ATICTPAKT

Kwura Bewiiuuya: KyailypHO-UCtiopujcku KOHIHEKC Il
IpBOOUTHO je Tpedano na ODyXBaTH CamMO KHHKEBHE
maHudecranuje sewrune. Ho, cioxeHa npupoga osBora
duha je wcTpaxuBamy HaMeTHyJia HE CaMoO crenudu-
YHYy METOJOJI0THjy, Beh U mupe okBUpe Off OHUX Koje du
3aXTeBAa0 HCK/bYYMBO KWIDKEBHM NpUCTyn rpahu. OHuM
odyxBarajy U ONMC BELITHULE Y KIHXEBHOM CTBapasa-
IITBY, aJId — U TO BehHUM JIeJIOM — U y CPIICKOj U eBpOII-
CKOj ETHOMUTOJIOTHjH, EMOHOJIOTHjU U MUTOJIOTHjH, Ma
CTOTa 3axTeBajy W NPOLIMPUBAWE KOpIyca JUTepaType
VK/byYHBakheM Jiea Koja Cy KibHKeBHa y cnelqudUyHOM
CMUCITY (Ha TpUMep, eTHOJIOIIKA U aHTPOIIoJIolKa rpaha
WIY fiefla JEMOHOJIOTHje ¥ IPUPYYHULIH 3a UciehuBame
BeumThna). OBAe je BaXXKHO yOUMTH AUCIPOTOPLUjY Koja
IIOCTOjU U3Mely CpIICKe KEMKEBHE NPOINYKLUjE Ca OBOM
TeMoM, Te nomahe TeOpHjCke MHUCITH M3 UCTe 00IacTH,
C jedHe CTpaHe, W 3alaflHOEBPOICKE TEOPHjCKE MHUCIH
U KHBWKEBHUX OCTBAapema, C Apyre. Y Halloj JIUTEpaTy-
PY HajBUILE je fefa y KojuMa Ce BelITHLA UCTpaxyje ca
AHTPOIIOJIOIIKOT, eTHOrpadCKor WM CTaHOBULITA YIO-
penHe penuryje u murosnoryje. OBo cy Jena koja ce He
MOry yOpojaTH y KBM)XKEBHA Y YKEM CMHUCIY, ald yiase
y KOpIIyC JUTepaType 3a Hally TeMy — a MocedHo 3a OBy
KIUTY — TIOUITO je HBUXOB 3HAuaj y MpoydyaBawy reHese
KEWKEBHOT JIMKa BELITHIIE HEOCIIOpaH.

[IIMpoKK OKBHPH H3yuyaBama YCIOBWIH Cy IOJENy
rpahe Ha fBe 3acebHe MoHOrpadHje, oI KOjUx ce y 0BOj,
IIPBOj, MpaTH Mpouec 00JIMKOBamwa JIMKa BELITHLE KaKaB
II03HajeMO JlaHaC, BheHa pa3BOjHA MyTama KPO3 MUTCKE
puye, HAaPOJHO Mpe/iake, IeMOHOJIOTH]y U UCTOPHjCKY
CTBapHOCT.
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Kao mosasHa Tauka IMpoydaBama Y3€T je TpaAHuLHU-
OHA/IHU KYJITYPHH KOHTEKCT y KOME Ce BEIUTHLA jaBsba.
Onuc BewTuLe, HEHOT I0pPeK/Ia U HacTaHka, ofpehusame
BeHUX QyHKIHja U 3HaYeHha Y CPIICKOj HAPOJHOj Tpaau-
IIMjH ¥ KIBWKEBHOCTH, Kao U NOCTaB/batbe BELITHIIE Hallle
TpaOgulLuje ¥ KYJIType Yy KOMIapaTUBHU KOHTEKCT (KOju
YUHE NPETEeXHO fea €BPONCKUX KHMKEBHOCTH, ald U
OHA KOja NMOTHYY M3 Pa3IMYUTUX €BPOINCKHX U CBETCKUX
MUTOJIOTH]ja), UMAjy 3@ Wb JIa YATAOLIA YIyTe Ha oyosbe
NIOPEKJIO IIPEJCTaBe BELITULE KOja CEXE [0 3ajeJHUUKOr
CyICTpaTa UHIOEBPOIICKe MUTOJIOLIKE Tpaguluje, a 3a-
THUM U Jla OKaXy Kaksa je dula meHa KihMKEeBHA Cyl-
OWHa M y K0joj MEPH je BelTHlla OWla — M joul yBeK je
— YCJIOB/b€HA TPAOULIHUjCKUM, MUTOJIOIIKUM U KYJITypOJIO-
IIKKUM Hacaehem.

Murtcke ¥ IeMOHCKe LpTe Y JIMKY BEILITULE KaKaB Ja-
Hac T03HajeMo IJI0f CY CHHKPEeTHUKUX Tpolieca Y Hapof-
HOj TpaflMLYjU U PEJIUTHjCKUM CXBaTamHUMa. YKasyjyhu
Ha 0Baj eHOMEH y CPIICKOj HApOLHO]j penuruju, Yajka-
HOBWh ra je 03HAaYMO CHHTarMOM YHYWpAWHU CUHKDE-
wu3am. OHa ce OJHOCH Ha WHTerpauvjy pasHOPOAHUX
€JleMeHaTa Yy JIMK BELITHLE, HajIpe DEIUTHjcKor THIa
(ono3uuyja naraHcko / XpuuhaHcko), KOjH je UhHE CJ10-
JKEHUM U aMOMBaJeHTHUM OuheM. YHyTpaumy CUHKpe-
TH3aM je K/byYHO YTHLIA0 U Ha TUIOJIOTH)Y JTHKa BELITHLIE,
Tj. Ha ormpehemwe U fedUHULM]y Ba HEHA OCHOBHA TUIIA
— naraHckor 1 xpuurhasckor. Kako MK BeIITHIIE YKIBY-
4yje MHOre, YIJIaBHOM CaMo IETMMHUYHO cayyBaHe cTape
penurgjcke mpescTaBe Ha Koje Cy BpeMEHOM AOJaBaHU
HOBH, XpUIIhaHCKU eleMEeHTH, TO je TOM HEeHOM CTa-
pujeM Bumy nocBeheH yuTaB MPBU IO CTyOHje, y KoMe
ce pasmarpajy CJIUYHOCTH Ca APYTUM CPOJHHM JIEMOH-
ckuM dhumMa U MUTCKUM (pUTypama, Maza Cy Uy bheHOM
caBpeMeHujeM BULY, OUTHO obenexeHoM XpUIlhaHCKUM
CXBaTawbKUMa, OYyBaHU OyO/bM KYJTYPHH W DPETUTHjCKH
CJI0jeBH.

Bemrruiy xao duhe HUKe MUTOJIOTH]jE C jaCHUM JIeMO-
HOJIOIIKKM U TTaraHCKUM MOPEKIIOM carnefnahemo Hajnpe
Yy KOHTEKCTYy HapOJHUX Mpelama kao ocodbeHe popme yc-
MEHOT IIPUII0BEaka Koja Ce pas3iuKyjy Of OPYTHX CIU4-
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HUX BpCTa, IPUIOBeiaka ¥ MUTOBA Ha IPUMED, 110 TOMe
IITO HUCY IUIOL puKuHje, Beh ce cMaTpajy UCTUHUTUM
Uy BUX Ce Bepyje kao y IpoBepeHy uumwenuly. llltasu-
uie, oHa doraro HaflokHahyjy MarepujanHe HeJOCTaTKe Y
rpahu 3a CpICKy MHUTOJIOTH]Y, KAaO U OCKy[IHE TTHCAHe W3-
BOpe. YCMeHa KihHKEeBHOCT YyBa BETHKH Op0j BepoBama
KOja Cy HecTaja U3 CBAaKOJHEBHOT KUBOTA WM Tpela y
IoMeH GoKIopa, MUTOBA U JIEreHJu, 0D0raTUBIIN TaKO
HapOJIHO CTBApAJaAlITBO — MecMe, mpuue, Dajke U gpyre
’BEroBe 00yIMKe — a hemo 3aTo JTUK BeIITUIIE pa3MaTpaTy
Uy BEMY.

[Tonoxaj T3B. HAPOJHE KY/ITyPE, KOja je, U Ka0 TEPMHUH
Y Kao MojaBa, CBe JOHEAABHO OWia CKpajHyTa, YCIOB/bEH
je mpeosnahyjyhum cxBatameMm KynaType, koje Kapmo
I'vH3dypr HasuBa ,apucrokparckum”“. Oba oBa HmuUTama
— U TI0JIOKaj HapOJHE KYJITYPE U HEHO Pa3lIUKOBame Off
1ojMa NOMyJapHe KyJAType — BPJIO Cy Ba)KHA 3a Hally
TeMy, jep je BeIITHIIa CUHKPETHYKH JTUK, HACTa0 HajIpe y
HapOJHOj MAIITH, a MOTOM MOCTENEeHO MPeKPUBaH CJioje-
BMMa TEOJIOWIKEe W ydyeHe umarvuHauuje. OBO 3Ha4yW fa
HaM ayTeHTUYHa IpelcTaBa BELITHIle U3 MPOLIIUX Bpe-
MEHa CTWXE IPEeKo IMOoCpeJHHUKa KOjU CY je, CBECHO WIH
HecBecHo, u3o0dnudaBany. HaponHa kynrtypa je nocpeno-
BaHa U 10 ayTeHTHYHE HApOJHE CJIMKE BELITHIE jako ce
TENrKo MOXKe I0hu. YTONHMKO Cy HaMm Ipefiama BpenHHja,
Maja ¥ OHa MOTHYy U3 paspobima Beh yBenuko neduHu-
caHuX XpUIThaHCKUM MOMMameM cBeta. To je u pasmor
IITO He Tpeda y MOTIYHOCTH ofdauuBaTH TEOpHUje Ka-
kBe cy ['pejscose, Jlunengose uin oHe Mapraper Mapej,
0e3 003Mpa Ha BUXOB ,allOKPU(HU" CTATYC Yy HAYYHUM U
aKaJeMCKUM KpyroBuma. YnmweHuua ga ogpehenu ussop
HUje ,00jekTHBaH" HE 3HAUM fa ra He Tpeda KOPUCTHUTH,
nocedHO OHfA Kaja MOXKe Ja TOCIYXU YCIOCTaB/bakby
3HauajHUX aHAJIOTHja ¥ OTKPUBaY OHOT TyOUHCKOT CJ10ja
BEpOBama KOjH je 04yBao ayTEHTUYHOCT.

[Tonoxaj BeWTHILE je TpaHHYAH y KY/ITyPOJIOIIKOM
CMHCITy, a/ld OHA IMpefCTaB/ba TPAaHUYHU C/Iy4yaj U 3aTO
IITO je MUTCKAa WX JIeMOHCKa (purypa Koja ysiasu y of-
pebeHn kynTypHHM Mube, OoCcTaB/bajyhu MPUTOM Tparo-
Be CBOT yJacka, Tj. 4yBajyhu ocodeHoctr 0dajy cBeToBa
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KOjuMa MOXKe Jia pUMajia — MPUPOAHOT U HATIPUPOIHOT.
OcuMm WITO yjenumsyje ABe PaBHHU MOCTOjama (0Baj U IPY-
T CBET), JIUK BeIITHIle 0djeiubyje [IpTe Pa3InunuTHX Je-
MOHCKUX U D0oKaHCKUX ¢urypa. M3 csera cprcke u cio-
BEHCKEe HW)Ke MHTOJIOTH]je, M0 CITUYHOCTUMA KOje UMajy
ca BEIITHULIOM W3[BOjeHU Cy AeMOHHM donectu (baduue u
yyMma), IeMOHH cynduHe (cyhaje), 3aTUM, BaMIIUp, BHIA
Y IeMOHM aTMocdepcKux 1ojasa (ane u namyje). On Mu-
TOJIOIIKUX y30pa KOjU Cy OWIM BaKHU 3a ODJIHMKOBame
JIMKa BELITULE M3/IBOjEeHa Cy MpayHa XeHcka DoKaHCTBa
WHJIOEBPOIICKUX MMTOJIOTHjQ, HE caMoO 300T AWPEeKTHOr
IpeHolewa aTpudyuvja (Ha mpumep, atpudynuje Ap-
TeMuze U XeKkaTe yOubMBe Y KiWKEBHUM INpefcTaBama
Kupxke u Megeje), Beh 1 350r BUXOBHUX apXETUIICKUX eJie-
MeHaTa IPeHEeTUX y KHWKEBHHU JIMK BElITHIle, a KOju ce
MaHudecTyjy y onpeheHuM MuTONIOrEMama, MOy T OHE O
caTHpamwy COTCTBEHOT TMOPOAA, CHIACKY Y Makao, CMPTH
Y MIOHOBHOM pohery D0XKaHCTBa, WIX Y MOTUBHUMA IPO-
pHULIama, ONCeIHYTOCTH U XTOHCKUX KkapakTepa. Y bora-
TUM apXeTUIICKUM CJI0jeBUMa y JIMKY BeLITHLe HajBUlle
IO U3pakaja [olasy NeMOHCKH apXeTHIl )KEHE 3aCHOBaH
Ha JUCTUHKLHWjH 38Ma/bCKO / XTOHCKO, Tj. allOJIOHUjCKO /
IUOHHU3UjCKO, Y OHOM CMHCITY Y KOM OBY OTIO3WULHjy Ie-
(punnme Huue.

3aTo je y YMTaBOM NPBOM MOINaBiby, ,HacTaHak Be-
mTHLEe", akeHaT Ha IpecTaBaMa BEIITHLIEe Y JEMOHOJIO-
TMjU U MUTOJIOTH)jH, IBeMa 0DJIaCTHMa U3 KOjUX MOTUYY
BEHH HAajynevyaT/bUBUjU NOPTPETH. JJeMOHOJIOUIKUM H
MHTOJIOUIKAM KOPECNoHJeHIIjaMa U YIJTHBUMA Ha JIUK
BewmThLle nocseheHa je mocedHa Makmwa, MOIUTO HEHA
pUMapHa HeraTuBHa MeTadopUyHa U CUMOOINYHA 3Ha-
yena y KBbHKeBHOCTH IOTUYY yIIpaBo ofatie. Kako je peu
0 CJI0KeHOM duhy y udjeM ce OMUCy 4ecTo Melllajy MHO-
T'¥ Pa3HOPOJHHU €JIEMEHTH M aTpudyuuje, HacTojalu CMO
OBIle Tla OCBETJIMMO CBe TakBe Tapasese, Mokiamajyhu
MIPUTOM HajBUILE MTAKHE OHUM CII0jeBUMa KOjH CY Y KibH-
JKeBHUM oOpanama OWIH HajyClenuju.

TenecHu acnext y npeicraBama BelUTHlle Takohe je
IBOjak, Ia Ce TeJ0 BEeLITHLe pa3maTpa y [Ba HaBpaTa.
Hajnpe y uncTo U3MYKOM CMHUCITY, Y KOM CE Pas3iuKyjy
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BeHe WKOHWUKe M (YHKUUOHATHEe OAJUKe, a 3aTUM U
Kpo3 arpudyLuje U HajTUIUYHUje o0nuKe BewThe (Imo-
cebHO oHe XKUBOTHIbCKE). [IBa PU3NUKH HajyTiedaT/buBUja
THIIA BEIUTHIIE — OAD0jHA CTapylia U NpUB/IayHa [eBojKa
WY MJIa[ia )KeHa — HUCY CaMo eCTeTUUKH, Beh U )kaHpOoB-
CKH{ YCJIOBJbEHH, IIOWITO CE NMPEACTABE O IHEHOM H3ITIENY
Memajy Kaja Ce U3 o0/lacTH KOJIEKTHBHE MMarvHanuje
npehe Ha WMHIWBUAYyaNHY, WITO Y ’KAHPOBCKOM MUJbEY
CBOj M3pa3 Hajla3¥ y PasJIMYUTOCTH IpelCcTaBa BeLITHLe
Yy HapoJIHOj, OJHOCHO Y YMETHUYKO] KIBM)KEBHOCTH. Teso
BeIlTHIe, Mel)yTUM, UMHU U yHYTpalllbH €TEeMEeHT ibe-
HOT CBETA U 3aTO C€ O BEMY FOBOPH Y IPYIOM IOIJIABIbY,
»BEIITHYjH CBET", KpO3 MPU3MY CEKCYalTHOCTH, €POTH-
3Ma M Ka3sHEHMX NOJIUTHKA. Kao mocedbHa nmoprema dora-
Ta WHTEpIpeTaTUBHUM MOryhHOCTHMa, TeI0 BeIITHlle
YK/by4yyje TEME €POTU3Ma U CEKCYyalIHOCTH, ajld U HU-
XOBOT HaJIMYja, Caiu3Ma, PY’KHOT U 371a Ka0 eCTeTUYKUX
KaTeropuvja, Te CpoJHE TEMe UHKBU3UTOPCKE TOPTYpPE H
TeJIECHUX acleKaTa MMPOroHa BewTHUa (ykmydyjyhu u
OHEe JOKyMEeHTOBaHe y cyhewmHrma BellTHllama U IpUpyy-
HULIMMa 3a UHKBU3UTOpE). BemTuua je, U y CBOjUM Haj-
3aBOIVBMBUjUM U HAj’)KEHCTBEHWjUM BapHjaHTama, OJIU-
Yewhe MpayHe CTPaHEe KEHCKe JIeNOoTe, HeHOT IeMOHCKOT
npuHuuna. OH ce oynTaBa Ha BEHOM Tey, U 3aTO je OHO
HajynevyaT/bUBUjU NPeNCTaBHUK CeH3UdMnuTeTa artanne
»keHe. Ha Tesry BewITuue ce, Kao y ornefaty, Ofpaxasajy
W MHoOre pyre cpogHe teme. Ha npumep, BeHO Teno y
noda MHKBHU3UTOPCKUX IIpolieca 1ocTaje NpeJMeT KOJu-
KO MPXKHE, TOJTMKO U CTpaxa, 0 YeMy CBefloYe (peHOMEH
JI0OBA Ha BEIUTHLE U OTBOPEHO )XEHOMp3ayka MOJUTHKA
WHKBU3UTOPCKUX MNpUpy4yHHKa. OBakaB OFHOC Ipema
JKEHCKOM TeJTy MOCTYKHO je Ka0 OCHOBHA IMPETIOCTaBKa
(peMUHUCTUYKYN OPUjeHTHCAaHUX TeopHja, Mpema Kojuma
je TopTypa uspakaBaja IOpHOrpaCKy UHTEPEC MYILIKa-
paua 3a JXeHCKO TeJsIo (TakBe Te3e, U3Mehy ocTanux, U3HO-
ce Muwen ®yxo, bapdbapa Boxep u En Bapcroy).

HOpyro mnornasme, ,BewmTtudju cBeTr”, roBOPHU O
IpeTrocTaBkama CBeTa y KakBOM je BewThla moryha.
BewTryju cBeT y KHIWKEBHOM KOHTEKCTY CauyMmbaBajy
YETUPH OCHOBHA €JIEMEHTA: XPOHOTON U MKOHOrpaduja
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Mpe[CTaB/bajy HErOB CIObALIBH, a TEJIO U je3UK BEeLITHLIe
— HETrOB YHYTpAllBkH acleKkT. Je3uk BelwTHle O, WTo je
nocedHO 3aHUMJbMBA WHTEpPIpPETaTUBHA MOTYhHOCT, MO-
rao NpefcTaB/baTh U HEKY BPCTY OIHE, rpaHulle usmehy
CTIOJhALIET W YHYTpalllber CBeTa BeLITHLe, eJeMEHT
KOju TIpey3uMa yJory mnocpenHuka usmely oHora muTo
je yHyTpa ¥ OHOra LITO je Hamosby. 3axBabyjyhu OBOjHO]
IIPUPOJY BEIUTHIE Ka0 MCTOBPEMEHO OBO3€MasbCKOT U
oHocTpaHor duha (MPUPOJHOT U HATIPUPOLHOT), TUMEH-
3Mja BpeMenpocTopa Be3aHa 3a iy je Takohe ambuBasieH-
THa ¥ kpehe ce ox chepe cBakogHeBHOT, Jomaher, oHora
mTo je Jodpo mosHaro (ceno, ryMHO, Kyha — Mazia oBa
MecTa MOTy OWTH M TpaJULIMOHAIHH BapHjeTETH AEMOH-
CKOT XpOHOTOMA), 10 (haHTACTUYHHUX ITpejiesia ToJ3eMHOT
CBeTa WM C/iMKa HohHoOr jeTa U cadata. Y 0BOM acmek-
Ty, 1I0jaM KOjH CJIy’KM Kao II0/1a3Ha Tauka Tymadema je
dpojnos TepmuH das Unheimliche. To je BpcTa Henaroze,
YyOHOBATOCTU WM CTPAHOCTH, TyhHHUHCTBA KOje HOasH
W3HYTpa, WITO OAroBapa I'PaHUYHOCTH BewTHle (U pa-
37IMKOBHMM NIapOBUMaA KOj€ IITUTH BeHa aMOUBaIeHIIN]a,
OTIO3UIIMjaMa XKUBOT / CMPT, JIETIO / PY’KHO, TI03HATO / He-
no3Hato). J. Kpucresa he oBaj TepMuH y crynuju Mohu
ctipage — ecej 0 0gOOjHOCTHYU TIPEODTUKOBATH Y KOHLETT
00D0JHOCTH. Y CAaBPEMEHO)j TEOPHjU OH CE YECTO KOPH-
CTH [ia OTHILIE MOJI0XKaj MapruHaaIu30BaHUX Ipyma, Jak-
Jie, OHUX KOjU MMajy CTaTyC OPYTHX, LITO Y MOTIYHOCTH
0JiroBapa MOJEpHHUjUM 3HauehbUMa JIMKa BEIITHIIE Y KIbU-
JKEBHOCTH.

YeTupu HaBelleHe KaTeropHje Cy palluiambeHe CaMo
3apaj aHau3e; y CBETy BELITHUIle OHE Ce jaBsbajy Kao uc-
nperyietaHe U MehycobHo 3aBucHe KaTeropuje. Uura-
nay he 1ako youuTH BUXOBO IpeKnanawe U MehycobHo
noTtBphuBame. MkoHOrpaduja BemTrie ce, Ha MPUMED,
MOXKE 4EeCTO IpeKIanary ca ofpeheHrM XpOHOTOINCKUM
oIpenHUIIaMa, WIW MOCPeNHO 00yXBaTaTH HEKe Off HhHX.
Cnu4HO ce mpeKianajy u TeMe XKUBOTHBCKHX IomMaraya
Bewitule, dbamuivjapa, U XUBOTHUHBCKUX 00/IHMKa came
BELITHIIEe: HBHUX TOBe3yje MOTHB BellTHYje mMeTamopdo-
3e, Tj. BEHUX TUMUYHUX WU Hajuellhux KUBOTHHCKUX
obnuka (yientup, xaba, KOKOIIKa, COBA WM NITUIIA LPHE
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doje, ByK WM By4yWlla, Madyka, Mac...). Y OBOM acIek-
TY, )KUBOTUICKHA OOMHMLM BELITHLE U HEHU KUBOTHUH-
CKM MTOMOhHUIIM pa3Marpajy ce Kao Jeo ukoHorpaduje,
IIpeEMJia UM je, y OpyTOM CMHUCIY, MECTO y OKBUDY TEME
Tena BemTrie. OHU CBAkako MMajy Be3e M C TEMOM Te-
JIECHOCTH, ajld He y HBEHOM ,CIo/balllbeM” BULY, KaKo
je oHa cxaheHa yHyTap penaudje BelITHLA — IPYILTBO.
HxoHorpadujy BelTULe YUHE HeHU Mardjcky MpeMeTH
unu cumdonmuky mpubop (y3ga 3a jaxame, Bepure, me-
T/1a, BpPAaTHIO, jaje, MIUIMKA, KyKa WId Kuda, KasaH), kKao
v pamunujapu. Hajsan, Hajpenpe3eHTaTUBHU]U eTeMEHT
WKOHOrpaduje BelTHlle, Y KOM Ce BpeMeHCKO-TTPOCTOP-
He OJJpefHMIIE Clajajy ca OMWITHjUM IIpTama MKOHOrpa-
(uje BewTulle, jecte ClI0KeHa cauka cadaTa, BeLITUYjer
cabopa. OH npexncrasba U 3acedaH MOATUI XPOHOTONA Y
YHjeM ce CKJIOMNY jaBbajy MamH, OfETUTH MOTHUBU (HIIP.
HohHU neT wiu ¢urypa hasona).

CyLITHUHCKY BaXKaH Jeo CBeTa BELITHLe YNHHU U je3HK.
3aymMHUM roBopoM dacme W Bpauduse, crnenupUIHUM
je3UKoM, BelITHLIA Mema CIUKY CTBAPHOCTH: Marujcku
TOBOP CTBapa HbeH, ajii 0OJINKYje U CIIo/ballllhi CBET, OHO
LITO YWHU HEHO OKpyXxeme. Pey je 0 mocedHOM moeTcko-
je3UYKOM ODJIMKY YHje TUTIOBE HalIa3uMO JOKYMEeHTOBaHe
y eTHorpadckoj rpahu ¥ y ctapoj yCMeHoj noesuju (da-
CMaMa ¥ JpyTUM CPOOHUM (opMama YCMEHe KbHKeB-
HOCTH), Y MUTCKOM TIOMMamy CBeTa, ajll U Y CaBPEMEHO]
KIHKEBHOCTH, 3aCTyIUbeHe Y PeHOMEHy TIJIocomanuje.

Y Tpehem u nocnenmem N0IIaB/by BEIITHIIA CE TOCMa-
Tpa Kao APyUITBeHH (peHOMeH. 33 Pa3iuKy Of] IIPEeTXOJHOT
MOTJIaB/ba, Y KOME je TIpUKa3aH CBET BELITHLe, HeH MHU-
KPOKOCMOC, OBJle je OHa MOCTaB/beHa Y JPYIUTBEHU KOH-
TEKCT W aKIIeHaT je Ha OJHOCHMA KOjH Ce YCIIOCTaBIbajy
n3mel)y mwe U IpyITBa, Kao U MO3UIHjH KOjy OPYIITBO 3a-
y3uMa Impema 1o0j. ,Bemrruia u gpymrso* ToBOpH 0 JI0BY
Ha BELITHIle, JOKYMEHTOBAHUM ITpOLiecCuMa U cyhemuma
BEIITHIIaMa, Ka0 U O MHKBU3ULH]CKOj MPAKCH U ITPOTo-
HrMa. OBaj Ieo CTynuje v BEJMKOj MEPH je 3aCHOBAH Ha
IOKyMeHTallMju ca cyhemwa BelTHLIaMa, Y3 OCBPTe Ha MU-
Tamwe (MCeyno)IoKyMeHTapHOCTH U y MoCTojehuM, UCTo-
PHjCKUM IpOLECHMa U Y KBMXEBHUM TPaHCIO3ULIKjaMa,
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Kao ¥ Ha MUTamke BEPOJOCTOjHOCTHU U3BOPA, KOje je JOBeJio
IO HEKUX 3HATHUjUX IpellaKka y WHTeplpeTalnujama Be-
LITHYapCTBa. Bewtuna ce pasmaTpa Kao COLIMOKY/ITYPHH,
POIHU U NMOMUTHUYKK EeHOMEH, IITO YK/by4yje U Bapuje-
TeTe JIMKA BEeIITHLIe Kao U3THAHWKA, OOMETHHKA, IPyTOr,
jepeTuka (M HajBa’XKHUjE TEOPHjE€ KOje NMUTamy BELITH-
yapcTBa MpWiase Kao IOPyLITBEHOM (EeHOMEHY, MOMyT
cryouja Munutea, Camepca, Pacena, Podunca, Kona).
[Tpu cBeMy ToMe, peu je MpeTexHo 0 Beh Mo3HaTUM Te-
opHjamMa U Te3ama pas3dalaHuM 1o OpPOjHOj TUTepaTypu
3ala[HOEBPOIICKe HCTOpHje W JIeMOHOJIOTHje; Hall paj
CBeo ce MOHAjBULIEe Ha Hamepy fia ce fomahem 4yuTaoly
mpencTaBe HajsaxkHUje Mehy wrma. Ha koHLy ce pasma-
Tpajy ¥ POIHU €IEMEHTH Teme, Hajiupe Kpo3 LIKaK/bUBa
NUTaba UCTOPHje BEIITUYapCTBa O TOME 3allTO Cy ’KeHe
YBEK BEIITHIIE, a MyLIKapLX YBEK BUXOBE CyIuje, a Ta-
KBa Cy MaXOM U JIpyTa MHUTamba MOKpeHyTa y PeMUHUCTH-
YKUM TeopHjama BelITHYapCTBa.

OBa Kmura mnpefcTan/ba OMNUIMPAH U MPETEKHO BAH-
KBWKeBaH yBOJ koju Tpeda ma omoryhu norome cae-
CTPaHO OCBEeT/baBame KHWKEBHOT JHKa BewTHue. JIUK
BELITHIIe, OBJIe IaT KPO3 IPU3MY €THOJIOTHje, MUTOJIOTH]e
Y HapojHe Tpaguuyje, y cienehoj kwusu duhe nogpehen
KB H)KEBHOj aHATU3H; OHa he 3a CBOj MpegMeT UMATH Uu-
CTO JTUTEepapHe BUIOBe BELITHLE, KAa0 U BeHe IpelcTase
Yy AIPYTUM YMETHOCTHMA, HajIIpe y TUKOBHOj, a Ca LIU/beM
Jla ce MIpUKaKe ITPOLIeC BEHOT Npesacka U3 MUTOJIOTHje U
IEMOHOJIOTHjE Y KIBHXEBHOCT U YMETHOCT U HEH Pa3Bu-
TakK Kao KbHKEBHOT JIUKA.






SUMMARY

The Witch: Cultural-Historical
Context

Originally, this monograph was meant to encompass
only the literary manifestations of the witch. However,
the complex nature of that being necessitated the in-
troduction of a particular methodology and a broader
framework than an exclusively literary approach would
have demanded. Thus, they include both the description
of the witch figure in fiction and — to a far larger extent
— in Serbian and European ethno-mythology, demono-
logy and mythology, and therefore require an extension
of the surveyed corpus by including non-fictional lite-
rary texts (e.g. ethnological and anthropological material
or demonological texts and handbooks for the interroga-
tion of witches). It is important to note the dispropor-
tion between Serbian literary production which deals
with this subject and our theoretical treatises covering
the same area on the one hand, and Western European
theoretical literature and fiction on the other. In Ser-
bian literature, texts that examine the witch figure from
an anthropological, ethnographic or the viewpoint of
comparative religion and mythology are clearly preva-
lent. These works cannot be included as literary texts in
the narrow sense (meaning literary prose or fiction) but
they are a relevant part of our corpus, particularly for
this monograph, and their importance for the genesis of
the witch as a literary figure is indubitable.

Such an extensive research framework factored into
dividing the material into two separate monographs; the
first traces the process of shaping the witch image as we
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know it today, its development through mythical stories,
folk legends, demonology and historical reality.

We chose the witch’s traditional cultural context as
the starting point for this research. The description of
the witch, her lineage and origin, the establishment of
her functions and meaning in Serbian folk tradition and
oral literature, as well as the positioning of the witch
of our tradition and culture within a comparative con-
text (composed primarily of works from European lite-
ratures, but also some derived from various European
and world mythologies), aim to inform the reader of a
more profound origin of the witch image, reaching to
the common substrate of the Indo-European mythologi-
cal tradition, and to portray her literary destiny as well
as the degree to which this figure was — and still is — de-
termined by the traditional, mythological and cultural
heritage.

The mythical and demonic traits of the witch image
as we know it today are a product of syncretic processes
in folk tradition and religious concepts. Cajkanovi¢ de-
lineated this phenomenon in Serbian folk religion and
termed it internal syncretism. It is related to the inte-
gration of heterogeneous, primarily religious elements
into the image of a witch (the pagan / Christian oppo-
sition), making her a complex and ambivalent being.
Internal syncretism also represented a key influence on
the witch character typology, i.e. the determination and
definition of its two basic types — pagan and Christian.
Since the witch character includes many old (and largely
only partially preserved) religious notions which were,
over time, compounded with new, Christian elements,
the entire first part of this monograph is devoted to that
older aspect of hers and discusses the similarities with
other related demonic creatures and mythical figures,
although her contemporary form, significantly marked
by Christian beliefs, still preserves the deeper cultural
and religious layers.

Firstly, the witch will be examined as a being of lower
mythology, with obvious demonological and pagan ori-
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gins, in the context of oral traditions as a particular form
of oral narrative that differs from other similar genres,
such as stories and myths, by being considered non-fic-
tional, i.e. true and seen as established facts. Further-
more, they richly compensate for the lack of Serbian
mythological material and the scant written sources.
Oral literature preserves a large number of beliefs that
have vanished from everyday life or passed into the
domain of folklore, myths and legends, thus enriching
folk art forms — songs, tales, fairytales and others — and
therefore we shall discuss the image of the witch in folk-
lore as well.

The so-called folk culture was, until recently, ne-
glected both as a term and as a phenomenon. That was
caused by the dominant understanding of culture which
Carlo Ginzburg named “aristocratic”. Both subjects — the
position of folk culture and its differentiation from pop-
ular culture — are highly relevant to our theme, because
the witch is a syncretic character, created by folk imagi-
nation and gradually covered with layers of theological
and erudite imagination. This means that the authentic
ancient image of the witch has reached us through in-
termediaries who deformed it, whether unwittingly or
intentionally. Since folk culture was thus mediated, it
is very difficult to reach the authentic folk image of the
witch. That makes the legends even more valuable, al-
though they also stem from a period largely defined by
the Christian understanding of the world. This is also
the reason why we should not completely discard the-
ories such as Graves's, Leland’s or Margaret Murray's,
regardless of their “apocryphal” status in scientific and
academic circles. The fact that a certain source is not
“objective” does not mean it should be disregarded com-
pletely, especially when it can serve to establish signifi-
cant analogies and discover a deeper layer of belief that
preserved its authenticity.

The witch’s position is liminal in a cultural sense, but
she also represents a liminal case because she is a mythi-
cal or demonic figure entering a specific cultural setting
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while leaving traces of her entrance, i.e. preserving the
characteristics of both worlds she can belong to — the
natural and the supernatural. Apart from uniting two
levels of existence (this world and the otherworld), the
figure of the witch fuses the traits of various demonic
and divine figures. From among the figures of Serbian
and Slavic lower mythology, this study singles out the
following according to their similarities with the witch:
demons of disease (babice and ¢uma), demons of fate
(sudaje), the vampire, the vila and the weather demons
(ala and lamija). Among the mythological models that
influenced the formation of the witch image, we single
out the dark female divinities of Indo-European mytho-
logies, not merely for their direct attribute transference
(e.g. the attributions of Artemis and Hecate visible in the
literary representations of Circe and Medea), but also
because of their archetypal elements transferred to the
literary character of the witch and manifested in certain
mythologemes, such as the infanticide, the descent into
underworld, death and rebirth of a divinity, or the motifs
of prophecy, possession and chthonic characters. The
rich archetypal layers of the witch figure primarily con-
vey the demonic female archetype, based on the earthly /
chthonic distinction i.e. the Apollonian / Dionysian opp-
osition, as defined by Nietzsche. Therefore, the entire
first chapter, “The genesis of the witch”, accentuates the
images of the witch in demonology and mythology, two
areas that offer her most impressive portraits. Particular
attention is devoted to demonological and mythological
correspondences and influences, since they generated
the witches’ primary negative metaphoric and symbolic
meanings in literature. As this is a complex being whose
descriptions often comprise various heterogeneous ele-
ments and attributes, we attempted to shed light on all
such parallels, especially those connections that gave
rise to the most successful literary treatments.

The body aspect of the witch images is dual as well,
and therefore the witch’s body is discussed from two
viewpoints. Firstly, in the purely physical sense, which
differentiates between her iconic and her functional
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characteristics, and subsequently via her attributes and
the most typical forms of the witch (especially animal
ones). The two types of witch most remarkable physi-
cally — the repulsive old woman and the attractive girl
or young woman — are shaped not only by aesthetics but
by genre as well, since the notions of the witch’s looks
change with the shift from collective to the individual
imagination, which finds a genre expression in the di-
fference between the depictions of the witch in oral and
written literature. However, the witch’s body also con-
stitutes an inner element of her world and is, therefore,
discussed in the second chapter, “The witch’s world”,
from the aspect of sexuality, erotism and the politics of
punishment. As a particular subtheme, rich in interpre-
tative possibilities, the witch's body includes the sub-
jects of erotism and sexuality, as well as their flip side,
sadism, ugliness and evil as aesthetical categories, and
the similar themes of inquisitorial torture and corporeal
aspects of witch hunts (including those documented in
witch trials and inquisitorial handbooks). Even in her
most seductive and most feminine variants, the witch
embodies the dark side of female beauty, its demonic
principle. That principle is evident in her body, and thus
the body is the most remarkable representation of the
femme fatale’s sensibility. The witch’s body serves as a
mirror for numerous similar themes. For instance, dur-
ing the inquisitorial processes her body becomes an ob-
ject equally of hatred and fear, as witnessed by the witch
hunt phenomenon and the openly misogynic politics of
the inquisitorial handbooks. Such an attitude towards
the female body served as the basic premise for femi-
nism-oriented theories that consider torture to express
the pornographic interest of the male in the female body
(among others, by Michel Foucault, Barbara Walker and
Anne Barstow).

The second chapter, “The witch’s world”, considers
the premises of a world where the witch is possible. In
a literary context, the witch's world is composed of four
fundamental elements: the chronotope and the icono-
graphy present its external, and the witch's language and
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body its internal aspect. An interesting interpretative
possibility is to regard the witch’s language as a mem-
brane of sorts, a boundary between the external and the
internal world of the witch, an element that appropri-
ates the role of a mediator between the inside and the
outside. Thanks to the witch’s double nature (as a be-
ing simultaneously natural and supernatural), its time-
space is also ambivalent and shifts from the sphere of
everyday, ordinary, well-known things (the village, the
threshing floor, the house — although all these places
can also represent traditional varieties of the demonic
chronotope), to the fantastic landscapes of the subter-
ranean world or the images of night flight and the Sa-
bbath. Here, the starting point of our interpretation is
Freud’s term das Unheimliche (the uncanny). This is a
type of uneasiness, oddness or strangeness, an other-
ness stemming from the inside, which corresponds with
the witch’s liminality (and the opposite pairs protected
by her ambivalence, the oppositions life / death, ugly
/ beautiful, familiar / unfamiliar). J. Kristeva reshaped
this term into the concept of abjection in her treatise
Powers of Horror: An Essay on Abjection. In contemporary
theory, that term is often used to describe the position of
marginalized groups, i.e. those with the status of Othe-
rs, which completely corresponds with the more recent
meanings of the witch’s image in literature.

The four aforementioned categories are separated
merely for the sake of further analysis: in the witch’s
world, they appear as intertwined and interdependent
categories. The reader can easily notice their overlap-
ping and mutual validation. The witch’s iconography,
for instance, often overlaps with certain characteris-
tics of the chronotope, or encompass them indirectly.
A similar overlap can be noted between the themes of
the witch’s animal helpers, her familiars, and the animal
shapes of the witch herself: they are linked by the motif
of the witch’s metamorphosis, i.e. her most typical or
most frequent animal forms (butterfly, frog, hen, owl or
black bird, wolf or she-wolf, cat, dog...). The witch’s ani-
mal forms and her animal helpers are discussed as part
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of iconography here, although, in another sense, they
belong to the subject field of the witch’s body. They are
certainly linked to the theme of corporeality as well, but
not in its “external” form, as perceived in the relation
between witch and society. The witch’s iconography is
constituted by her magical objects or symbolic accesso-
ries (bridle, cauldron chain, broom, warp beam, egg, rod,
hook or withy, cauldron), as well as her familiars. Final-
ly, the most representative element of the witch’s icono-
graphy, in which the temporal-spatial determinants meld
with the more general traits of this iconography, is the
complex image of the Witches’ Sabbath. It also repre-
sents a separate subtype of the chronotope that contains
smaller discrete motifs (for instance, night flight or the
devil figure).

Language is also an essential part of the witch’s
world. The witch changes the image of reality with her
trans-rational speech of spells and incantations, a sin-
gular language: the magic speech creates her own, but it
also shapes the external world, what constitutes her sur-
roundings. This is a special poetic-linguistic form whose
varieties are documented in ethnographic materials and
ancient oral poetry (incantations, spells and other simi-
lar oral literature forms), in myths, and in contemporary
literature as well, present as glossolalia.

The third and final chapter views the witch as a so-
cial phenomenon. Unlike the second chapter, which
presents the witch's world, her microcosm, here she is
positioned within a social context and the focus is on the
relations established between the witch and society, as
well as society’s stance on witches. “The witch and soci-
ety” deals with witch hunts, documented processes and
witch trials, as well as inquisitorial practices and perse-
cutions. This part of the study is largely based on existing
records of witch trials, while assessing the question of
(pseudo) documentarity both in existing historical trials
and their literary transpositions as well as the question
of the sources’ credibility, linked to some significant
mistakes they caused in witchcraft interpretations. The
witch is discussed as a socio-cultural, gender and politi-
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cal phenomenon, examined as an outcast, outlaw, the
Other, a heretic — with an overview of the most impor-
tant theories that approach witchcraft as a social pheno-
menon, such as the works by Michelet, Summers, Rus-
sell, Robbins, Cohn. These are mainly well-known theo-
ries and hypotheses dispersed throughout the large body
of Western European history and demonology; our work
intends largely to introduce the most important ones to
the Serbian reader, while restraining from an imposition
of personal attitudes or convictions. Finally, we examine
the gender elements of the subject, primarily by asking a
problematic question that surfaces in witchcraft history
— why are women always witches and men always their
judges? That question is related to most other queries of
feminist witchcraft theories.

This monograph represents an extensive and largely
non-literary introduction that should enable a later com-
prehensive illumination of the witch as a literary chara-
cter. There the figure of the witch, here presented from
the aspect of ethnology, mythology and folklore, shall be
submitted to literary analysis. The next volume's sub-
ject are the purely literary forms of the witch, as well as
her representations in other (primarily visual) arts, with
the aim to depict her transition from mythology and de-
monology into literature and art and her development as
a literary figure.



