa moBe-
3aHOCT IIOCPEZICTBOM MHTEPHETa I yIoTpeda TaMeTHNUX Te/leoHa Kao N3Bopa MHPopMa-
IIVIja YBYKJIa je HEBO/BHO Y BPT/IOT CBETCKYIX JielllaBarba 1 oOuyHe rpa)aHe Kao KOPMCHUKe
npywrrBenyx mwiardopmn. Tpenyran mpoTok nH(OpMaIyja, IOrOTOBO IOKATHO CHUMJ/be-
HuX ¢oTorpaduja ¥ BUIE0-3aIica MOPAIHO CIIOPHYX Y4MHAKa aKiyja y MehyHapopHOoj
apeHI, Y CIIOjy ca MOTYhHOCTVMMA BUPATHOCTIL 11 OHJIAjH fiedaTe, OTBOpUIE Cy HOBO IO/bE
noymridke dopde OKo AuCTprdyIMje, IPUCTYIIA U cafip)Kaja BU3yeMHUX n3Bopa. OKoH-
YaHO je OIaKarbe paTa Kao UCK/bYINMBO eMUTICTIIKO-OMPOKPATCKOT TIOfIyXBaTa BoheHor
M3 HENPO3UPHUX ,XOfHMKa Mohu™ . Hacympor ToMe, 3a MOSUTUBUCTIYKY mdinstrearm
Hay4He IUCHUIIMHE MeyHapomHMX OfHOCA CyBepeHe JpyKaBe allCTpaXxoBaHe Off CBOjIX
rpabana cy n gape Bomehw, ako He 1 jemvHu MehyHapomHM akTepy, Ia je caMuUM TUM
¥ paT MCK/bY4MBO CMEIITEH Y MOfpYyYje T3B. BUCOKE TOMUTHKE ¥ OjalllibeH 3BaHMYHUM
HapaTUBMMA O IUIAHOBMMA U OCTBAPEHVM aKTMBHOCTMMA JIP)KAaBHMX 3BaHMYHMKA.” OT-
KJIOH OfI aHaJIM3e CBETCKe MOMIUTIKE KO ,,CBeTa de3 /byan” , OMHOCHO CBeTa allCTPAKTHMUX
1 decTe/eCHNX MOMUTNYKYX Cydjekata, Mel)y mpBuMa je HaunHmaa Cuntnja Exmo (Enloe)
y cryauju banane, inaxce u dasze (1980), rae je 3aroBapaia Te3y Aa je muaHo MelyHapogHO
1 1a je MehynaponHo mrano. [pyrum peunma, IpyIITBEeHY OFHOCK Ce He MOTY BeIITauKu
dMHapHO MOAe/MMTY Ha ONUTIYKY paBaH (Ip>KaBa, CBETCKA MOIMTIKA) U HETIOTIUTIYKY
paBaH (MHTUMHM OFHOCH, IOM, TIOPOANILIA), HETO 0de PaBHU IIpe YMHE ,yTA0OHE KAMEHOBE”
IIPOM3BO/Ibe 3HAMA O JICIIABABIMA Y CBETCKOj ApEHN KO JIeNy CBaKOJHEBUIIe.

CBercKy MONMMTUKY Y CBaYMji JIOM JielleHMjaMa yHa3aj] JOHOCe TIPOM3BOM MacOBHE
KYJITYpe, a CBe OHO IITO U3 He NOTPOLIAYN eKCTPaxyjy, 0 4eMy MehycodHo komyHuIpajy
VI IOTOM KOPJMCTE Y CBAaKOJHEBUIIN [YTOPOYHO Od/IMKYje KOJIEKTMBHE CTaBOBE U TaKO Ce
eTad/upa Kao fieo MOIyapHe KyaType. 300T Tora je HoIyIapHa Ky/ITypa MHXePEeHTHO I10-
JIUTUYKA, Te QUKTVBHYU CBETOBM Cafip>KaHU Y BeHNMM IPoM3BoaMMa (PpUiIMoBM, TeneBu-
3UjCcKe cepuje 1 eMucuje, deNeTpUCTIKa, My3UKa, YIMYHA YMETHOCT Vi BUJIe0-UTpe) YiHe
YBOPMIIHE TaUKe YKPILITaiba [IBEjy PaBHU O KOjuMa je roopuna Cuntija Enno. Anamm-

! Papje Hacrao y okBupy IImaHa HayYHOMCTpaKMBaUKe AemaTHOCTH 3a 2026. ropuny MHCTUTY-

Ta 3a HONUTIYKe CTyAuje y beorpany, koju ¢uHaHCMpa MUHNCTapCTBO IPOCBETe, HAYKE U TeX-
HOJIOLIKOT pasBoja Perydmike Cpdnje.

> Buperu unp. Apon, P. (2001) Mup u paini mehy nayujama, Cpemcku Kapnosuy n Hosu Cap:
V3naBauka KipkapHuua 3opana Crojanosuha; Waltz, K. N. (2001) Man, the State, and War: A
Theoretical Analysis, New York: Columbia University Press; Boru, K. (2008) Teopuja melhynapog-
He ionutiuke, beorpan: LleHTap 3a MBUIHO-BojHE ofHOCe 1 Alexandria Press.

> Enloe, C. (1990) Bananas, Beaches & Bases: Making Feminist Sense of International Politics
[2nd edition], Oakland: University of California Press.
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30M TUX YBOPMIIITA MOYKEMO Jla Pa3OTKPMjeMO HauMHe Ha KOje TI0jelNHe TeEME O CBETCKO)]
MOJIUTULV OfIPAXKaBajy, [I0jadaBajy MM JOBOJE Y IIUTambe IIOIUTIYKE KOHTEKCTE Y KOjuMa
Cy HacTajle, Te KaKo rmparehe HapaTuBHe IIpaKce MOTY Jia TTOCeMyjy KaTalIUTUIKY ITOTeH-
IMjasT 32 OO/IMKOBabe jABHOT MIbelba I IIPOMEHY AMHAMIKE YHYTap IOMUTIYKe CTBAPHO-
ctu. Ipejcon, Hejsuc u Gumot (Kyle Grayson, Matt Davies, Simon Philpott) passumu cy
Te3y O MOCTOjarby KOHTMHYYMa IIOITyJIapHa KYITypa—CBETCKa IOIMTHUKA, KOjUM Cy KOH-
nenTyanmsoBam MebhynejcTBo nBajy ¢peHomena. KoHTHHYyM omucyje Kako ce y OKBUpY
tor MebyzejcTBa rodanHu peHOMeHM U HPOLeCH Y UCTO BpeMe I10jaB/byjy  IIPOU3BO-
[IMa TIOTTy/IapHe Ky/IType M Kao BaKHU ITPOM3BOIM OfTyuVBatba YHYTap apeHe CBETCKe
IIOJINTKE, T TAKO OTKPUBAjy MHTEPTEKCTYTHOCT, Mel)ycOOHY KOHCTUTYTUMBHOCT ¥ MaTe-
PUjaTHY UCTIPEIVIETAHOCT Y IMKTyCUMa IPOM3BOJbe, JUCTpudyLuje u notpoume. [1po-
VI3BOJIM TIOMy/IapHe KY/IType JOHOCE IIPeficTaBe 0 OOraToj CTBAPHOCTY CBETCKE MONINTHKE,
JIOfLy1IIe, YeCTO AVICKYP3MBHO KOHCTPYMCAHe, IITO MOCTEANYHO YTIIde Ha TO KAKO OdMYIHN
byau y MebycodHoj KoMyHMKalMj1 pasjalimbaBajy HojeiHe TeMe 13 loMeHa MeyHapop-
HIX OJIHOCA, Te Ha OCHOBY TaKBUX 3/IpaBOPa3yMCKIX CBETOHA30pa OOIMKYjy COICTBEHEe
CTaBOBE O CIIOJbHOj momuTuLn. I'pejcon, [lejsuc n Ouimor Buje CBETCKY MOMUTUKY Y Kao
aHTPOIIOJIOTMjy CBAKOHEBHOT JKMBOTA Y IJIOOATHNM pasMepama, Te CTOTa TBpJe Jia ce
IOJINTUYKY CYQjeKTUBUTET YCIIOCTaB/ba ¥ TauKaMa HameTocTu maMely adexrmBHOCTI/
€MOIIja ! PallMOHATHOT IIPOMUIIbaba 1 ieIakba HOMUTUYKIX aKTepa, a KA0 TaKaB MOXKe
zia dype oBe3aH ca MaTepuUjaTHIM IIPOLeCcHMa Kao IITO je HIp. patoBame. Ha Tom Tpary,
Benpec n Poymn (Jutta Weldes, Christina Rowley) mozncehajy ma cy npakce ynyhusama Ha
THOIIy/IapHy KYITYPY HEPAaCKUMBO IIOBE3aHE Ca MPOU3BOIOM M PENPOAYKIjOM JIpy-
IITBEHNX 3HAaYerba — JIOK jefiHa Offp>KaBajy, Apyra HacToje ia mpeodpase Kpo3 cydBep3ujy,
OTBOPEHO OCIIOpaBakbe UM OCTENeHy IIPOMEeHY.”

Huje mosHaTo Kaia je y MCTOpMjCKOj 30M/b) MCIIVICAH TIPBU IPAUT HA TEMY CBETCKe
TIOTNTHKe, a/my dap 3HaMO Kajla ce TO JIecUIo y cBeTy ¢ukimje. JlereHapHa cieHa us
dunma XKuitiuje bpajanoso, koju je 1979. ronuHe CHUMIWIA KY/ITHA APYXXJHA TBOpaIa
dpurancke xymopucTuuke teneBusujcke cepuje Jlewiehu yupkyc Monitiuja Ilajitiona,
Ha [yXOBUT HaYMH TOBOPY O IoYelMa rpaura Kao uckasa nomuridkor dyHra.® Cue-
Ha ce OflUTpaBa Ha y/IullaMa JepycalyuMa y BpeMe pUMCKe BIacTy Haj JyfejoM, Kaja
IPUITAJHNK JIOKaTHOT MOKpeTa oTHopa bpajan cripoBopyt HOhHY akImjy McnmcruBama
rpaduta ,,Pumbann, upure kyhu!”. Ilarporma puMckux BojHMKA Ta 3aTude y Hefieny,
a/u ce XaIlllemwe, Y TapoANIHOM 0dpTy, IpeTBapa y MofjyyaBambe Micla rpadura rpa-
MaTHUIM JTATUHCKOT je3uKa. bynyhu ma je Hatnuc Hammcan morpenrHo — Romanes eunt
domus! Ymecto Romani ite domum! - marpona je bpajany odjacHnma Kako Iacy ucrpa-

*  Buue y: Grayson, K, Davies M. and Philpott, S. (2009) Pop Goes IR? Researching the Popular
Culture-World Politics Continuum, Politics, 29 (3), pp. 156-158.

> JlerarmHuje BupeTu apryMenTanujy y: Weldes, J. and Rowley, C. So, How Does Popular Culture
Relate to World Politics?, in: Popular Culture and World Politics: Theories, Methods, Pedagogies,
eds. Caso F and Hamilton C. (2015), Bristol: E-International Relations Publishing, pp. 11-33.

¢ Jones, T. (1979) Monty Phyton’s Life of Brian, London: HandMade Films & Phyton (Monty)
Pictures.
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BaH OOJIMK U HapefuIa My Jia 3a Ka3Hy [0 CBUTamba IPaBU/IHO MCIINIIE CTO rpadpuTa Ha
TyBEpPHEPOBOj IaTaTH.

Cycper rpa¢ura/ymdHe yMETHOCTY 1 IOTUTUYKOT )KMBOTA HEM30@KHO Ce OfUrpa-
Ba y jaBHOM IIPOCTOPY KOjU 3ajefIHO HacTamyjy, a oH 3a CtuseHa [lankoMa (Stephen
Duncombe) npepcraBmba 0d1uK IpoTecta IPOTUB HOBOT PeXXVMa XereMOHMje — I7I0-
danHor Heomudepammama.” Kpax nmosepema jaBHOCTY Y IeMOKPATCKI JIETUTYMUTET T10-
JIUTUYKOT IIPOIieca y caBpeMeHMM IIOCTHHAYCTPUjCKUM TToIMapxujama u y Bogehe Tpa-
IVIVIOHA/THE aKTepe Y TOM IIPOLiecy, IIpeycMepHo je rpahaHe Ha Mae KOHBEHI[IOHATHE
HauyHe nonutidkor yyeurha.® HoBu HaumHM 00yXBarajy MHOBATVMBHY CIIOj HOTIUTIYKE
apTHKy/Ialyje HOCPeCTBOM CIIOHTAHOT rpaaHCKOTr aKTMBYU3MA 1 JUTUTATHUX Mefuja
OfHOCHO MHTEPHETA, a/Ii Ce CyOuyaBajy ca IpodeMuMa yCIOB/beHUM HauBHO-VIea/IN-
CTMYKOM KOHIIETITya/IM3a1IjOM MOepalHO-IeMOKPATCKOT MOJie/a jaBHe cepe 3aCHO-
BaHe Ha YHUBEP3a/THOj carylacHOCTy BoheHoj pasymom. Illantan My (Chantal Moufte)
3aCTyIIa Te3y 0 HY>KHOCTY I10jaBe aHTaroH13aMa nsMel)y 3aroBopHMKa pasInInTuX Xere-
MOHMCTIMYKVX IIPOjeKaTa, Te CTOTa jaBHY cepy OTeNOTBOPY]e ,aTOHUCTUYHY IPOCTOp
Tj. CTambe IpeKuja y mpolecy pacrpase nsMmeby rpahana xoju memyjy cxopHo BracTu-
TVIM Ke/baMa ¥ MHTepecuMa a He PalYiOHaTHO.” ,, ATOHUCTIYHY IIPOCTOP” IIPeiCTaB/ba
QITePHATHBY XeTeMOHCKIM IIPOCTOPUMA KOje je 0CBOjUO0 HeomndepamTHu MOfieN IIpou-
3BOJ[Hbe 11 IOTPOIIIIbE, LITO je BU/BUBO YIIPABO ¥ CyOBEp3VBHOM NOTEHIjaTy rpaduta
4yje mopyKe ocwnpajy usMmeby xadepmacoscke jaBHe chepe MCIymeHe palOHATHUM
ydehnBarmeM 11 aHTaroHM3aMa HaCTAIMX CIOSOAHNM IIpojeKToBameM xesba.'” I'padmtn
Kao IpeTeya yIIYHe YMETHOCTH YIIPaBo y cedu HOCe aHTaTOHUCTIYKY TIOPUB 32 TIpepa-
JIOM IIPOCTOPHE 1 eCTeTCKe HOPMATUBHOCTI YPOAHOT MCKYCTBA, TAKO LITO TBOPE MeCTa
KPUTHKE, T1a YaK ¥ PajIKa/THOT IIpedOpMy/IICcama, @ TO CBOjCTBO MX YMHI MHXEPEHTHO
nomTinakuM.'! Kaxko je To moermyno npumerno Tum Kpecsern (Tim Cresswell), ,,ynuma
je MecTo pUTMIYHUX reorpaduja’,'* dynyhu na je jaBHM mpocTop mocieama JOCTyIIHA
apeHa 3a IPyIHO GOpMy/ICcalbe He3aJ0BO/bCTBA U MCKA3MBabe MOINTUYKIX 3aXTeBa.

7 Duncombe, S. (2016) Does It Work?: The Zffect of Activist Art, Social Research: An
International Quarterly, 83 (1), pp. 115-134.

8 Vcupnuuje nornegaru o ToMe y: Young Citizens in the Digital Age: Political Engagement, Young
People and New Media, ed. Loader B. D. (2007), New York: Routledge; Farthing, R. (2010) The
Politics of Youthful Antipolitics: Representing the “Issue” of Youth Participation in Politics,
Journal of Youth Studies, 13 (2), pp. 181-195; Dahlgren, P. (2013) The Political Web: Media,
Participation and Alternative Democracy, Basingstoke: Palgrave Macmillan; Pitti, I. (2018) Youth
and Unconventional Political Engagement, Basingstoke: Palgrave Macmillan.

 Moutte, C. (2000) The Democratic Paradox, London: Verso, pp. 101-110.

1 Moufte, C. (2013) Agnostics: Thinking the World Politically, London: Verso, p. 8.

' Pavoni, A., Zaimakis, Y. and Campos, R. Introduction: Political Graffiti in Critical Times, in:
Political Graffiti in Critical Times: The Aesthetics of Street Politics, eds. Campos, R., Pavoni, A., and
Zaimakis Y. (2021), New York: Berghahn Books, p. 9.

12 Cresswell, T. Night Discourse: Producing/Consuming Meaning on the Street, in: Images of the
Street: Planning, Identity and Control in Public Space, ed. Fyfe N. (1998), London and New York:
Routledge, p. 270.
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YTONMKO MCTpaKMBame rpaduTa Kao CBOjeBPCHOT IPMKA3a YMHEHNIIA O jefTHOM JIPYII-
TBY Y3€TOM Y KOHKPETHOM MCTOPYjCKOM KOHTEKCTY JIOHOCH Ca3HajHY BPEJHOCT, YIPKOC
TOMe IITO Cy OHU IIOJIOKHM HAMEPHOM YK/Iamamwy (OpycameM WM KpedemeM) W
IIOCTEIIEHOM YHUIITEHY YCTIe] AejCTBa BpeMEHCKIX MPIIHKA.

Ynuuna ymeitinocili Kao GOMKYATHYPHU ,KPUK
donuimiuuky yhymxane gpywitiéene mapiute

Jbyay cy KOMyHUIMpa/IM TTIOCPECTBOM 3HAKOBA U CIMKA MCLPTAHNX VIV YPe3aHNX
y IPMPOAHOM OKPYXeY joll y mpancropuju. [IpeBHn rpaduty cy mpumepu CBaKkof-
HEBHOT MJICamba Koje TOBOPY O MHOIITBY Pas/IMYUTUX M 4ECTO CYHNPOTCTaB/beHNX IN-
Tama, JOIPUHOCY OPOjHIM UCTOPUjCKMM AedaTtaMa U OTKpMBa HareTocT u3Mely oHo-
ra IITO je Ky/ITypHO BPeIHOBAHO ¥ OHOTA LITO jecTe — ¥ 1WTO he dutn — yHumreHo."
KomynuxatusHa QyHK1uja rpadyura pasoTKpMBa AEMMKATHOCT MOMUTIYKE CUTYaIuje
Yy HEKOM IIOBECHOM TPEHYTKY yKasyjyhu Ha CyIpoTCTaB/beHe ujieje pasmmanTuX aKre-
pa YHyTap jefjHe IONUTUYKE 3ajeHNULIE M AMHAMUKY BVXOBOT YIUIMBA HA IONUTUYKE
ToKOBe.'* BusyenHa n3pakajHOCT 1 pyLITBEHA IPOBOKATMBHOCT ITPAKCe MCIICHBAbA
rpaduTa Kao Imperede JjaHAIIbe MACOBHE I ITI00a/He CTBapalayke Mmpakce odyxsahe-
He CMHTarMOM Y/IMYHEe YMETHOCTY IOMOIJIE CY HeHUM HajyCHElIHNjM TBOPLMIMA Jia C
BPeMEeHOM II0CTaHy eTad/MpaH feo MOIyIapHe KyaType.”” Meanjcka maxkma je TONMMKO
TOIIy/Iapy30BaIa [e/a YIMYHEe YMETHOCTI fla OHa He CaMo Jja Ce CMATpajy IPON3BOY-
Ma HajBaXKHUjeI' CTBAPaIAYKOT IIOKpeTa paHor 21. BeKka, HETO YecTO MOIPUMAjy CTaTyC
beTnIIN30BaHNX €CTETCKUX 0djeKaTa, a CXOHO TOMe Ce II0jaB/byjy Kao YHaKpCHe pe-
¢epente yHyrap chepe nomynapse kynrype. Takobe, Hajycrennja ena nocrajy oppe-
AVINTA TYPUCTMYKOT Xoodamha 1 mpeMeT KoMeplyjanusanyje u npodanusaiyje y
BUJTy OTJMCAaKa Ha MajiIjaMa I IojbaMa.

Mapa ce y cBaKOJHEBHOM T'OBOPY IpapUTI Kao €CTeTCKa CIAllMjaTHO-TeMIIOpalTHa
mpakca Jecto noucrosehyjy ca ymranom ymerHomhy, 3a morpede oBor paja papuje
je n3adaHa CMHTarMa yIMdYHa YMETHOCT (MM HEHapydeHe, eHI. uncommissioned) Kao
YIyTHUje ofpehere cTBapanayKor 1ckasa Koju ce anamaupa.'® 3a pasimky o rpagura
Kao JpeBHe IpaKce BU3YeTHOT M3paXkaBamba Hajuemnthe y BUY TeKCTa, KOJ Y/ITYHE YMeT-
HOCTJ Kao HOBOT M3JIaHKa C/IVKA JOMMHMPA HaJ] TEKCTOM; Yjeubyje UX TO LITO ce ode

¥ Bume mornegatyu y: Baird, J. A. and Taylor, C. Ancient graffiti, in: Routledge Handbook of
Graffiti and Street Art, ed. Ross, ]. I. (2016), Oxon and New York: Routledge, pp. 17-26; Stahl, J.
(2009) Street Art, Potsdam: H. E. Ullmann, pp. 6-21.

" Marcovitz, H. (2020) The Art of Graffiti, San Diego (CA): ReferencePoint Press, pp. 56-66.

5 Armstrong, S. (2019) Street Art, London: Thames & Hudson, pp. 40-67; Iveson, K. (2010)
Graffiti, Street Art and the City, City 14 (1-2), pp. 25-32.

!¢ TTornematy ommupHuje o mpodremmma npenusHor oppebema rpadura y: Radosevic, LJ.
Graffiti, Street Art, Urban Art: Terminological Problems and Generic Properties, in: New Cultural
Capitals: Urban Pop Cultures in Focus, ed. Koos, L. (2013), Leiden: Brill, pp. 1-13; Turajli¢, A.
(2018) Grafiti ili uli¢na umetnost, Kultura, br. 159, Beograd: Zavod za proucavanje kulturnog
razvitka, str. 318-326.
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OJIBMjajy Ha IOBpPIIMHAMa CMEIITEHNM Y jaBHOM I'PafICKOM IIPOCTOPY, a yCMepeHe Cy Ha
IpeHolIebe MOPYKa Hajmpoj jaBHOCTH.” OUeBUIHO je 1a yIuYHa yMeTHOCT 3dor Behe
YOWBMBOCTY JOTaTCTBA BU3YETHOT IIPE/ICTaB/batba MIMa Belly CIIocodHOCT IpeHolIena
nopyka off rpauta, a TMMe U IIPUjeMYMBOCTH KOJI IIPOCEYHOT MPO/Ta3HNKa CIIpaM Y-
CTO TEKCTYAJTHMX CafjpyKaja. YIMYHa YMETHOCT 3aIlIpaBo YK/by4dyje 0de BpCcTe CTBapanay-
KOT CpeJiCTBa, Ma/ja je caM Has3MB YIIA0 y YIoTpedy Ipe fiBe fekage. 300T TOra, yIpKOC
omnpevHNM BrbemMa o0 ToMe [ia 1 Cy Ta [1Ba BIJIa HEKOHBEHIIMOHATHOT CTBAaPaTauyKor
13pa3a VICTOBETHA, OIPEMIe/IVIINA CMO Ce 3a CTAHOBMIILTE IIpeMa KojeM Cy TpapuTit faHac
fleo MMper KopIyca ynndHe ymeTHocTH. HaBeleHO onpefie/berbe TeMesb) ce Ha T1071a-
3UINTY JIa Pa3/MKe Y eCTEeTCKOM KBaIUTeTy rpaduTa 1 yIMdHe YMETHOCTM He MOpajy
HY>KHO JIa yCTIOBE pas/iiKe y KBaIUTeTy OllaKarba M pasyMeBarba Cajip>kaja MopyKe Koja
Ce XK€y NPeHeTH, OTHOCHO [ia HUXOB APYIITBEHO-KPUTUYKM ITOTEHIMja/l IIPe aHa/IM-
TIYKM 0djefiIbyje Te 1Be CTBapaauke IpaKce HEero LITO X PasfiBaja.

Koja cy To cBOjcTBa KOja KpUTUYKY yZIOTY Pa3HOBPCHMX HEKOHBEHI[MOHATHUX CTBA-
palayKMX Mpakcy 0djeAMIeHMX CHHTarMOM YIMYHA YMETHOCT YMHe HOTOLHMM 3a
OCIIOpaBaibe 3BAHMYHMX HapaTuBa O PaTy Kao CPEJCTBY CIIO/bHE MONMUTHUKE U Yje[HO
IpeBHOj IpaKcy MOMUTNYKMX KonmektusureTa? Joxanec Illtan (Johannes Stahl) narma-
IIaBa MOIUTUYKY IPUPOJY YIMUHE YMETHOCTY U3PAXKEHY Y IBeMa YMibeHNIIaMa: IPBo,
oHa ce joraba y jaBHOM IPOCTOPY HOCTYIIHOM CBVIMa I, APYTO, OHA IPefICTaB/ba CPej-
CTBO HEIIOCPeJHOT IIPAKTUKOBamba C11000jIe M3paXKaBama Koje N3MI4e LeH3ypH BIacTu
¥ TO TaKO IITO MCTOBPEMEHO KPIIM 1 KOJIeKC MOHAlllakha Y jaBHOM IpocTopy.'® AHfipea
Banpunn uctide cydBep3uBHM MOTEHIMjal YIMIHE YMETHOCTH /i TIOfIpUje fPYLITBEHEe
HOpMe U ocyjeTu mpaTehyt HOMMTUYKO-KOPHOPATUBHY PEXMM KOHTPOJIe 3BaHNYHMX
HapaTyBa y HeonndepaaHoj ypdaHoj cpefiuH, Y OKBUPY KOjer ce OJIydyje O TOMe IITa
MOXKe f1a dyJie BUI/BbIBO Y jABHOM IIPOCTOPY, a 1ITa He.'” Ped je 0 jeAMHCTBEHOM MOTEH-
IMjaty 3a mpeodIMKoBame Ieplielnlyje, MCKYCTBa U 3HaueHha jaBHOT IIPOCTOpA U3pa-
JKaBarbeM IOTHCHYTUX HapaTuBa, IITO je YINYHOj YMETHOCTY JOHENIO CTUTMATU3ALU]Y
VI IIPaBHM TIPOTOH 300T HapyIIaBamba eCTEeTCKOT PeXKIMa CaBPeMEHOT TPajia, a HOCedHO
BbEeroBe HOPMaTUBHe yTomnuje pefa, desdegHocty u uncrohe.”” Connpa bakapax (Sondra
Bacharach) nctuye npxocHy AuMeH3ujy ynuuHe yMETHOCTU OTeTIOTBOPEHE Y OfICYCTBY
CarJlaCHOCTY BJIACHMKA IOBPIIMHE Y jaBHOM IIPOCTOPY Ha KOjOj Ce CTBapa Jiefo u y
113a30BY KOjIM IIpeodpakaBa MCKYCTBO IpahaHa y HoITIefy IIocMaTpama 1 JOXKIB/baja
¢usnukor okpyxema.” Ped je o neppopMaTUBHOM, IPOCTOPHO CrielpuIHOM U IIpo-
JIa3HOM By CTBapajaukKe MHTEPBEHIMje BOheHe IIejoM O PeKOHCTUTYNCAY jaBHOT

17" Schacter, R. Graffiti and street art as ornament, in: Routledge Handbook of Graffiti and Street
Art, ed. Ross, J. I. (2016), Oxon and New York: Routledge, pp. 154-155.

18 Stahl, J., nas. geno, pp. 67-75.

1 Baldini, A. L. (2022) What Is Street Art? Estetika: The European Journal of Aesthetics, 59 (1), pp.
1-21.

% OmumpHuje 0 IOMUTULM IPOroHa ipTada rpadura Busern y: Ferrell, J. (1996) Crimes of Style:
Urban Graffiti and the Politics of Criminality, Boston (MA): Northeastern University Press.

' Bacharach, S. (2015) Street Art and Consent, The British Journal of Aesthetics, 55 (4), pp. 481-495.
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IPOCTOPa Kao apeHe 3a [Iujajior O IMTambMMa Off MHTepeca 3a 3ajeHully. IIpema onenn
Ypnuxa bnanmea (Urlich Blanché), y cpeamiuty e nnTepBeHIuje mounsa jacHO mpo-
MUIL/BEHO HACTOjatbe Jla Ce YCIOCTaBM KOMYHMKAIVja ca IUMPYUM KPYTOM JbY[U — 4/Ia-
HOBMMA jefHe ypdaHe/NMOMUTIYKE 3ajefHNIIe, Te fla Ce YIMHU BUBMBUM IIOITIET U3
IepCHeKTBe AaHOHVMHIX, OOMYHMX JbYAM KOji KOPUCTe MHAVBUYATHE Y KOMEKTVBHE
IJIacoBe KaKo 01 jaBHO OCIIOPU/IN JOMMHAIV]Y TIOTUTUYKOT ayTOpUTeTa.”

[ToBect ynu4yHe yMETHOCTM CBENOYM O HEHMM KPEaTMBHUM YMHOBMMA Kao CBOje-
BPCHMM KpUIIMMa 0decIIpaB/beHNX APYIITBEHNX CTI0jeBa, Ijie Ce T0jaB/byjy Kao Hemlo-
CTaTHA 3aMe€Ha 3a 3BaHMYHE IO/IMTINYKE KaHajle apTUKYy/Iallje KOEKTUBHIX MHTepeca
u orpeda.”” HeHapydeHe MHTepBeHIje Y jABHOM IIPOCTOPY IIPEACTaBbajy ,pedaeKc”
IIPOTUB XeTEMOHMj€ MHTepeca PUBI/IETOBAHE MalbJHe, Y OKBUPY KOjer II0CTOje He3a-
KOHMTH a/I¥ OfIBXXHU YMHOBY LeTIamba OIICTABOT Beyla miysuje o ypehenom, nuBumm-
30BaHOM VI I0OpOHAMEPHOM CBeTy.** bpyTajTa KapakTep y/II4He YMETHOCTI — OTE/IOTBOPEH
Y CTBapajlaykoOM YMHY KOje Kpace CIIOHTAHOCT, MMITY/ICMBHOCT, YPreHTHOCT ¥ BaH/Ia/Iu-
3alMja — IIOMa)ke HaM JIa OTOJIMIMO CYIIPOTCTaB/beHe TBpAme 0 ucTuHu. CHara mopyke
IpeHeTe HeKMM apTe(hakToM y/IYHe YMETHOCTH M3paXkaBa ce Y YXKUTKY U HOLITOBAbY
KOj€ OH CTVY€E Y PEAKIMj! jaBHOCTH Ha HEerOBe BYCOKE eCTETCKO-KOHIIENITYaIHE JOMeTe
Yl MHTENeKTyalHy IIPOBOKATUBHOCT.” [IpeMa HamasuMma uctpaxupama [loHa JleHOHa
(John Lennon) o paraum rpadurnma, Hajsehn dpoj ynmm4HuX ymeTHUKa He Ipupaje
CBOjMM Jie/IIMa HEKaKBY POMAHTM30BaHy Marn4yHy Moh HelocpefHuX IOKpeTaya pa-
IVIKAJTHOT IPYIITBEHOT Ipeodpaxaja, Beh nx mpe BuM Kao jefjaH y HU3Y KOpaka Koju
du, mpe mmm KacHuje, Tpedano fa foBefie 1O JEMOHTaKe PelpecyBHMX MeXaHM3aMa
BIAacTN.”® YIMYHA YMETHOCT TBOPU ,MaTepPMjalTHOCT IPOTECTa TAaKO IITO OApa’KaBa,
OCHaXyje 1 ycpepcpel)yje akTMBUCTUYKY AyX eMOHCTPAaHATA Pas/MBEHNX IO YIMIIaMa.

Osa anaim3sa duhe orpaHideHa Ha Jiefa yIuyHe YMETHOCTH Koja Cy ce eTadnupana
Ko [ieo IOIy/IapHe KYAType 1 Koja IPe/ICTaB/bajy HajycIe/uje pafoBe INeflaHo IpeMa
MepUTy HBUXOBOT CyOBEP3MBHOT IOTEHIMja/Ia CIIPAM 3BAHMYHOT IVICKYpCa O paTy, JOK
he Teopujcko momasuuTe SUTU YKOTB/BEHO Y KPUTUYKOj TeOpyju MelyHapomHMX OffHO-
ca. Tpu cy ocHOBHa pa3fiora 3a Cy>kaBabe IIpefiMeTa ICTpaKMBamba caMo Ha beHKcujeBy
(Banksy) ymrany ymernocr. IIpBo, ayTeHTHYHe TIOPYKe ¥ MHOBATMBHOCT HETOBUX pa-
JI0BA Y3[MIIA Cy JyTO OCIIOpAaBaHy ypdaHy IOTKYATYpPY Ha HUBO HajyTUIIAjHUjET YMeT-
HIYKOT TIOKpeTa paHor 21. Beka, a 3axBajbyjyhu IlaHeTapHOj KOMYHMKALUjU ITyTeM

22 Blanché, U. (2015) Street Art and related terms: Discussion and working definition, SAUC -
Street Art and Urban Creativity (repository), 1 (1), pp. 33, 36.

» Buue nornefatyt y: Muskosuh, B. [I. (2019) Ipaduru xao uspas dyura, Kyniypa, dp. 163,
Beorpap: 3aBop 3a mpoyyaBame Ky/ITypHOT Pa3BUTKa, CTp. 176-192.

* Wooster Collective, Rules of the game, in: Trespass: A History of Uncommissioned Art, ed. Seno
E. (2015), Koln: Taschen, pp. 22-23.

» Visconti, L. M., Sherry Jr., J. F, Borghini, S., and Anderson, L. (2010) Street Art, Sweet Art?
Reclaiming the “Public” in Public Place, Journal of Consumer Research 37 (3), p. 525.

% Lennon, J. (2021) Conflict Graffiti: From Revolution to Gentrification, Chicago: University of
Chicago Press, pp. 3-4.
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LPYIITBEHMX ITATPOPMI TV PafioBIU Cy CTEKIM pedepeHTHM CTATyC YHyTap I70danu-
30BaHe IOIy/IapHe KyaType.” [lpacTi4HY pacT MOMy/IapHOCTH beHkcujeBor crBapana-
LITBA IIOZICTAKAO je PacT MHTEePeCoBaba Meflyja U jaBHOCTH 3a IIOPYKe KOje HOCK Y/IMYHa
YMETHOCT YOIIIITe, IITO je aMeprdkor HoBuHapa Makca ®@ocrepa (Max Foster) Hagax-
HYJIO Jla CMUC/IY Ha3uB 3a Taj peHoMeH — T3B. benkcujes edexar (The Banksy Effect).®
[Ipyro, KpeaTMBHOCT, YIIe4aT/bMBOCT ¥ IIPOBOKATMBHOCT NOPYKA KOje IerOBU PafoBU
Hoce y cedu — T3B. apTuBU3aM (artivism) — 4eCTo OTBapajy >KeCTOKe pacIpase IIMPOM
ceera.” Tpehe, beHkcyjeB jour yBek HEOTKpVMBEHM WMAEHTUTET NOJATHO M3OLITpaBa
KPUTUYKY OPUTKOCT MOPYKa CaAP)KAHUX Y HETOBUM Je/TNMA, jep UX YIIPaBO aHOHUM-
HOCT 4MHU BepOOCTOjHUM I71acoM HeMohHux. Takobe, aHOHMMHOCT CTPOTO ycMepaBa
I)XIby IOCMATpayda VICK/bY4NBO Ha CYIITHHY, Y/Me ce M3deraBa TPUBUjATHO MEAMjCKO
dappeme mryHOIIhy ayTopa.

Kapa je ped 0 KpUTUYKO-TEOPMjCKOM CTAHOBUINTY, OAdMp caM HAYMHIO 380T eMaH-
IMIIATOPCKOT ITOTeHI[Mjaa UCTpajHe IocBeheHOCTH Te o3nIyje YKIamamby para NH-
Te/IeKTyaTHOM U MOPA/THOM TpaHcOopMaImjoM cBetcke mommuruke.”” Ca OCTIOHIEM Ha
VIHTeTIeKTyaHy Tpaguuujy KantoBor mpocBeTnTesbeTBa, MapkcusMa 1 Opankdyprcke
LIIKOJIe, 3aTOBOPHUIIM KPUTIYKe Teoplje MehyHapomHMX OfHOCA — KaKO OHY U3 OCaM-
feceTux ropyHa 20. BeKa Tako U JaHAIIbY — HaIJIAlIaBajy BUTA/IHY BaXKHOCT yIOTpede
pasyMa 3a ocIopaBame TPAAMNLMOHAHIX CXBaTamba, IIPeodpakaj COICTBA KPO3 caMo-
pedrexcujy n pujaneKTnaKo-punosopcky pedekcujy kao IpeTHoCTaBKe eMaHIUIIA-
IMje TIojeAMHaIA ¥ fpyIuTaBa.” Y KOHIENTya/In3alyji paTa IojIasy ce Off iBe Te3e Cy-
IITIHCKE 33 pasyMeBabe aHTUIVBIIN3ALMjCKe M aHTUXYMaHCTIYKe IPYPOJie IPaKCh
paroBama y 21. Bexy. [IpBa Tesa ce Tidye MHCTPYMEHTATHEe BPEHOCTH PaTa 3a 04yBabe
Heo/MMOepalHOT IOpeTKa MOCPeACTBOM BOjHMX Ka3HEHNX eKCIeAMINja Y KOHTEKCTY
BIILECTPYKe KpM3e MIO3HOT KaIMTaIM3Ma Ca3JaHoT Ha BAHMCTOPMjCKOM U HEYTPaTHOM
IOMMakby APYIITBEHO Pa3BPIHYTOT CBETCKOr Tpxkumrra.” Moja anammsa he ce ocmo-
HuTH Ha Hamase CtuseHa IIuna (Stephen Gill) o pucuunnmnyjyhem Heommdepanusmy
Kao OO/MKy CTPYKTypalHe MOhN Kamurana, Koju ce mpermhe ca KanwiapHoM Mohn

77 erapuuje y: Gough, P. Banksy: What's the fuss and why does it matter?, in: Humanities, Arts
and Social Sciences: It’s Everyone’s Business, ed. Joseph M. Siracusa (2017), Abingdon: Routledge,
pp. 1-13.

* Foster, M. (2006) Your World Today, CNN, 5 February 2026, http://transcripts.cnn.com/
TRANSCRIPTS/0612/04/ywt.01.html.

¥ Diehl, C. (2021) Banksy: Completed, Cambridge (MA) & London: MIT Press.

% Ommupunje y: Pensky, M. A. War and Critical Theory, in: War and Literature, eds Anders
Engberg-Pedersen and Neil Ramsey (2023), Cambridge: Cambridge University Press, pp. 67-84.
' Vicupunuje y: Devetak, R. (2018) Critical International Theory: An Intellectual History, Oxford:
Oxford University Press, 84-157; ed. Roach, S. C. (2008), Critical Theory and International
Relations: A Reader, New York & London: Routledge; ed. Jones, R. W. (2001), Critical Theory and
World Politics, Boulder: Lynne Rienner Publishers.

32 Brighton, S. Critical war studies, in: Routledge Handbook of Critical International Relations, ed.
Jenny Edkins (2019), Oxon & New York: Routledge, pp. 130-133.
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¥ TTAHONITUIIM3MOM U JIeTTyje je[fHaKO Ha TPAaHCHAL[MOHATHOM U IOKaTHOM HuBoy.” Ta-
Kobe, dmucko je u cranoBuinte Andpena 3ou-Perena (Alfred Sohn-Rethel) o kamura-
JIICTUYKOj TIPOM3BOABY Ka0 KOHTMHYMPAHOM TOKY, I/ie CBAKV IIPEKIl O3HAYaBa Irydu-
TaK BIIIKA BPeIHOCTH 3a BIACHNKe KammTana.”* ¥ 21. BeKy, Ka/ja II03HU KalUTaIM3aM
OTeNI0TBOPY]jy aHOHONHA KYIIOBIHA IPEKO MHTEPHETA, OH/IAjH SaHKAPCTBO, AUTHUTATHA
VIHTePaKI[Vja y PeaTHOM BPeMeHY I CTalHO noBeharmbe ayToMaTH30BaHe IIPOM3BOAIbE,
YYMHUIK CY Taj KOHTUHYMPAHU TOK jOII M3710KeHujuM npekuauMma. ITpsa tesa sacHo-
BaHa je U Ha TeopujckuM Hamasuma Wertkritik-a, caBpeMeHOT HEMAa4KOT KPUTHYKOT
MapKCUCTMYKOT TIpaBlia, KOj/ HaI/alllaBa fla PallliOHA/THO OPTaHN30BaHe IIPOM3BOJIHE
CHare He MOJCTUYY Pa3BOj KalMTA/lN3Ma, HETO IIpe NeCTPYKTMBHE IIPAKCE Y CBETCKO]
IOJINTULIN Y BUY HOBUX 0O/IMKa CYK0oda U KOHKypeHIje.”

Jlpyra Tesa ce OTHOCU Ha TBPJHbY fla paT Kao reHepaTiBHA CUIa OfiHOCa u3Meby mo-
JUTUYKUX KONIEKTMBUTETA M3a3VIBa HEXE/bEHNM YUMHAK, TAKO IITO MEXaHU3ME JOMU-
Halllje ¥ XMjepapxuje yCIocTaB/beHe Ha O0jHOM I0/bYy IMPEHOCK ¥ IOATHO IojadyaBa
naneko of ¢poHTa — y camoMm apymrBy.* Ha Tpary ®dykooBor ncTpaxuBama pata u
»KaIlJJIApHMX MeXaHM3aMa BpIlera MONN y caBpeMeH!M Ap>KaBaMa, KOPUCTUhyY me-
roBo Bubeme paTa Kao HauMHA KOHTPOJIe HaJ ,,/bYAMMA-Kao-XMBUM-duhuma” Koju je
OffyBeK 010 yCMepeH KOMMKO MPOTHB [Ipyror, OHOCHO HeIpHjaTe/bCKOT TTOMUTIHYKOT
KOJIEKTVBUTETA, TOMMKO U IIPOTUB COIICTBEHOT pymTBa.”’ Par ce momtidkn yrpabyje
Yy MaTpuIly APYIITBEHNX OJHOCA — KOHCTUTYMCAHUX YHYTap MudepanHe IeMOKpPAaTCKe
ip>KaBe — TaKo J1a BEeroBU COICTBEHM BOJHUIIM IOCTAjy HOIOKHN MUKPOKOCMUYKIM
IpakcaMa JYICHUIUIMHCKe MORNM yCMepeHUM Ha TpaHC(OpMaLjy ,TOCTYIIHUX Tela” y
MalllHe 32 youjame. Y TOMMKO ce MOXKe TBPAUTY Jla PaT yC/Iell HapylleHe paBHOTEeXe y
AVHAMVLY TIONIMTUYKe/ APYIITBEHE MONY MHCTA/IMPa CUCTEMATCKO HAaCUbe Y TKakbe Off-
HOCa YHyTap jejHe NOMUTNYKeE 3ajefHuIe/fpymTsa. OKOMHOCTHU y KOjUMa JOMUHAIIMja
IIOCPeJICTBOM HacK/ba IIpepacTa Off HECBAKNU/AIIbET, BAHPEJHOT CTamkba Y HOPMajn30-
BaHO, CTA/THO CTake IyTOPOYHO YTPOKaBajy /bY[ICKY ayTOHOMM)Y IIPOY3POKOBAEM /TN
jadyameM CTPYKTYPHMX COLMjaTHMX HejefHaKocTy. CTora He Yy IITO eMIIMPUjCKa Ipa-
ba o caBpeMeHMM paToBMMa OTKPMBA [a YBEeK CAMO MabJHA Y jeHOj ITONUTUYKO] 3ajefi-
HIIY TI0CTaje OKOpeNN Y>KUBaIall ,JUB/bUX pagocty para’.”® IIpema onenn Ymdepra

¥ Gill, S. (1995) Globalisation, Market Civilisation, and Disciplinary Neoliberalism, Millenium:
Journal of International Studies 24 (3), pp. 399-423.

** Sohn-Rethel, A. (2020) Intellectual and Manual Labour: A Critique of Epistemology, Leiden:
Brill, pp. 131-133.

» Teopujcka cxatama Wertkritik-a mpukasaHa cy y: Pitts, E H. (2024) New cold war or “world
civil war”? Wertkritik and the critical theory of capitalism in an age of conflict, European Journal
of Social Theory 27 (4), pp. 579-601.

% Brighton, S., HaB. gerno, pp. 129-142.

7 Foucault, M. (1995 [1978]) Discipline and Punish: The Birth of the Prison. New York: Vintage
Books, pp. 195-228; Foucault, M. (2003) Society Must Be Defended: Lectures at the Collége de
France, 1975-76, New York: Picador, pp. 23-60, 242-254.

% Elias, N. (2000) The Civilizing Process: Sociogenetic and Psychogenetic Investigations, Malden
(MA): Blackwell Publishing, pp. 161-172.
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Tamimdeptuja, mpodieM je y TOMe LITO 3BaHMYHM HAPATVBM O jYHALITBY Y paTy Kpo3
€lIeKTPOHCKe Meflije YCIIeIIHO KOHCTPYUIIY eCTeTCKe IIATPUOTCKe IMPU30pe, a Y MCTO
BpeMe IIPUKPUBAjy UCTUHCKO MICKYCTBO Xa0ca I CTpaxa Ha OOjHOM IIO/bY, IIPOLIAPAHO
MMpPUCUMA TPYIEXN JbYACKMUX U )KUBOTUECKUX TeJa, KPUIMMA PAmbeHNX U POITajeM
ymupyhux:
»MMT 0 pary, a He pat, OuapaBa II03MBOM Ha XpadpOCT 1 Xepou3aM; Ho fia du ova-
paHOCT 6UIa ielaTHa, MUT MOpa Jia TIPUKPMje jeflaH CYLITUHCKM eleMeHT para:
CTPaxoTy, KOjy 60pIM He MOTY fia IPU3Hajy Aa He Ou ucraam Kykasuie .

JlBeMa M3HETMM Te3aMa IIPUAOfiaTa je U AaHATUTUYKA BPEJHOCT KOHIIeNTa rpahaH-
cke mamre Xenpuja Llenknnca (Henry Jenkins), unja ce ynmorped/bnBocT y KOHTEKCTY
KPUTHUKe paTa OI7Iefia Y HEeroBOM HaIJIAlllaBalby BUTATHE BAXKHOCTY CIIOCOOHOCTH 3a-
MUIUbaba KaKo O1 §0/pM CBET MOTrao Ja M3IvIefia Kao IPETXOHOI KOpaka y IpaBlly
IIpoMeHe NocTojehnX KyNTypHUX, [PYIITBEHNX, HOTUTUYKIX M/IY eKOHOMCKIX yCTIOBa.
I[Tpema IlenkmHcy, rpal)ancka ciocOOHOCT 3aMuUIIbaba IPOMEHA TECHO je MCIIpeTIeTa-
Ha Ca car/ieflaBameM cede Kao Je/TaTHUKA KOj)i MOXKe fla JOHece APYIITBEHe IIPOMEHe,
ocehameM COMMIAPHOCTY Ca APYTMMA 4nje ce MEepCIeKTBe 1 UCKYCTBA Pas3yMKYjy Of
COIICTBEHUX, IPUAPYXMBatbeM BeheM KONeKTUBY ca 3ajeTHUYKIM MHTEepecuMa 1 YHO-
IIemheM MAIITOBUTHX AMMEeH3Mja Y CTBapHe IPOCTOpe ¥ MecTa y cBeTy.*’ YimdHa ymer-
HOCT OU YTONMKO Tpedao fla KpUTMKOM paTa YjeHO OKMBM Ipal)aHCKy/KOTEKTUBHY
VIMaryHaIyjy O CBeTCKOj IIOIUTYLY de3 JOMUHALMje 1 CTPYKTYPHOT HAacU/ba, Te TUMe 1
de3 opyxaHmx cykoda.

[la du ce Ba/baHO IPOHMKIIO Y HAYMHE HA KOje YIOTpeda BU3yelHe TeKCTYaTHOCTH
TBOPM CYOBEP3MBHU eNUCTEMONIOIKY ¥ eMAHIMIIATOPCKM IOTEHIMjal 3HaYeHCKOT
jesrpa benkcujeBux ymmynux apredakara y HOITIely OCIOpaBama JETUTHMI30BAHIX
JIOMVHAHTHMX HapaTyBa HACTAIMX Y CKJIOIy 3BaHMYHE IIPOU3BOJIE 3HAMA O ATy,
aHa;m3a he duTy u3BeseHa y Ba Kopaka. Y IpBOM Kopaky Ouhe aT ommuc JOCTOBHOT
3Hauema (JieHOTalMje), OHOCHO eKCIUIMIIUTHE KOHCTPYKIVje 3Hauema Y beHkcnjeBum
apredakTyMa Kao TakBuUM. Y APyroM Kopaky he OuTH pairumameHa paBaH HBIXOBUX
Mame QUKCHMpPaHMX U, CTOTa, KOHBEHIIMOHAM30BAHU]UX ¥ TIPOMEH/bMBUjUX 3HAUEHha
(koHOTaIUje) yCIOB/bEHNX eMOIIMjaMa M KY/ITypalTHIM acolyjanyjama. !

BeHKcMjeBa emncTeMOIONIKA CyOBep3uja paTHOT HApaTUBa: CTEHCUICKA MHPWITPa-
Mja y HeomdepaTHY XeTeMOHCKY YPOaHM IIPOCTOp

benxkcujeBu crencum (eng. stencil, ipTex HacTao KopuiheweM YHaIIpes UCKpojeHe
MaTpuIie, Iad/I0Ha) Ha TeMy paTa IpOojeKTyjy IPOBOKATYBHE M CATUPUYHE IPOTECTHE
IIOpYKe MPONCTEKIe U3 ayTOPOBe CYMIbIMYABOCTY IIpeMa PaTy Kao APYIITBEHOj IPaKcu

¥ Galimberti, U. (2018) Mitovi naseg vremena, Sremski Karlovcii Novi Sad: Izdavacka knjizarnica
Zorana Stojanovica, str. 393.

“ Vcupnnyje y: Jenkins, H., Peters-Lazaro, G. and Shresthova, S. (2020) Popular Culture and the
Civic Imagination, New York: New York University Press.

4 Hall, S. Encoding, Decoding, in: The Cultural Studies Reader, ed. Simon During (2001),
London and New York: Routledge, p. 512.
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¥ CaMUM HOCHOIMIMA TTONMTUYKe MohM, KOjy pafio KOPMCTe paT 3a OUyBame yKOpeme-
HMX MeXaHM3aMa JoMMHaLuje. Y 04/bMBa Cy Ba y30pa aHTMPATHOT HapaTuBa y benkcn-
jEBOM CTBapaallITBY KOjUM OH HacTaB/ba TPaJVIINjy MOJEPHE aHTa)KOBaHEe YMETHOCTIL.
Crapuju y3op, a yjeZHO U 3a4eTaK aHTMpPATHe YMEeTHUUYKe peakuuje, npeacTasba [1n-
kacoBa (Pablo Picasso) ,I'epuuxa” (1937), cimka BenuumHe Mamer Mypana mocsehe-
Ha CTpajiamy ucTouMeHor rpaanha y backnju, koju cy HacymmaHUM doMdapaoBameM
CpaBHW/IM Ca 3¢M/bOM HeMayKJ1 aBMOHM Ha 3axTeB reHepana OpaHka. ,['epHuka’ je 3dor
YHUBEP3ATHOCTH CBOjé XYMaHMUCTUYKe IOPYKe Y HapeJHMUM JielleHMjaMa ylIa y I10-
Ipydje TIONy/IapHe KyAType: O1ia je KoIpaHa y BUAY TaIicepuje, perbeda, CKyInType
¥ HONMUTUYKUX Mypana y bendacry u [TamectnHn, a HOTOM je 1mocTana IaHeTapHa Ty-
pucTIYKa 1 KynTypHa pedepenia. JIpyru y3op usBupe 13 TpaauIje aMepuyake yamdHe
ymeTHOCTH mo3HOT 20. Beka, TauHuje pagosa Kura Xepunra (Keith Haring), xoju cy
KPUTHKOBA/IY TPKY Y HYK/IeapHOM HaOpy>KaBamby TOKOM X/IafiHOT para.*” XepuHr je cam
PazMo Ha IOIy/IapU3alyjyi CBOT YIMYHOT CTBAPA/IAIlTBA TAKO IITO je OTBOPYMO IIPOJAB-
HMIly Ca pa3HOBPCHMM IIPMHTOBMMA CBOjMX LIPTeXa U3 HbYjOPLUIKOT METPOa.

HakoH Buie o Tpu fielieHyje aHOHVMHOT pajia, IPBOOUTHO Ha yaMI[aMa POJHOT
bpucrona, a morom /longona, Ibyjopka, Butnejema, yKpajuckux u gpyrux eBpoICKux
rpajioBa, beHkcn je 1eoM MHTEH3MBHYM jaBHMM KaMIlambaMa, a [JelIOM BEIITUM Ofa-
dupom ravaxka rje he MHCTaMMpaTH CBOje BU3YeTHe MHTEPBEHIMje Y jABHOM IIPOCTODPY,
TOIPUHEO YIACKY CBOjUX HAjIIPVjeMUYMBUjUX CTEHCHUIA Y TIOAPYYje IOITyIapHe KY/IType.
Jlvrutanayu Memuju U JpyuITBeHe miatpopMe HOATHO I0javyaBajy AejcTBO apredaka-
Ta yIM4HE YMETHOCTY TaKoO IITO MX YMHE BUJ/bMBUM 3a JA/NEKO MINPY jaBHOCT Off OHe
KOja je IpBOOUTHO I[W/baHa, YMMe IIOpYyKa Cafjp)kaHa y apTeakTy d1Ba IpojeKToBaHa
7100a/THO, OJHOCHO MOXKe Jja IIOCTaHe BUpaTHA y CBeTCKMM pasMepama. PagoBu xuBe
Ha VHcTarpamy, 4ak 1 yTo HAKOH IITO Cy HecTanu ca ynuie. O Tome Hajdosbe CBefo4n
CIy4aj YKIambama, OHOCHO HajBepoBaTHIje Kpahe beHkcujeBor pafa Koju ce ogurpao
Kpajem 2023. roguHe y noHfoHcKoj yeTBpTy [lexam. Taja je cBera HaKkoH caT BpeMeHa
ca ymmue Hectao caodpahajuu sHak ,,CToIr, peKo Kojer Cy [yjaroHamHo duie Hae-
IJbEHE TPY TPOAMMEH3MOHaTHe decnimnoTHe nerenuie.” Taj jeqHocTaBaH paj ce MOXe
TYMauUT! KaO KPUTUYKM KOMEHTAP YeCTUX U3PAENICKMX BOjHUX OIlepaliija Ha IIPOCTO-
py IlamectuHe y Buy mpakce T3B. LiyJbaHOT yOujama (target killing), o umjoj mebyna-
POHOIIPABHOj PEryNAPHOCTY M MOPATIHO] MCIIPABHOCTY Ca CTAaHOBUILUTA BOjHE €TUKE
¥ lajbe TI0CTOje OTIpeYHa MUIUbeba Y II0JaTHOj CTPYYHOj 1 mupoj jaBHOCTH. Takobe,
»CTOII OeCIIVMIOTHUM JleTenuuaMa’ MoxKe fia OyJie ONIITH MO3KB MPOTUB (3710)ymoTpede

2 Intondi, V. Keith Haring’s “Public Art for a Public Purpose” galvanized disarmament, Nuclear
Times, 14 August 2025, 10 February 2026, https://www.nucleartimes.com/keith-haring/.

* Wilkes, E. Banksy unveils new anti-war artwork in London - before being “stolen” just an hour
later, New Musical Express, 22 December 2023, 11 February 2026, https://www.nme.com/news/
music/banksy-unveils-new-anti-war-artwork-in-london-before-being-stolen-just-an-hour-
later-3562877.

1CynTypa

255




256

CPHAHT.KOPAR

TEXHOJIOIIKe CYIIEPMOPHOCTH Y MMIIEpPIjaHIM BOjHIM MHTepBEHIMjaMa IIPOTHB fjajle-
KO CYIPOMAIIHMjIX, T€ TUMe U CTadujux TakMalia ca rodaHe nepudepuje.

Kopuiopatiuena tioxneiia, 60jHO-UHGYCUIPUJCKU KOMILTIEKC
u peuecuoHu ygapu

benkcujeB anTMpaTHM HapaTUB y KOHTEKCTY IIPOM3BOJIbE 3HAA O PaTy MOXe ce
pasBpCTaTH y TPU TeMATCKe Lie/IMHE pajiu npernegHuje aHanuse. [IpBy nenuny dnne
HapaTVBM KOji OTOJbYjy HIPUPOJY MMIEPUjaTHAX PATHMX IOJIyXBaTa, Y3€TUX BULIE He
Ka0 PETKMUX ,BaHPEIHNX CTama , Beh Kao JIErMTUMHOT ¥ PeJOBHOT CPEfiCTBa CIIOJ/bHE
IOJINTHKE, KOja Ce OCMUII/bAaBa U CIIPOBOAM Pajiyl MaKCUMU3alyje IpoduTa My/ITHHA-
IIMOHATHMX KOPIIOpaliMja ¥ BOjHEe MHAYCTpHUje 3eMajba I700aTHOT 1IeHTPa, IPBEeHCTBe-
Ho CA]l. Jeman op HajjenHOCTaBHUjMX BeHKCHUjeBUX LpTeXKa ca HajjesrpOBUTHjOM IIO-
pykoM jecte ,,PatHO ropuo” (War Fuel, n.d), Ha KojeM BUAMMO CKMIMPaH MOKa3MBad
HJBOA TOPYBA Ca KOMaHJHe Tad/le ayToMod1Ia, a/i ca MPOHUYHUM OOPTOM BUJ/bU-
BJMIM Ha MEPHO]j CKaly, I7ie YMeCTO CMOOIa 3a ,IIpasaH pe3epBoap” CTOjU ped ,,patr .
Iaxko je y panom 21. Bexy Beh ommite MecTo, KpUTHKa IIpeBapHe IpaKce JIeTUTUMU3a-
IMje MMIIepUjaTHIX PaToBa MMOEPATHUM U/ECO0/MOIIKIM HAPAaTUBOM, @ KOjI Ce 3aIIpaBo
Ipefy3UMajy pajy YCIOCTaB/baba KOHTPOJIE Hajl BUTATHUM pecypcuMa Ha I100aJTHOj
nepudepuju, beHKCHjeB CTeHCUT ycIeBa Jja TOMMKO BEIITO CaKMe TO KPUTHYKO BM-
beme u TMMe y HOTIYHOCTM OTO/M MHCTPYMEHTAIHY IIPUPOAY MHTEPBEHIVIOHNCTIYKE
no/mTyKe. [lyd/by KOHOTaTMBHM C/10j MeTaOpUYHOT 3HaUea MepHe CKajle OMMICYje
IONMUTUYKY IIPAKCY ITOKpeTalha paTHE MallV{HEPMje HAKOH I10jaBe TEH/IEHIIMje yCIopa-
Bamba IIPUBPENHOT PACTa, TaYHMj€ YTPOXKaBaibha BUCOKMX KOPIOPATUBHUX ¥ BOjHO-MH-
IYCTPUjCKUX MTPOGUTHMX CTOIIA.

BpyranHocT beHkcnjeBor KpeaTHBHOT MapMa 4ecTo ce kpehe y mospy omrpor (Hexkn
Ou pexu ¥ HeNPUK/Ia[HOT MM HEYKYCHOT) IOUTIPaBamba Ca VICTOPUjCKMM Y TIOIIKY/I-
TypHUM pedepeHIlaMa, T/ie OH TIlepBePTIPA HBIX0BA OPUTVHANHA 3HAYeHa U IPUIINCYje
VIM KOHOTanuje y QyHKIVjY KpUTIYIKY MHTOHNPaHe IOPYKe KOjy XKelu Jja IpeHece jaB-
HocTu. Ha mpumep, uyBeHy dororpadujy ca aHTUpeXMMCKUX AeMOHCTpanuja of 1989.
rofiMiHe, Ofp>)KaHMM Ha IEeKMHIIKOM Tpry TjeHaHMeH, Ha K0joj jeflaH IeMOHCTPaHT ca
KeCoM y PyLIi TPMBPEMeHO 3ayCTaB/ba TEHKOBCKY KO/OHY, benkcu npepabyje Tako mro
JIEMOHCTPAHTY y PYKe CTaB/ba PEKTAMHM TPAHCIIAPEHT Ha KOjeM Ce TEHKOBI YCMepaBajy
Ka aKTyenHoj pacupopaju (Golf Sale, 2003).* Cnuky npaTu ayTopoBa MPOHNYHA OIIacKa
fla He MOYKEMO HUILTA Jla YYMHMMO IIpe HETo IITO KalMTaau3aM Kpaxupa, a 10 Taja Mo-
KeMO Jia ce yTeIMo KynoBrHoOM.*® OBzie Ou JoaTHO KOHOTATHBHO 3HaYembe yryhnBa-
1ha Ha IIOTPOLIIbY MOIJIO /1A Ce IPOTyMayy Kao Har/lallaBambe HajaMHIYKOT OTHOCA KOju
je ycrocraB/beH n3Mely BojHMKa 1 MOMUTIYKe BIACTY, dy#yhu fa ux je oHa mocrana

“ Hell and Earth, Facebook, 12 February 2026, https://www.facebook.com/hellandearth/photos/
war-fuelbanksy/4864034813711438/

# Banksy (2006) Wall and Piece, London: Century, p. 205.

% Ucro, p. 204.
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Jia je 3aIITHTE Off OIPABJJAHO He3a0BO/bHMX rpahana. beHKcH Kao fja mopydyje TeHKH-
CTMMa: MCKY/IMpajTe Majlo, He HallajajTe rpahaHe, Hero HalpaBuUTe May3y 1 MOTPOLINTE
MaJjIo CBOj€ HajaMHMUKe II/IaTe.

Hajsume ysuemnpyjyha benkcujesa npepana Heke uctopujcke pedepeHiie jecte pap
»Hamanm” (Napalm, 2004), 3acHOBaH Ha KyITHO] (oTorpaduju Hac/IOB/BEHO] »YKac
para” (The Terror of War, 1972), xojy je Huk Y1 (Nick Ut) caummo y Bujernamckom pa-
1y.” Ha dororpadmju je yxsahen TpeHyTaK y KojeM rpyma fierie Oe)Ku 13 CBOT ceria, yIpa-
BO CITa/beHOT HamajM doMOaMa 3ajeffHO ca BUjeTHAMCKMM BOjHUIIMA KOji Ce MOBJIave,
/Iy ce Y CpeiViHM KOMITO3MIIYje VICTITYe ,, HAIIAIM IeBOjYMIIA’, IeBETOTONMIIbA IeBOjIMIIA
Koja Tpunm myTeM des opiehe ca mpecTpas/beHNM 1 SonmHMM U3pasoM . Y beHKcmjeBoj
OIITPOj KPUTUIIM aMepMYKOT MUIUTapyU3Ma ¥ KOPIIOpaTHBHE NOXJIENe, Hara JIeBOjunIia
je cafia OKpy>KeHa ABaMa CMOOJIIMa aMepIIKOT KOH3yMepu3Ma 1 cpehe TunmgHor npu-
IaJIHMKa IIOTPOLIAYKOr ApyiTBa — MukujeM Maycom u Porangom Mekgonangcom. JIBa
MIMarvHapHa JIMKa JIp)Ke IPecTpaB/beHy NeBOjYMILY 33 PyKe M UCTOBPEMEHO Ce PalOCHO
OCMeXyjy ca ycxyheHVM 13pa3oM /NI KapaKTepPUCTUYHIM 3a peK/IaMe, 300T Jera Jemyjy
Kpajibe HeyMeCHO. beHKC1 TMM KOHTpaIlyHKTOM pasoTKpJBa y3HeMupaBajyhe nuiemepje
T3B. IOTPOLIAYKIX BPEAHOCTY, MHAYCTpUje 3adaBe M KOPIOPATUBHOT dpeH/MHTa KOju ce
KOPJCTe 3a IeCAaHNTH3ALNjy MOPATHNX HEIIOYMHCTaBa 1 offBpaharme MaXKme Off MacoB-
HMX 37I0YMHA TIOYMILEHMX TOKOM JielieH1ja MHTEPBEHIMOHICTIYKe TTonuTHKe. Ped je o
jOII jeHOM IpYMepy HBEHTUBHE KPUTUKE 37T0KOOHE CTBApHOCTI Oe30031pHe moTpare
MYITHHAIMOHATHIX KOPIIOpalyja 32 HOBUM IIOAIPYYjiMa IIMPOM IUIaHeTe, Ifie he Ha-
CTaBUTH Ca MaKcuManusanyjoM npodura. CXoIHO paHMje M3HETO]j Te3) Ja PaljyiOHATHO
OpraHK30BaHe IPOM3BOJHE CHATe He IOJCTUYY Pa3Boj KalMTalIN3Ma, HETO IeCTPYKTHB-
He IIpaKce Y CBETCKOj MOMUTHILY, CIPOBOlere IIaHOBa BOjHO-MHIYCTPIjCKOT KOMITTEK-
ca je, u3Mely ocrasor, ycMepeHo Ha IpurpeMe 3eMjbe ImodanHe nepudepuje y Kojoj ce
VIHTEPBEHMIIIE 32 YK/bYUMBaIbe Y aMEePIIKI/3aIa[iHN [e0 CBETCKOT Tpykumta. Takobe y
KOHOTATVBHO] PaBHM, HArOCT JIeBOjUMIIE jaCHO CUMOOIMIIE PABVIBOCT JIOKATHOT CTAHOB-
HUIITBA IIPETBOPEHOT Y 00jeKaT KOTIOHMjaTHe BIACTH 300T IeroBe HeMOCpeIHe U3/I0Ke-
HOCTM JIeXyMaHu3Yyjyhoj CTuxuju KopIopaTyBHe IIOX/IETIe, Off KOjeé OHO TEIIKO /ja MOXe
Jia ce 3aIITUTH. Y>Kac 1 OO Ha JIUILY JieBOjunLie JOHEK/Ie MOTY fia CMMOOIIYHO O3Hade 1
07100jHOCT HeMONHOT JIOKATHOT CTAHOBHUIITBA IIPeMa HAMETHYTUM KOH3YMepPUCTIUYKIM
BPEHOCTMMA, IIOTITYHO CTPAaHMM JIOKaTHOj KYITYPU U TPaULVjIL.

Hajycnenmje mpumepe benkcujeBor napoaypama 3SHaMEHUTUX YMETHUYKYX JleJ1a, KOja
Cy JlaHac Yje[iHO 1 Jie0 IOIIylapHe KyIType, 3a CYIITU/IHO IIPEHOLIeHhe aHTUPATHUX T10-
pyKa HamasuMo y BUAYy ,MoHa JIuse ca kamammsukoBoM” (Mona Lisa with AK47, 2000),
»-MoHa JIuse ca pydnum paxkerHum dauauem” (Mona Lisa with rocket launcher, London,
2001) u ,[daBupa ornopHor Ha Metke (Bullet-Proof David, 2006).* Onpemame Mona

Y7 Vicro, pp. 190-191. OBo gerno je Takohe mosuato u 1o nogHacnosy Can't beat the feeling, xoju
je amysuja Ha mo3Hary cnoran Koka-xore.

# Vicro, p. 27; Grovier, K. (2024) How Banksy Saved Art History, London: Thames & Hudson, pp.
41, 51.

1CynTypa

257




258

CPHAHT.KOPAR

JIuse pydyHUM pakeTHUM daljaueM 1 JITeHAAPHOM ayTOMATCKOM ITYLIKOM (a/ly ca O3Ha-
KOM 3a MeTy Ha 4eny) 1 Mukenanbenosor JJaBuia maHIpoM KOHOTaTMBHO HaIJIalllaBa
cBenpucyTHoCT ocehaja Hede3demHOCTN Y pasBUjeHNM 3eMjbaMa YIIpaBo 300T I710daTHor
para mporus repopusma (War on Terror) wiu nojadane ceKypuTH3alje cBera, 1a u Kia-
CUYHYIX Jie/Ia YMETHOCTH WJIV MO>K/Ia YK/bY4MBambha JiBOje PeHeCaHCHNX cenedputuja y es-
demnocue chare. Kem I'posuep (Kelly Grovier) Tymaun tapretupame Mona JInsmnor
4esa Kao beHKCHjeBo HacTojambe fja BU3yeTHOM MeTahopoM yKake Ha JBOCMEPHOCT KO-
MyHUKaIlJije OHOTa KO yOuja y paTy 1 IeroBe XXPTBe, OJfHOCHO /ja XPTBa KOHTPOJIMIIE Taj
HEMI pasroBOp — Kao fIa HaM CBOjUM YMOPHMM IIOIJIE[OM IIOPy4yje fa joj je BUIIe JOCTa
IpOTambamba I fa je Ha MBUIY Jja M3HEHAM HelpyjaTe/ba padanoM 13 KaTallbiuKoBa.

JenHa rpyma beHKCHjeBUX pajjoBa Cafjp KU KPUTHUKY BUIIEAELIEHNjCKe YCIIeIIHe ca-
panme nsMeby Ilenrarona u Xonusyza Ha IUIaHy USTpajiibe PaTHUX HapaTHBa JONaj-
JBVBYIX TIPOCEYHOM aMePUYKOM POJ0JbYOy ¥ HOPeCKOM 0OBe3HNUKY, OHO 1To I'pejcoH,
HlejBuc u Gumort oppebyjy Kao MKOICKY IpUMep BIXOBOT KOHIIENTa KOHTHHYYMa I10-
Iy/IapHa KyITypa—CBeTCKa MOMNTUKA. Ped je M 0 KpUTHUIN MAEOTIOMKY MOTYBICAHNX
Haropa MOJUTUYKOr ecTadmiMenTa y Bammurtony (n y JlonzmoHy) fa ce y jaBHOM
IVICKYPCY HOpMajM3yje KOHTMHYMpaHa OTPOMHA IOTPOIIba Ha ofidpaMdeHy momu-
TUKY Y HOCTIeXTafHOPATOBCKOM Pasfod/by, ONHOCHO O4yBajy II03aMalllHM M3JALM 32
BOjHO-MHJYCTpUjcKy KoMmiiekc. Ha mpumep, cepujan pagosa HacnosbeHux ,Cpehun
xemmukonrepu” (Happy Choppers, London, 2002) npukasyje dopdeHy rpymy jypuurHux
XeMKOIITepa KOji JleTe Ja V3BPILe 33/jaTaK, aly ca jefHOM HeoOduyHOIINY - jefaH of
BOjHMX Xe/TMKOITepa NMa BeIMKY Py>XndacTy (y IpYTUM BepsujaMa, XKyTy) MaIlIHy 13-
Haj, Kokmyra.” MalrHa kao 3HaK MH(pAHTWIN3aLNje, HEBIHE PasUIPAHOCTU U Kuda-
CTOT yJlelIlaBamba OPY’KaHOT Hacuba IpeodpakaBa XelTUKOINTepe Off MapKy3e0BCKIX
»allapara JOMIHaIMje” 1 ONnderba eCTPYKTUBHE YIIOTpede TeXHOMOIIKNX JOCTHUTHY-
ha y nodponamepHe mammnHe, Koje Cy aHTa)KOBaHe y MUPOBHMM OIlepalyjaMa I XyMa-
HUTApHUM MMCHjaMa — 3a 7odpoduT yoBeyaHcTBa. Ha 1ydbeM KOHOTATMBHOM HMBOY,
»CpehHn xenukonTepn” IpecTaB/bajy MPOHNYHY OIACKY Ha TO KaKO MOCTUHYCTPHj-
CKe JIleMOKpaTHje HacToje /ja pedpeH/pameM U peKIaMupameM Ofp>Ke YITIel 1 ApY-
LITBEHY IIPYXBAT/bUBOCT BOjHOT II03MBA Y OKOJTHOCTMMA MAaCOBHOT TPEeH/a KOPEHUTOT
IPeVCIUTUBaba CBPCUCXOZHOCTM paTa Kao KOJIEKTMBHOT IOAyXBaTa. MalrHa usHaj
KOKIINTA Xe/MKOITepa MOXe JIa IMHIYHO cuMOou3yje 1 OPYDK/BUBO YIIAaKOBAH MIJIN-
TapYCTUYKY Jjap B/lajie rpahaHuMa, JofyIIe KyIUbeH BUXOBUM HOBLIEM.

Ha Tpary Mezujcke Ipon3BOJiibe 3Hatba O PaTy ¥ OOIMKOBabha 3BAHIYHOT HApaTyBa,
Benxcy Hac mopiceha 1 ja cMO My caMy Kao I7Iefaol OATOBOPHY IITO CMO BPJIO IPH-
jeMuVBM 3a JjaBarbe IOJpIIKe party, LITO je IIaBHA MOpyKa paja ,Amnays” (Applause,
2006).”' Pap mpukasyje Ba KOHTPOJIOpa JIeTa KaKo IpUIIpeMajy dopdeHy aBUOH 3a I10-

¥ Grovier, K., HaB. feno, p. 49.

0 Banksy, HaB. geno, pp. 40-41.

>! Banksy Unofficial, 14 February 2026, https://banksyunofficial.com/2017/04/17/barely-legal-
the-first-big-us-show-september-2006/#jp-carousel-1716.
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JIeTame ca Hocaya aBMOHA, C TVIM IITO jeflaH Off BbIX M3HAJ I7IaBe AP>KI Tadry Ha K0joj je
IIPBEHMM KPYIIHIM CTIOBUMA HAIMCaHa pey ,aIays” . Ped je 0 ary3uju Ha TeleBu3ujcke
eMIICHje KOje ce eMUTY]jy Y>KIBO ca yOIMKOM, I7ie YBEK M3a KaMepa CTOjy HeKy IToMoh-
HMK KOj) Ha Taj HAYMH Cyrepuile IMydMuIy Kajja TauHo Tpeda fia amayzaupa. Konora-
TUBHO 3Haueme ynyhyje Ha KpUTHKY HpoduTaduiHor Mofena ypehuauke monmuTuke
infotainment-a, kojuM cy Bofiche Mequjcke Kyhe jaBHOCTHM HpYXXWIe CIMKY paTa Kao
BU3YE/THOT CIIEKTAaK/Ia, YMECTO YMIbeHMIHOT M3BelITaBama o pary. [Ipefcrapmame paTa
Kao BIJa 3adaBe pajiy MaKCUMM3aLyje ITIeAaHOCTH, Te TUMe M IPOPUTA, TOTEHIVjaTHO
CMarbyje MOHAKO YINMTAH HMBO eMIIATMYHOCTY CIIPaM HACWIHMX 0dpasalla MOHAIIamba,
IIOTOTOBO KaJja Ce OHM OfIBMjajy [AZIeKO Off JOMOBIHE.

CmdHy KpUTHKY MIIMTapuU3alije fPYLITBa IOJ M3rOBOpoM dopde IpOTHB Tepo-
pusMa IpencTaBba u pap ,llpujatan gaun!” (Have a Nice Day, 2003), xoju mpukasy-
je KOPIOH TeIIKO HAOPY)XXaHUX U OIpeM/bEHNX IIOJIMIIajalla U3 ofpesa 3a pasdujame
JIeMOHCTpaIyja IPYIICAHNX 0KO O0pdeHO0-0KIONHOT Bo3wia.”? Kommosniyja Te cijeHe
13a3MBa KOJI IIOCMATpayda yTUCAK Kao Jja KOP/IOH KOpaya IIpeMa HheMy, I TO TakKo fia
IpeTha HACWbeM II0CTaje BeoOMa OIMIUBMBA. DeHKCHjeBCKM VIPOHUYHM OOPT Y OBOM
pafly ce orzefia y ToMe LITO Cy JMIjA HAOPY)KaHMX MyIIKapalla 3aMerbeHa japKOXKyTUM
CMajIMjuMa, KOj! JAHAC Y AUTUTATHOj KOMYHMKAIVjJ IIPEICTaB/bajy I0jeJHOCTaB/beH
rpad UKy IpyUKa3 HaCMejaHoT JINIIA 1 YIIyhyjy Ha 3aJ0BO/BCTBO U PaOCHO PACIIOIOKe-
we. Moryha cy Tpu KOHOTaTMBHA 3Ha4elba OBOT Pajia. JeJHO KOje CUMOOIIIe TTOMUTHUKY
MUIMTapy3aLyje MOANIMjCKUX CHAra CIIPOBEEHY Y 3allaJHUM JeMOKpaTujaMa KpajeM
nocnenmwe fekane 20. BeKa, a HAPOUNUTO Y CK/IOIY IIOdATHOT paTa IPOTHUB TepOpU3Ma,
y3 nydoko ysHemmpyjyhy mocmemuiyy msasuBama cTpaxa Koy rpabaHa kao cpefcTsa
KOHTpoJIe momyanyje. [[pyro sHademe yKasyje Ha HeMCKPEHOCT de30eJHOCHNX CHara
Kao opyba goMmHaiuje ¥ odyBama Xujepapxuje mpeMa AeMOKPATCKU apTUKY/INCAHOj
BOJbY Tpal)aHa; 132 BEIITAYKOT OCMeXa CTOj) CasHambe Jla BhIIXOBA Y/IOTa Hifje 1a IITHUTe
rpahane. Tpehe KoHOTaTMBHO 3HaYeme ce MOXKe M3BYhu 13 ymorpede cMajnuja Tokom
OCaM/ieCeTHX U JieBeJleCeTUX TO/IHA IIPOLIIOT BeKa YHyTap JKaproHa KIyIICKe CyIIKyl-
Type e/leKTPOHCKe My3UKe, Kaja je Taj cuMOon o3HauaBao jpore excrasu (MDMA) n
LSD. V okBupy cynkynrype acid house Mmysuke, cMaju je cyrepucao u eyGOopudHO pa-
CIIOJIOXKeHbe KOje Cy Y)KUBAOLM [Bajy CMHTeTUYKMX JApora ocehamm HaKOH WeHOr y31-
Mama. Ha ToM Tpary, cMajnuju Ha munyMa MIIMTapi30BaHMX IIOJIMIIAjala du ce MOIm
JIOIATHO ITPOTYMAYNUTH 1 KaO HIXOB ey(opIdaH CTaB IpeMa yHoTpedy Hacuba pajn
O4YyBara OJHOCA JOMIHALIMjE.

Y HU3y pasWrpaHuX axiyja TajHOT VHCTAINpama BIACTUTUX apTedaxaTa y dyBe-
HMM CBETCKMM MY3€j/iMa, Ha TeMy paTa BpeJy CKPEHYTH IaXKiby Ha 3aCTaK/beHy APBEHY
KYTHjy ca TBpAOKpwiILeM XapnekunoM (Harlequin beetle with airfix weapon, Ibyjopxk,
2005), xojy je beHkcu ycreo fja MogMeTHE Kao PeTyIapHO M3JI0KEH MY3€jCKU eKCIIo-

*2 Sotheby’s, 15 February 2026, https://www.sothebys.com/en/buy/auction/2023/banksy/have-a-
nice-day
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HaT y BYjOpIIKOM AMepUYKOM My3ejy McTopuje mpupoge.” VIHCTanupaHa KyTtuja je
npuMeheHa 1 YK/IOmbeHa TeK Iocie 12 faHa, a cCaTUpUYHM 0dPT HATTA3UMO Y ,JJO[JATHO]
ornpemn” Kojy je berkcn ao oBoj Tporckoj dydu — kpura MnasHor dopdeHOTr aBMOHA
ca 03HaKaMa aMepUYKIX BOjHMX Ba3[AyXOIIOBHMX CHAra, OIpeM/beHa ca YeTUPy paKe-
Te. JIaXKHY eKCIIOHAT je y caMoj KyTuju umao u otucHyt Harmmc Withus Oragainstus,
United States, Koju cap>ku CJIOTaH y BULY UTpe peunMa — ,,Ca HaMa MIu IPOTUB Hac,
[y mormmcy] CALL”.

CeaxogHesHo y pailly U pailiia c6aKogHesuua

HIpyry TeMaTcKy LienuHy y BeHKcMjeBOM aHTMpPaTHOM HapaTHMBY YMHM KPUTUKA
IITETHUX HEMOCPENHUX U [YTOPOYHMX ITOCTEINIA paTa Kao OfIyKe MOUTUYKE eInuTe
Ha CBAKOJHEBHV )XKMBOT OOMYHOT YOBEKA, IITO HEOJ0/bJBO aCOIMpPA Ha IIOMEHYTY MU-
cao Cuntuje EHIO 0 TeCHOj MCIIpeTIeTeHOCTI paBHU M4HOT 1 MeDhynaponHor. [Ipxka-
Ba Kao Bofiehu yuecHMK y CBETCKOj apeHy ¥ HOCUJIAL] HAIlMOHATHOT PaTHOT IOffyXBaTa
HeM3de)XKHO CBOjUM OJ/TyKaMa O IIpojeKIyju dromohu 3afype y HEOMUTNYKY paBaH,
OffHOCHO ITPUBATHY cdepy, a TMMe HeCBECHO 1 HeHaMepPaBaHO YBOAM MHTUMHY paBaH
CBaKO/JHEBMIIE Y NIPOM3BOJIY 3HaWa O PaTHUM jemaBamuma. CUCTEMAaTCKO Hacube
Koje ce ca GpoHTa HeM30eKHO PEHOCH Y ,[I033/[1Hy  MOMUTUYKE 3ajelHMIIe, T0jadaBa
IIPAKTUKOBambe AVCIMUIIMHCKE MONY M Y IPUBATHUM OJHOCKMA, IITO MOCTENEHO Ha-
pylIaBa >KMBOTHE pyTVHE OOMYHOT YOBEKa I pasapa APYIITBEHO TKMBO. beHKcujeBn
pajioBU cauMbeHM TOKOM HoBeMOpa 2022. rofuHe y IeT HajBUIe CTPajaIyuX Ipajo-
Ba YKpajuHe HarlallaBajy yIpaBo Taj Je0 aHTUPATHOT HapaTKBa M HAcToje Jla OCIIope
eMMCTEMOIONIKO IIPBEHCTBO 3BAHNYHOT JIP>KaBHO-BOjJHOT JVICKYPCa HaJl PATHUM UCKY-
CTBOM OOMYHOT YOBeKa.

Cepam benkcmjeBux pagosa ypaleHux Ha pymeBrMHaMa CTaMO@HNX M JPYIUX IM-
BWIHMX OdjeKaTa OMMCyje CHIOBUT ¥ HAI/U IIPeKNJ, HOPMAaTHOCTY CBAKOJHEBUIIE U
yKa3yje Ha ()eHOMEH HaBNMKaBaba BYKTMMI30BAHUX IIMBIIA HA MOHOTOHU]Y CBaKOf-
HeBHOT (DM3MYKOT Hacu/ba Y BUAY doMOapaoBatba NI IICUXIIKOT HACK/ba U IIe/I0/fHEB-
HOT I IIe/IOHONHOT MIIYeKVBaba N3HEHAIHX HEeIPUjaTe/bCKIX JiejcTaBa.” MOHOTOHM
y’Kac paTHOT MCKYCTBa HEJY>KHUX LIMBU/IA, KOje Y BeHKc1jeBoj KpUTHIM enmncreMorno-
IIKJ Tede OfI03/10 Harope, BUAMMO, Ha IIPUMeEDP, Ha Mypaly KOju IpUKasyje CTapujer
JOBeKa KaKo ce Kyma y Kagu (Man in a Bathtub, 2022), ¢ TuM IITO je caM Mypasl Tako
IO3MIVIOHVPAH Jla Ce BUAM Ja je ped O pU3eM/by Cafja HeHACTamMBe CTaMOeHe 3rpaje
IIOTIIYHO YHUIITeHe doMdapaoBameM, HOK Ce 10 JeKOpaIVjy caMor 3uzja Hacyhyje fa

>3 Banksy, HaB. fierno, p. 181; Stevens, S. Banksy Terrorises Museums and Galleries, Get a Banksy,
15 March 2020, 17 February 2026, https://www.getabanksy.com/blog-get-a-banksy/banksy-
terrorises-museums-and-galleries.

* Germain, J. Banksy Reveals Seven Murals Throughout War-Torn Ukraine, Smithsonian
Magazine, 16 November 2022, 17 February 2026, https://www.smithsonianmag.com/smart-news/
banksy-unveils-mural-in-ukrainian-town-attacked-by-russian-forces-180981130/; Guarda, M.
and Stannard, E. Banksy in Ukraine: An anti-war act through art, The Boar, 24 January 2023, 17
February 2026, https://theboar.org/2023/01/banksy-in-ukraine-an-anti-war-act-through-art/.
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je Ty HeKazia 3aycTa OuIo Heunje KymaTino.” Mypai ce mourpasa KOHTPAIyHKTOBMMA
»YHYTpa 1 ,,CIIO/ba”, jep MOCMATpad CTUYe YTUCAK Ko Ia CTOjI Y CAMOM KYTIATIITy, IIpe-
KOITyTa CTaHapa KOj ce OIYIITa y cBOjoj Kaau. [Ipukas npeceka pacronyhene yHyrpa-
urocTy SoMdapioBaHe 3rpajie Kao CBOjeBPCHOT OKBMpA 1 YjefHO HAacTaBKa Mypajla 3a-
npaBo Opuille MMArKHapHy rpanuly usmehy jaBHe 1 MHTUMHE cepe YA0OHOCTY JOMa.
KoHoTaTyBHO 3Haueme MPO3MPHOCTU UHTUMHE cepe 3axBaheHe paTHOM Tparefujom
ynyhyje Ha orobeHOCT 1 decrtoMONHOCT JbyAM HMPENmyIITeHNX Ha MIIOCT M HEMUIOCT
HaCWba, Te Ha IJIXOBY PabJBOCT YaK 1 Y AHEBHMM JIMYHVIM )XMBOTHUM HaBMKaMa.
IIpojexroBame d110MOhN Y OKBUPY IOBpaTHe CIIpere MTYHOT 1 Mel)yHaponHoOT He Mopa
YBEK JIa e OfUrpaBa y APyITBY 3axBaheHOM Opy>KaHIM CyKodoM. Y pajiy ,AMepUKaHIM
pajie usHag Hammx rasa’ (Americans working overhead, 2004), beHkcy BeoMa IMpeKTHO
KOPYICTY XeMKOIITepe Kao MeTaopy IOTEHIIMja/IHe OITACHOCTY TI0 YpYyIIaBabe C1odofe
KOje MOXKe /ja JIoHece [yTOpOYHa MIUIMTapU3alija KMBOTA Y IOCTUHYCTPUjCKIM JIeMO-
Kpatujama.”® Ped je o mocTepy Koju M3HAJ HaBe[leHOT HATIIVICA IIPMKasyje CLieHy YOKBMpe-
HY IIpBEHNM KpyroM (amysuja Ha caodpahajHu 3HaK Kojit yII030paBa Ha OITACHOCT) Y KOjOj
BUIVIMO CIJTyeTe HEeKOJIMKO 0c0da Koje y CTpaxy dex<e Off jypUIIHOT BOjHOT Xe/TNKOITepa
Koju Hanehe n3Hay wyx.” CulyeTe 03HauaBajy aHOHUMHOCT, YVIMe ayTOp YKasyje Ha BUK-
TMMM3anujy odn4HMX rpab)aHa Koje BasmyXoIUIOBY y3HEMNpaBajy Hapymasajyhy miuxo-
By CBaKOJHEBMILY, IITO MOXe Jia dyJe M anysnja Ha JIeTeH/jApHY ClLieHy 13 XITYKOKOBOT
¢unma Cesep-ceseposatiag (North by Northwest, 1959). Ilogcehama pagu, mpoTaronu-
cra kojer rmymu Kepu I'panT Hacper 1mospa, 0e3 MKaKBOT 3aK/IOHa, IIOKYIIIaBa fia M30erHe
IIO/BOIIPYIBPEJHY ABMOH KOjV I'a M3HOBA 1 M3HOBA Hajylehe ca HaMepoM Ja ra yCTpei.
JlonaTHO KOHOTATMBHO 3HaYere TOT beHkcnmjeBor paga Moxe fja Oyzie Har/alaBame oce-
haja decromohHoCTH 1 de3usnasHOCTI Koje KOf 00eCIpaB/beHNX [Ie/IoBa CTAHOBHMUIITBA
IIOCPEHO M3a3VBa IIpeycMepaBakbe jaBHIX IIPUXOJIA y BOjHE IoTpede, a HAyIITPd jaBHMX
yciIyra Koje Ou MOI7Ie I TOMOTHY MapIyHaM30BaHNM COLVja/THIM CTI0jeBIMa.
OrpaHnyeHa cepuja IPMHTOBA HACIOB/bEHNUX ,3acTaBa” (Flag, 2006) opaje moyact
KynTHoj pororpaduju us Jpyror cBerckor para [loa Posentana (Joe Rosenthal), ,,ITo-
nusame 3actaBe Ha VIBo LInmmn” (1945), kojoM je 3adenmexxno Kako HEKONTUKO aMepyd-
KVIX MapyHalla IOfiVDKe aMepUUKY 3acTaBy Ha BpXy ItaHuHe Cypndaun, HAKOH OfiCyTHe
nodefie Hajl jallaHCKOM OAOPAaHOM CTpaTelIKM 3HayajHOT ocTpBa VIBo [Inma y Tuxom
okeaHy.”® OpurnHanaHa ¢poTorpaduja mpeacTaBba jeaH of HajIIomyTapHMjuX cuMOoIa
OfIBXXHOCTM U YIIOPHOCTY aMePUYKIX BOjHUKA Y dopdu mpotuB HanusMa. Y beHkcuje-
BOj Bep3uju, pasjapeHa IpyIma rpajcke oMaaguHe ce Iee Ha HallyIITeH!, YITbeHUCAaHN
u 3aphanu ayromodui 6es TOUKOBA, JOK JiBe XKEeHCKe (urype apke aMepyudKy 3acTaBy,

> Banksy in Ukraine, November 2022: A Journey of Art, Resistance, and Silent Defiance, Banksy
Explained, 17 February 2026, https://banksyexplained.com/banksy-in-ukraine-november-2022/.
* Victoria and Albert Museum, 17 February 2026, https://collections.vam.ac.uk/item/O114068/
americans-working-overhead-sticker-banksy/.

*” Banksy, HaB. meio, p. 224.

¥ Grovier, K., Has. gero, pp. 158-159.
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II0CTaB/beHY Ha TYMMHECIIEHTHO]j IO3aIMHN BemuKor cpedpHor Mecena. I'pyma ca ay-
TOMOOWIA TTIOCMATpa OMYCTOLIEH KPajoyuK, JOK jeflaH HeH WIAH MOKYIIaBa 1a OTKIHe
K/IIMaBY aHTeHY, ITo ['poBuep TymMaun Kao CMMOOMIMYKY IIPEKIT, CBaKe KOMYHMKAIuje
ca APYIITBOM Koje je HarmycTuao oMnaauHy.” OBa mpopadyHaTa cyOBepauja Ipeasu u3
IIOYACTN Y KPUTHUKY — UCTPAXKyjyhu He caMo aMepIiKe BOjHe OAyXBaTe IINPOM II/IaHe-
e, Beh u ckpehyhu maxmwy Ha odecripaBbeHOCT 3amafgHe oMIaayHe Kop Kyhe, koja He
Ha3}pe M3/Ia3 U3 OCKyAULe ¥ CTPYKTypHE COLMjaHe MapTMHANN30BaHOCTI. 3aMEHOM
MapuHana ¢purypama odecrpas/beHe oMIaaNHe, beHKcH Kao [ja aHTUIMIINMPA HellpujaT-
Ho dybheme BehnHe AMepukaHara us ,,aMepU4KOr CHa .

Benkcujeo npuaBame BaKHOCTU PaTHOM UCKYCTBY UMjyi Ca3HajHU TOK WUJE ,0H03710
Ha rope” YBOAM 11 TeMY OTIHOPHOCTH LVBYTHOT CTAHOBHMUINTBA BUKTMMI30BAHOT HEIIPEf-
BUJI/BYBYM BPT/IOTOM pasaparba, Te BUTATHOCTY OOMYHOT YOBEKA Y IIPOHATKe by HaulHa
KaKo JIa IpeBasube ersycTeHnnjaliHy CUTYalujy y KOjy je HeBO/bHO dadeH. JefaH rpaduykn
regano MyHUMacTaky creHcn (Children on a Tank Trap, 2022), 3 moMeHyTe cepuje
Of cefiaM pajioBa ypaleHNX y Bullle YKpajUHCKUX IPajioBa, OTUCHYT je Ha deTOHCKOj dapu-
KaJJ Ha HeKaJalllbeM KPYKHOM ToKy y KujeBy, re je benkcu mckopucrio reoszieny npo-
TUBTEHKOBCKY ITPEIIPEeKY OCTaB/beHY Ha Y/IMIIM TaKO IITO je HAIlPaByO KOMIIO3MIINjy Kao fia
CY je leyax ¥ JIeBojuMIia peHaMeHym y Knankamiy.® CTeHCuT 03HayaBa jefHOCTaBHOCT
Jiednje SKMBOTHE PafloCTH, Ma y KaKO OIACHVM YC/IOBMMA Ce UTPa OflBMja, Te TUME Kao Jia
TOBOPY CTapMjuMa Jia M OHM MOPajy A M3Hal)y IICHXOJIOIIKY CHATY fja OfpyKe ONTUMI3aM
JIOK ce Tpyiarohasajy TpayMaT4HOM HAuMHY PU3NYHOT K1BOTA. CIIYHA Cy U [1Ba Mypa-
J1a KOjJ1 IIPMKA3Yjy MIajie TMMHACTIYapKe JOK Y OKBYMPY PYTMHCKOT TPEHVHIA YBexdaBajy
Ofjp>KaBarbe PaBHOTEXXe Ha TOMIIN LIyTa Iopex paspylieHe srpase (The Gymnast, 2022), ¢
TUM IITO APYTa, PUTMIYKA TMMHACTUYAPKA MMa BUJJbYUBY IIOBPELly BpaTa Kojii je OCUTypaH
MeVIIMHCKOM KparHoM (Gymnast with a Ribbon, 2022).°' Eneranuuja cToja Ha pykama Koju
M3BOIY IIPBA TYIMHACTIYAPKA VI TO Y KOHTPACTY ca IpyOuM od/mmIMMa SeTOHCKMX OcTaTakKa
pasopeHe 3rpajie, YMHM Ce a CUMOOMN3Yje XIUBOT OKPEHYT HaI/IaBauKe Vi CyTepyIle YIop-
HOCT ¥ TICUXOTIOIIKY U3JP>K/bUBOCT HEOIIXOJHY 3a IPEXXMB/baBabe CBAKOHEBNIIE Y YKpa-
junn. JIpyra rMMHacTMYapKa HacTaBjba fja BeXKOa YIIPKOC IIPeXXUB/bEHOj TPAyMI TIOBpefie
BpaTa IITO KOHOTATMBHO ymyhyje Ha KO/EKTMBHY CHAry HallajHYTOT IPYIITBa Aa ce dp3o
OIIOpaBM M HECMETAHO HACTaBY JKMBOT Y HAMETHYTMM OKOJTHOCTUMA CTIO/bHE peripecuje.

Beoma BaxaH cepujan beHKcMjeBUX aHTMPATHUX pajloBa ca TEMaTHMKOM CBaKOJHE-
BJILIe BAaHPEJHOT CTama UCIYHeHe MOHOTOHMjOM Haci/ba OTUCHYT je MIU MHCTlIUpaH
TOKOM TIpBe fiekazie 21. Beka Ha 3uay Ha 3amagHoj odamn. benkcuje nmssb je dmo fa

* Vcro, p. 157.

5 Shaw, A. Banksy in Ukraine: Seven new works appear in war-torn sites, The Art Newspaper, 14
November 2022, 22 February 2026, https://www.theartnewspaper.com/2022/11/14/banksy-in-
ukraine-seven-new-works-appear-in-war-torn-sites?utm_source=CNN&utm_medium=article.
¢' Banksy in Ukraine, November 2022: A Journey of Art, Resistance, and Silent Defiance, Has. ferno.
62 Anamusupanu paosu cy gocTynnn y: The Segregation Wall, Palestine, 2005, Banksy Explained,
22 February 2026, https://banksyexplained.com/the-segregation-wall-palestine-2005/.
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cKpeHe MelyHapoJHY maXkiby Ha JAyropodHe LITETHe IOC/TENNLe JeLeHNjCKOT U3pa-
€/ICKO-TIaJIeCTMHCKOT CyKoda 1 y Bujy AexyMaHmsyjyher yumHka suja Koju je, mpema
BEr0BOj OIleHN, ,,IIpeTBopuo [lanecTuny y Hajsehn cBeTckm 3aTBOp Ha OTBOpeHOM .
PajoBu cagpske BU3yenHO ClIOXKeHUje IpuKase ypahere y manupy trompe loeil (¢pp.
,IIPEBAPUTU OKO’), OFHOCHO YMETHMYKEe TEeXHMKe KOja KOPUCTM XUIleppeanys3aM U
IepCIeKTUBY 3a CTBapame ONTHYKE MIy3Mje TPOAMMEH3MOHATHOT IPOCTOpa Ha JBO-
AVMeH3MOHaTHOj nospuHK. Ha MypannmMa npeosmalyyjy crieHe Koje usriefajy xao jja
IoCMaTpay Kpo3 OTBOpe Ha 3U/y I/lefia IIaBo Hedo, IMelryaHe ITaxe ca MajMama Win
IJTaHMHCKe Tpefierie. UyBeH je u orpomaH rpadut Koju Ha 3uiy IpuKasyje VCIpeKu-
JaHY IMHUjy ca MaKa3aMa, IIOIyT OHe KOja CTOj) Ha aMdalaXKy Ha MeCTMa Koje Tpeda
ucehn. Ocranu pafjoBy IIpuKa3yjy Aely Kao XXPTBe )KMBOTA Y TeTy, &l U Ka0 HOCUOIIe
Hazle y dypyhe nmpesnajaBame Te ¢usmuke nope/beHocty. Ha mpumep, npukas fedaka
KOjJ HaCMe€jaH Cefiu IIpU JHY 3MJa Ca YETKOM y PYLIM KOjOM je HallpTao MepeBUHe Koje
ce IIPOCTUPY BEPTUKATHO Ka MBUIM 31/1a VIM CJIMKA JIeBOj4MIle KOjy HeKOIMKO Oa/loHa
IIOAVDKE YBIIC TAKO JIa MOXKE Jja IIPeJIeTH IpeKo 3upa. KOHOTaTMBHO 3Hauee 3ajeiHI-
KO HAaC/IMKAaHVMM MYpaluMa M CTEHCIIMMA MOXKEe Ce CBECTY Ha OHTOJIOLIKO OCIIOpaBa-
Ihe caMe MaTepyja/IHOCTY 311/ja KaO CBOjeBPCHE aHTUAPXUTEKTYPe, KOje Ce OfiBMja KpPO3
OTBapame BMU3YelTHMX MOJyca I7eflalka Kpo3 3ui. VIHcTamupame MOpyKa CyIpOTHMX
IPBOOMTHUM TIOpyKaMa IpafuTesba 31/la Kao Jla pefioyaBa T0KaTHOM CTAHOBHUIITBY
MoryhHocTM MamTama o HoBoj dysyhHoCTH.

He camo 1rto ¢y dpojuu r/odarHo mpusHATH yINYHN YMETHULY ClIefyn beHkcmjeB
npumep u gouin y [lanrectuny a ocraBe CBOj Tpar Ha 3UJy pasjBajarba, HETO Cy la/in
IOACTpPeK U NMaJIeCTMHCKMM KOJIeTMHMIIaMa 1 Kolerama praynma. Konexrusna meby-
HapOJIHA aKI[Mja Te BPCTe HUje HuMano HayeHA. OHa CymTuHCKM ocyjehyje ancomyrny
IPUPOJY CyBepeHe KOHTPOJIe HaJ je[fHOM TepUTOPMjOM ¥ Hpumnanajyhum craHOBHU-
IITBOM, TAaKO IITO MaKap Ha CUMOO/IIYKOM HMBOY — HOAYLIE Y3 II0daTHY MeANjCKy Ia-
XIbY — HAacTOju Ja o0HOBM Be3y u3Mely BemTauky K1acu(UKOBAaHUX U Pa3gBOjeHNX
rpa)ana u Herpabhana u TMe OKOH4YA YIIOTY 3Mfla Kao ,amapaTa fomuHanumje . Crora
He 4y/y IITO ¢y beHKcnja TokoM nspajie MojeAMHNX PafjoBa y3HEMUPABAIN M3PAETCKI
BOjHUIIY, ajli Ta je M3HEHAJAMO HelpyjaTaH pasroBOp Ca jefHMUM IaJeCTMHCKUM CTap-
1IeM, KOj) MY je IIOpY4MO [ JTOKAJILV He JKeJle 1a HeKO Y/IelIlaBa 3/ KOjyi OHU Mp3e 1
pexao my fa npe kyhu.* Vickpenocr IlanecTuHija moTexaa 13 BULIEeIIEHN]CKOT TIpe-
KMBJbEHOT VICKYCTBA HACWJIHE CBAKOIHEBMIIe 3aIIpaBo 1 Hifje ToMnKo nsHeHabyjyha sa
nojefuHe KpUTUIKe Teoperndape. IIpumepa paan, /IeHOH ca MOCTKOMTOHMjaTCTUYKOT
KPUTUYIKO-TEOPUCKOT CTAHOBMINTA OCIIOpaBa beHKc1jeBy BepOJOCTOJHOCT Kafia je ped
O JIOIPMHOCY AyOMHCKOM pasyMeBaiby M3PaeNCKO-MaNeCTMHCKOT CyKoda, a mocedHO
C/I0jeBUTOCTM MICKYCTBA OOMYHMX JBYAV KAO BMIIENEIIeHMjCKVUX XXKPTaBa MeXaHNM3aMa

 Parry, N. Well-known UK graffiti artist Banksy hacks the wall, The Electronic Intifada, 2
September 2005, 22 February 2026, http://electronicintifada.net/content/well-known-uk-graffiti-
artist-banksy-hacks-wall/5733.

% HageneHo mpema: UCTO.
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pomyHanuje u penpecnje.” IIpema meroBoj omeHM, KOMMKO Tof Aa Cy beHkcujen pa-
JOBU BpefHM jep ckpehy Makmy CBETCKe jaBHOCTM Ha Tparefiujy TOT CYKOda, TOMMKO
je M CTaB/bajy y ApyTM IUIaH 3aTO LITO M3a3MBajy (acLHALV]y /byONUTe/ba YINYHE U
eradnupane ymerHocTy. Ha Taj HaumH, 4ecto camm pajjoBu Kao apTedakTy BICOKe
eCTeTCKe BPeJHOCTI IOCTajy IpUMapHa CTBap, a He IOpyKe Koje OHM Tpeda fia IpeHe-
Cy jaBHOCTH, YMMe CBAKOJHEBHO VICKYCTBO BUKTUMMU30BAHOCTH IIOCTAje CEKYHIAPHO Y
OJJHOCY Ha caMy YMeTHOCT. Jlakye, ayTop U3 3eM/be IJI0daTHOT LieHTpa IpeTBapa 3uj y
aNCTPaKTHY MeTadopy YHMBEP3aTHOT 3HaUeHa, KOja Y MICTO BpeMe 3aIllpaBo He TOBOPH
HMIITAa KOHKPETHO O HACWTHOj CTBAPHOCTM 3U/ja KOjy IpojekTyje duoMoh Ha T0KamHO
CTaHOBHUILTBO.

Ma nu he geua (koja Kputtiuuky pasmuipajy) clacuttiu ceemi?

Tpehy Tematcky uenuny beHKcHjeBOr aHTMPATHOT HAPATVBA YMHE IPMKA3M Ca aCOLY-
jarmjama koje ymyhyjy Ha Moryhe nmepcrekTuBe M3nacka 13 JIaBUPVMHTA paTa Kao JpeBHe
IPYLITBEHe TIPaKce, @ 32 HUXOBO pallvIambaBambe ce Kao MpUKIagaH HaMehe momeHyTn
KoHIenT rpahancke mamre Xenpuja [lenknnca. Kap ron y apredakTima ymrdaHe yMeTHO-
ctu HanbeMo Ha cyOBep3VBHM MOTEHIVja/l 32 IPOMEHY MocTojeher MomMTHYKOr mopeTka
VI JPYLITBEHMX YC/IOBA, OH/iA OH IOPe KPUTUYKOT TIpUKasa Tekyher cramwa Mopa ja
HOCI MaKap 3aMeTaK MMaruHaluje o ToMe Kako 811 0o7by cBeT Morao ja usrnesa. Ilomrro
je MHAMBUAYyaTHa COCOSHOCT TpahaHCKe MMArMHaIMje TeCHO II0Be3aHa ca MCIPaBHIUM
pasyMeBameM BIACTUTOT HOUTUYKOT CydjeKTUBUTETA, OH/A CYy MHTPOCIIEKTHBHE IIpaKce
0 CMICTTY U CBPCHU COTICTBEHOT JIe/TATHUINTBA (Agercy) ¥ COMMTAPHOCTI Ca OCTA/IVM 4/Ia-
HOBJMa IOJIUTIYKE 3ajeIHNIIe HEOIIXOHM KOPalM Ka IIOKpeTamby KOPEHNTHX TPOMEHa.
Jleo BeHkcyjeBor yIMYHOT CTBapaallTBa Be3yje 0KMB/baBatbe rpah)aHcke MMarnHayje o
CBETCKOj momuTuiiy Oe3 pata 3a GuUrypy feteTa y KOHTPAITYHKTY Ca YyKacKMa OpY’KaHOT
Hacuba. Y YMETHOCTH ¥ KY/ITYPH YOIIIITE, Jeljd YIITABHOM CMMOO/IN3Yjy HeBUHOCT, HeV-
CKBAPHOCT, MOPAJIHY YMCTOTY, IPUPOJHOCT, CIIOHTAHOCT, MUPO/bYOUBOCT, Hafy, odeha-
be OHOTA LITO /1071a3Y, HOBe IT0YeTKe, pereHepalyjy IpyITBa, a Y ICUXOTOMKOM CMUCTY
YHYTpALIbY TTOTEHINjATT 33 MICLie/betbe U PacT, T0defly Hajl TeCKOOOM 1 OCBajarbe YHyTpa-
mer Mupa.* Taxolye, 3a fielry ce 4ecTo Besyjy pamMBOCT U KPXKOCT, T1a Cy TAKO YMETHIY-
KV IIpUKasy Jelie 4ecto Sy KopuinheHy a CKpeHy NaXKiby Ha IPYLITBEHe IpodieMe 1
noTpedy 3a 3alITUTOM YTPOKEHMX 1 CTTAdMX.

BeHKcH je KOPMUCTHO MUK [IeBOjUNIle Y BUIIE cepyjaa CTEHCUIA U OHY ce yOpajajy
Y B€TOBe HAjIONy/IapHUje PafioBe Y INPOj jaBHOCTH, a 2003. TongMHe Cy jeflHy Bep3ujy
Ha TPaHCIIapeHTMMa HOCU/IM YYeCHUIM eMOHCTpaluja IpoTuB paTa y Vpaky, unme je
CTeKJIa Ky/ITHU CTaTyC aHTMPATHOT CMMOOIA. JelaH TaKaB cepuja MoTUYe Off CTEHCHIA
HAaC/IOB/bEHOT ,,/bydas mmpema domdu” (Bomb Love, bpajron, 2003), Ha KojeM AeBojunmiia
Tp/IM aBMOHCKY O0MJY Kao fia je HbeHa OMI/beHA UTPAavkKa, a y MOjefMHNM Bep3ujama

% AprymeHTanujy onumpHo nornefatu y: Lennon, J., as. geno, pp. 115-118.
% Grizon, P. Dete, u: Re¢nik simbola, uredili Sevalije, Z. i Gerbran, A. (2009), Novi Sad: Stylos Art
i IK Kisa, str. 153-154.

1CynTypA




JEKOIMPAILE CBETCKE ITIOTUTUKE KPO3 YIMYHY YMETHOCT

¥IMa UCIPTaHO cplie u3Hay raase.” HapaBHo, Kao 1 yBek Kajla TyMaunMo beHkcujese
IIPHOXYMOpPHe 00pTe JIeHOTATUBHOT IPNKA3a, ¥ OBJle KOHOTATUBHO 3HaYeHe 3aIpaBo
OroJbyje JIOTMKY MIIMTapu3alyje X paTa Kao KaMeH4nha y BeIMKOM MO3auKy MMIIe-
pujajiHe CIIO/bHE MONMUTUKE ITOCTMHAYCTPUjCKUX TE€MOKpATHja, IETNTUMMU30BaHE Wjie-
OJIOTMjOM OYYBama U M3TPafibe TMOePATHOr CBETCKOI MMpA U CIOJOfHE TPrOBUHE.
JIpyro KOHOTaTMBHO 3HaYeHe ¥ MOITIO fla Cafp>KM KPUTUKY IITETHOT YTHUIaja Meyja
U IIOITy/IapHe KYAType Ha [JaHallibe M/Iajie HapallTaje y BUJY CeH3alMOHaIMCTUIKOT
M3BEIITaBalba 1 TPIama arpecyBHUX odpasalla MOHAlIA/ka y MPOMU3BOJe MHAYCTpLje
3adaBe, caMo pajiyu mocTusama Behe raemaHocTy M Makcummsanuja npogura. [lesoj-
YIIVHA UCKPEHOCT Yy Tp/bery doMde kao opyha yHumraBama MoXke Jja CUMOOIMYKI
03Ha4aBa U BUKTUMU3ALM)Y HOCPEICTBOM MeAMjCcKe 3/I0yIOoTpede feunje HaMBHOCTI
paju MONMUTUYKE MHOKTPUHALIMje YCMEPEHe Ha JyTOPOYHO OYyBarbe PaBHOLYLIHOCTH
JpYyLITBa IIpeMa HacU/by, T€ TUMe U paToBamy. ONTUMMUCTIMYHA KOHOTALMja CLeHe Y
K0joj meBojuna rpau domdy Ou Morna fa ce IPOTyMauM y BUAY OdeKuBama ja he y
dynyhHocTM cHara /py0aBM HOBMX HapalllTaja IIpeMa YOBEYaHCTBY YCIIETH fja Hajjada
CHAry HaroHa 3a HaCWbeM J YHMUIITaBameM APYIuX byAckux duha. CreHcnn jegHako
IOIIy/IapaH Yy jaBHOCTH, »Jlena Ha opyxjy” (Kids on Guns, 2003) Hocy y cedu crnmany
aHTHMPATHY U aHTVMIWINTAPUCTUYKY HOPYKY U npareha KoHOTaTMBHA 3Havyema.® Pey
je 0 TIpMKa3y ClieHe Y K0joj Ae4aK KOji CTUCHYTO Y3 CBOje TeI0 APKIU IIUIIAHOT Mefy
¥ JIeBOj4NMIIa Ca IIPBEHUM OaJIOHOM Y OOJIMKY CpIia, CTOje Ha BpPXY TOMu/Ie HadaljaHor
opyxja. EMmariyny Hadoj nckasaH y BUXOBOM MehycodHOM 1o0XKajy y KojeM I1efajy
jeIHO Y IPYTO TaKO Kao Jia e Y3ajaMHO Tellle, YMHY ce Aa ynyhyje Ha OTIyHY OIXpBa-
HOCT Jieduje 9ICTOTe SeCMMCIIOM Hacu/ba, CMPTI 1 pasapama. KoMIOsUIMHO pelemne
KOje JIeIly CTaBjba Ha BPX TOMJIe HadaljaHOT HeyIoTped/bIBOT OpYXKja Kao fia ITopyuyje
Jla Cy OHa CuMOOJI CBYX OHMX Koju he mpexxuBeTy mocnenmsy pat Ha 3eMsbl, Te ia he Ha
IBIMa OCTATH Jla CaMa U3rpajie HOBO, dO/be YOBEYAHCTBO.

»lleBojunna ca damonom” (Girl with Balloon, JlonpoH, 2002) npezncrasipa Takobe je-
[laH OJ] HAjIIPENO3HAT/bUBUjUX beHKcujeBux creHcuia, a npyuKasyje Ty>KHY BeBOjIMILy
KOja TIpyXa PYKy Ka danoHy y od/mKy cpiia xoju ce ypapasa.” IlojenyHe Bepsuje cy
npaheHe TekcToM ,,YBek uMa Hazie”. Jleno cumdonmsyje n3rydbeHy HEBMHOCT U Hey-
XBaT/BMBY IIPUPOAY cpehe v /bydaBy U KOMeHTapullle TyOUTAK KOjU [iella JOXKUBIbaBajy
Y 30HaMa CyKoda, Te KpaTKOTPajHOCT 1 IIPOJIA3HOCT PETKMX TPEHYTaKa PafjloCT! y Tpa-
TMYHOM Xa0Cy PaTHE CBAKOIHEBUILIE. JeAHOCTABHOCT C/IVIKE YMHM HheHY IIOPYKY YHUBED-
3Q/THO TIPENO3HAT/BUBOM, JVPHYBIIN CPIA U MOACTMYYRN pasMuIIbama O TOME IITa
LIEHMMO ¥ KOJIVKO JIAKO TO MOXKe fia u3MakHe. Y npepabhenoj Bepauju og 2005. roguse,
ucpTanoj Ha 3uay dnusy Butnejema, neBojuniia nMa BuIe daoHA KOjU CY je TIOHEN
Hasue.”” HemohHa ma nmpobhe kpos rpaHuyHu 3up, feBojuniia ce MarmyHUM odpTOM

Banksy, HaB. ferno, pp. 28-29.

Artsy, 23 February 2026, https://www.artsy.net/artwork/banksy-kids-on-guns-38.
% Grovier, K., HaB. gero, p. 131.

70 Banksy, HaB. geno, p. 139.
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U3IVDKe M3HAJ Wera i Tako nodebyje Teckody penpecuBHOCTY 1 decIiepCreKTUBHOCTI
KOjOM OfiuIlie CKy4eHM XMBOT y reToy. TuMe je KOHOTaTMBHO YKa3aHO Ha IIOCTOjame
CHaXXHe >KeJbe 1 Hafie Kof od1yHux [lasecTHala y moBpaTak y BpeMe Kafia MX HIKAKBe
dapujepe HuCy pa3aBajajie OfI BVXOBE HEKAJAIIbe 3eM/be U CyHAPOIHMKA.

benxcujeBu pajoBy He pMKa3yjy MMKOBE Jlelle CAMO Kao parbiBe YIaHOBE IPYIITBA
daueHe y paTHy HeBO/bY, HErO 1 Kao 3pesie MOpalHe fiefaTHUKe ca Mohmma rpaban-
CKe VIMarMHalyje ¥ pasyMeBama IITa Tpeda Ipefys3eTy Kako 81 ce CTUIIO IO dorber
npyurrBa. Cepujan CTEHCHUIA HACIOB/bEHUX ,3aycTaBu u nperpecn’” (Stop and Search,
Burnejem, 2007) npukasyje cIieHy y K0joj YpeHO U JIeTI0 ofieBeHa [AeBOjuMIia IIKOICKOT
y3pacTa IpeTpakyje 3ayCTaB/beHOT BOjHMKA KOjU CTOj! Y CTaBy 3a mpetpec.’' JleBojun-
IMHA PYXKMYacTa Xa/bMHA YMHY jacaH KOHTPACT ca MAC/IMHACTO3e/IeHOM YHI(OPMOM
BOjHIIKA, U¥ja ayTOMATCKa MyIIKa CTOj! TOPef, HaComeHa Ha 3y, TUIdaH deHKCHjeB-
CKU LPHOXYMOPHM OOPT Y BU/y HEOUEKMBAHO 3aMEHbEHNX Y/IOTa 3aIPaBo je CoPucTu-
[VpaHa KpUTUKA allCypAHOCTU CEKYPUTU3OBaHe M MUIMUTAPU30BaHE JIOTUKE JPrKaBe,
CXOJIHO K0j0j je CBaKO CYMIbMB jep Npe[CTaB/ba IOTEHIVja/HYy IPETIbY Ca CTAHOBMIITA
HanyoHanHe de3deHOCTH - Ia 4yak u fiete. byayhu fa je ped o pagy oTucHyTOM Ha
jemHoj srpapn y Ilanectunmy, jacHo je ma beHKCK TOM HafipeamHOM CLIEHOM Ha JaneKo
TYLUIHUjY HAYMH OT0JbYyje CBAKOJHEBHO MCKYCTBO Jielie KOja Cy Ha METY CTA/IHUX U U3-
HEHAJTHUX TIpeTpeca, HeTo fia je TaKBY 0e3deHOCHY ITpaKCy NPUKa3a0 y peanucTuIHOM
MaHMpY. Y IpeeMOTVBHOj 0e38efHOCHOj ONTHUIIN, ITa/IeCTMHCKO IeTe MOXK/ja Huje aKTy-
e/IHa IIPeTHba, A CBaKako jecte dymyha. V3 HaBeleHOT MOXKeMO fla M3BeeMO JOaT-
HO KOHOTaTMBHO 3Ha4eHe y BUJy YKa3Bamba Ha TO KaKO PyTUHM3aIMja de3deTHOCHMX
IIPOTOKOJIA [YTOPOYHO JieXyMaHM3Yyje 1 08jeKTU(UKYje TOKaTHO CTAHOBHUIITBO Hero-
BJIM TpeTUpPameM Kao HelTperneHOT N3Bopa OPOjHUX M pasHOBPCHUX pu3uKa. Maja je
KOMIIO3MI[}ja Y KO0jOj je YOIy IPOTOHNTe/ba IIPEY3eNo ieTe Kao CUMMOOTT MOpaiHe Yy-
CTOTe ¥ MMPO/bYOUBOCTH caMa o cedu y3HeMupyjyha, umHM ce nmax fa oaj beHkcmjes
Paj; caipKn ¥ KOHOTAIMjy odefie IPMCTOJHOT [PYIITBA, KOje CBOjIM M3I/IeIOM 11 Xadu-
TYCOM O/IM4YaBa JI€BOjUNIIa, Hafl XMIIEPAKTUBHYM PENPECUBHMM JP>KaBHUM allapaToOM.

Meby mypamuma koje je benkcu ypagyo y Ykpajuny, YnHM ce fja HajyIedaT/byBY-
jy IOPYKY 0 3pelocTu felle Kao aHTMPATHMX Je/aTHNKA HOCK ,1lymucta” (The Judoist,
2022), HaMepHO UCLPTaH Ha 31y jefHOT pa3pylueHor BpTiha norohexor Henpujatess-
CKMM ITpojeKTIIoM.”> Mypai npukasyje HajpeaHy cIieHy cropTcke dopde y Kojoj me-
JaK ojleBeH Y KMMOHO 3a IIyfo mpesphe Ha eha ofpacmy ocody ca pHIM Y0 Iojacom,
Koja joHexIe moziceha Ha pyckor mpencefgHuka. Amysuja Ha Bragummpa IlyTuna 3sa-
CHIBA Ce€ Ha OIIIITENIO3HATOj YMILEHNIIN I jé OH CTPACTBEHM JbYyOUTeb JyAa. Y KOHO-
TaTUBHOj paBHY, beHKCY ce TOHOBO NOUTPaBa ca HEOYEKVMBAHVIM VI [yXOBUTUM 0dpTOM
Hajyhu merery — mako cuMOOTy KpXKOCTI U PamUBOCTY — MOR J1a odeny cynepuopHu-
jer mporuBHMKa. OBJe fledak yUCTa HajBepOBaTHUje IIpefCcTaB/ba CBOj BpTuh, Koji je

" Ellsworth-Jones, W. (2025) Banksy’s lost works: On the trail of his vanishing street art, London:
Batsford, pp. 36-37.
72 Shaw, A., HaB. fieo.
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CpYIIEH OJITYKOM HeroBOT TaKMalja, a CIIOPTCKOM I0de/JOM Y PUHTY OH YCIIeBa Jia Ma-
Kap cMMOOIMYIHO Ka3HN OATOBOPHOT TyhuHIfa. Ped je u o amysuju Ha HepaBHOIIPaBHOCT
dopde nameby Jasupa (Yxpajune) u onujara (Pycuje) y xojoj modpo nodelyyje ympxoc
HaysIye OesHafiexxHNM m3rmeguma. [Todena medaka y CIOPTCKOM TaKMMYEIbY, OfJHO-
CHO Y UTPM Ca YHAIpeJ| IPOIMCAHNM ITPABIINMA 1 Y TyXy ZOOPOHAMEPHOCTH, CBAKAKO
yKasyje Ha MOpPAJIHy MCIIPAaBHOCT caMe dopde, a HAUMH Ha KOju je crmadujyu TakMuyap
OCTBapMO HEOYEeKMBAHM YCIIEX Ha IETOBY MOPAJIHY CylepuopHOCT. [ledakoBa modena
y3eTa Kao IIpeficTaBa yCIiexa MyIaJior HapalllTaja YOIIllITe, HapallTaja KojeM mpumaza Oy-
fyhHOCT 11, HOC/IEANYHO, BU3Mja )KMBOTA HAKOH paTa, CUMOOJIMYKY Ce MO>Ke IIPOTyMa-
9UTY ¥ KaO CUTHAJI 33 IOYETAK OXKMB/baBatba YHYTPAIbeT IOTEHIIMjana YKPajUHCKOT
IPYLITBA 32 UCLe/betbe U pereHepanujy.

AHanusy 3aBpllaBaM ONTMMUCTUYHUM benkcujeBum pagom ,,Bojanun Kamname 3a
HyK/IeapHO pasopyxame (CND Soldiers, 2003) kao HOpyKoM 0 MOTYhHOCTU MOpalHOT
npeodpakaja caMMX BOjHMKA KaO HEMOCPEeJHMX M3BpIINIAIA BOjHMX omepanuja. Taj
YyYBEHM CEPUjCKI CTEHCIUII IIPMKasyje CLIeHY Y K0joj sBa BOjHMKA Y PaTHOj OIIPEMU CTOje
VICTIPE] 3U/a, A IbJIXOB TeIeCHU CTaB TOBOPY A Cy Ha OOPOEHOM 3a/jaTKy M OfyIIe aT-
MochepoM HaIeToCTH 1 jake MeHTajHe ycpencpehenoctn. JJok jefan BOjHMK Apu ay-
TOMATCKY IIYLIKY ca IPCTOM Ha 0dapavy 1 4yBa ,MPTBY CTPaXKy, APYTY YeTKOM Ha Uy
ucnprasa MehyHapogau cumdon Mupa pBeHoM dojoM (y ApyruM Bepsujama demom do-
jom).” Taj omurrenpuxsahenn cumdorn je mpBodutHO d11o amdnem bpuraHcke kaMmmame
3a HyK/IeapHO pasopyxawe (British Campaign for Nuclear Disarmament — CND), na
OTYZa U HAC/IOB OBOT CTEHCIIIA, KOju je MHCTamipaH 2003. TofyiHe y HerocpefHoj dmy-
3uHM bpuraHckor mapramMeHTa y CK/I0Iy MaCOBHUX IIPOTECTa IPOTUB KOHTPOBEP3HOT
ydemha Bemke bpurannje y nnBasuju Ha Vpak. beHkcn 3Haueme 1 TOT pafa 3aCHU-
Ba Ha MPOHNYHOM 08pTy. Haopy>kaHy BOjHMIIM KaO HOCHOIIM JAP>KaBHOT PeIIPecHBHOT
arapara II0jaB/byjy ce Y HeOYeKUBaHOj, CYIIPOTHOj Y1031 Ipah)aHCKMX aHTUMPATHUX aK-
TUBICTA U BaHJAJIA, KOjJ KPUIIOM 132 cede 0CTaB/bajy CMMOOI OIIpeyaH upeamy BojHe
npodecnje. Mazia Ha IpBY ITOMMCa0 IIpBeHa d0ja Koja KaIbe ca McLpTaHor MehyHapon-
HOT CMMOO0/1a MIpa acolLupa Ha CTpajiamba Koja oHocK ydenthe y dopdu, umHm ce fa ce
Y OBOM C/Ty4ajy LIPBEHO HajBepOBAaTHMje UIIAK KOPMUCTY Kao CUTHAT Y3dyHe, Kako du ce
CKpeHy/a aXia jaABHOCTY Ha CTaB BOjHMKA. KOHOTaTMBHO 3Hayeme Koje ce caMo II0
cedu Hamehe je Ia ce MWIMTapU3alVja ¥ MHTEPBEHIMOHNCTIYKA OJIUTHKA HE Y3UMajy
3[IpaBoO 3a TOTOBO YaK HU YHYTap [AP>KaBHOT PEIPEeCUBHOT alapara, IoroToBO nMajyhn
y BUAY /ia Cy BOjHMIIM Kao IIyKy M3BpIunony Hapebhemwa rakobe BUKTMMM30BaHU TUM
MCTUM dOpOeHMM omepanyjama y KojuMa y4ecTBY]Y, jep 4ecTo TMHY, IOCTajy UHBATIN
VM ICUXUYKY 0007beBajy. TajHOBNUTa TPUpOJIa TOT BaH/ANICKOT YIMHA MOJKe Jla O3Haya-
Ba 1 MOpa/Hy pacronyheHoCT BOjHMKa, Koji cy pasanery usMely ske/be 3a ocTBapermeM
€T3JCTEHIMja/THE CUTYPHOCTH, KOjy Y PeLleCMOHMM BpPEMEHMMA Jlaje aHTa)KMaH y BOj-
ciy, 1 ypoheHe MyposbyOMBOCTY ¥ HOPMAJTHE TeXIbe 32 apupMaTVBHUM BPELHOCTIMA
Y )KUBOTY.

73 Banksy, HaB. geno, pp. 230-231.
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3akmwyuak: pexymanusayuja kpo3 6anganuzayujy Heonudepante
euUCleMonIouiKe xeileMoHje

Benkcy Ou Ha OBOM MeCTy BEPOBATHO IITYPO 3aK/bY4lO Y IIPEIO3HAT/BUBOM MPO-
HIYHUM MaHMPY, Kao IITO je TO Beh yauuno 2011. rogune Ha ynuiama JlonjoHa, nc-
mucyjyhn cnepehe: ,Kama du rpadury nimra Mormm ma mpomene, craBuam Ou MX BaH
3aKoHa”.”* YKO/MMKO IO CTPAaHM OCTaBMMO HeM3deXaH CIOp MPONCTEKAO0 U3 PasINyy-
TVX HAayYHVX U CBAKOJHEBHMX CXBaTama ,IIPOMeHe , OBa aHa/IN3a yIyhyje Ha MOTBp-
JlaH OJITOBOP, HAPABHO Y3€T Y YCIIOBHOM cCMUCTY. VIcuTuBambe crijieTa JeHOTaTUBHUX U
KOHOTaTMBHMX 3HaYea beHKcujeBux pajioBa ca paTHOM TeEMAaTMKOM II0Kasyje [ja OHI
IOCeNyjy CyOBep3MBHMU €MMCTEMOIOMIKY ¥ eMAaHIUIIATOPCKN TIOTeHIMjaT 32 JUCKpe-
AUTALYjy JOMMHAHTHMX HapaTMBa HACTa/IMX Y CK/IOIY 3BaHMYHE NIPOM3BOJIbE 3HAIbA
0 paTy Kao eHoMeHy cBeTcke nonutuke. bynyhu fa je omaBHO eradmipan y momymap-
HOj KYITYpy, HOCK Y cedn paspab)eHy KpuTuuKy pedekcijy o yHUBep3aTHuM mpodie-
MJMa CaBPeMEHOT IPYLITBA U I7I0dANHO je IpaheH mocpecTBOM APYIITBEHNX Mefuja,
BeHKcujeB aHTHpaTHM OIYC, OO/MMKOBAH CHAXHUM apTUBUCTUYKUM OIIpefie/berbeM, Ha
yTHIajaH HauVH je YK/bY4eH Y Ipoliec (pe)IpofyKIyje APYLITBEHNX 3HaUYeha O CTBap-
HOCTY CBETCKE TIO/TUTHUKE.

Y KpUTHIIM TeCHe NOBE3aHOCTY HeoNMMdepaTHUX KasHEHMX eKCIeAMINja U MaK-
cuMamsalyje npopura MyITMHALMOHATHUX KOPIIOpalyja ¥ BOjHE MHAYCTpuUje 1
Y YKasuBamy Ha IITETHe IOCIefNIle PaTa Ha CBAKOJZHEBHY JKMBOT OOMYHOT YOBEKa,
benkcn je y 3Ha4ajHOj MpelHOCTM y ONHOCY Ha IIPOKasaHe mainstream Mepuje, jep
TO YMHM HA Ha4YMH IPUjeMYMB OOMYHUM JbYAUMA. BeHKCHU ce NyXOBUTUM M JTyLVJ-
HJM KOMeHTapyMa 003HambeHNM Y CTeHCUINMA IPUK/bY4yje Aujanory nsmehy gemoca
Y BJIACTM O CBETCKOj MOUTULY M TO HE KaO INPETEHIVIO3HN IICEyJOMHTENEKTyaTHI
KOMEHTAaTOp CBOT 1003, HETO Ka0 ,jeflaH off Hac . AHa/IM3MpaHa 3HaYebCKa je3rpa y
AHTUPATHOM JleNly YKYNIHOT BeHKcujeBor omyca OTeI0TBOpEHa Cy Y yIaj/bUBUM JIA-
KOBUMa I ClieHaMa jeJlHOCTaBHUX eCTeTCKO-IpadMUKUX pellerba, Ma ce MOoCMaTpay
MaKIIe aCOLMjaTUBHO IIOBE3Yje Ca 3HaYemMa ayTOpOBe IIOPYKe U MPENO3Haje Hheros
IO3YB JIa C€ YK/bYYM U Jla MM IIPUMIO/ia BIACTUTO 3HAYeHe. Y TONMMKO Ce M PasUrpaH
BeHkcujeB XyMop — Ma KONMKO HeKafia 010 IIpH M/ ancCypAaH — MOXKe pasyMeTn y
bYHKIMjU ocurypama Jakile MpujeMYMBOCTY 3HaUeha HberoBUX nopyka. Kpos cmex
II0CTajeMO OTBOPEHUjY 32 MHTEPAKIIN]Y Ca OCHOBHOM ITIOPYKOM KOja MOX/a JOBOJM Y
NUTakbe HAIly IMYHY MepCIeKTUBY, CTBapajyhn 1BOCIOjHO MCKYCTBO KOje IOACTIYE I
yXKnBame U pasMuirbame. CydBep3aNBaH eNUCTEMOIOMKY oTeHIMjan benkcnjeBor
aHTMPATHOT OIyca Ce OI/Iefla Y CHAKHOM HOICTHULA]y yIyheHOM /ey CTaHOBHMIITBA
Koju He mocehyje ranepuje u Myseje ja pa3MIC/IN U PasroBapa 0 KOHTPOBEP3HUM II0-

74 Ped je 0 mapadpasy crapor aHapxucTudkor cinorana Eme lonaman - ,,Ako du racame uimra
MOITIO Jia TIPOMeHM, CTaBuaM Ou ra BaH 3akoHa. Hasemeno mpema: The World of Banksy, 1
March 2026, https://theworldofbanksy.de/multimediaguide/en/portfolios/if-graffiti-changed-
anything-2/.
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clIefuIiaMa HeomMOepalHNX UMIIEPUjATHUX PaTOBa, KOji MOMjeHAKO BUKTUMUSYjy
CTAaHOBHMINTBO I70danHe nepudepuje 1 MapriHAIN30BaHe CI0jeBe 3aIAfHNX APY-
1TaBa. Y OKOTHOCTMMA KajJia HOBA IIOKOJIEha Y IOCTUHAYCTPUjCKUM IIONMapXujaMa
Kpacy CTaB INOAUTHUYKE alaTuje, IPOBOKATUBAaH beHKcujeB KpUTULIM3aM OIMIIE jOII
BehoM BaxxHomhy, jep HacToOju Ja TPrHe AeMOC U3 JIeTapruje U Y beMy OXMUBU CTPACT
3a KPUTUYKUM PasMUILI/bAIbEM.

Moro du ce pehn pa je xanmranusam Beh ofaBHO y3Bpatyo ypaparl beHKcHjeBoj
CUCTeMaTUYHOj U JOCTIeHOj KPUTHUILIM U TO, TAKOpehN, HaCMTHOM MOHETU3ALjOM He-
TOBMX pajioBa Ha TPXKMIUTY yMeTHMHA. PamoBu cy dbakTuuky ckupany (KpajeHu) us
jaBHOT ITpOCTOPA fja 011 TOCTaNy fleo IPUBATHUX MM Ta/IepUjCKMX KOTeKI[Mja HaMembe-
HUX IIPOJIajH, JOK Cy IOjeIMHN PajloBU JIETUTUMHO OTKYI/bMBAHMU OJf BIACHMKA MMO-
BJHE Ha K0joj je beHkcy mHCTampao crercnre.”” Ha mpyMep, BIaCHUK jefHOT LITaH/A
y JloHzoHY 1pofao je 31p APBEHOT KMOCKA Ha KojeM je duo ypabhen rpadpur WHAT?
3a xwpagy QYHTH, Koju je motoM dmo mpenpogpar 3a 250.000 ¢pynTn.”® Maja Hukaja
HIje XTeo fla IOTBPAY ayTOPCTBO TUX YIMYHMX apTedakara, benkcn je sampaBo cam
YIIao y rajiepujcKe MpoCTOpe M OCTBAPMO OTPOMHE M3HOCE Y IPOJIaji CBOjUX Jle/la Ha
IUTATHY, IPMHTOBA 1 MHCTA/MAlMja CTBOPEHNUX YIIpaBo 3a Ty cBpxXy.” Vmak, Kako olle-
wyje Cadpuna Jlerypk (Sabrina DeTurk), roBoputu o BenkcujeBom edexry, duno na
ce MOCMATpa Kao MO3UTVBAH W1 HeraTHBaH pasBoj forabaja, y KOHTEKCTy paTa, IOJM-
TUYKIX IIPeBUpatba M IyONUTKA )KMBOTA MOXKe M3ITIEIATI Kao TPUBUjaIM3alMja BaXKHe
yI10Te KOjy je yIMdHa YMETHOCT ofurpana y ocnodabhamy rimacosa byam biuckor ncroka
TOKOM BpeMeHa rpal)aHckmx peBomynuja i mpomena.” IJocMaTpaHo ca KpUTIYKO-TeO-
PMjCKOT CTAaHOBIINTA, KPajiba CBPXa HAYYHOT Ca3Haba HMje CaMo IIeIOBUTO pasyMeBa-
Ibe paTa y KOHTEKCTY HheroBe Y/IoTe Y OfjpKaiby MeXaHM3aMa JOMMHaLMje U penpecuje,
Beh ocnodabame off MOMUTUYKMX CTPYKTYpa IIPOMEHOM JPYILITBEHE CTBapHOCTHU. buto
Oy mry3opHO OuyeKMBaTH [ja, Ma KOMMKO €CTeTCKM YCIIeJIa, HOIy/IapHa Jeja yIudHe
YMETHOCTM HEITOCPEJHO M3a30BY IIOIMTIYKE U APYIITBEHE IpoMeHe. EManmMmaTopckn
CydBep3MBHU MOTeHIMjal beHKCHjeBOT aHTMPAaTHOT CTBapajIalliTBa OIJIefia Ce 3aIpaBoO
Yy HOBOM IIOJbY jaBHEe KpUTIMUKe pedieKcrje O CBPCUCXOZHOCTY U MOPAIHO] BpeIHO-
CTM paTa Kao CPefiCcTBa CIIO/bHE MONTIKE, KOje OHO OTBapa Kako Ou ce n3derao dydan
mainstream MeIMjCKM ,ITyM yCMepPeH IIPOTHB apTyMeHTOBAHOT NH(OpMICcama odud-
HoOT rpah)aHMHa 1 pas3Boja WHErOBUX CHOCOOHOCTM KPUTHYKOT MUIIbEHA. SHAYCHCKO
je3rpo aHTHpaTHOT beHKcujeBor crBapanamTBa OTKpUBa EMaHIMIIATOPCKI IOTEHLIMja
TIOBOJbAH Jia MIOCTY>KM U KaO HEKOHBEHIIMOHA/THO BU3YETHO YYU/IO Y YHUBEP3UTETCKUM
HaCTaBHUM IPOTpaMyMa IPUKIAHO 3a Tyd/be pasyMeBarbe CBETCKe OIUTIKE U BbeHNX
PasHONMMKMX yTHIIaja HAa CBAKOJHEBUILY.
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78 Videti opSirnije argumentaciju u: DeTurk, S. (2015) The “Banksy Effect” and Street Art in the
Middle East, Street Art and Urban Creativity, 1 (2), pp. 22-30.
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DECODING WORLD POLITICS THROUGH STREET ART
SUBVERSIVE POTENTIAL OF BANKSY’S CRITIQUE OF WAR

Abstract: The paper explores the semantics of street art in the context of its sub-
versive epistemological and emancipatory potential for challenging dominant le-
gitimised narratives created as part of the official production of knowledge about
war, as a means of new imperial i.e. neoliberal foreign policies. Banksy’s anti-war
street art is analysed as a popular and subversive example that challenges official
war narratives. This analysis is grounded in the critical theory of internation-
al relations, which seeks emancipation and advocates for the elimination of war
through intellectual and moral advancements in world politics. The author con-
ceptualises war as an optimal means to maintain the (neo)liberal international
order in the ongoing crisis of late capitalism, and a key driver that strengthens
the mechanisms of dominance established on the battlefields and extended over
the entire society. The analysis has been carried out in two methodological steps:
firstly, a description of the explicit construction of meaning is given, and second-
ly, connotative meanings are interpreted. The author has first examined Banksy’s
anti-war works with narratives that expose the nature of imperial war enterpris-
es as regular means of foreign policy that are instrumentalised for maximising
the profits of multinational corporations and the military-industrial complexes.
The second part of the analysis has focused on Banksy’s works that criticise the
harmful long-term consequences of war on everyday life of ordinary people. In
the third part, the author has delved into Banksy’s reflection on plausible paths
of escaping the labyrinth of war. The author has concluded that the core meaning
of Banksy’s oeuvre dedicated to war criticism reveals an emancipatory poten-
tial sufficient to stimulate anti-war reflection, public debate and civil action, also
providing a sort of unconventional visual educational tool suitable for a deeper
understanding of world politics.

Key words: war, world politics, critical theory, street art, artivism, Banksy
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Abstract: This article examines “Watchmen” by Alan Moore and Dave Gibbons
as an artistic reflection of the nuclear politics and strategic imagination of the fi-
nal phase of the Cold War. Combining contextual analysis, qualitative analysis of
the authors’ statements, and narrative-interpretive analysis, it situates the graphic
novel within the transformation of US nuclear strategy during the Reagan admin-
istration. The analysis demonstrates that nuclear anxiety is not merely a political
backdrop to “Watchmen”, but a fundamental organising principle of its narrative.
Particular attention is devoted to Dr. Manhattan, whom Moore explicitly asso-
ciated with the atomic bomb and whose existence transforms the Cold War bal-
ance of power. Building on this analogy, the article establishes a structural parallel
between Dr. Manhattan and the Strategic Defense Initiative (SDI): both embody
the promise that technological superiority can reduce strategic vulnerability, while
simultaneously revealing how the pursuit of near-absolute security may generate
new insecurity and deepen the security dilemma.

Key words: “Watchmen”, Ronald Reagan, nuclear deterrence, Strategic Defense
Initiative (SDI), security dilemma, nuclear anxiety, popular culture

Can you imagine when this race is won
Turn our golden faces into the sun
Praising our leaders, we’re getting in tune
The music’s played by the MAD men

Alphaville
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Introduction

hen British writer Alan Moore and artist Dave Gibbons began publishing
W Watchmen for the American publishing house DC Comics in May 1986, the

Cold War - although the world was not yet aware of it - was entering its
final phase. Moore, by then already recognized as one of the most innovative figures
in British comics, and Gibbons, an experienced artist who had worked on both sides
of the Atlantic, used the American superhero tradition as a framework for a story that
subjected the genre’s established conventions to radical scrutiny. Published in twelve
issues between 1986 and 1987,' the series placed its masked heroes in an alternative
version of the United States where, behind the fagade of the seemingly traditional
conventions of the superhero world, the prospect of nuclear war with the Soviet Union
was rapidly looming. By the time the final issue appeared in October 1987, Watchmen
had turned the superhero universe upside down, transforming it into a narrative
laboratory for exploring political power, responsibility, and the nuclear anxiety that
marked the final phase of the Cold War.

Watchmen is at once a detective story, a deconstruction of the superhero genre, and
a political allegory. Set in the aforementioned alternative version of the United States
during the final phase of the Cold War, the narrative follows a group of masked vigilan-
tes as they investigate the murder of one of their former comrades. Rather than idealized
protectors of humanity, Moore and Gibbons portray flawed, morally ambiguous, and
often deeply troubled heroes, thereby challenging the very idea deeply rooted in the
American political imagination: that extraordinary power offers a means of resolving
complex political and social problems.

At the level of political allegory, nuclear anxiety and the paradox of Cold War nucle-
ar deterrence constitute one of the central motifs of Watchmen. Although Moore and
Gibbons set their narrative in an alternative reality, they use it to bring into sharper re-
lief the web of political and security contradictions in which America and the world be-
came entangled during the 1980s. Counterfactuality in Watchmen is not an end in itself.
Rather, it serves as an instrument for amplifying the madness of the nuclear age, above
all by illustrating “both the logical outcome and the political obsolescence of Cold War
strategies of total domination.” Initially present primarily as a subtext of the graphic
novel, nuclear fear becomes increasingly explicit as the narrative unfolds, ultimately
revealing itself as the driving force - the causa prima - of the entire plot.

Today, Watchmen is regarded by critics and readers alike as one of the most influ-
ential works in the history of comics, yet its enduring significance rests on more than
its artistic innovation. Above all, it stems from Moore and Gibbons’s ability to identify

' Watchmen,” Watchmen Wiki, Fandom, accessed August 25, 2026, https://watchmen.fandom.
com/wiki/Watchmen.

* Youngquist, P. (2013) Stats of Exception: Watchmen and Nixons NSC, Postmodern Culture
Vol. 23, No. 2, accessed August 25, 2026, https://www.pomoculture.org/2015/07/08/stats-of-
exception-watchmen-and-nixons-nsc/.
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and explore one of the fundamental paradoxes of the atomic age: extraordinary, even
near-absolute power does not necessarily produce greater security.

The aim of this article is to read Watchmen as an artistic reflection of the nuclear
politics and strategic imagination of the Reagan era, and to interpret Dr. Manhattan
- the graphic novel’s central character - as a narrative equivalent of the atomic bomb
whose political and strategic function can also be understood through a structural
analogy with the pursuit of near-absolute security embodied in Reagan’s Strategic
Defense Initiative (SDI). Building on this reading, the article examines how Moore
and Gibbons use Watchmen to expose the paradox inherent in nuclear deterrence
and technological superiority in the arms race: absolute power does not necessarily
produce absolute security but may instead intensify mistrust and deepen the security
dilemma.

The methodological framework combines contextual analysis, qualitative content
analysis of authorial statements, and a narrative-interpretive analysis of the work itself.
The contextual analysis reconstructs the political, strategic, and nuclear environment
in which Watchmen emerged, with particular attention to the Reagan administration’s
nuclear policy, the logic of mutually assured destruction (MAD), and efforts to move
beyond it through the SDI. Qualitative content analysis is applied to selected interviews
and other relevant statements by Alan Moore and Dave Gibbons, identifying and ex-
amining their explicit references to Reagan’s America, nuclear fear, power politics, and
the political implications of superheroes. Finally, the narrative-interpretive analysis of
Watchmen focuses on key motifs and narrative patterns associated with nuclear de-
terrence, strategic vulnerability, and the search for a way out of the logic of MAD. By
bringing these three analytical levels together, the article develops the proposed read-
ing of Dr. Manhattan as a narrative equivalent of the atomic bomb and explores the
structural parallel between his political and strategic function and Reagan’s pursuit of
technologically enabled defense embodied in SDI, without attributing this interpretive
analogy to the authors’ explicit intent.

The contextual analysis will draw on historical sources, primarily Cold War stra-
tegic documents and statements by relevant political actors, as well as academic lit-
erature on nuclear deterrence and SDI. The qualitative content analysis of authorial
statements will be based on a purposive sample of thirteen interviews with Moore
and Gibbons, selected for their relevance to the research focus - specifically, the
presence of statements concerning the political context in which Watchmen was
created, Reagan’s America, nuclear fear, power politics, and the implications of su-
perheroes. Authorial notes published in various collected editions of the series will
be used as supplementary material for this analysis. Finally, the narrative-interpre-
tive analysis will draw on the Watchmen graphic novel itself as the primary source
for identifying and interpreting the key motifs and narrative patterns relevant to the
research focus.
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The ninth art and nuclear fear

Unlike other military threats of the twentieth century, nuclear war - apart from the
bombings of Hiroshima and Nagasaki (whose devastating effects, despite their terrifying
scale, were geographically confined) — has remained outside humanity’s direct experience.
For decades, understandings of what a large-scale nuclear conflict might entail were there-
fore shaped primarily by expert assessments, theoretical models, and projections of its
potential consequences. Yet a considerable gap remained between expert understanding
of the strategic principles of nuclear warfare and the logic of MAD, on the one hand, and
the ways in which the broader public imagined the possible consequences of nuclear war,
on the other. That gap had to be filled with tangible images and narratives of what such a
conflict might actually look like. Popular culture largely provided them. Literature, film,
television, radio, music, and comics offered audiences an entire repertoire of visions of
how nuclear war might unfold, what consequences it might leave behind, and ultimately
whether - and how, its apocalypse could be survived. Through the proliferation of such
representations, popular culture became one of the principal mediators through which
societies imagined nuclear war and the world that might follow “the day after.™

From the very beginning of the Cold War, Western popular culture developed a fas-
cination with the atomic bomb and the prospect of nuclear destruction. The scale of this
preoccupation is particularly evident in film, but also in literature and comics, where
the sheer number of works that directly or indirectly reflected the nuclear Zeitgeist is
virtually impossible to establish with any certainty. The nuclear threat permeated films,
novels, novellas, short stories, comics, and various forms of popular and pulp fiction,
appearing across a wide range of genres and subgenres. The atomic age thus gave pop-
ular culture not merely a new subject, but an entire repertoire of motifs, fears, and im-
agined scenarios that would captivate audiences throughout much of the Cold War.

Within this extensive and generically diverse body of work, three broad narrative pat-
terns can be identified through which popular culture gave shape to the nuclear threat:
the Red Alert narrative, the Macabre narrative, and the post-apocalyptic narrative.*

The first pattern takes the form of the Red Alert narrative, in which the plot revolves
around a nuclear crisis that has not yet escalated into open conflict but is rapidly push-
ing the world toward the brink of self-destruction. Its dramatic structure is driven by

> For a more detailed discussion of the role of popular culture in shaping representations of

nuclear war and its aftermath, see Ajzenhamer, V. (2024) Celuloidna apokalipsa: Kako je Amerika
naucila da brine i da se plasi A-bombe, Belgrade: Sluzbeni glasnik; Ajzenhamer, V. It’s a mad, mad
post-apocalyptic world: Popularna kultura u sluzbi nuklearnog odvracanja, in: Geopoliticki interesi
velikih sila i strateska bezbednost malih drZava, eds. Kopanja, M. and Ajzenhamer, V. (2022),
Belgrade: University of Belgrade — Faculty of Security Studies, pp. 28-65.

* The three narrative patterns employed in this paper were mapped in the course of the author’s
previous research on representations of nuclear threat in popular culture, which also provides
a detailed account of the methodology used for their identification and classification. See
Ajzenhamer, V. (2024), op. cit.; Ajzenhamer, V. (2022), op. cit.
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the escalating crisis: communication between the opposing sides becomes increasing-
ly difficult or breaks down altogether, the space for rational decision-making narrows,
while the actions of political leaders, military commanders, intelligence agencies, or, in
some variants, computer systems may trigger a chain of events leading to open nuclear
conflict. Intercontinental ballistic missiles, strategic bombers, and nuclear submarines
are placed on alert, while the protagonists struggle to halt the machinery of escalation
before the crisis passes the point of no return.

The second pattern takes the form of the Macabre narrative, or narrative of destruc-
tion. Unlike the Red Alert narrative, in which nuclear catastrophe remains a threat that
can still be averted, here the critical threshold has already been crossed and nuclear war
or disaster becomes a reality. The focus of the narrative shifts from preventing conflict
to confronting its immediate and devastating consequences: mass casualties, the de-
struction of cities, environmental devastation, and the collapse of the conditions that
sustained the existing way of life.

The third pattern is the post-apocalyptic narrative, which shifts attention to “the day
after” and the struggle for survival among those who have endured a nuclear catastro-
phe. Unlike the Macabre narrative, its primary focus is not on the act of destruction it-
self or its immediate consequences, but on life in a world irreversibly transformed by it.
Survivors must contend with radiation, shortages of essential resources, the collapse of
political and social institutions, violence, and various forms of civilizational regression.
Nuclear catastrophe, then, does not mark the end of the story but its beginning: a point
of departure for imagining the social and political orders that emerge from the ruins of
the old world.

Each of the three narrative patterns rests on a distinctive set of motifs that shape how
the nuclear threat is represented.’ For the purposes of this article, the focus will be on the
Red Alert narrative, since, as will be shown, Watchmen itself falls within this pattern. Its
internal structure is organized around three interconnected motifs: fear of the Other,*
the problem of human rationality, and technological fatalism. The first associates the
nuclear threat with an enemy beyond national borders, constructed simultaneously as
politically, ideologically, and culturally different. In the Cold War context, the Soviet
Union primarily occupied the position of the Other.” Popular culture may reproduce
and legitimize this image, but it may also challenge it by portraying fear of the enemy
as a product of mutual distrust, ideological representations, and Cold War prejudices.

> See: Ajzenhamer, V. (2024), op. cit., pp. 89-91.

¢ For more on the concept of Otherness, see Wendt, A. (2014) Drustvena teorija medunarodne
politike, Beograd: Univerzitet u Beogradu - Fakultet politickih nauka, p. 195; Neumann, I. B.
(2011) Upotrebe Drugog - ,Istok“ u formiranju evropskog identiteta, Beograd: Sluzbeni glasnik
and Beogradski centar za bezbednosnu politiku; Harle, V. (1996) Otherness, Identity, and Politics:
Towards a Framework of Analysis, The European Legacy Vol. 1, No. 2, pp. 409-414.

7 For more on the construction of Russia and the Soviet Union as the Other, see Hofbauer, H.
(2017) Slika neprijatelja - Rusija: Istorija jedne demonizacije, Beograd: Albatros plus; Neumann,
L. B. op. cit., pp. 117-125.
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The second motif concerns the problem of human rationality and the ability of political
and military actors to avoid crossing the nuclear threshold even at moments of extreme
crisis. In more optimistic versions of the narrative, reason serves as the final barrier against
catastrophe: communication is restored, miscalculations are corrected, and the machinery
of escalation is halted before it produces irreversible consequences. More pessimistic var-
iants, by contrast, emphasize the limits of human judgment and the possibility that fear,
ideology, misperception, or miscalculation may override rational decision-making, caus-
ing the Red Alert narrative to turn into a narrative of destruction. Closely related to this
problem is the motif of technological fatalism, rooted in the assumption that technological
systems designed to provide security may simultaneously narrow the scope for human
decision-making and diminish the ability to control the consequences of their use. In the
nuclear context, technological progress thus acquires a paradoxical character: means de-
veloped to enhance defensive capabilities simultaneously create the possibility of total de-
struction. It is at the intersection of these three motifs that Watchmen enters the tradition
of the Red Alert narrative, while adapting it to the distinctive logic of the superhero genre.

The ninth art played a significant role in shaping the nuclear imagination of the Cold
War. European comics engaged with the nuclear threat through all three of the narra-
tive patterns outlined above, but found particularly fertile ground in the post-apoca-
lyptic narrative, with stories set in worlds that had survived nuclear war or some other
catastrophe of civilizational proportions. During the Cold War, the European comics
scene produced notable series such as Enrique Romero’s AXA, Moore’s V for Vendetta,
and Hermann Huppen’s Jeremiah, alongside the post-apocalyptic works of Philippe
Druillet. Although differing in their aesthetics, visual styles, and political messages,
these comics share an interest in the social and political consequences of the collapse of
the existing civilizational order.?

Across the Atlantic, American comics added another dimension to representations
of the nuclear threat, largely because of the superhero genre’s dominant position in the
US market. Beyond the question of whether a story unfolds before, during, or after a
nuclear catastrophe, superhero comics also explore the nature of nuclear power itself
and the consequences of possessing it. This engagement with nuclear themes in Ameri-
can comics can be broadly divided into two metanarratives: an affirmative one, in which
nuclear energy becomes a source of extraordinary abilities used to protect society, and
a critical one, in which that same power becomes a source of threat and destruction, or
produces abilities that challenge the existing order.’

The affirmative metanarrative became particularly prominent in superhero comics,
where fear of the atomic bomb and fascination with the possibilities of nuclear energy
converged into a distinctive imagination of power. Radiation, atomic experiments, and

¢ See Ajzenhamer, V. (2022), op. cit., p. 41.

° See Fernandez Sanchez, J. (2022) “Atomic Motifs in the Superhero Comics of the Atomic
Age”, Tebeosfera: Cultura Grdfica, No. 21, accessed August 26, 2026, https://www.tebeosfera.com/
documentos/motivos_atomicos_en_el_comic_de_superheroes_de_la_edad_atomica.html.
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technologies associated with Cold War competition became recurring sources of su-
perhuman abilities. In the United States, where DC and Marvel dominated the market,
the atomic age thus provided a powerful impetus for the further development of the
superhero genre. DC’s Captain Atom, the Atom, and Firestorm offer direct examples
of this nuclear imagination, while during the first half of the 1960s Marvel incorporated
nuclear and Cold War themes into the origin stories of an entire generation of its most
iconic characters. As Matthew Costello points out, of the ten new Marvel characters
created between 1961 and 1964, eight either acquired their powers through radiation or
had origins directly linked to the specific circumstances of the Cold War.'’ The Hulk, for
example, is created by the explosion of a gamma bomb; Spider-Man acquires his abil-
ities from the bite of a radioactive spider; and the origin of the Fantastic Four directly
reflects the dynamics of the space race." As Rui Lopes observes, “The zeitgeist reached
the comic book industry, where creators drew on tropes from the most popular genre —
superhero adventures — to deliver exuberant, symbol-laden tales.”"*

In this context, American comics, and the superhero genre in particular, can be said
to have approached the nuclear question far more optimistically than either European
comics or American film. In the stories of DC and Marvel, the bomb performed an
almost alchemical function. In the real world, it threatened to reduce human beings to
ashes; in comics, it transformed them into gods. Much of American Cold War comics
rested on the premise that atomic power could be tamed, harnessed, and turned into
an instrument of protection. Radiation brought not death but transformation; nuclear
energy marked not the end, but the beginning of an adventure. Even post-apocalyp-
tic comics outside the superhero genre, despite their pronounced anthropological pes-
simism and depictions of devastated worlds, never entirely abandoned this logic. On
the contrary, they too created heroes whose exploits sustained the belief that humanity
could survive, adapt, and find a way through the ruins of the atomic age.”

In this sense, Watchmen can be read as a hybrid of the classic Red Alert narrative and
a critical interrogation of the affirmative logic of American superhero comics, according
to which extraordinary power, including power derived from nuclear energy, can be har-
nessed to protect society and provide security. Moore and Gibbons adopt the basic dra-
matic structure of the Red Alert narrative — a world confronted with an escalating interna-
tional crisis and the prospect of nuclear war - but transpose it into a superhero universe
in which a single actor possesses power capable of radically altering the existing strategic

1 Costello, M. J. (2009) Secret Identity Crisis: Comic Books and the Unmasking of Cold War
America, New York: Continuum, p. 62.

"' For a detailed overview of Marvel’s nuclear and radiation-related superheroes, see Scott, M.
(2021) The Periodic Table of Marvel, London: Dorling Kindersley Limited, pp. 8-15.

2 Lopes, R. (2019) “must we all remain helpless?’: Superman vs. the Nuclear Threat in the Late
Cold War”, ImageTexT: Interdisciplinary Comics Studies, Vol. 10, No. 2, p. 5.

3 For example, see Broome, J. and Anderson, M. (1960) The Rise of the Atomic Knights!, Strange
Adventures,No. 117, DC Comics, June 1960. See also Grand Comics Database, “Strange Adventures
(DC, 1950 series) #117,” accessed August 25, 2026, https://www.comics.org/issue/15675/
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balance between the militarily and ideologically opposed blocs of the Cold War. Two tra-
ditions of the nuclear imagination, developed during the Cold War from markedly differ-
ent premises, thus converge within the same narrative: the pessimistic logic of Red Alert,
rooted in the fear of losing control over a nuclear crisis, and the more optimistic superhero
vision of extraordinary power as a means of protection against threat.

This convergence is particularly significant given that Moore and Gibbons, both Brit-
ish authors, created Watchmen for an American publisher and within the predominant-
ly American tradition of superhero comics. Rather than simply adopting its underlying
assumptions, they subject them to critical scrutiny: the presence of near-absolute power
does not eliminate the nuclear threat from the world of Watchmen but instead becomes
an integral part of the political and strategic problem the work explores.

Moore and Gibbons challenge not only the possibility that extraordinary power
might be abused, but also the assumption that possessing such power, even when it
is intended to provide protection, cannot itself become a source of threat and trigger
the spiral of the security dilemma. The traditional superhero question of who possesses
extraordinary power and how it is used thus gives way to a far more complex political
question: what does the very existence of such power do to relations between individuals
and, more importantly, between states? This question leads directly to the political con-
text in which Watchmen was created: the Cold War and the logic of nuclear deterrence.

The MAD(ness) that inspired Moore and Gibbons

The fictional world of Watchmen cannot be understood without reference to its re-
al-world counterpart: a Cold War order that rested for decades on the logic of nuclear
deterrence and the fragile architecture designed to prevent nuclear escalation. Mutual
nuclear deterrence emerged from the strategic stalemate that developed between the
United States and the Soviet Union following the end of the American atomic monop-
oly and nuclear superiority. By the early 1960s, the nuclear arsenals of the two super-
powers had reached a level that allowed each side to inflict unacceptable damage on
the other, both by striking its military capabilities and by destroying cities, population
centers, and industrial infrastructure.” The emergence of approximate nuclear parity
transformed the very nature of strategic competition: the prospect of military victory
became increasingly difficult to separate from the risk of one’s own destruction. Under
these conditions, the primary function of nuclear weapons increasingly shifted away
from their actual use toward their ability to deter an adversary through the threat of un-
acceptable retaliation. This logic rested on the assumption of rational decision-making:
if an adversary is convinced that an attack cannot prevent a retaliatory strike and that
any advantage gained through a first strike would be outweighed by the consequences of
retaliation, the rational choice is not to initiate war in the first place.”

4" Ajzenhamer, V. (2024), op. cit., p. 60.
5 Wittkopf, E. R, Kegley, C. W. Jr. and Scott, J. M. (2003) American Foreign Policy: Pattern and
Process, 6th ed., Belmont, CA: Wadsworth/Thomson Learning. p. 96.
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The crucial condition for such deterrence was the ability to survive a first nuclear strike
while retaining a sufficient portion of the arsenal to inflict unacceptable damage on the
adversary.' The Kennedy administration initially articulated this logic through the con-
cept of assured destruction: even if the Soviet Union struck first, the United States had
to retain sufficient nuclear forces to launch a devastating retaliatory strike.”” The rapid
expansion of Soviet nuclear capabilities, however, made this logic reciprocal. The ability
to inflict unacceptable damage was no longer an American privilege; the other side now
possessed it as well. Assured destruction thus evolved into mutually assured destruction -
MAD - an acronym that almost ironically captured the nature of the strategic relationship
it described.’® Nuclear war between the two superpowers became “mad” precisely because
crossing the nuclear threshold threatened to negate the traditional purpose of warfare it-
self: the attainment of political objectives through military victory.”

This was also the fundamental paradox of MAD. Strategic stability rested not on the
ability of the two superpowers to protect themselves against nuclear attack, but precisely
on their mutual vulnerability. Peace depended on both sides believing that neither could
launch a first strike and simultaneously escape the unacceptable consequences of retali-
ation. Nuclear vulnerability was thus transformed from a weakness into one of the pre-
conditions of strategic stability: the security of each side depended on the knowledge that
its adversary was capable of destroying it, just as deterring that adversary depended on its
awareness of its own vulnerability. Hedley Bull therefore argued that the nuclear standoft
between the superpowers marked a departure from the Clausewitzian logic of war, as the
traditional objective of achieving victory gave way to a far more elemental imperative - the
preservation of one’s own survival.”’ Nuclear weapons thus represented both a means of
defense and a source of existential threat, while the prospect of mutual destruction func-
tioned simultaneously as the most terrifying possible consequence of deterrence failure
and as one of the principal foundations on which deterrence itself rested.

MAD, however, was never the only or an immutable framework of American strate-
gic thought. Beginning with the Nixon administration, the 1970s saw growing efforts to
replace the rigid equilibrium between successful deterrence and total nuclear destruction
with more flexible options. James Schlesinger, who served as Secretary of Defense under
Richard Nixon and Gerald Ford, advocated the possibility of limited nuclear use, par-
ticularly selective strikes against military targets, which would allow the United States to
respond to Soviet aggression without automatically resorting to massive retaliation and
uncontrolled escalation.”! This departure from the rigid logic of assured destruction was

' Wittkopf, E. R., Kegley, C. W. Jr. and Scott, J. M. (2003), op. cit., p. 96; Stojanovi¢, B. (2013)
“Preispitivanje teorije i prakse nuklearnog odvracanja’, Nacionalni interes, Vol. 17, No. 2, pp. 144-145.
17" Ajzenhamer, V. (2024), op. cit., pp. 60-61

'8 Ajzenhamer, V. (2024), op. cit., p. 61

? Bull, H. (1968) “Strategic Studies and Its Critics”, World Politics, Vol. 20, No. 4, p. 594.

% Bull, H. (1968), op. cit., p. 594.

21 Trask, R. R. (1985) The Secretaries of Defense: A Brief History, 1947-1985, Washington, D.C.:
Historical Office, Office of the Secretary of Defense, p. 41.

—_
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further developed under the Carter administration and formally codified in 1980 through
Presidential Directive 59 (PD-59).* The directive adopted the so-called countervailing
strategy, intended to provide US strategic planners with a broader range of selective op-
tions, including strikes against Soviet military forces, command structures, and war-fight-
ing capabilities, while seeking to keep any nuclear conflict below the threshold of total mu-
tual destruction.” Yet neither attempts to make nuclear war limited nor the development
of more precise and flexible options for waging it eliminated the fundamental paradox
underlying the strategic balance between the two superpowers. As long as both Wash-
ington and Moscow retained the ability to survive a first strike and retaliate, their security
remained inextricably tied to mutual vulnerability and the threat of mutual destruction.

Ronald Reagan’s arrival in the White House further accelerated the shift in US nu-
clear strategy that had begun during the previous decade. Reagan shared the concerns
of conservative military, political, and scientific circles that the American strategic po-
sition vis-a-vis the Soviet Union had gradually eroded over the course of the 1970s.
Two key legacies of Nixon’s foreign policy came under particular criticism: détente,
which sought to ease Cold War tensions through political dialogue and the stabilization
of relations between the two superpowers,* and the Strategic Arms Limitation Talks
(SALT), through which Washington and Moscow sought to constrain further growth
in certain categories of their nuclear arsenals. Reagan and those who shared his views
argued that this approach had failed to halt the expansion of Soviet military power and
had instead allowed Moscow to strengthen its strategic position, potentially undermin-
ing the credibility of US nuclear deterrence.

This perception was reinforced by the Soviet military intervention in Afghanistan in
late 1979, when Moscow deployed its armed forces to the country to preserve a pro-So-
viet regime. The intervention dealt a major blow to détente and contributed to a return
to more overt confrontation in US-Soviet relations.” For Reagan and other advocates of
a harder line toward the Soviet Union, Afghanistan provided both evidence that Mos-
cow was prepared to use military force to preserve and expand its geopolitical influence
and an argument for the claim that weakening American nuclear power could encour-
age, rather than contain, Soviet expansionism. The Reagan administration therefore
continued to develop the more flexible nuclear options inherited from its predecessors,
but incorporated them into a far more ambitious effort to restore American military and
technological superiority.

22 Presidential Directive/NSC-59, “Nuclear Weapons Employment Policy;” July 25, 1980, Foreign
Relations of the United States, 1977-1980, Vol. IV, National Security Policy, Document 208,
accessed August 26, 2026, https://history.state.gov/historicaldocuments/frus1977-80v04/d208

» Wittkopf, E. R., Kegley, C. W. Jr. and Scott, J. M. (2003), op. cit., p. 97.

# Kopanja, M. (2022) Geopoliticki pristup utvrdivanju delotvornosti koncepta velike strategije
obuzdavanja: studija slucaja Sjedinjene Americke Drzave 1979-1989, doctoral dissertation,
Belgrade: University of Belgrade — Faculty of Security Studies, pp. 164-170, accessed August 26,
2026, https://uvidok.rcub.bg.ac.rs/handle/123456789/5056.

» Kopanja, M. (2022), op. cit., pp. 180-183.
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Underlying this approach was the assumption that credible deterrence required the
United States to be capable of responding across the full spectrum of possible Soviet es-
calation. As early as October 1981, the Reagan administration replaced Carter’s PD-59
with National Security Decision Directive 13 (NSDD-13),? retaining the logic of flexible
nuclear options while placing greater emphasis on the ability of the United States to
deny the Soviet Union the possibility of achieving military victory at any level of con-
flict. Should deterrence nevertheless fail, US nuclear forces had to be capable not only
of retaliation but also of sustaining operations throughout a protracted nuclear conflict.

This strategic reasoning closely resembled the concept of “escalation dominance,”
derived from the theoretical work of Herman Kahn, a former RAND Corporation an-
alyst and founder of the Hudson Institute. Kahn conceptualized conflict escalation as
a ladder of 44 rungs, extending from initial crisis maneuvers to uncontrolled nuclear
war and civilizational destruction.” Escalation dominance did not necessarily entail the
complete destruction of the adversary; rather, it meant maintaining a sufficiently fa-
vorable balance at each successive level of conflict to make further escalation appear less
advantageous to the adversary than restraint or withdrawal.”® In the nuclear strategy of
the early Reagan years, this meant preparing US forces not only to survive a first strike
and retaliate, but also for the possibility of a protracted conflict in which the capacity for
continued political and military action could be preserved.

This approach reflected a growing skepticism toward MAD as a sufficient founda-
tion for strategic stability. Reagan feared that advances in Soviet strategic forces could
undermine the survivability of the US nuclear arsenal and, consequently, the credibility
of the second-strike capability on which mutual deterrence depended. The moderniza-
tion of US strategic forces was therefore presented as a means of restoring a more stable
balance in which Moscow could no longer count on the possibility of a successful first
strike. At the same time, Reagan’s opposition to MAD was not driven solely by mili-
tary-strategic considerations. To him, the very idea of lasting peace resting on the ability
of two superpowers to destroy one another represented a deeply troubling foundation
for international security. In his memoirs, he would later describe MAD as “the craziest
thing I ever heard of.”*

The attempt to make deterrence more flexible, however, generated a paradox of
its own. If nuclear weapons were no longer conceived solely as an ultimate threat
whose primary purpose was never to be used, but as instruments whose limited and
controlled use could be incorporated into plans for a possible war, the question arose

* National Security Decision Directive 13, “Nuclear Weapons Employment Policy;” October
13, 1981, National Security Archive, accessed August 30, 2026, https://nsarchive.gwu.edu/
document/20309-national-security-archive-doc-24-national

7 Kahn, H. (1965) On Escalation: Metaphors and Scenarios, New York: Frederick A. Praeger, p. 88.
2 Fitzsimmons, M. (2017) “The False Allure of Escalation Dominance”, War on the Rocks, accessed
August 26, 2026, https://warontherocks.com/2017/11/false-allure-escalation-dominance/.

¥ Reagan, R. (1990) An American Life, New York: Simon & Schuster, p. 13.
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whether such a strategy actually strengthened the credibility of deterrence or, on the
contrary, lowered the threshold for nuclear use. Critics warned that there was no
reliable mechanism for containing a nuclear exchange within predetermined limits
once it had begun, nor any guarantee that the adversary would accept the same rules
for limiting the conflict. The distinction between limited and general nuclear war
thus remained far clearer in strategic models than it would necessarily be in an actual
conflict.”

Reagan sought a way out of the paradox of nuclear deterrence through technological
innovation. In a televised address on March 23, 1983, he called on the American scien-
tific community to explore the possibility of developing a system capable of intercepting
enemy ballistic missiles before they could reach the territory of the United States or
its allies.” This call gave rise to the Strategic Defense Initiative - SDI - soon popular-
ly dubbed “Star Wars,” conceived as a long-term research and development program
combining multiple technologies to provide defense against strategic ballistic missiles.
Its political and strategic ambition, however, extended far beyond the development of
yet another weapons system. Reagan presented SDI as a means of gradually moving
beyond an order in which peace depended on the threat of nuclear retaliation: instead
of deterrence based on the ability to destroy the adversary, security would rest on the
ability to achieve near-absolute protection against attack. This was precisely what made
the initiative both revolutionary and deeply controversial. Technological superiority
promised a way out of the paradox of mutual vulnerability on which MAD rested, but at
the same time raised a fundamental question: what would happen to strategic stability
if only one of the two superpowers acquired the ability to shield itself from the other’s
retaliation?

The extent to which strategic stability had already become burdened by mistrust and
fear of an adversary’s first strike by the early 1980s was starkly demonstrated by NATO’s
Able Archer 83 exercise, conducted from November 7 to 11, 1983. The exercise simu-
lated the transition from conventional to nuclear conflict and the decision-making pro-
cedures that would accompany such an escalation, but it took place at a moment of ex-
ceptionally strained US-Soviet relations. The Soviet leadership, already concerned about
the possibility of a surprise Western attack, interpreted certain elements of the exercise
as potentially concealing genuine preparations for a first strike, prompting parts of the
Soviet nuclear forces to raise their level of combat readiness.”” Subsequently declassi-
fied documents revealed that Soviet concerns were not merely a product of propaganda

% Keeny, S. M. Jr. and Panofsky, W. K. H. (1981) “MAD versus NUTS: Can Doctrine or Weaponry
Remedy the Mutual Hostage Relationship of the Superpowers?”, Foreign Affairs, Vol. 60, No. 2, p. 290.
3 Reagan, R. (1983) “Address to the Nation on Defense and National Security,” March 23, 1983,
Ronald Reagan Presidential Library, accessed August 26, 2026, https://www.reaganlibrary.gov/
archives/speech/address-nation-defense-and-national-security.

32 Jones, N. (ed.) (2018) “The Soviet Side of the 1983 War Scare’, National Security Archive,
Briefing Book No. 647, November 5, 2018, accessed August 26, 2026, https://nsarchive.gwu.edu/
briefing-book/aa83/2018-11-05/soviet-side-1983-war-scare
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and that NATO, despite having no intention of starting a war, had through its actions
generated signals that the other side could interpret as preparations for precisely such a
conflict. Able Archer thus offers an almost paradigmatic illustration of the nuclear-age
security dilemma: measures one side regards as defensive may generate a sense of immi-
nent threat in the other, triggering a response that brings both sides closer to a conflict
neither actually wants.

Mikhail Gorbachev’s rise to the leadership of the Soviet Union in March 1985 opened
the possibility of a different approach to nuclear competition. Following Reagan and Gor-
bachev’s first meeting in Geneva in November of that year, where the two leaders jointly
affirmed that a nuclear war cannot be won and must therefore never be fought, the Soviet
leader put forward a far more ambitious initiative in January 1986. He proposed a three-
stage process that would lead to the complete elimination of nuclear weapons by the end
of the twentieth century. The first stage called, among other measures, for a 50 percent re-
duction in US and Soviet strategic arsenals and the elimination of intermediate-range nu-
clear missiles from Europe, while subsequent stages would extend the process to the other
nuclear powers and ultimately eliminate the remaining nuclear weapons altogether.” The
proposal, however, contained an element that would soon become the central point of
contention with Washington: restrictions on the development, testing, and deployment of
weapons in space, directly challenging the future of SDI.*

The nuclear disaster at Chernobyl on April 26, 1986, introduced an entirely different
dimension into this strategic debate. The accident at a civilian nuclear reactor was not
equivalent to the use of nuclear weapons, but it brought radiation, contamination, and
the transboundary consequences of a nuclear incident out of the realm of strategic pro-
jections and into the direct experience of European societies. For Gorbachev, the disas-
ter further reinforced his already established conviction that the nuclear arms race was
unsustainable; much later, he would describe Chernobyl as an event that enabled him to
envision more clearly the consequences of an actual nuclear war.* It is important, how-
ever, not to reverse the direction of causality: the Soviet initiative for the elimination of
nuclear weapons preceded Chernobyl by several months. The disaster did not produce
Gorbachev’s nuclear turn, but it provided his already existing disarmament policy with
dramatic confirmation of the physical and social consequences of uncontrolled nuclear
energy. In May 1986, in his first major public address on Chernobyl, Gorbachev ex-

¥ Shultz, G. P. (1986) “Memorandum From Secretary of State Shultz to President Reagan: New
Gorbachev Proposal,” January 15, 1986, Foreign Relations of the United States, 1981-1988, Vol.
V, Soviet Union, March 1985-October 1986, Document 177, accessed August 26, 2026, https://
history.state.gov/historicaldocuments/frus1981-88v05/d177.

* Gorbachev, M. (1986) “Letter to President Ronald Reagan” January 14, 1986, Ronald Reagan
Presidential Library, accessed August 26, 2026, https://nsarchive.gwu.edu/document/22092-
document-01-general-secretary-mikhail-gorbachev

% Gorbachev, M. (2006) “Turning Point at Chernobyl,” Daily Times, April 17, 2006, accessed
August 26, 2026, https://www.gorby.ru/en/presscenter/2006/04/view-turning-point-at-chernobyl-
mikhail-s-gorbachev-kopiya.
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plicitly linked the disaster to the need to halt the arms race and once again invoked his
initiatives for nuclear disarmament.*

The culmination of this process came on October 11-12, 1986, when Reagan and Gor-
bachev met in Reykjavik. Originally conceived as a preparatory meeting for a subsequent
formal summit, the encounter evolved into one of the most radical discussions of nuclear
disarmament of the entire Cold War. The two leaders moved significantly closer on dra-
matic reductions in strategic arsenals and the elimination of entire categories of nuclear
weapons, with their discussions at one point extending to the possibility of eliminating
nuclear weapons altogether. Paradoxically, SDI - the program Reagan had presented as
a means of freeing the world from its dependence on nuclear retaliation — became the
principal obstacle to an agreement on radical nuclear disarmament. Gorbachev insisted
that strategic defense research over the following ten years remain confined to laboratory
research and within the limits of the ABM Treaty,” fearing that an American technolog-
ical breakthrough could allow Washington to gain a strategic advantage; Reagan rejected
such restrictions, regarding them as tantamount to abandoning SDI.*

Reykjavik did not fail because Reagan and Gorbachev disagreed over the desirability of
reducing nuclear arsenals; on the contrary, their positions converged during the talks to a
degree that would have been difficult to imagine only a few years earlier. The crucial point
of contention was strategic defense. For Reagan, SDI offered the prospect of one day bas-
ing nuclear deterrence on protection rather than the threat of retaliation; for Gorbachev,
an American capability to defend against a Soviet second strike could undermine the very
balance on which strategic stability rested and potentially restore US nuclear supremacy.
The technology conceived as a means of moving beyond MAD thus became, at the same
time, an obstacle to an agreement that might have dismantled it. Reykjavik ended with-
out an agreement, but not without consequences: the convergence achieved in Iceland
paved the way for further negotiations and the signing of the INF Treaty in 1987.* For the
purposes of this article, however, its significance is even more immediate: at the very mo-
ment Moore and Gibbons were publishing Watchmen, Cold War politics was confronting

% Gorbachev, M. S. (1986) “Speech on Soviet Television,” May 14, 1986, Novosti Press Agency,
accessed August 26, 2026, https://www.upi.com/Archives/1986/05/14/Gorbachevs-speech-
text/3819516427200/

7 The 1972 Anti-Ballistic Missile (ABM) Treaty between the United States and the Soviet Union
limited the deployment of systems designed to defend against strategic ballistic missiles.

# “Memorandum of Conversation: Final Meeting, Reykjavik Summit,” October 12, 1986, Ron-
ald Reagan Presidential Library, accessed August 26, 2026, https://www.reaganlibrary.gov/pub-
lic/documents/reykjavik-memorandum.pdf; Reagan, R. (1986) “Remarks at a Meeting With Of-
ficials of the State Department and the U.S. Arms Control and Disarmament Agency on the
Meetings in Iceland With Soviet General Secretary Gorbachev,” October 14, 1986, Ronald Reagan
Presidential Library, accessed August 26, 2026, https://www.reaganlibrary.gov/archives/speech/
remarks-meeting-officials-state-department-and-us-arms-control-and-disarmament

% The 1987 Intermediate-Range Nuclear Forces (INF) Treaty prohibited US and Soviet ground-
launched ballistic and cruise missiles with ranges between 500 and 5,500 kilometers.

1CynTypA




FOR WHOM THE CLOCK TICKS

a paradox in which technological power, conceived as a way out of mutual vulnerability,
simultaneously generated new mistrust and a new security dilemma.

Nuclear deterrence and the Watchmaker’s Paradox

The narrative-interpretive analysis of Watchmen that follows will focus on several
interconnected motifs and narrative patterns: counterfactuality as a means of construct-
ing an alternative political reality; nuclear fear and the anticipation of catastrophe; Dr.
Manhattan as the embodiment of near-absolute power; the transformation of the Cold
War balance of power produced by his existence; the pursuit of invulnerability; and,
finally, the motif of the clock and countdown that permeates the entire work. By ex-
amining the interplay among these elements, the analysis will explore how Moore and
Gibbons problematize the relationship between power, vulnerability, and security in the
nuclear age.

Although the political world of Watchmen is built around an alternate history of the
United States in which Richard Nixon remains president into the 1980s, the political
context Moore seeks to problematize is that of Reagan’s America. Such a reading is by
no means a retrospective attribution of political meaning to the work. Moore himself
makes clear where he drew his inspiration for the world of Watchmen:

I also wanted to write about power politics. Ronald Reagan was president. But I
was worried readers might switch off if they thought I was attacking someone they
admired. So we set « Watchmen» in a world where Richard Nixon was in his fourth
term - because yowre not going to get much argument that Nixon was scum! For
me, the 80s were worrying. <Mutually assured destruction>. <Voodoo economics. A
culture of complacency... I was writing about the times I lived in.40

Explaining the decision to replace the sitting US president with Nixon, Moore notes
that they wanted to avoid provoking an immediate political reaction from segments of
the American audience:

Rather than, say, mention Ronald Reagan, who for some reason many people seem
to like, we used Richard Nixon. Mentioning Reagan within the confines of this story
would probably cause a lot of people simply to switch off and not get to the more
important ideas we wanted to transmit.*!

The fictional Nixonian America thus provides the authors with a degree of political
distance from the reality they seek to address, something Moore confirms even more di-
rectly in an interview conducted while the series was still being published. Asked wheth-
er the critical portrayal of the United States in Watchmen represented a continuation of

“ Moore, A. and Gibbons, D. et al. (2005) “Watchmen: An Oral History”, interview by Jeff
Jensen, Entertainment Weekly, October 21, 2005, accessed August 26, 2026, https://ew.com/
books/2005/10/21/watchmen-oral-history/

4 Moore, A., quoted in Hoberek, A. (2017) Considering Watchmen: Poetics, Property, Politics,
New Brunswick, NJ: Rutgers University Press, pp. 126-127.
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his critical stance toward American politics, he responded unequivocally: “This is not
anti-Americanism, it’s anti-Reaganism.”*

Moore’s critique of Reagan’s America was directly connected to the way it perceived
its own power and the nuclear threat. Reflecting on the political atmosphere in which
Watchmen was created, Moore points to a segment of American society that, despite
the dangers of the nuclear age, had developed a certain sense of invulnerability: “at the
moment a certain part of Reagan’s America isn’t scared. They think they’re invulnera-
ble.”* Moore directly links this sense of security to the broader social downplaying of
the nuclear threat:

The society that just thinks that they can do whatever they want because they’re
invulnerable, they’re not afraid, and they can gloss over the terror of the nuclear
stockpiles, the world situation and all that and just think, “Hey, we’re doing all
right, we’re OK.” That’s unhealthy.44

This relationship between power, a sense of invulnerability, and nuclear danger is
particularly important for understanding the political horizon of Watchmen. Nuclear
anxiety in the work stems not only from the destructive power of atomic weapons, but
also from the paradox that the very belief in one’s own superiority and security may
diminish awareness of the risks that such power itself generates.

Nuclear anxiety in Watchmen, however, is not merely an element of the political back-
ground but one of the fundamental organizing threads of the narrative itself. Explain-
ing the atmosphere he sought to create, Moore notes that while working on the series he
wanted to convey a sense of continuously awaiting catastrophe, encapsulated in the simple
question: “When’s it going to happen?”* This formulation corresponds almost exactly to
the logic of the Red Alert narrative described above, whose focus is not on nuclear war
itself but on a world living in its immediate shadow. In this sense, Watchmen also clearly
exhibits the three key motifs of this narrative pattern. Fear of the Other is embodied in the
ever-present threat of Soviet-American conflict and the possibility that an international
crisis might spiral out of control at any moment. As Youngquist observes, “Watchmen
presents a hypothetical test case for the doomsday scenario wired into the cultural software
of the Cold War,” while its alternative world is likewise structured by the familiar East-
West antagonism between the United States and the Soviet Union.*

The problem of rationality emerges through the question of whether the political
leaders and military systems of the two superpowers are capable of managing a crisis

2 Moore, A. and Gibbons, D. (1987) “A Portal to Another Dimension: Alan Moore, Dave
Gibbons, and Neil Gaiman’, interview moderated by Neil Gaiman, The Comics Journal, No. 116,
July 1987, accessed August 26, 2026, https://www.tcj.com/a-portal-to-another-dimension-alan-
moore-dave-gibbons-and-neil-gaiman/

4 Moore, A. and Gibbons, D. (1987), op. cit.

# Moore, A. and Gibbons, D. (1987), op. cit.

% Moore, A. and Gibbons, D. (1987), op. cit.

% Youngquist, P. (2013), op. cit.
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whose consequences could be catastrophic. Finally, the motif of technological fatalism
is present in the depiction of a world whose fate is increasingly shaped by nuclear ar-
senals, deterrence systems, and the logic of the arms race - that is, by technologies cre-
ated to prevent war but simultaneously capable of transforming it into a civilizational
catastrophe. It is therefore hardly surprising that Moore explicitly links the creation of
Watchmen to his opposition to the nuclear arms race, stating that he believed “Ronald
Reagan was a bad president and that the Arms Race was wrong.”

If the nuclear arms race provided the political backdrop to Watchmen, its most im-
portant narrative expression is undoubtedly the character of Dr. Manhattan. His origin is
directly linked to nuclear technology: following an accident at a research facility in 1959,
physicist Jon Osterman is disintegrated inside an intrinsic field chamber,* only to gradu-
ally reconstruct his own body and return as a being of almost unlimited capabilities.”” At
first glance, this origin story almost perfectly reproduces the affirmative nuclear metanar-
rative of American superhero comics discussed in the previous section: a technology capa-
ble of destroying a human being instead produces a more powerful, almost godlike form,
while this newly acquired power is placed at the service of protecting the state and society.
Yet it is precisely through Dr. Manhattan that Moore and Gibbons push this convention
to its ultimate political and strategic consequences. Moore confirms that, in creating the
character, they consciously began by considering what the actual existence of an atomic
superhuman would imply: “With Dr. Manhattan we were thinking about the implications
of a nuclear superhero...” Dr. Manhattan’s nuclear origin thus ceases to function merely
as a genre mechanism for creating a superhero and instead becomes a point of departure
for examining the political consequences of possessing near-absolute power.

The genealogy of Dr. Manhattan further reinforces this connection to the nuclear
imagination of American superhero comics. When Moore and Gibbons began work on
Watchmen, they initially intended to base the story on superheroes formerly published
by Charlton Comics, whose rights had previously been acquired by DC. After the ed-
itorial team decided to preserve these characters for future use, the authors developed
their own heroes while retaining the Charlton superheroes as conceptual points of de-
parture.” Dr. Manhattan’s immediate predecessor was thus Captain Atom, a superhero
whose powers were linked to atomic energy. Moore confirms that “the idea of Captain
Atom as a nuclear super-hero” provided the starting point for the creation of Dr. Man-
hattan, but also that transforming the original character allowed the authors to take

¥ Moore, A. (2012) “The Alan Moore Interview”, interview by Gary Groth, The Comics Journal,
June 13, 2012, originally published in The Comics Journal, No. 118 (1987), accessed August 26,
2026, https://www.tcj.com/the-alan-moore-interview-118/.

“ In Watchmen, the “intrinsic field” refers to a fictional physical field that determines the struc-
ture and interactions of matter at the subatomic level.

“ Moore, A. and Gibbons, D. (2022) Nadziradi, trans. Goran Skrobonja, 2nd ed., Belgrade: Car-
obna knjiga, Chapter IV.

" Moore, A. (2012), op. cit.

U “Watchmen”, Watchmen Wiki, op.
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the concept a step further: Captain Atom had “the shadow of the atom bomb” hanging
over him, whereas Manhattan, as a kind of “quantum super-hero,” opened the way for
exploring the much broader implications of nuclear and quantum science.”

In this way, Moore and Gibbons adopt the pattern deeply rooted in American super-
hero comics - the transformation of atomic energy from a source of destruction into a
source of superhuman power - but alter its fundamental function. Rather than simply
accepting the premise that extraordinary power naturally produces an extraordinary pro-
tector, they ask what political, social, and strategic consequences would follow if such a
being actually existed. It is precisely at this point that the deconstruction of the superhero
genre develops into a polemical engagement with contemporary international politics.

By transforming the nuclear superhero into an actor in international politics, Moore
and Gibbons simultaneously alter the meaning of his power. Dr. Manhattan is not merely
a protector of American society; he becomes a strategic asset of the United States whose
presence radically transforms the existing Cold War balance of power. His near-abso-
lute power enables Washington to achieve a degree of military superiority unattainable
through conventional or nuclear armament, most clearly demonstrated by the alternative
outcome of the Vietham War. With Dr. Manhattan’s involvement, the American inter-
vention ends in victory, Vietnam becomes the 51st US state, and Nixon’s political position
is further strengthened.” The consequences of Manhattan’s existence, however, extend far
beyond the outcome of a single war. While still working on the series, Moore described
precisely this dimension of the character in terms of a transformation of the global balance
of power: “Since he’s strongly aligned to the American military [...] Instantly, the balance
of world power changes.”* Moore describes the consequences of this imbalance in terms
that closely resemble the language of strategic studies: American foreign policy becomes
more assertive, the Soviet Union more cautious, while MAD emerges as Moscow’s last
remaining means of responding to the newly established American superiority.”

That Moore did not conceive this shift in the balance of power as a stable form of
American supremacy is further confirmed by his notes accompanying the original
Watchmen proposal:

I think a world that had actually lived with the presence of super-heroes [...] would
be a very interesting place. Firstly, as noted above, the balance of power would
be completely different, and I should imagine that Russia would be growing in-
creasingly frightened and restless as they watched the Western alliance growing in
strength. The international situation, as an indirect result of this, would be very

32 Moore, A. (2000) “Alan Moore discusses the Charlton-Watchmen Connection’, interview by
Jon B. Cooke, Comic Book Artist, No. 9, August 2000, accessed August 26, 2026, https://www.
twomorrows.com/comicbookartist/articles/09moore.html.

> Moore, A. and Gibbons, D. (2022), op. cit., Chapters I, IT and IV.

> Moore, A. (1985) “Writing Watchmen in 1985”, Alan Moore World, accessed August 26, 2026,
https://alanmooreworld.blogspot.com/2018/08/writing-watchmen-in-1985.html

» Moore, A. (1985), op. cit.
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tense indeed, possibly even more so than today. If the doomsday clock in our own
world stands at five minutes to twelve, then in the world we’re talking about, the
big hand is just a fraction of a second away from midnight [...] which is essential
to the story I want to tell*

Such a scenario rests on two premises. The first is that Dr. Manhattan is indeed con-
ceived as the ultimate realization of the promise embedded in the affirmative nuclear met-
anarrative: that extraordinary power can be placed at the service of the state and trans-
formed into an instrument of its defense and military superiority. The second is that a
strategic advantage based on such power would not necessarily produce greater security.

Moore and Gibbons directly problematize the relationship between power - above
all, technological power - and security through the character of Dr. Manhattan. Moore
explicitly links his symbolic function to nuclear weapons, noting that Dr. Manhattan
can be equated with the atomic bomb.” This comparison is further complicated by the
fact that, in the world of Watchmen, the being on whom American strategic superiority
depends gradually loses interest in human values, political conflicts, and even the sur-
vival of humanity itself. Gibbons would later summarize this dimension of the character
by arguing that in Watchmen they sought to show what a genuine Superman might
actually be like: “we showed in Watchmen what a true Superman might be. And that's
not necessarily good. He's more likely to be indifferent.”

It is precisely this indifference that reconnects Watchmen with the motifs of ration-
ality and technological fatalism characteristic of the Red Alert narrative. The problem is
not that Dr. Manhattan is irrational, but rather that his rationality increasingly ceases to
correspond to the human categories of interest, fear, and survival on which the logic of
nuclear deterrence depends. His indifference is further underscored in the fictional in-
terview with Adrian Veidt (Ozymandias) included in Chapter XI of Watchmen. Asked
by a journalist about Dr. Manhattan’s political orientation and his alleged inclination
toward the political right, Veidt responds mockingly:

Jon? Right-wing? [...] If there’s one thing in this cosmos that that man isn’t capable
of doing it’s having a political bias. [...] I mean, which do you prefer, red ants or
black ants?
When the journalist responds, somewhat confused, that he has no particular prefer-
ence for either side, Veidt concludes:

Exactly. Well, imagine how Jon feels.”

% Moore, A. and Gibbons, D. (2022), op. cit., p. 419.

7 Moore, A. and Gibbons, D. (1987), op. cit.

58 Gibbons, D. (2024) “I've Had The Life That I Wanted When I Was 10 Years Old’: A Conversation
with Dave Gibbons, interview by Jason Bergman, The Comics Journal, January 15, 2024, accessed
August 26, 2026, https://www.tcj.com/ive-had-the-life-that-i-wanted-when-i-was-10-years-old-
a-conversation-with-dave-gibbons/.

* Moore, A. and Gibbons, D. (2022), op. cit., p. 378.
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Veidt’s analogy thus further complicates the image of Dr. Manhattan as a conscious
political protector of the United States: his association with the American state does not
imply identification with its political interests.

Answering the question that the traditional superhero narrative largely leaves aside
— whether the possession of near-absolute power can actually produce near-absolute se-
curity - requires considering Dr. Manhattan not only as a source of American strategic
superiority, but also in terms of the position he occupies within the mechanism of mu-
tual nuclear deterrence between the United States and the Soviet Union. As Youngquist
observes, “Dr. Manhattan stands between these global titans (sometimes literally) and
the mutually assured destruction that promises to fulfill and obliterate their dreams of
dominion.”®

It is precisely this position that requires us to consider not only Dr. Manhattan’s
capabilities themselves, but also the consequences his existence produces in inter-
national relations. Moore likewise emphasizes the significance of the mere presence
of such power when explaining that his and Gibbons’s intention was not to portray
superheroes taking control of the world, but to show how they could transform it
simply by being there: “Our intention was to show how superheroes could deform
the world just by being there, not that they’d have to take it over, just their presence
there would make the difference.”" Speaking specifically of Dr. Manhattan, Moore
then explicitly connects this idea to nuclear weapons: “if you equate Dr. Manhattan
with the atom bomb, the atom bomb doesn’t take over the world, but by being there
it changes everything.”®

This comparison shifts the focus of the analysis from the destructive power of nuclear
weapons to the international consequences of their very existence. Just as the atomic bomb
transforms relations among states even when it is not used, Dr. Manhattan produces polit-
ical and strategic consequences regardless of whether he directly employs his near-unlim-
ited powers. The crucial question, therefore, is no longer how powerful Dr. Manhattan is,
but what the existence of such power does to the fragile equilibrium between the United
States and the Soviet Union, and what consequences it has for global peace.

Moore incorporates his understanding of these consequences into the graphic novel
itself. As a supplement to Chapter IV, he includes an imaginary political essay enti-
tled “Super-powers and Superpowers,” written by Professor Milton Glass, a former
colleague of Dr. Manhattan. Moore uses Professor Glass as a fictional intermediary
through whom he conveys to readers his own understanding of the implications of the
existence of a near-omnipotent being - or, in the real world, increasingly advanced nu-
clear weapons - for both American defense and international security as a whole:

% Youngquist, P. (2013), op. cit.

1 Moore, A. and Gibbons, D. (1987), op. cit.

62 Moore, A. and Gibbons, D. (1987), op. cit.

8 Moore, A. and Gibbons, D. (2022), op. cit., p. 139.
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The assumption that America’s opponents are powerless before Dr. Manhattan, while
comforting, begins to fail before closer examination. As I understand current Penta-
gon thinking, the conventional wisdom suggests that when faced with an insoluble
problem, the Soviet Union will have no other option than acceptance of a loss of world
influence culminating in its eventual defeat. It has been demonstrated, at least in
well-supported theoretical terms, that Dr. Manhattan could at any time destroy large
areas of Soviet territory instantly. It has been similarly theoretically demonstrated
that, were a full scale nuclear assault to be launched upon America from Soviet bases
in the U.S.S.R. and Europe, Dr. Manhattan would be able to deflect or disarm at least
sixty percent of all incoming missiles before they had reached their targets. Against
odds like that, it is argued, Russia would never risk instigating a full-scale global con-
flict. Since it is not in America’s interests to promote such a conflict, does that mean
that global peace is once and finally assured? No. It does not.

Professor Glass goes on to explain why complete American security, as well as lasting
world peace, remains an unrealized dream despite the existence of an omnipotent being
such as Dr. Manhattan:

The presence of a deterrent such as Dr. Manhattan has doubtless curbed Soviet
adventurism [...] and this has perhaps fostered the illusion that the Soviets will
suffer such indignities endlessly. This is a misconception, for there is indeed another
option available.

That option is Mutually Assured Destruction. Stated simply, Dr. Manhattan can-
not stop all the Soviet warheads from reaching American soil, even a greatly re-
duced percentage would still be more than enough to effectively end the organic life
in the northern hemisphere.**

From the perspective of international relations, the change produced by Dr. Man-
hattan takes the form of a security dilemma: one side’s efforts to increase its own securi-
ty simultaneously generate a sense of insecurity in the other, prompting responses that
may ultimately reduce the security of the original actor. Youngquist captures the am-
bivalent function of Manhattan’s power well when he describes him as the embodiment
of a force that simultaneously “menaces and maintains the stability of the status quo.”®

As we have seen, while still working on the series, Moore described the strategic con-
sequences of the imbalance produced by Dr. Manhattan’s existence in remarkably ex-
plicit terms: with a superhero at its disposal, the American government would become
more assertive in its foreign policy, while the Soviet Union would be forced to behave
more cautiously; the Soviets, as Moore puts it, are “terrified,” and the ultimate option re-
maining to them is “mutually assured destruction.”® Professor Glass further explicates
this logic by warning that the assumption of lasting peace based on Dr. Manhattan rests

# Moore, A. and Gibbons, D. (2022), op. cit., p. 140.
% Youngquist, P. (2013), op. cit.
% Moore, A. (1985), op. cit.
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on the mistaken belief that the Soviet Union will indefinitely accept strategic inferiority.
Even if Manhattan could stop most Soviet missiles, the remaining arsenal would still be
sufficient to inflict catastrophic retaliation.”” America’s near-absolute superiority there-
fore does not abolish the logic of MAD. On the contrary, as Professor Glass concludes:

The suggestion that the presence of a superhuman has inclined the world more to-
wards peace is repudiated by the sharp increase in both Russian and American
nuclear stockpiles since the advent of Dr. Manhattan. Infinite destruction divided
by two or ten or twenty is still infinite destruction. If threatened with eventual dom-
ination, would the Soviets pursue this unquestionably suicidal course? Yes. Given
their history and their view of the world, I believe that they would.®®

It is precisely at this point that we can move from Moore’s explicit analogy between
Dr. Manhattan and the atomic bomb to an interpretive analogy with the Strategic De-
fense Initiative. This does not mean that Moore and Gibbons conceived Dr. Manhattan
asan allegory of SDI, nor that they themselves established such a connection. Rather, the
analogy lies in the logic of the promise underlying both: Dr. Manhattan and SDI each
offer the possibility of reducing strategic vulnerability through radical technological
superiority and thereby transcending the constraints of mutually assured destruction.
Reagan presented SDI in precisely these terms — as an attempt to move beyond a securi-
ty order based exclusively on retaliatory capability and the threat of mutual destruction
toward one based on the possibility of defense against nuclear attack. Immediately after
the Reykjavik summit, he described it as America’s “insurance policy” and “security
guarantee,” arguing that it represented “the key to a world without nuclear weapons.”

The paradox inherent in this promise became particularly apparent at Reykjavik.
Reagan and Gorbachev came close to an agreement on radical reductions in nuclear ar-
senals, but the Soviet demand that SDI development be confined to laboratory research
was rejected by Reagan, while Gorbachev was unwilling to accept an agreement without
such a restriction.” In his own diary, Reagan summarized the essence of the failure al-
most laconically: “I'd pledged I wouldn’t give away S.D.I. & I didn’t but that meant no
deal on any of the arms reductions.””* Thus, the technology that the American president
presented as a means of escaping MAD and as a guarantee of future security simultane-
ously became one of the principal obstacles to an agreement that could have radically
reduced the nuclear arsenals of the two superpowers.

 Moore, A. and Gibbons, D. (2022), op. cit., p. 140.

% Moore, A. and Gibbons, D. (2022), op. cit., p. 140.

% Reagan, R. (1986), op. cit.

70 “Memorandum of Conversation,” Reykjavik, October 12, 1986, Foreign Relations of the United
States, 1981-1988, Vol. V, Soviet Union, March 1985-October 1986, Document 306, accessed
August 26, 2026, https://history.state.gov/historicaldocuments/frus1981-88v05/d306.

' “Editorial Note,” Foreign Relations of the United States, 1981-1988, Vol. V, Soviet Union,
March 1985-October 1986, Document 309, accessed August 26, 2026, https://history.state.gov/
historicaldocuments/frus1981-88v05/d309
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It is precisely in this paradox that the key to the structural analogy between SDI and
Dr. Manhattan can be found. In the fictional world of Watchmen, Dr. Manhattan rep-
resents a phantasmagorical realization of the strategic promise embodied in Reagan’s
initiative: a near-absolute advantage that makes the United States incomparably less
vulnerable than its principal Cold War adversary. Yet, just as in the real world, greater
security in the world of Watchmen is not achieved in a political vacuum.

After Reykjavik, Reagan framed the problem of strategic defense in terms of its de-
fensive purpose: “How does a defense of the United States threaten the Soviet Union
or anyone else?”,”> maintaining that defensive technology — because it was intended
to provide protection - should not itself constitute a threat to an adversary. What this
formulation leaves aside becomes visible in Moore’s early Watchmen proposal, in which
the character who would eventually become Dr. Manhattan was still based on Captain
Atom. Describing the consequences of this superhero’s increasingly close association
with the American military establishment, Moore writes:

This has eased the pressure on the home front, but if anything has aggravated the
international tension by alarming the Russians who see Captain Atom’s new role
as being more closely bound up with the military than ever before. The Soviets insist
upon referring to Captain Atom as a weapon, and have refused to take part in any
Arms limitation talks for as long as the Americans continue to use the Captain for
military purposes. The international situation is now very tense indeed, and every
week there’s some new incident to add fuel to a fire that is rapidly going out of
control.”

From the perspective of international relations, Moore here reproduces the very log-
ic of the security dilemma: security is not merely a function of one actor’s intentions or
capabilities, but also of how its power is perceived by others. Dr. Manhattan increases
America’s strategic advantage, but at the same time alters Soviet calculations, deepens
its sense of vulnerability, and encourages greater reliance on its remaining means of
deterrence. One actor’s attempt to minimize its own vulnerability may increase the inse-
curity of another and provoke a response that ultimately reduces the security of the first.
In this sense, through the phantasmagorical language of superhero comics, Watchmen
carries to its ultimate conclusion the paradox that marked the attempt to find a techno-
logical escape from the logic of MAD: the pursuit of invulnerability by one actor may
produce a heightened sense of vulnerability in another, thereby making the entire inter-
national system more fragile.

Finally, it is important to consider the motif of the clock, which permeates the entire
structure of Watchmen, both visually and narratively, and is most directly connected to
this paradox. Moore and Gibbons derive it directly from Dr. Manhattan’s biography.
Before becoming an atomic physicist, Jon Osterman was preparing to follow in the fam-

72 Reagan, R. (1986), op. cit.
3 Moore, A. and Gibbons, D. (2022), op. cit., p. 424.
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ily trade and become a watchmaker like his father. The decisive moment comes imme-
diately after the bombing of Hiroshima, when his father concludes that watchmaking
belongs to the past and insists that his son devote himself instead to atomic science.
“This changes everything! There will be more bombs. They are the future,””* he tells him,
throwing the pieces of the watch Jon had been working on out of the window.

This scene establishes far more than a biographical circumstance that will eventually
lead Osterman to his transformation. It symbolically brings two technological eras into
contact: the precise mechanical world of watchmaking gives way to the incomparably
more powerful technology of the atomic age. Yet the same scene also contains an ironic
reversal: Jon Osterman’s father discards the watch in the name of the atomic future and
directs his son toward the science that will shape it; Watchmen, however, uses techno-
logical progress and Jon Osterman himself, as Dr. Manhattan, to place that future once
again under the sign of the clock.

The watch discarded by Osterman’s father at the dawn of the atomic age thus returns
as one of the central visual and narrative motifs of Watchmen. The structure of the series is
itself organized as a kind of countdown: its twelve chapters track the movement of a clock
hand that, beginning at twelve minutes to midnight, advances by one minute with each
successive chapter until it reaches midnight in the final chapter.”” This visual structure
directly evokes the Doomsday Clock,” a symbol in which proximity to midnight signifies
humanity’s increasing proximity to nuclear catastrophe. The clock motif thus links the
passage of time to the escalation of the political crisis: as the narrative progresses, the pros-
pect of a US-Soviet nuclear conflict becomes increasingly imminent, while the window for
preventing it steadily narrows. The countdown therefore functions as a visual equivalent
of the Red Alert narrative discussed in the previous section - the world of Watchmen exists
not in the aftermath of nuclear apocalypse, but in its final minutes before midnight.

The motif of the clock acquires additional significance through Dr. Manhattan’s per-
ception of time. Unlike the other characters, he experiences past, present, and future
simultaneously, as parts of an already existing whole, leading him to describe himself as
“a puppet who can see the strings.”” This deterministic conception of the world culmi-
nates at the end of Chapter IV, when Manhattan concludes:

»Perhaps the world is not made. Perhaps nothing is made. Perhaps it simply is, has
been, will always be there... a clock without a craftsman®.”®

The watchmaker motif thus returns in an altered form: Osterman abandoned his
father’s trade to become a physicist, yet ultimately comes to understand the world as a

™ Moore, A. and Gibbons, D. (2022), op. cit., p. 111.

7> Moore, A. and Gibbons, D. (2022), op. cit., Chapters [-XIL

 The Doomsday Clock is a symbolic representation of humanity’s proximity to global
catastrophe, created in 1947 by the Chicago-based Bulletin of the Atomic Scientists, founded by
scientists involved in the Manhattan Project.

7 Moore, A. and Gibbons, D. (2022), op. cit., p. 283.

® Moore, A. and Gibbons, D. (2022), op. cit., p. 136.

1CynTypA




FOR WHOM THE CLOCK TICKS

mechanism whose course is predetermined. This can be read as another manifestation
of the technological fatalism that permeates Watchmen: the possession of near-absolute
power does not necessarily entail the ability to control the political and strategic conse-
quences of its existence.

It is from the collision between the symbolism of time inexorably running out and
the idea of technological progress that does not eliminate but instead deepens the se-
curity dilemma that what we might call the Watchmaker’s Paradox emerges. Its logic
derives from the relationship among power, vulnerability, and security that Watchmen
establishes through the character of Dr. Manhattan: the more powerful a mechanism
designed to produce security becomes, and the closer it comes to promising invulner-
ability, the more profoundly its existence may threaten actors who remain outside its
protection. Their response, in turn, increases the vulnerability of the very actor whose
security the original mechanism was intended to guarantee. The Watchmaker’s Paradox
thus encapsulates the central irony of both the work and the Cold War reality it reflects:
the pursuit of a technology intended to provide invulnerability does not stop the clock
of nuclear destruction but may instead help move its hands closer to midnight.

Conclusion

The analysis presented in this article has treated Watchmen not only as a decon-
struction of the superhero genre, but also as an artistic reflection of the nuclear politics
and strategic imagination of the final phase of the Cold War. By combining contextual
analysis, qualitative analysis of Moore and Gibbons’s authorial statements, and a narra-
tive-interpretive analysis of the work itself, we have sought to demonstrate that nuclear
fear in Watchmen is not merely the political backdrop of an alternative America, but
one of the fundamental principles around which the graphic novel’s narrative is organ-
ized. In this sense, the counterfactuality of Moore and Gibbons’s America allowed the
authors to transpose the political reality of the Reagan era into a fictional world without
distancing themselves from it: the Nixonian America of Watchmen remained recogniz-
ably shaped by the fears, political conflicts, and strategic dilemmas of the first half of the
1980s.

The contextual analysis has shown that Watchmen emerged at a moment of profound
reconsideration of the prevailing logic of nuclear deterrence. From attempts to develop
more flexible options for nuclear warfare and the possibility of escalation dominance,
through Reagan’s rejection of MAD and the launch of the SDI, to Able Archer, Cherno-
byl, and Reykjavik, the period from 1983 to 1987 was marked by a search for a way out
of the paradox of mutual vulnerability. SDI represented the most radical expression of
this search: the promise that technological superiority could enable a transition from
security based on retaliatory capability to security based on protection. Yet the dispute
over strategic defense at Reykjavik exposed the paradox inherent in such an endeavor:
one side’s attempt to reduce its own vulnerability could be perceived by the other as un-
dermining its deterrent capability and, consequently, as a new threat to its own security.
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The analysis of the authors’ statements has shown that this political and strategic con-
text directly informed the creation of Watchmen. Moore’s explicit characterization of
the work’s political position as “anti-Reaganism,” his emphasis on nuclear fear, and his
criticism of the sense of invulnerability prevalent among segments of Reagan’s America
confirm that the political meaning of the work cannot be reduced to retrospective inter-
pretation. More importantly, Moore explicitly conceived Dr. Manhattan as a “nuclear
superhero,” a narrative equivalent of the atomic bomb whose very presence alters the
global balance of power. The superhero motif of extraordinary power is thereby trans-
lated into the language of international politics: the question of what a near-omnipotent
protector might be capable of doing gives way to the question of what its very existence
does to the strategic calculus of other actors.

It is precisely at this point that the narrative-interpretive analysis allows us to es-
tablish a structural analogy between Dr. Manhattan and SDI. Both Manhattan and
SDI offer the possibility of radically reducing American strategic vulnerability through
technological superiority. Yet the world of Watchmen demonstrates that near-absolute
power does not produce near-absolute security. On the contrary, the American advan-
tage alters Soviet perceptions of threat, encourages further armament, and makes the re-
maining capacity for nuclear retaliation even more significant. Moore’s fictional experi-
ment thus reproduces the logic of the security dilemma, creating a loop we have termed
the Watchmaker’s Paradox: the more heavily the world relies on extraordinary power as
a guarantee of security, the closer the hands of the clock move toward midnight.

Four decades after Watchmen first appeared on newsstands, international politics
is once again returning to the language of nuclear deterrence and nuclear threats. In
late 2025, US President Donald Trump ordered the US military to begin preparations
for the resumption of nuclear weapons testing for the first time in 33 years.” Several
months later, Emmanuel Macron unveiled France’s new doctrine of “forward deter-
rence,” announced an expansion of the French nuclear arsenal, and opened the pos-
sibility of deeper involvement by European allies in French nuclear activities.** France
and Germany have already announced joint exercises and intensified cooperation in the
field of nuclear deterrence.” At the time of writing — June 2026 - NATO defense minis-
ters reaffirmed that strategic nuclear forces remain the Alliance’s “supreme guarantee of

7 “Trump Tells Pentagon to Immediately Resume Testing US Nuclear Weapons,” Reuters,

October 30, 2025, accessed August 29, 2026, https://www.reuters.com/world/china/trump-asks-
pentagon-immediately-start-testing-us-nuclear-weapons-2025-10-30/

8 “France to Boost Nuclear Arsenal, Involve European Allies in Deterrence,” Reuters, March
2, 2026, accessed August 29, 2026, https://www.reuters.com/world/europe/macron-says-france-
will-increase-size-its-nuclear-arsenal-2026-03-02/.

81 “Joint Declaration of President Macron and Chancellor Merz,” Elysée, March 2, 2026, accessed
August 29, 2026, https://www.elysee.fr/en/emmanuel-macron/2026/03/02/joint-declaration-of-
president-macron-and-chancellor-merz.

1CynTypA




FOR WHOM THE CLOCK TICKS

security” and announced further improvements to nuclear capabilities and planning.*?
At the same time, Moscow offered an almost classically Cold War response to this re-
newed nuclear activity in the West. Kremlin spokesman Dmitry Peskov stated that it is
precisely the fear of nuclear destruction that prevents major powers from engaging in
direct, large-scale wars and that nuclear weapons remain the ultimate bulwark protect-
ing the world from such a conflict.®

Thus, the nuclear fear that shaped the political context in which Watchmen emerged
has, four decades later, once again become one of the defining features of world poli-
tics. The academic reading and contextual analysis of Moore and Gibbons’s antinuclear
comics series therefore reaffirm their relevance to the study of the relationship among
nuclear threat, strategic imagination, and popular culture. As in 1986, the mushroom
cloud once again looms over international politics. This is why Professor Milton Glass’s
warning, through which Moore and Gibbons encapsulate the Zeitgeist of the world of
Watchmen, sounds almost as relevant today as it did then:

We are all of us living in the shadow of Manhattan.*

REFERENCES:

Ajzenhamer, V. (2022) It’s a mad, mad post-apocalyptic world: Popularna kultura u
sluzbi nuklearnog odvracanja, in: Geopoliticki interesi velikih sila i strateska bezbed-
nost malih drzava, eds. Kopanja, M. and Ajzenhamer, V., Belgrade: University of
Belgrade - Faculty of Security Studies, pp. 28-65.

Ajzenhamer, V. (2024) Celuloidna apokalipsa: Kako je Amerika naucila da brine i da se
plasi A-bombe, Belgrade: Sluzbeni glasnik.

Broome, J. and Anderson, M. (1960) The Rise of the Atomic Knights!, Strange Adven-
tures, No. 117, New York: DC Comics.

Bull, H. (1968) Strategic Studies and Its Critics, World Politics, Vol. 20, No. 4, pp. 593-605.

Costello, M. J. (2009) Secret Identity Crisis: Comic Books and the Unmasking of Cold
War America, New York: Continuum.
“Editorial Note,” Foreign Relations of the United States, 1981-1988, Vol. V, Soviet Un-

ion, March 1985-October 1986, Document 309, accessed August 26, 2026, https://
history.state.gov/historicaldocuments/frus1981-88v05/d309.

82 %2026 Nuclear Planning Group Statement,” NATO, June 18, 2026, accessed August 29, 2026,
https://www.nato.int/en/about-us/official-texts-and-resources/official-texts/2026/06/18/2026-
nuclear-planning-group-statement

8 “Only Nuclear Deterrence Shielding World from Global War — Kremlin,” TASS, June 24,
2026, accessed August 29, 2026, https://tass.com/politics/2150797

8 Moore, A. and Gibbons, D. (2022), op. cit., p. 140.

1CynTypa

301




302

VLADIMIR AJZENHAMER AND MIHAJLO KOPANJA

Ferndndez Sanchez, J. (2022) Atomic Motifs in the Superhero Comics of the Atomic
Age, Tebeosfera: Cultura Grdfica, No. 21, accessed August 26, 2026, https://www.
tebeosfera.com/documentos/motivos_atomicos_en_el_comic_de_superheroes_de_
la_edad_atomica.html.

Fitzsimmons, M. (2017) The False Allure of Escalation Dominance, War on the Rocks,
accessed August 26, 2026, https://warontherocks.com/2017/11/false-allure-escala-
tion-dominance/.

Gorbachev, M. (1986) Letter to President Ronald Reagan, January 14, 1986, Ronald
Reagan Presidential Library, accessed August 26, 2026, https://nsarchive.gwu.edu/
document/22092-document-01-general-secretary-mikhail-gorbachev.

Gorbachev, M. S. (1986) Speech on Soviet Television, May 14, 1986, Novosti Press
Agency, accessed August 26, 2026, https://www.upi.com/Archives/1986/05/14/Gor-
bachevs-speech-text/3819516427200/.

Gorbachev, M. (2006) Turning Point at Chernobyl, Daily Times, April 17, 2006, ac-
cessed August 26, 2026, https://www.gorby.ru/en/presscenter/2006/04/view-turn-
ing-point-at-chernobyl-mikhail-s-gorbachev-kopiya

Grand Comics Database, “Strange Adventures (DC, 1950 series) #117,” accessed August
25, 2026, https://www.comics.org/issue/15675/

Harle, V. (1996) Otherness, Identity, and Politics: Towards a Framework of Analysis,
The European Legacy, Vol. 1, No. 2, pp. 409-414.

Hoberek, A. (2017) Considering Watchmen: Poetics, Property, Politics, New Brunswick,
NJ: Rutgers University Press.

Hofbauer, H. (2017) Slika neprijatelja - Rusija: Istorija jedne demonizacije, Beograd:
Albatros plus.

Jones, N. ed. (2018) The Soviet Side of the 1983 War Scare, National Security Archive,
Briefing Book No. 647, November 5, 2018, accessed August 26, 2026, https://nsar-
chive.gwu.edu/briefing-book/aa83/2018-11-05/soviet-side-1983-war-scare.

Kahn, H. (1965) On Escalation: Metaphors and Scenarios, New York: Frederick A. Praeger.
Keeny, S. M. Jr. and Panofsky, W. K. H. (1981) MAD versus NUTS: Can Doctrine or

Weaponry Remedy the Mutual Hostage Relationship of the Superpowers?, Foreign
Affairs, Vol. 60, No. 2, pp. 287-304.

Kopanja, M. (2022) Geopoliticki pristup utvrdivanju delotvornosti koncepta velike strate-
gije obuzdavanja: studija slucaja Sjedinjene Americke DrZave 1979-1989, doctoral
dissertation, University of Belgrade — Faculty of Security Studies, Belgrade, accessed
August 26, 2026, https://uvidok.rcub.bg.ac.rs/handle/123456789/5056.

Lopes, R. (2019) “must we all remain helpless?’: Superman vs. the Nuclear Threat in the
Late Cold War”, ImageTexT: Interdisciplinary Comics Studies, Vol. 10, No. 2.

1CynTypA




FOR WHOM THE CLOCK TICKS

“Joint Declaration of President Macron and Chancellor Merz,” Elysée, March 2, 2026,
accessed August 29, 2026, https://www.elysee.fr/en/emmanuel-macron/2026/03/02/
joint-declaration-of-president-macron-and-chancellor-merz.

“Memorandum of Conversation,” Reykjavik, October 12, 1986, Foreign Relations of the
United States, 1981-1988, Vol. V, Soviet Union, March 1985-October 1986, Docu-
ment 306, accessed August 26, 2026, https://history.state.gov/historicaldocuments/
frus1981-88v05/d306.

“Memorandum of Conversation: Final Meeting, Reykjavik Summit,” October 12, 1986,
Ronald Reagan Presidential Library, accessed August 26, 2026, https://www.reagan-
library.gov/public/documents/reykjavik-memorandum.pdf.

Moore, A. (1985) Writing Watchmen in 1985, Alan Moore World, accessed August 26,
2026, https://alanmooreworld.blogspot.com/2018/08/writing-watchmen-in-1985.
html.

Moore, A. and Gibbons, D. (2022) Nadziraci, trans. Goran Skrobonja, 2nd ed., Belgrade:
Carobna knjiga.
National Security Decision Directive 13. (1981) “Nuclear Weapons Employment Poli-

cy,” October 13, National Security Archive, accessed August 30, 2026, https://nsar-
chive.gwu.edu/document/20309-national-security-archive-doc-24-national.

Neumann, L. B. (2011) Upotrebe Drugog - ,,Istok“ u formiranju evropskog identiteta, Be-
ograd: Sluzbeni glasnik and Beogradski centar za bezbednosnu politiku.

“Only Nuclear Deterrence Shielding World from Global War — Kremlin,” TASS, June
24, 2026, accessed August 29, 2026, https://tass.com/politics/2150797.

Presidential Directive/NSC-59, “Nuclear Weapons Employment Policy,” July 25, 1980,
Foreign Relations of the United States, 1977-1980, Vol. IV, National Security Policy,
Document 208, accessed August 26, 2026, https://history.state.gov/historicaldocu-
ments/frus1977-80v04/d208.

Reagan, R. (1983) Address to the Nation on Defense and National Security, March 23,
1983, Ronald Reagan Presidential Library, accessed August 26, 2026, https://www.
reaganlibrary.gov/archives/speech/address-nation-defense-and-national-security.

Reagan, R. (1986) Remarks at a Meeting With Officials of the State Department
and the U.S. Arms Control and Disarmament Agency on the Meetings in Ice-
land With Soviet General Secretary Gorbachev, October 14, 1986, Ronald Reagan
Presidential Library, accessed August 26, 2026, https://www.reaganlibrary.gov/
archives/speech/remarks-meeting-officials-state-department-and-us-arms-con-
trol-and-disarmament.

Reagan, R. (1990) An American Life, New York: Simon & Schuster.
Scott, M. (2021) The Periodic Table of Marvel, London: Dorling Kindersley Limited.

1CynTypa

303




304

VLADIMIR AJZENHAMER AND MIHAJLO KOPANJA

Shultz, G. P. (1986) Memorandum From Secretary of State Shultz to President Reagan:
New Gorbachev Proposal, January 15, 1986, Foreign Relations of the United States,
1981-1988, Vol. V, Soviet Union, March 1985-October 1986, Document 177, ac-
cessed August 26, 2026, https://history.state.gov/historicaldocuments/frus1981-
88v05/d177.

Stojanovi¢, B. (2013) Preispitivanje teorije i prakse nuklearnog odvracanja, Nacionalni
interes, Vol. 17, No. 2, pp. 141-172.

Trask, R. R. (1985) The Secretaries of Defense: A Brief History, 1947-1985, Washington,
D.C.: Historical Office, Office of the Secretary of Defense.

“Trump Tells Pentagon to Immediately Resume Testing US Nuclear Weapons,” Reuters,
October 30, 2025, accessed August 29, 2026, https://www.reuters.com/world/china/
trump-asks-pentagon-immediately-start-testing-us-nuclear-weapons-2025-10-30/.

“2026 Nuclear Planning Group Statement,” NATO, June 18, 2026, accessed Au-
gust 29, 2026, https://www.nato.int/en/about-us/official-texts-and-resources/offi-
cial-texts/2026/06/18/2026-nuclear-planning-group-statement.

“France to Boost Nuclear Arsenal, Involve European Allies in Deterrence,” Reuters,
March 2, 2026, accessed August 29, 2026, https://www.reuters.com/world/europe/
macron-says-france-will-increase-size-its-nuclear-arsenal-2026-03-02/.

Watchmen, Watchmen Wiki, Fandom, accessed August 25, 2026, https://watchmen.
fandom.com/wiki/Watchmen.

Wendst, A. (2014) Drustvena teorija medunarodne politike, Beograd: Univerzitet u Be-
ogradu - Fakultet politickih nauka.

Wittkopf, E. R., Kegley, C. W. Jr. and Scott, J. M. (2003) American Foreign Policy: Pat-
tern and Process, 6th ed., Belmont, CA: Wadsworth/Thomson Learning.

Youngquist, P. (2013) Stats of Exception: Watchmen and Nixon’s NSC, Postmod-
ern Culture, Vol. 23, No. 2, accessed August 25, 2026, https://www.pomoculture.
org/2015/07/08/stats-of-exception-watchmen-and-nixons-nsc/.

INTERVIEWS:

Gibbons, D. (2008) “Interview: Dave Gibbons talks Watchmen and more...”, Den of
Geek, 27 May 2008, accessed 26 August 2026, https://www.denofgeek.com/comics/
interview-dave-gibbons-talks-watchmen-and-more/

Gibbons, D. (2008) “Archaeologizing Watchmen: An Interview With Dave Gibbons”,
interview by Scott Thill, Wired, 23 December 2008, accessed 26 August 2026, https://
www.wired.com/2008/12/archaeologizing/

1CynTypA




FOR WHOM THE CLOCK TICKS

Gibbons, D. (2009) “Dave Gibbons On The Origins Of The Watchmen”, interview
by Matt Kaufman, The Quietus, 6 January 2009, accessed 26 August 2026, https://
thequietus.com/culture/film/dave-gibbons-watches-the-watchmen-2/

Gibbons, D. (2014) “The Dave Gibbons Interviews: Watching the Watchmen in Book
and Film”, interview by Dan Greenfield, 13th Dimension, 20 January 2014, accessed
26 August 2026, https://13thdimension.com/the-dave-gibbons-interviews-watch-
ing-the-watchmen-in-book-and-film/

Gibbons, D. (2024) “Tve Had The Life That I Wanted When I Was 10 Years Old: A
Conversation with Dave Gibbons”, interview by Jason Bergman, The Comics Jour-
nal, 15 January 2024, accessed 26 August 2026, https://www.tcj.com/ive-had-the-
life-that-i-wanted-when-i-was-10-years-old-a-conversation-with-dave-gibbons/

Moore, A. (1987) “The Alan Moore Interview”, interview by Gary Groth, The Com-
ics Journal, No. 118, 1987, accessed 26 August 2026, https://www.tcj.com/the-alan-
moore-interview-118/

Moore, A. (1988) “Alan Moore Interview”, interview by Vincent Eno and El Csawza,
Strange Things Are Happening, Vol. 1, No. 2, May/June 1988, accessed 26 August 2026,
https://www.johncoulthart.com/feuilleton/2006/02/20/alan-moore-interview-1988/

Moore, A. (2000) “Toasting Absent Heroes: Alan Moore discusses the Charlton-Watch-
men Connection”, interview by Jon B. Cooke, Comic Book Artist, No. 9, August
2000, accessed 26 August 2026, https://www.twomorrows.com/comicbookartist/ar-
ticles/09moore.html

Moore, A. (2022) “Watchmen author Alan Moore: T'm definitely done with comics™,
interview by Sam Leith, The Guardian, 7 October 2022, accessed 26 August 2026,
https://www.theguardian.com/books/2022/o0ct/07/watchmen-author-alan-moore-
im-definitely-done-with-comics

Moore, A. (2022) “The Grand Return of Comics Legend Alan Moore”, interview by
M. H. Miller, GQ, 18 October 2022, accessed 26 August 2026, https://www.gq.com/
story/alan-moore-interview

Moore, A. and Gibbons, D. (1987) “A Portal to Another Dimension: Alan Moore, Dave
Gibbons, and Neil Gaiman”, discussion moderated by Neil Gaiman, The Comics
Journal, No. 116, July 1987, accessed 26 August 2026, https://www.tcj.com/a-portal-
to-another-dimension-alan-moore-dave-gibbons-and-neil-gaiman/

Moore, A. and Gibbons, D. (1988) “Watchmen”, round-table discussion with Alan
Moore and Dave Gibbons, Fantasy Advertiser, No. 100, March 1988, accessed 26
August 2026, https://www.johncoulthart.com/feuilleton/2006/06/24/watchmen/

Moore, A. and Gibbons, D. et al. (2005) “Watchmen: An Oral History”, interview by Jeff
Jensen, Entertainment Weekly, 21 October 2005, accessed 26 August 2026, https://
ew.com/books/2005/10/21/watchmen-oral-history/

1CynTypa

305




306

VLADIMIR AJZENHAMER AND MIHAJLO KOPANJA

Brnapumup Ajsenxamep u Muxajno Konama
Yuusepsuter y beorpany, ®axynrer 6e36ensocty, beorpap

3A KOT'A CAT OTKYIIABA

Caxkerak: Y oBoM pajy aHanusupanu ¢y Hagsupauu Amana Mypa u [lejpa ['mdon-
ca Kao yMeTHMYKa pediekcuja HyKIeapHe IOMUTHKE U CTpaTellKe UMaryHaIje
sapiuHe ¢ase XmagHor pata. Komdunyjyhu koHTeKCcTyanHy aHanmsy, KBalura-
TUBHY aHa/IM3y ayTOPCKMX MICKa3a M HAPATMBHO-MHTEPIPETaTUBHY aHAN3Y, Paji
cMenITa TpaduuKy HOBeTy Y KOHTEKCT TpaHChOpMaIje aMepidKe HyKIeapHe
cTpareruje TokoM Peranose agMuHucTpanuje. AHann3a MoKasyje a HyK/IeapHu
crpax y Hagsupa4uma He TIpeficTaB/ba CaMO MOMUTHYKY 1103aJ1HY, Beh jeman off
OCHOBHIX OPTaHNM3aIMOHMX IPUMHIMIA HapaTusa. [ocedHa maxxmwa nocsehena
je mp MenxerHy, Kora je Myp eKCIUTMIIVITHO M3jefHa4iO ca aTOMCKOM doMdoM
U 4Mje TIOCTOjarbe Memba XJIaJIHOpaTOBCKY offHOC cHara. [Tomasehn o oBe aHamo-
Tyje, pajl yCIoCTaB/ba CTPYKTypHY nmapaneny usMely np Menxerna u Crparemke
ondpamdene nunnujatuse (CIV): oda oremorBopyjy odehame ma TexHOMONIKA
HaMoh MO)Ke CMamWUTH CTPaTeIIKy pambUBOCT, MICTOBPEMEHO T0Kasyjyhu kako
TEXHba Ka TOTOBO AIICONMYTHOj 0e3deHOCTN MO)Ke IMPOM3BECTU HOBY HECUTYp-
HOCT VI TIPOZyOUTH de30eJHOCHY JMIeMy.

Kbyune peun: ,Hagsupauu, Ponang Peian, nyxneapro ogepahare, Cilipaitie-
wxa ogdpamdena unuyujaimusa (CIAN), desbegHocHa gunema, HykneapHu cilipax,
notiynapHa Kyniuypa
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Abstract: This paper examines a Blakean analogy across the themes and dramas
of Terence Fisher’s ,, The Brides of Dracula” (1960). The compelling evidence sug-
gesting the film’s concluding Serbian setting is determined through two significant
Balkan sources: Milovan Glisi¢, ,,Posle devedeset godina” (“After Ninety Years”,
1880) and Vuk Stefanovi¢ Karadzic, ,)Kusom u o6uuaju napooa cpnckoe” (“Life
and Customs of the Serbian People”, 1867). Their importance in the intensification
of innocence and experience is key to the investigation. This paper is the first of its
kind to explore these persuasive nexuses. The analysis explores the contrasting mo-
tifs of innocence and experience, which are familiar worldly matters, and recognises
innocence as the reverse of worldly experience. Innocence does not solely exist as an
entity without the world of experience, which ceaselessly endeavours to corrupt it.
Innocence in the film is imagined as a simpler, not solely feminine, virtuous state
of being, never ultimately defeated, but easily troubled and assailed by the expe-
rienced snares of deceit, dishonesty, manipulation, and violence. Experience, like
Blake’s poems (“Songs of Innocence and Experience”), is expressed through such
malefactions, but, obviously, unlike Blake, there is confrontation with hemato-
phagic perversion, the core theme of Stoker’s “Dracula”. The film’s elemental for-
ces, earth and air, are opposing agents to fire and water. How far do these elements
nurture and impede the undead? And to what extent are Glisi¢, KaradZi¢, and the
four elements integral to innocence and experience in “The Brides of Dracula™?

Key words: innocence, experience, elements, hematophagy, Hammer Film Produc-
tions, Glisi¢, Karadzi¢
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Cinematics’

o many critics, Dracula (1931) featuring Bela Lugosi, has remained the defini-

tive film version; this celebrated motion picture followed Nosferatu (1922), a si-

lent German Expressionist vampire film. Since then, there have been numerous
films, including a musical version, depicting the infamous count. The Brides of Dracula
is the second, and considered the finest, in a series of eight modern-day Hammer films
portraying versions of Stoker’s vampire — 1958-1973. The last acclaimed portrayal of
Count Dracula was in 2020 (BBC/ Netflix featuring the Danish actor, Claus Bang).

%k %

Study and Method

While there are many studies on Bram Stoker’s Dracula, the associated films gen-
erally comprise short critiques and reviews. This paper claims to be the first scholarly
study of any in the series of eight and any other films outside the Hammer sequence.

Symbolically, the comparisons with Blake’s Songs of Innocence and Experience are
of central importance to the study, though not in consistently close detail to the actual
poems, but rather more in terms of character actors in The Brides of Dracula. Their de-
monstrative behaviours, and the forces which impinge on their innocent/experienced
lives and actions are central to the film’s dramatic action. In Blake’s songs/verse, there
are many such examples: his principal entities of relevance to the script of The Brides of
Dracula are The Lamb and The Tyger.

The young women in the film are Blakean lambs who are, or have been, pure, en-
dowed with a deep sense of trust, morally reliant, and responsible. Being unguarded
and unprepared, they become gifts for the darkness of deceit and manipulation that
befalls them. Irredeemable loss of innocence is achieved through their transformation
into members of an abominable cult. Blakean tygers represent corrupted experience in
the film and involve members of the vampire cult and those from the uninitiated who
support and nurture them.

The analytical method of frames, episodes and characters in the film relates to anal-
ysis of the four elements in the film - air, earth, fire, and water. The other seven films in
the sequence and their articulations of Innocence and Experience have been referenced.

' The mill at Zarozje and its counterpart in The Brides of Dracula are the most significant Serbi-

an influenced contexts. Also acknowledged is the Empire Theatre, Birkenhead, England (1917-
1990), Patron of Hammer Film Productions..
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The acclaimed excellence of The Brides of Dracula and its themes are in sympathy with
this exegesis.

Together with related scholarship and literature, this film, and to a lesser extent,
the accompanying seven in the series, required numerous paused frames, especially the
mill scenes in the climax. Although a visit to the Zarozje Mill, Bajina Basta, in western
Serbia was not possible, sufficient information and detail were gleaned through Glisi¢
and Karadzic.

Key to the investigation is to what extent Glisi¢, Karadzi¢, and the four elements are
integral to innocence and experience in The Brides of Dracula.

Analysis
Innocence and Experience

»1f only He could!”

So speaks Baroness Meinster (Martita Hunt) in her brief, bleak soliloquy in response
to Marianne Danielle’s (Yvonne Monlaur) angelic supplication: ,,And, may I say: God
bless you.”?

2 The Brides of Dracula, dir. by Terence Fisher (Hammer Film Productions, 1960).

Historically, William Blake’s innocence is closely associated with childhood. See Blake, W,
Robinson, H. C. & Lessing J. Rosenwald Collection. (1794) Songs of Innocence and of Experience,
Shewing the Two Contrary States of the Human Soul, London, W. Blake.

The twelfth-century mystic, Hildegard of Bingen, ,,compared the goodness of children to the
brightness of the angels”. Dante writes: ,,...In little children only mayst thou seek/True innocence
and faith..” See Davis, R. A. (2011) Brilliance of a fire: Innocence, Experience and the Theory of
Childhood, Journal of Philosophy of Education, 45 (2) 379-397.

The moral condition of innocence is explained by Wolgast, Elizabeth. (1993) Innocence, Philosophy,
68, 297-307, who identifies it as a person who is ,,completely without error and regret and all the
anxieties that go with these—anxieties about avoiding guilt and making amends [...] Against the
background of guilt and traffic with wrong, innocence is indisputably better, just as something clean is
better than something soiled, something fresh better than something stale” In the trailer to The Brides
of Dracula, Ibid, Yvonne Monlaur as Marianne Danielle is featured as ‘innocent beauty’ Morally, she
embodies the above virtues and qualities. A Blakean analogy is made by Hampshire, Stuart. (1989)
Innocence and Experience, Cambridge, Mass., Harvard UP, p.149, who explains that ,innocence is
to be understood as the reverse of worldly experience” ; or put another way, according to Ticktin,
Miriam. (2017) A World without Innocence, American Ethnologist, 44(4) pp.577-590 (pp.578-579),
»innocence is located in the story of Adam and Eve, wherein innocence means not knowing the
difference between good and evil; it means lacking worldly knowledge.” For the vampirised, innocence
has been destroyed by worldly knowledge, corrupted by unfathomable amorality.

Blake’s experience is often associated with cruel, corrupt, or cynical adult behaviour. For this
paper, whether through nature or nurture, these adult behaviours are no less relevant; a culturally
apposite source for ‘experience’ is found in the fifth film of the Hammer sequence, Taste the Blood
of Dracula, dir. Peter Sasdy (Hammer Film Productions, 1970).

From the scene with Lord Courtley (Ralph Bates) and his interested circle of listeners, there are
three gentlemen thrill-seekers, who are bored with their extra-marital activities - William Harwood
(Geoffrey Keen), Samuel Paxton (Peter Sallis), and Jonathan Secker (John Carson). The three

1CynTypa

311




312

TERENCE CLIFFORD-AMOS

This is spoken seconds following the deceived schoolteacher’s departure from the
purposefully contrived dinner for two, served in the Castle’s grand hall [Bray Film Stu-
dios, Windsor, England]. Before dinner is served, during the ascent of the famous Bray
stone stairway, we heard charily from Greta (Freda Jackson) that no one was ever ex-
pected, but at the Baroness’ request, ,,a second place is laid in case somebody should
come.”

Greta then delivers her monosyllabic, suspiciously articulated and dishonest ,,Yes!”
in response to Marianne’s immediate pleasure in the opportune invitation to visit: ,,And
I have come, haven’t I?”*

The dark purpose of the arranged visit is dramatically ironic but only in the audi-
ence’s suspicion and fear, not in their complete knowledge.

During dinner, the Baroness tells of former times at the castle, ,,balls, dinners and
‘life””, with visitors from all over Europe, including Paris, the home city of Marianne.*
This narration also includes mention of the ruin of her son and, consequently, her own
life. The duplicity of the Baroness is starkly revealed in this scene, as she speaks of the
young Baron’s internment and isolation, his private rooms being cut off from the rest of
the castle, and ,,only reached through that door”.

Marianne turns to notice the door, as the camera leads us to it. We listen to the Bar-
oness speaking candidly about her degradation, while cunningly drawing her guest’s
attention to the door of her son’s apartments, motivating curiosity’s opportunity to lead
Marianne to her fate. This behaviour is an example of the Baroness’s deviousness in her
callous protection of the young Baron, her son. Her self-appointed role is to lure young
women, who will become fodder for his feeding.

This short scene starkly motions the tracts of innocence and experience in one of Terence
Fisher’s darkest portrayals in the Hammer series. And like other films in this genre, uncom-
promising innocence set against experience - the antediluvian goodness versus evil dichoto-
my - is always in contention. The experienced world of the undead is generally well-known
by readers of Bram Stoker’s Dracula,® and merely repeats itself in the many films of this genre.

jaded palettes need ,someone with “infinitely greater ‘experience’ ... to suggest alternatives?” This
provoking enticement by Courtney is soon motivated by businessman, Weller (Roy Kinnear), who
can supply the preserved dried blood of Dracula; it leads to Courtney drinking it in refreshed form
and to the rebirth of the ancient count. The diabolical, hysterical murder of Courtly by the three
gentlemen leads each to turmoil and destruction. The black mass in Dracula A.D.1972, dir. by Alan
Gibson (Hammer Film Productions, 1972) and the satanic rites in The Satanic Rites of Dracula,
dir. by Alan Gibson Hammer Film Productions, 1973) are further examples of ‘experience’ gained
principally through the dark arts. In the same way, the wild youth experiences of Baron Meinster
in The Brides of Dracula, op.cit, leads to his vampirism, which is supported and sustained by the
actions of his corrupt mother through the serial transformations of young women.

The Brides of Dracula, Ibid.

The Brides of Dracula, op.cit.
> Ibid.
6 Stoker, Bram. (1897) Dracula, New York, Grosset & Dunlap.
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In this tradition, The Brides of Dracula follows this typology and appears to offer little
more. However, in other related behaviours, it does, vis-a-vis the tortured soul of Baron-
ess Meinster and the sickening dimensions of depravity manifest in the experienced life
of her son, conveyed in the film’s vivid contrasts of innocent and experienced worlds.

In different ways, Baron Meinster and his mother, the Baroness, are the most ex-
perienced and most depraved, though the most sinister experienced role in the film
undoubtedly belongs to Greta, the carer and castle keeper. Well aware of the Baron’s
upbringing as his nurse, she cares for, protects, and maintains him during his confined
life in chains, while, herself, remaining uninitiated into the undead.

From Greta, we learn about the waywardness of the young Baron’s Transylvanian
youth, the complicity of the Baroness, and to what it led. Marianne’s intrusive assis-
tance in the Baron’s liberty is the cause of Greta’s psychological maelstrom, histrionical-
ly chilling, but memorably effective hysteria:

»He’s free, he’s free...the cunning devil.””

This show of uncontrolled, manic grief in the presence of Marianne and expressed in
her subsequent critically-loyal soliloquy in the presence of the neck-punctured Baron-
ess, confirms Greta’s faithfulness to her mistress; though uninitiated, and therefore not
a ‘bride’, her greater deviance is also soon to be seen in her uncompromising, dualistic
commitment to the experienced world. She is observed at the graveside, exhorting the
Baron’s latest bride to the earth’s surface.

The Village Girl had been found, blood-drained in the forest. She lies in her open cof-
fin at a community wake shortly before her ultimate rising from the newly-dug native
earth, assisted by Greta. Greta’s ultimate treachery is seen in the film’s blazing, brilliant-
ly-memorable finale at the old mill. Once aware that there is no future for her superior,
Baroness Meinster, Greta’s isolation and loss of a formal role at the castle lead to her
deviant proclivities maturing and flourishing in her dark, experienced world.

The ‘Brides of Dracula’ in Bram Stoker’s Dracula are three elegantly beautiful vam-
pire ‘sisters’ who abide with the Count, their master, in a Transylvanian castle. There,
they bewitch, magnetise males and feed upon them.

Like the two ‘brides’ in The Brides of Dracula, Gina (Andrée Melly) and the Village
Girl (Marie Devereux) they are neither brides nor sisters, but share in the ‘undead’ ex-
istence of their masters, Count Dracula and Baron Meinster, respectively. It is their one-
ness in transformation and identity that renders them metaphorical brides and sisters.®
The background of the experienced three in Stoker’s Dracula is never made known,
though, like the two in The Brides of Dracula, they have fully developed vampiric he-
matophagy, and rapacious, indiscriminate appetite: ,,,,Are we to have nothing tonight?”

7 The Brides of Dracula, Ibid.

¢ Brides no more: after sixty years of life post 1960, their on-screen vampiric unions would, in
later years, never be resuscitated. Marie Devereaux and Andrée Melly died within a month of
each other, in December 2019 and January 2020, respectively. David Peel passed much earlier in
September 1980, aged 60.
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said one of them, with a low laugh, as she pointed to the bag that he had thrown upon
the floor, and which moved as though there were some living thing within it”.

Harker’s horror, witnessing what arguably is the most appalling scene in Stoker’s
novel is sickeningly realised: ,,If my ears did not deceive me, there was a gasp and a low
wail, as of a half-smothered child.”

Of the two brides in The Brides of Dracula, Gina is made known to us as Marianne’s stu-
dent-teacher colleague at the Badstein Girls’ Academy (the Langs’ School, rented from the
Meinsters), whose appointment occurred before her own. Gina, a respectful, attentive, and
dutiful teacher, is not without dreams of becoming titled like her roommate, Marianne,
who is soon to be deceived into becoming a Baroness. Both are presented as vulnerable.

Gina and the Village Girl, from the educated classes and village community respectively,
are beautiful women and exemplars of innocence. The failed ‘initiation” of Marianne at the
old mill removes the possibility of the film mirroring Stoker’s novel in featuring three brides.

kkk

Dracula 1958

From the Hammer series, the most dignified portrayal of innocence is given by Jona-
than Harker (John Van Eyssen) in the first outing of Dracula, two years earlier than The
Brides of Dracula. Harker’s strong Christian ethic drives his purpose: ,,It only remains
for me now to await the daylight hours, when with God’s help, I will forever end this
man’s reign of terror.”"

Harker’s character could not have been presented more genteelly, as the Innkeeper’s
daughter, Inga (Barbara Archer) had recognised in her sotto-voce discreetness expressed
to Van Helsing (Peter Cushing): ,, Your friend was such a nice gentleman.”" But Hark-
er’s pre-eminent mission proves to be well beyond his capabilities. It implodes, and his
energies are diverted into the highly-experienced world of his new master.'?

Marianne Danielle in The Brides of Dracula is also driven by a mission, not as a Hark-
er-like redeemer, cleanser, and re-Christianiser, but in a not too culturally dissimilar
role as a newly-recruited teacher and pastoral guardian. She is a highly-principled force
for good, whose natural exemplification of virtue is ,,flawlessly acted”.”

A particular feature of childhood innocence in the 1958 Dracula is the vulnerable young
girl, Tanja (Janina Faye), who is led away by a newly-emerged vampire, Lucy Holmwood

®  Stoker, (1897) Ibid, p.40.

' Dracula, dir. by Terence Fisher (Hammer Film Productions, 1958).

1 Ibid.

12 Exshaw, John. (2008) Count Dracula, Irish Journal of Gothic and Horror Studies 4, 147-9
(p.147), recognises this in Harker, who is a ,,doomed avenger”

1 Edward de Souza praises the film’s ,,flawless acting”. See Fearney, Don, dir. (2013) Making “The
Brides of Dracula’. Final Cut/Ivory Tower.
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(Carol Marsh). She is ultimately halted and denied by a crucifix-bearing Van Helsing."
The intention of Lucy towards Tanja is not made known, though we fearfully imagine that
a vampirised child might have been Terence Fisher’s abhorrent subtext."

This unthinkable possibility convincingly suggested through the brilliantly-chilling
acting of Carol Marsh, is one of the most disturbing scenes in the entire series. None of
the remaining films in the eight Hammer Dracula sequence match the first two in their
portrayals of innocence and innocent lives.

In The Brides of Dracula, Marianne’s professional role as a teacher and guardian in loco
parentis is a traditional typology. In dramatic irony, she is seen as continuously vulner-
able and unaware of the evil intent at Castle Meinster. She is a stellar, sober, substantial
character, whose acute sense of righteousness dominates her role for the entire film. That
she is a pedagogue, heightens her precipitousness in being pivotally caught between the
uprightness of the schoolroom and her proximity to the depraved Baron Meinster.

Through Marianne’s understandable pity and abhorrence, his chained captivity is
brought to an end. ,,It is inhuman”, she asserts in their first encounter, which leads to
the young Baron directing her to the whereabouts of the hidden key of his leg-chain
lock.'® The dramatic irony continues as Baroness Meinster subsequently retorts: ,,You
little fool. You do not know what you have done.””

We have perceived, however, that Marianne has already begun to fall in love with
the boyishly charming, chained Baron, whose subsequent betrothal to him is more than
merely dangerous. The Parisian pedagogue is precipitously close to being transformed
into a Transylvanian debutante.”® Marianne, Gina, the schoolgirls (about twenty in the
schoolroom scene), and their overseers Frau and Herr Lang (Mona Washbourne and
Henry Oscar), provide upright, principled, ironic stability to the gradually-emerging,
pervasively-dark, experienced Transylvanian heresies.

Among the experienced characters presented in The Brides of Dracula, we have been
made aware very early on in the film of the wider net of deviant patrons: the coach driver
(Michael Ripper) and Latour - the ‘Man in Black’ (Michael Mulcaster), who directly and
indirectly, in the pay of the Baroness, are probably too well-remunerated and too afraid
to decline their roles.

Latour, the more malevolent of the two, is directly involved as the main player; the coach
driver more indirectly as the recipient of a bribe to abandon Marianne at the Running Boar
Inn. We suspect that the driver has acquitted himself of this task on more than one occasion
as he communicates familiarly and guiltily with Latour, in what is likely his customary role.

* Dracula. (1958) Ibid.

15 Stoker’s vampire sisters do feed on children. See page 4 of this paper.

' The Brides of Dracula, op.cit.

17 Tbid.

'8 Off and on set, Yvonne Monlaur said she ,,got along wonderfully with David Peel’, the vampire
baron. Monlaur, Yvonne. Yvonne Monlaur Official Blog (2009) retrieved April 08. 2024 https://
www. yvonnemonlaurofficialblog.blogspot.com
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Along the journey, the coach driver crosses himself, as the coach is momentarily
stopped by Latour’s obstructive log, and crosses himself again on arrival at the inn. He
accepts his blood money sheepishly, glancing at the Running Boar, which Marianne has
just entered. He knows what it will mean, having driven the coach manically along the
desolate forest track.

Like the inn-folk and local community, the coach driver is consumed with supersti-
tion, fear, and conscience. The coach driver and Latour override any moral propriety
they may otherwise possess in deferring entirely to their remunerative roles.

The two coach-journey accomplices have different roles than the enigmatic Klove (Philip
Latham) in Hammer’s third outing, Dracula: Prince of Darkness, released some six years later."”
Here, Klove, working for Dracula, is a protector, preserver, and murderer. Patrick Troughton
reprises the role in the Scars of Dracula. Unlike the first, in this second outing, Caliban-like,
Klove is more an innocent, enslaved prisoner than loyal follower and accomplice.”

Contrary to expectation, as a place of sojourn for travellers, and as in all Hammer’s Tran-
sylvanian inn scenes, the inn people in their experienced world are unwelcoming, frightened,
superstitious folk, subordinated to their community service, with little time for transients.

What we learn about the inn people in The Brides of Dracula resides more in their
taciturnity and understatement. Following Latour’s brief, dark appearance at the door
of the inn, presumably to check that Marianne is securely situated, many of the inn-folk
leave in obvious fear of him.

The inn-folk have an informed idea of what has been happening, but offer little assis-
tance to Marianne. When Baroness Meinster is reluctantly admitted and enters the inn,
the landlord’s wife (Vera Cook) offers Marianne a room she had previously denied her.
This is overridden by the Baroness, in asserting that her castle offers better prospects. The
Landlord and his wife are caught up in the community of fear and do not offer board and
shelter to a traveller unless the situation is unconnected with the Baroness’s castle.

Marianne is a young woman, and when the Baroness arrives at the inn, they know
what will befall her and try to afford some small protection, but to no avail. Lame and
ineffective responses render the landlord and his wife virtually complicit in the dark
behaviours of Baroness Meinster. They are too unnerved and removed from the world
of innocence to challenge her.

Given the sparsely-populated Transylvanian terrain, a certain insularity might not
be unexpected among the hamlets. In the first and third films in the series, Innkeeper of
the Cross Keys (George Woodbridge) has more to say in the first (Dracula) during his
brusque engagements with the newly arrived Van Helsing, than in his more passive sec-
ond appearance in Dracula Prince of Darkness. In identical roles, he is cowed, taciturn,
insularly unhelpful, and all too experienced in the culture surrounding his life.

" Dracula: Prince of Darkness, dir. by Terence Fisher (Hammer Film Productions, London, 1966).
0 Scars of Dracula, dir. by Roy Ward, (Hammer Film Productions, 1970).
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In this third outing Dracula: Prince of Darkness, a firm opinion on the inn folk is de-
livered by the travelling monk, Father Sandor (Andrew Keir,) as he addresses traveller
Charles Kent (Francis Matthews) and his group, Helen, Diana, and Alan Kent (Barbara
Shelley, Susan Farmer, and Charles Tingwell): ,You certainly won’t have your mind
broadened by this lot ... I wouldn’t tolerate them!” he sharply retorts and repeats. ' The
Innkeeper (George A. Cooper) in Dracula Has Risen from the Grave, is caught in the same
experienced safety-net culture: ,,If we leave things alone, then maybe he’ll leave us alone.”

Michael Ripper has a strong role as innkeeper in the Scars of Dracula, as he leads the
inn-folk on the road to torch the castle, though he later falls back into self-protection
and guardedness in remonstrating with betrothed couple Sarah Framsen (Jenny Han-
ley) and Paul Carlson (Denis Waterman): ,,Go back where you came from. We want no
trouble here.”” Ripper, as Marianne’s corrupt coach driver, ten years earlier, remains
insulated and unredeemed in this, the sixth film in the series.

In The Brides of Dracula, the elegantly stern, imperative Baroness Meinster causes
unease and fear in the remaining inn folk. ,,Wine!” she demands on entering the Run-
ning Boar. But later, on the castle’s stone stairway (Bray) her formidable nature and
experience are abruptly diminished in a spineless response to her newly-unchained son.
Here, her experienced life is subdued to a quivering wreck as the Baron commands:

»>Mother, come here!”

»No - no, my son”, his mother responds, before her quick capitulation and submission
to him. The Baroness’ trepidatious descent of the staircase reveals the inner conflict between
her maternalism and fearful reality of the experienced world she has long since condoned.**

As the central player in the preservation of the Baron’s life, the Baroness’ self-induced
Godlessness is replete with regret, self-loathing, and abandonment. We cannot know the
number of young women she has lured as ‘brides’ to the undead. As to what possibly be-
came of them can be nothing more than fearful speculation. We assume that Gina and the
Village Girl are merely among the Baron’s latest feasts and transformations, though we can
be reminded of Van Helsing’s authority in this film, that the cult grows ,,infinitely slowly”.*

Unlike the Brides” prominently-proud exposure of their newly developed vampire,
fanged teeth, the now transformed Baroness, caused by her son, who takes her blood, is
shamed into hiding her own before confessing to Van Helsing her devilish role: ,,I hid
him and helped him to live!”*

The Baroness acutely experiences the pain of separation and loss, which has engulfed
her son, that is to say, a life so corrupted, it is unfathomably removed from the prelap-
sarian state of human innocence concerning ,.the relation both of man to God and of the

' Dracula: Prince of Darkness, Ibid.

2 Dracula Has Risen from the Grave, dir. Freddie Francis (Hammer Film Productions, London, 1968).
# Scars of Dracula, dir. by Roy Ward (Hammer Film Productions, 1970).

* The Brides of Dracula, op.cit.

% Ibid.

% TIbid.
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parts of man within himself”.?” Father Stepnik’s (Fred Johnson) suspicions of this in the
community have led him to send for Van Helsing.

A small measure of redemption for the Baroness can be found, if only because she
does not exhibit the customary behaviours of the vampirised. She does not attempt to
embrace her new life as a member of the undead; but in misery, regret, and self-loathing,
she is thankful for the possibility of being removed from it. She hides her shame, but is
consoled when Van Helsing ironically comforts her: , There is one release”, he says, in
preparing the way for her heart to receive the restorative stake.”

This is the third example in the Dracula series of a compassionate Van Helsing to-
wards a member of the undead. (Jonathan Harker’s release by him in Dracula 1958 was
a necessity borne out of friendship; and in the same film, Lucy’s release is ultimately to
the gratefulness of her family.) The release of the Baroness might be explained as Ter-
ence Fisher’s way of handling the outrage of her son’s maternal violation; however, Van
Helsing’s compassion in this example can also be countenanced as care and sensitivity
to the fragility of the Baroness, who is not in the fullness of youth.

Her release from her worldly experience and the undead does not to any degree tem-
per her gross violation against humanity. Van Helsing, throughout, is the most knowl-
edgeable character in innocence and experience, but not always timely in the former
and effective in the latter. His strength is in knowledge rather than skilful action.

This sure method of vampiric destruction has hitherto been unknown to, or ignored
by, the Baroness since we deduce that she knew of no cure for dealing with the male-
diction of her son. She has continued to feed his bloodlust cravings. The Baron still has
a mother, albeit a hated one; and in a counterbalancing sense, within her wilderness of
despair, we are led to understand that the Baroness once had a son.

Baron Meinster inherits the fundamentally experienced dark arts from his mas-
ter; however, we are not informed if he is meant to be a ‘direct’ descendant of Dracula
(Christopher Lee, in Dracula 1958, the Count’s initial outing); from Stoker, the source
of vampirism, we learn, is found throughout the noble line of Dracula. They had ,,deal-
ings with the Evil One”.”” In The Brides of Dracula, Count Dracula is mentioned in the
opening dreary coach scenes and narrative, confirming that he is dead, though his ,,de-
scendants live on”.* The Baron Meinster is not without the suave, elegant attractiveness
of his predecessor.’ Though at his worst, he is rougher, viler, and more violent than he.
His low-life characteristics, which we especially witness in the final scenes of The Brides

7 Wanless, Brandan. (2023) St. Thomas Aquinas and St. John Paul II on the State of Original
Innocence, Studia Gilsoniana 12, 4 pp. 617-634, discusses the State of Original Innocence.

* 'The Brides of Dracula, Ibid.

¥ Stoker, (1897) op.cit, p.246.

0 The Brides of Dracula, op.cit.

31 Very handsome with a beautiful voice”, Yvonne Monlaur, in Making The Brides of Dracula,
op.cit, ,, Very pretty”, Andrée Melly in interview with the author (2017), ,So noble”, endorses
Gina, in The Brides of Dracula, op.cit.
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of Dracula, alienate him from the reserved, lofty dignity we find in Christopher Lee’s
portrayal two years earlier.

Bat transformation and extension into the nocturnal animal kingdom are facets of
the Baron’s developed vampiric persona. This dimension is unique to this film in the
Hammer series.

Within his caustic, depraved character, the Baron nevertheless can be a skilled and
colourful interlocutor, displaying a command of spoken registers, which include a
feigned innocence; charm; defencelessness; victimization, expressed to Marianne in his
initial appeal for liberty; and an initial tenderness towards her, but these behaviours are
superseded by hypnotic manipulation at the old mill.

Psychological intimidation, aggression, and murderous intent towards his mother;
superciliousness towards Herr Lang and confrontational, violent vengefulness towards
Van Helsing during their final clashes, provide a full makeup of the colourful Baron.

In the closing mill scene, we hear the Baron hissing and expectorating as an animal.
He is at his vilest at the Langs’ school, where he publicly announces his betrothal to
Marianne, but which is nothing other than a ruse for her ,initiation” into absolute sub-
servience in the experienced world of the undead, mockingly announced at the mill in
the company of his two existing brides and Van Helsing.

Van Helsing’s disquieting discovery and disbelief that the Baron has ,taken the
blood of his mother” grimly acknowledges a more sickeningly developed facet of cor-
rupted-experienced vampirism in the young Baron’s unfathomable unscrupulousness.
Oedipal theories may not be lost among the undead.’* The Baron’s palpable loathing of
his mother and her mortification at his freedom are graphically heightened in the stair-
case scene at Bray.”

kKK

Elemental Forces of Innocence and Experience

Air, earth, fire, and water construct and provide the environmental interplay be-
tween innocence and experience. Air and Earth work as elements that nurture the expe-
rienced world of the undead, whereas fire and water work towards their destruction.*

2 Noted by Richard Golan in Making The Brides of Dracula, Ibid.

3 The Brides of Dracula, Ibid.

3 The elements are summoned by Lord Courtley in the resurrection ceremony held for the
‘supreme prince of darkness’ in Taste the Blood of Dracula, op.cit.

Irigaray, L. (1993) Sexes and Genealogies, trans. by G.C. Gill. New York, Columbia University
Press, p.57, makes the point that ,We are made up of these elements and we live in them. They de-
termine, more or less freely, our attractions, our effects, our passions, our limits, our aspirations.”
See also Englemann, Sasha. and McCormack, Derek. (2021) Elemental worlds: Specificities, Ex-
posures, Alchemies, Progress in Human Geography, 45(6) 1419 -1439, and also De la Cadena M.
and Blaser M. eds. 2018) A World of Many Worlds, Durham, NC, Duke University Press.
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The air surrounding Dracula’s foul body in Stoker is toxic, but we do not find this in any
film of the Hammer series.”

The only stagnant, lifeless-looking simulated Transylvanian context in The Brides
of Dracula is the environment through which Marianne Danielle’s frantic coach rum-
bles. Shot in early 1960 in the woodland terrain around Oakley Court and Black Park,
Berkshire, winter’s degenerating scene is in sympathy with the cheerless tones of the

narrator, who, inter alia, speaks of ,,black unfathomable lakes”.*

kkk

Air - Experience in the Nocturnal Realm of Bats

The element ‘air’,,certainly our friend, except when it’s not”, according to Kojak and
Mussen.”

Air in The Brides of Dracula is an example of non-friendship, as the medium in trans-
forming and conveying the Baron as a bat.

In Stoker’s Dracula, we learn from Van Helsing that ,,he can be as bat (sic) as Madam
Mina saw him on the window at Whitby”.*

Despite this, it is strange that Van Helsing in Dracula (1958) dismisses the notion of
bat transformation as a ,common fallacy”. He surely has learned a little more before his
second outing, however, as in The Brides of Dracula, he now admits that ,some have the
power to transform themselves into bats”.*

The Beast from Air* is featured as a large bat made with latex wings. Andy Boylan
claims ,,Stoker (probably purposefully) misidentifies the small vampire bat with one of

» Stoker, (1897), op.cit, illustrates:

There was an earthy smell, as of some dry miasma, which came through the fouler air. But as
to the odour itself, how shall I describe it? It was not alone that it was composed of all the ills of
mortality and with the pungent, acrid smell of blood, but it seemed as though corruption had
become itself corrupt. Faugh! It sickens me to think of it. Every breath exhaled by that monster
seemed to have clung to the place and intensified its loathsomeness. p.257.

% In The Brides of Dracula. op.cit, Transylvania need not be perceived so drearily as narrator
George Melly utters depressively; Reid, Conor. (2010) Review of Stephen P. Unger’s In the Footsteps of
Dracula: A Personal Journey and Travel Guide, New York: World Audience, Irish Journal of Gothic
and Horror Studies, 8, 63-6 (p.63), says that he,can certainly attest to the beauty of Transylvania
as a travel destination”

7 Kozak, Jan. Musson Roger. (2020) The Illustrated History of the Elements Earth, Water, Air, Fire,
Cham, Springer, v.

% Stoker, (1897) op.cit, p.245.

* The Brides of Dracula, op.cit.

% The Beast from Air, to which I loosely refer, is the remains of an airman parachutist found in
Golding, William. 1954. Lord of the Flies, London, Faber and Faber London; see also Cunningham,
Scott. (2005) Earth, Air, Fire and Water, St. Paul, Minnesota, Llewellyn Publications, p.55 where
humans are regarded as an infringement of the air, which naturally belongs solely to nature’s
winged creatures. For the human vampire bat, such corruption is surely a violation of that
uncorrupted element.
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its larger cousins”,* although it is unknown whether either Margaret Robinson or Spe-
cial Effects at Hammer imported such scientific detail.

The Scars of Dracula is the only other film in the series to feature bats, but not, however,
as the transformed Count; they are nocturnal mammals who can inter-communicate and
minister to Dracula’s wishes. The bat-Baron Meinster in The Brides of Dracula flies several
times, swoops, and ultimately takes the life of stable keeper Severin. Severin’s death can be
explained as Baron Meinster’s successful attempt to eliminate him as the principal guard-
ian of Gina’s coffin and release the newly-experienced world of the undead to flourish.

In a disturbing scene, spooked and sensing their vulnerability, the horses in the stable
react noisily and uneasily. The coffin-lock episode that follows has become iconic and as
chilling as any Dracula scene ever has been, in which the newly-emerging Gina reveals
her secret love for both the Baron and Marianne: ,, We can both love him, my darling.”*

This scene also reminds us of Stoker’s Dracula and the sisters as they eye the poten-
tial of Jonathan Harker: ,,He is young and strong; there are kisses for us all.”* Vam-
pirism’s rejection of Christian values is also expressed in experiences of licentiousness
and depravity.*

Gina’s sharing of her wishful thinking with her roommate, ,,I wish it had been me”,
is taken lightly by Marianne.* Shortly before the Baron announces Marianne’s betrothal
to him, the school scene witnesses the eavesdropping Frau Lang. What she hears at the
door from Marianne and Baron Meinster stimulates her likeness of them to the perfect
union of ,,a pair of turtle doves, bless their hearts”.*

The innocence and perfect harmony of Frau Lang’s turtle doves contrasts acutely
with the dark intent of the Baron, his other-world experiences, and counterfeit betroth-

41 Boylan, Andy. 2014. “Stoker and the Bat”, retrieved April 08 2024, https://www.vamped.org
#2 In this scene, McEneany, Christopher. 2013. “The Brides of Dracula - An In-depth Look’,
retrieved April 08 2024 https://www.avforums.com, para.16, notes that the film superbly delivers
that ,,frisson of lesbianism that Hammer would go on to exploit in many subsequent vampish
outings”

Andrée Melly told the author that when describing her acting CV to future film directors, she
mentioned her role as a lesbian vampire in The Brides of Dracula.

Andrée Melly was measured for her coffin. This was probably also true for Marie Devereaux.
The author was unable to arrange an interview with Marie.
4 Stoker,(1897) op.cit, p.39.
“ Hunt, Georgia. (2020) Review of Dracula: An International Perspective (2017) ed. by Marius-
Mircea Crisan. London: Palgrave MacMillan, Irish Journal of Gothic and Horror Studies, 18,
183-85 (p.185), underlines Draculas libertine nature in reminding us of his,,ability to inspire
uncontrollable emotion and sexual desires in the women he turns into vampires”.
* In The Brides of Dracula, op.cit., the room she shares with Marianne is temporarily vacated to
fetch more bread for toasting on the open fire, leaving Gina alone.
“ Tbid. See also Chaucer, Geoffrey. 1380-1390 (1894) The Parliament of Fowles, in The Complete
Works of Geoffrey Chaucer, ed. by W.W. Skeat. Oxford, Clarendon Press. 1380-1390: 582-588. A
dark contrast between the turtle dove and the bat-baron can be made between the doves’ mating
for life and the everlasting polyamorous blood relationship of the undead.
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al. The image of innocent doves at the school is soon to be superseded by wings of death,
the bat-Baron’s surreptitious window entry, to Gina alone in the room, and her vampiric
seduction. The ‘beast from the air’ enters, to the wishful-thinking Gina, whose thoughts
are nothing but pure imaginings of the life of a Baroness. In savage irony, Gina’s inno-
cent dream of self-interest is realised, but now by a heinous, diabolical assailant.*

Gina’s transformation into the experienced world of the undead slowly advances
during her deathbed scene.*®

ok

Earth - nurturer of the undead

Earth as an element in Stoker is his invention, which provides a bed of native soil in
the coffin of the Count, enabling him to rest during daylight hours and be re-energised
for the night.*

In The Brides of Dracula, native Earth has three experienced contexts: first, it is a
preserver and nurturing element for the Village Girl who emerges from the grave as a
strong, healthy, and vibrant member of the undead. Greta instructs her to ‘push’, caress-
ing the surface soil in encouragement and thanksgiving. In this scene, Greta has been
described as a ,,vampirical zealot, lovingly coaxing the next deadster from her grave like
some deranged midwife delivering a new baby”.”

The other two contexts concern the stable and the lower working mill, both of which
are closer to Earth than any other interior context and bring comfort to the undead.
Van Helsing, who passes oft Gina’s death as a contagious fever, makes the mistake of
ordering Gina’s body to be watched over in outbuildings - the stables, to protect the
inhabitants of the Lang’s school.

Here, resting perhaps not more than a metre above the bare, native earth, Gina, grad-
ually becoming transformed into a member of the undead, finds the supernatural ability
to control the locks on her coffin and emerge fully transformed. Similarly, the earthy
mill, also remotely situated for bats, is an ideal situation for the night activities of the
Baron, who plans the initiation of Marianne to take place there. This is told to us by the
newly-risen Gina. Mills and granaries have associations with vampires.*!

7 For the bat’s association with darkness, death, witchcraft, and malevolence, see Chwalkowski,
E (2016) Symbols in Arts, Religion and Culture: The Soul of Nature, Cambridge, Cambridge
Scholars Publishing, pp.522-24.

% Andrée Melly told the author that whilst lying ‘dead’ on a bed where Van-Helsing and Dr.
Tobler (Miles Malleson) inspected the neck puncture inflicted by Baron Meinster, her pulsating
jugular vein caused Terence Fisher problems with direction, delaying her transformation.

¥ See Stoker. (1897) op.cit, ,, There, in one of the great boxes, of which there were fifty in all, on a
pile of newly-dug earth, lay the Count., p.49.

%0 McEneany. op. cit, para.10.

> See Karadzi¢, Vuk Stefanovi¢. (1867) JKusoiii u oduuaju napoga cpickoi. (Life and Customs of
the Serbian People), Vienna, L Sommer; and see Karadzi¢, Vuk Stefanovié. (1969) Zivot i obicaji
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kkk

Fire and sanctified Water

In the Brides of Dracula, human intervention and redemptive behaviours are limited,
constrained, and largely ineffectual in restoring Christian life. Restoration is achieved
through the elemental triumphs of fire and water.

Sanctified water and consuming fire defeat vampiric earth and air as the unrepentant
undead remain in torment:

And they shall go forth, and look upon the carcasses of the men that have trans-
gressed against me; for their worm shall not die, neither shall their fire be quenched; and
they shall be an abhorring unto all flesh.*

kkok

The Mill Scenes: Serbian Folk Traditions

Written seventeen years before Stoker’s Dracula, Milovan Glidi¢’s tale: Posle
devedeset godina (After Ninety Years), features a working mill, the haunt of Sava Sava-
novi¢, a vampire.” In the chronicles of vampiric history, only Serbian writers Glisi¢ and
Karadzi¢: 2XKusoiw u oduuaju napoga cpiickoi. (Life and Customs of Serbian People) iden-
tify the mills as a location for vampires. Correspondingly, it is widely believed that the
introduction of the word ‘vampire’ and its use in other languages originated in Serbia.**

There is no such reference to a mill in Stoker, the major text on the life of Dracu-
la. The Glisi¢ and Karadzi¢ sources refer to and rely upon Serbian folk traditions. The
question remains, did scriptwriters for The Brides of Dracula become familiar with those
traditions? Aside from doubtful coincidence, there appears to be no other convincing
and realistic explanation.

The Serbian folk traditions in Glisi¢, like the mill scenes in The Brides of Dracula, are
fundamentally Christian, both being fortified with traditional symbolism. In the former,
it is expressed in sanctified water and the prayer book. In the latter, it is sanctified water
and the crucifix. In both Glisi¢ and The Brides of Dracula, innocence and experience are
climaxed in violently restorative Christian actions.

Fire and sanctified water work towards the restoration and supremacy of inno-
cence. Both elements are potent forces in the cauterising of Val Helsing’s bitten neck,

naroda srpskog, reprinted in Karadzi¢, Vuk Stefanovié. Prvi i Drugi srpski ustanak, Novi Sad and
Belgrade, 330-331.

> Isaiah, 66.24.

3 For the mill as a location of importance in Slavic mythology, see also Gli$i¢, Milovan.
(1880/2015) Posle devedeset godina (After Ninety Years), trans. by James Lyon, California,
CreateSpace, xi., and see also Fine, J.V. 1998 In Defense of Vampires, in The Vampire: A Casebook,
ed. by Dundes, A. Wisconsin, University of Wisconsin Press, pp. 57-66 (58).

> After Ninety Years, Ibid, i-ii.
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via the brazier-heated blacksmith’s iron and the ultimate purgation of the site and
scene. The live brazier is evidence that the lower section of the mill is a working forge.
Van Helsing’s arrival at this site is possibly only hours removed from a working day
there. We see a horseshoe on the outer door, an auspicious symbol of protection
against evil.

Here we also see sacks for the storage of grain, riddles for its separation, hay piles,
cartwheels, and tools of the smith, including a horse harness on the wall. This scene
conveys a context of wholesome rustic, germinating life. As it was for the Serbian vam-
pire, Sava Savanovi¢, the mill is a refuge for Baron Meinster, whose coffin rests in the
upper-mill loft aspect of the forge, among more sacks and a grain hopper. Karadzi¢, in
1867, writes: ,In times of hunger, vampires are said to be seen near mills and different
storage places where corn and wheat are stored.”

Glisi¢’s mill contexts are also very detailed, displaying analogies with those in The
Brides of Dracula mill scenes, including a fire, a wheat hopper, and a loft. In setting a
trap for the mill vampire Sava Savanovic:

Strahinja stoked the fire in the watermill. He poured a bag of wheat into the hop-
per; two others stood ready.

He went out once more and checked whether all was well with the catch tub, ad-
justed the top stone to grind fine, and pushed the flour into the bin.

Then he dragged in some sort of large log...He placed it next to the fire and sho-
ved a small stump underneath one end, then covered and arranged it as though
someone were lying there.

When he had arranged everything, he slowly climbed up to the loft, which was
comprised of several boards right above the door. He pulled out both pistols, into
each of which he loaded a piece of steel...*

A newly arrived Sava Savanovi¢ is then surprised and shot in the dead of night.””

No attempt is made on the life of vampire Baron Meinster until the film’s ingenious
Christian climax. And like Savanovi¢, he is destroyed at the mill. Meinster’s nemesis,
Van Helsing, is constantly vulnerable.

At the mill, the two brides, having been encouraged and directed by Greta to attack
and kill Van Helsing, are repelled by the crucifix and so can only lament their defeat,
as we see them looking on via the loft gallery aspect of the mill. The two vibrant young
women vampires in this scene, Gina and the Village Girl, have become particularly
memorable in Hammer history as formidable foes.

Ultimately, both will perish in the fire. Greta, serving the undead within the experi-
enced mortal world, shows no fear of physically attacking Van Helsing. The Christian

% Karadzi¢. op.cit, p.213.
% Gligié, Ibid, p.20.
7 Glisi¢, Ibid, p.22.
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symbolism continues with the fall to her death into the forge below, and its precarious
platform, under which, there appears to be a deep pit beneath, which can be interpreted
as a visual allusion to the ,,bottomless pit” of Revelation.®

This hellish analogy is initially tempered by Van Helsing’s redemptive crucifix, which
Greta has captured in the struggle with him, but there is no salvation, as it falls from her
hand on the wooden platform down into the chasm. This final precipitous image of her
death, her body perilously balanced between the experienced mortal world and the pit,
symbolises her dual life of frailty, in constraining yet tolerating the evil world of Baron
Meinster.

Attacks by the Baron on Van Helsing with swirling chains symbolically recall the
Baron’s chain-bound prison at the castle, but he is now free to weaponise them. In this
scene, innocence overcomes experience, though ironically, it is Baron Meinster who
kicks over the live brazier, causing the all-consuming fire.” His face becomes grotesque-
ly disfigured by Van Helsing’s spurts of sanctified water (supplied to him earlier), and
becomes the Christian impetus and momentum for these confrontational scenes. In the
mid-sixteenth century, Teresa of Avila asserts: ,, There is nothing like holy water to put
devils to flight.”® The use of sanctified water against the vampire is also found in Glisi¢.

Again, I find the GliSi¢ example to be the only source for sanctified water in vampire
legends. The grave of vampire Sava Savanovi¢ is opened and sanctified water ,,splashed
on his face,” and ,,in that instant a wisp of some sort of fog escaped from the vampire’s
mouth”...*! Sava Savanovi¢ is then reburied.

Another salient correspondence between the two contexts concerns the sanctified
water. In Gligi¢, the (Jordan) water is provided and applied by community member
Cebo, on behalf of the Zarozje priest at the scene. In The Brides of Dracula, sanctified
water is supplied to Van Helsing by the community priest, Father Stepnik.

8 Revelation, 9.2.

* Andrée Melly recalled this final scene as ‘terrifying, describing to the author how the Berkshire
(Maidenhead, England) Fire Service attended the shoot to prevent the enormous blaze from
spreading out of control. McEneany (op.cit), captures it well - ,Those dark, satanic mills ... The
fiery climax at the old windmill, set against an ominous and demonic night sky presided over by
a glowering full moon, is a fantastic set-piece’, para.28. In Bachelard, G. (1964) The Psychoanalysis
of Fire, London, Routledge, p.7, we are reminded of the dual forces of fire: ,,It shines in Paradise.
It burns in Hell. It is gentleness and torture” These two opponents are reflected in the contrary
outcomes of the goodness of Marianne and Van Helsing, and the unceasing torment of Baron
Meinster. The two vampire women, Gina and the Village Girl die in the consuming fire.

% In her submission to the powers of the crucifix and holy water, The Autobiography of Teresa
of Avila. (1565/ 1994) trans. and ed. by Peers Allison E, from the critical edition of Silverio de
Santa Teresa P., retrieved April 08 2024 https://www.carmelitemonks.org/vocation/teresa_life.
pdf, p.173, Teresa confesses:,,I flung some in the direction of the apparition, and it never came
back... From long experience, I have learned that there is nothing like holy water to put devils to
flight and prevent them from coming back again. They also flee from the Cross, but return; so holy
water must have great virtue.”

s Glisi¢, Ibid, p.38.
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%

Triumph of Innocence

Much of Marianne’s responsiveness to the activities she witnesses at the stable and
the mill is expressed in wide-eyed incredulity. In the arms of Van Helsing, she watches
the destruction of her delusive fiancé. He is now seen under the giant mill vanes, which
have been turned by Van Helsing, creating an encompassing shadow of an enormous
Christian cross that fills the entire scene. We then witness Baron Meinster’s squirming
exhalations, which are not of this earth.®

Innocence had been corrupted and temporarily lost through the demise of Gina
and the Village Girl. The world of experience can be traced back to the self-willed,
cruel Dionysian experiences of the child-Baron, the bad company of his youth, un-
checked by his mother. As recounted in Greta’s intimate soliloquy, this life history,
dark culture, and consequential transformation have prepared the way for his fall and
destruction.

The saving of Marianne in The Brides of Dracula becomes a triumph of innocence
over monstrous experience and a triumph of liberty over dark servitude.

Adducing critical opinion, de Souza graciously describes the film as the ,,finest of this
genre to emerge both from Hammer and Bray”.®*

The Brides of Dracula is a triumph for Terence Fisher, who accomplished what
he had desired for the set, including an atmospheric score by Malcolm William-
son, which, throughout the film, captivatingly expresses the interplay between in-
nocence and experience. The closing mill scenes and their sympathetic relevance to
the Zarozje Mill, Bajina Basta, Serbia, provide an underlying historic, ethnographic
context.

62 A brilliantly devised symbolic cross formed by the wind sails of the mill, falling to earth,
becomes a magnified shadow upon the decaying Baron. The denouement features Marianne and
Van Helsing’s release from the Baron. Bound in each other’s arms, Marianne and Van Helsing
witness the defiled old windmill being consumed by the,,forces of love, purification, and healing”
See Cunningham, op.cit, p.37; see also Hebrews: 12.29, ,,For our God [is] a consuming fire”. And
see also Satan’s envy of the new, innocent, beautiful world:

,, And the more I see

Pleasures about me, so much more I feel

Torment within me, as from the hateful siege Of contraries; all good to me becomes

Bane” Milton, John. (1674) Paradise Lost 2" ed. London, Simmons, IX 119-23.

This victory and joyous celebration of Innocence and the defeat of dark experience torments,
grounds, and animalises the falling Baron, whose squirming death throes also express his ultimate
rejection of all goodness in the human world in which he has been both tolerated in his feigned
innocence and cursed as the devil incarnate.

8 Yvonne Monlaur recalls Fisher’s meticulous direction: ,, The tempo of the performance, the tone
of voice, all these considerations meant that he was very concerned about the internal rhythm of
each scene” Monlaur, op.cit, and de Souza in Making The Brides of Dracula, op.cit.
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Peroration/”Denouement”

The principal outcome is the dominance of the elemental forces, which assert their signif-
icance in the film more decisively than the human agents in The Brides of Dracula. Fire and
water, in particular, emerge as the film’s climactic powers, their presence in the Serbianin-
flected mill sequences acting to purge and cleanse the afflicted community. Earth and air—
traditionally nurturing elements of the undead—are ultimately subdued by fire and water,
marking a thematic resolution in which the natural world itself becomes the decisive arbiter.

There is little positive resonance for the community people, who, though unvam-
pirised, are nevertheless passive and irresponsible. The learned and upright Dr Van Hel-
sing might have been better positioned and prepared within a less theoretical stance.
Moreover, his retention of moral clarity is non-proactive, allowing the dark forces to
remain a step ahead in thinking and action.

Without the aid of fire and sanctified water, Van Helsing’s knowledge and sense of
rightful purpose are largely redundant. The only effective practical advice he musters is
to Marianne Daniel at the mill, instructing her not to look at the vampirised Baron’s eyes.

This analysis of all Dracula representatives and their followers, including those in
post-Hammer vampirology, found Baron Meinster’s portrayal the most predatory and
rabidly depraved, culminating in an apotheosis for vampirology in The Brides of Dracula.

The Baroness Meinster was facilitated in her murderous intent incessantly because
of the fear instilled in the community folk and those in receipt of remuneration for their
vile assistance to her.

The Serbian-inspired mill scenes heighten and intensify the film’s blazing conclusion in
Christian symbolism, through the synthesis of religion, both at the Zarozje Mill and the stu-
dios at Bray, under the metaphorical setting of Transylvania, the homeland of Count Dracula.

A cogent and symbolic conclusion of this paper is the academic importance and
relevance of the works of Milovan Glidi¢ and Vuk Stefanovi¢ Karadzi¢, which, either in
private translation or by verbal communication are enlightening, undisclosed sources
known to Hammer film writers preparing the script for The Brides of Dracula.

The author hopes that this new awareness of a Serbian historical background to Ter-
ence Fisher’s work will stimulate further scholarship in the Balkans and beyond.
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Tepenc Kmudopn Amoc
Karonnuku ynusepsutet y JInny, @paniycka

MOTHBIM HEBMHOCTH, MCKYCTBA M ETIEMEHTAPHUX CUJIA
Y AMBUMJEHTY MHCIIMIPUCAHOM HLAJIKAHOM

Caxkerak: Y pajy ce pasmaTpa aHajoruja ca biejkom y Temama u pagmu puama
Tepenca @umepa JJpaxynune nesecitie (1960). YBep/buBM T0Kasy KOju yKasyjy
Ha CPIICKY IIOCTaBKY Y 3aBPLIHNIN (1IMa M3BeleHN Cy U3 ABa 3Ha4ajHa danKaH-
cka m3Bopa: u3 gena Munosana ['munmnha ,,[Tocne meBemecer roguna” (1880) u
Byxa Credanosnha Kaparymha ,,JKnBot 1 odn4aju Hapopa cprckor” (1867). Ibu-
XOB 3Ha4aj Y CMUCITY MHTeH3U(UKal[Vje HeBIHOCTY U ICKYCTBA K/bY4aH je 32 0BO

1CynTypa

329




ncTpaxnBamwe. OBaj paj je IPBU CBOje BPCTe KOjJIM Ce UCTPaXKYjy OBe ydembuBe
Bese. AHa/IM3MPajy ce CyIPOTCTaB/beH! a OIIITENO3HATY MOTUBY HEBUHOCTY U
VICKYCTBa, I HEBUHOCT C€ YCIIOCTaB/ba KaO CYIIPOTHOCT OBO3€Ma/bCKOM MICKYCTBY.
Hepunocr He moCTOjU caMO Kao €HTUTET JIMLIEH 0BO3eMa/bCKOT MCKYCTBA KOju
CBET HeTPeKUIHO HACTOj1 Aa ucKkBapu. HeBuHOCT je y oBOM uiMy 3aMuibeHa
Kao0 jeJHOCTaBHIj|, He MCK/bYUMBO XKEHCKM, KPEIOCTaH BUJ, II0CTOjarba KOju ce
HMKaJla He MOJKe IIOPasyUTy JJO KPaja, a/i ce A TAKO HaIlaCTy M IOPEMETUTH Y MC-
KYCHUM aTal[IMa IIpeBape, MICKBapEeHOCTH, MaHUITy/IalMje M Hacuba. VIcKycTBo
je, kao y brejkoBum necmama (Ilecme HeBuHOCTHY U UCKYCii6A) TIPECTAB/LEHO
KPO3 TaKBa HETIOYMHCTBA, a/Ii 34 pasnuKy of biejka, oByie mocToju u cyyebaBame
ca nepsep3ujoM xematodaruje, k’lbyaHoM TeMoM CrokepoBor pomaHa /Jpakyna.
[IpupoznHe cune y dbunmy — 3em/ba 1 Ba3fyX — CyIIPOTCTaB/beHe Cy eleMeHTIMA
Barpe 1 Bofie. Komiko gydoko oBe cuyie pacimpyjy OfHOCHO 3ay3/iaBajy OHe Koju
Hycy ympnn? VM y xom odumy cy I'mumnh, Kapaymh u getupu npupopse cne og
VHTETPa/THOT 3Ha4aja 3a HEBUHOCT U UCKYCTBO y [paxynunum neseciiama?

Kbyune peum: nesunocm, uckycmeo, cune, xemamodaeuja, Hammer film pro-
ductions, Inuwuh, Kapayuh
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